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I ntroduction
1 Exchanging Worlds
| can clearly remember the first time | stepped iRelipe Alfau’s world ofocos his suicide-
prescribing doctors, taxidermidancionariosand spring-infatuated poets. My mind so quickly
jumps back to those crucial moments because Iadood myself in a situation similar to that of
Alfau. A young immigrant, working at my first jadutside of my home country, | sat on my
bed, which practically consumed the entirety ofatoset-sized room, listening to the sounds
reverberating off the walls of thgatio de luzand in through my window: voices of crying
infants and soothingbuelas bickering lovers and the sloppy clip-clap of dnén testing out
their mother’sacones.The smells ofagarto soap and friedhorizo. There, alone in the dusty
and shabby beauty of that aged apartment, my oxnglchromaq | felt an instant connection to
this author who had somehow exchanged worlds wérahmost a century ago. | found myself
reading his expressions of bereavement toward $palrhis descriptions of a tentative
inhabitation of New York City at the very momentwhich | felt deeply my own loss of
America as | took my first wobbly steps in the mdigrhood of Chamberi in Madrid. | found
myself enamored with Alfau much in the same wallasy McCarthy, who described her own
encounter with Alfau’s work thus: “Alfau, or his bk, was evidently my fatal type” (1988: 201).
Therefore, what began as a google search in codmotden my own understandinglLef
Generacion 27quickly morphed into an obsession with this ondipalar author, Felipe Alfau.
My interest in his work developed into much morartlthe visualization of my own reflection
through the mirror of his novels, as | soon disecedehat most of Alfau’s work is dedicated to
the exploration of hybridity as a way of recongjliwvo dramatically opposed cultures. Alfau, in

a way, has opened my eyes to the entire postcolmmeement to which he forms a sort of



strange precursor. He has become my channel eéat¢co authors such as Thomas Pynchon,
Salman Rushdie and Junot Diaz, a rare examplesafrtknown leading the way to the
renowned. Beyond the innovative themes found enctintent of Alfau’s work, the techniques
he applied in the creation of his novels: satitereptyping and labyrinthine chaos, led me to
believe that there was something of literary imgoce in this unknown author.

As | am sure anyone who finds him/hersaiflove with a book can relate, | was thrilled
to compare my own reactions to those who had alsd Alfau. Soon | discovered a few fellow
aficionados, mainly llan Stavans, Mary McCarthy &atmen Martin Gaite, and read with
eagerness their commentary on Alfau’s work. Onepinost exciting finds in those early days
of research was the discovery of the script ofitikerview Stavans conducted with an aged
Alfau: | remember laughing with delight upon hearhis own sarcastic and cynical voice,
exactly as | had imagined it, and then reading w#mest shock his fascist pro-Franco
statements, even noting the trace of racism bdti;ddomments on immigration. As | worked
my way through the list of publications on Alfaw®rk, a quick and easy endeavor, | was
surprised at the lack of critical commentary onrfosels. Today, | anxiously await the
publication of llan Stavans’ biography of Alfau,cawish that the publication could have come
before | finished working on this thesis, so a#ltwninate further the enigma of Felipe Alfau.

This disappointing lack of publications on Alfavi®rk led to my own questions as to
Alfau’s status of “unknown” within the literary wiok. Surely Alfau suffered from the same bad
luck as other prodigious authors, who have comegane before the world has caught up with
their ideas and techniques. However, with the ognoif age of Postcolonialism, one would
think that now would be Alfau’s moment. In fadtseems it almost was, as he was a finalist for

the National Book Award in 1990 f@hromos. Perhaps the problem, then, is not the quality or

1 . . . . . .
From now on “he/she” “his/her” or “him/herself” will be referred to as simply “he,” “his” or “himself”.
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the innovative nature of his work, but the veryjsabon which he is writing. After all, his
novels do not fit within any trending category:dwes not capture postcolonial India, he is
neither African-American nor Hispanic and his wankkes no reference to World War Il. His
subject matter is simply not popular, given theeatr mood.

Yet if we have truly decided, as postcolonial tlygonasts, to discard the Western canon
and its prejudices toward only preserving the wafriwriters on the straight and narrow path,
then Alfau deserves more critical study of his Heysince he meets the criteria as an innovative
writer creating a Third Space that is distinctlglamiquely his own, complete with its own
language and cultural norms. As Susan ElizabetbeBwstates about Alfau’s work: “such
polyglot writers challenge conventional notionsaditerary canon organized according to
national languages and literatures” (1993: 20M)er€ exists a danger of the great ideals of the
postcolonial movement giving way to creating a rs¢@ndard, centered on a limited group of
narrowly-defined authors. For if the current lasr theorists wish to develop their own rubric as
to which authors matter, based on technique, aigynand style, Alfau clearly makes the cut.

A few authors, such as Chandler Brossard, havegrened the caliber of Alfau’s work, placing
him at the top of their literary lists: “An almasttally unknown Spanish-American named Felipe
Alfau, whose storiekocos published thirty-odd years ago, are in a clasthbynselves” (1972:
110). The importance of creating a substantigicatiresponse to Alfau’s work is one of the
motivating factors of this study, for, as Alfaugir Steven Moore stated when Alfau was still
alive: “We will lose Alfau one of these days, bug wan’t afford ever to lose his work again”

(1993: 247).



2 Felipe Alfau: The Person and the Persona

2.1 Fragments

After having read Alfau’s oeuvre as well as havwiagearched the various fragments of versions
of Alfau’s life available to us today, it soon bewes clear that the characters, the plot and the
very locations in the stories are inextricably tiedhe life of the author. With Alfau’s biography
in mind, we see he appears time and again in hsvanting, fragmented and distorted, but still
Alfau. Therefore, the autobiographical informatmm Alfau becomes essential to understanding
his work, as it not only sheds light on the auttnis,opinions andnodus operandbut also

reveals the conflicting personas and identities tinaerlie his novels. As we shall see, this real
historical person is converted by his own pen afgersona, a semi-fictional version of Alfau
himself who intervenes in the novels.

2.2 A Brief Biography

Born on August 2% in 1902, Felipe Alfau formed part of an upper sjaducated family in the
North of Spain. While he was born in Barcelona, fdmily soon moved to Guernica, the place
Alfau would think of as his childhood home. Higats thrived on a life of adventure, later
having moved both to the Philippines and the Caaib(Martin Gaite 1993: 175-6). With the
beginning of World War | in Europe, the Alfaus léie uncommitted but unstable atmosphere in
Spain for New York City, a place, relatives tolém, where there was employment and this
would offer a better life (Stavans 1993a: 149). Twve to the United States thus coincides with
a greater shift in Spain at the time the Alfausidied to leave:

The '98 disaster would leave Alfau’s family, likeary others, in a state of confusion, needing to
adapt to the new industrial, political, and cultuaadscape conditioned by the growth and
restructuring of Spain in the first few years af tiventieth century. They had relatives abroad,
contemplated the possibility of emigrating, andevield it was easy to get a job elsewhere. At
the time of the First World War, the United Staies perceived as the Promised Land for those
willing to take a risk, to find a better life (MantGaite 1993: 175).



The profession of writing seemed to be in Felip@a&k blood, since his father found work as a
journalist in the United States and his sisterydasilfau de Solalinde, became the wife of a
philologist and wrote her first novel at the agenwfeteen (Stavans 1993b: 143).

Not surprisingly for a Spaniard at the turn of tiventieth century, Alfau was a
committed Catholic, but it seems that his religibeiefs went deeper than the mere cultural
traditions so common to Spanish life. Though yéates, after he was “rediscovered,” he
explains himself by saying: “As for me, | am a skepas you said. | cannot but have doubts
regarding the afterlife. What if there is a God’hauif all our uncertainties are a children’s
game? What if we are punished for our sins?” WikenStavans replies lightheartedly to these
guestions, Alfau retorts: “I sure wish | was sureas all a joke” (Stavans 1993a: 14®)d.).
Alfau even gives his religion as the reason forgarhmitting suicide after having resigned
himself to a life of solitude. Therefore, Alfaittemments on religion reveal a man who has
delved deeper into his own concerns and doubtsahaminal Catholic would have ventured,
but he also seems to stand at the edge of betiefcommittal to either atheism or faith.

Following the move to New York and upon finishimgh school, Alfau studied for one
year at Columbia University, where he was abledicsp his writing in English. Having only
spent one year at the university, Alfau proudlycdéed himself as “a self-educated man,” and
even wroteChromosin between translations at his job (Stavans 19938). He worked from
1923-1926 writing music reviews bBa Prensaa Spanish-language newspaper in New York
City. In 1927, having married Estelle Goodmanhwithom he had one daughter, Chiquita, he
found himself in need of a job, which was the reasby he wrote botldld Tales from Spajra
collection of children’s stories published in 1928dLocos: A Comedy of Gesturéss first

novel, which he finished in 1928 (Hammond 1990)s ielationship with his first wife was not



an easy one, as his friend Chandler Brossard exgldie had first married a Jew, which | think
upset him very much, and | think this is one of is@sons he quit writing for a very long time:
she was a real sergeant, always driving him toewahd he finally just couldn’t stand it” (1993:
194). Brossard paints a rather grim picture oftiie, and the couple did divorce in 1929.

When Alfau got a job as a translator at a bankd8, he stopped being concerned about
the publication of his novel, having found a waytovide for himself and his family. He would
stay at that job until 1964, when he retired. 938, Alfau found a publisher fdwocos who
paid him $250 for the manuscript and it formed jpéi series called “Discoverers” for up-and-
coming authors (Stavans 1989: 173). The book wekreceived by critics, but it never really
reached the public, only being available by spemidér. He remarried in 1946: the father of the
new wife, Rosemary Clark, had forced the marriggenuhim. This marriage also failed, and
again Alfau’s friend Brossard gives an interespagtrayal of their relationship: “To be honest,
you couldn’t quite believe these two together—raug act: there was this Moorish-looking guy,
really elegant, with great style: and there was Halloon from Brooklyn, a messenger at the
bank where he worked” (1993: 194-5). It seemstitatsecond wife did not match his lifestyle
or his intelligence, and the marriage also endediviarce.

Alfau continued on, mostly alone, with a small @rof friends who visited him and
welcomed him into their homes. Those who wereuiet in this small inner circle soon
discovered in Alfau a rare and peculiar individga ,much so that one of them, Charles
Simmons, who used Alfau as the basis for a charactes novel, Jose Llanos: “In his early
middle age, when | knew him, he had everything edddr a fictional character and in the
colloquial sense, a character— luminous intelliggrmutrageous perversity of opinion, and a

straight-faced delivery of genius” (Simmons 199Bljs second novelChromosyemained in a



dresser drawer, never presented to a publisherrafiérustrating experience wittocos. While
Alfau would later deny the fact that his lack otsess had a negative impact on him, those
closest to him seemed aware that he did take thienmersonally, as Brossard states: “Felipe
would feel very humiliated by these rejections”$39196). However, many critics during the
rediscovery of Alfau’s work would hypothesize tliais lack of success could be credited to the
innovative nature of his work, incomprehensible definitely not in fashion in the 1920s and
30s (Coates 1990) (Shapiro, A. 1993: 203).

The next significant event in Alfau’s life would beés return to Spain in 1959. Having
been convinced to visit friends of his, the Talbotko were from New York and living near
Malaga for one year, Alfau made his homecoming ter@ica and then went on to visit his
friends. During conversations with Alfau prior teettrip, Toby Talbot notes that “he evinced no
nostalgia, no desire to make an actual trip, disitined as he was with the Civil War, which had
divided his family, and reluctant it seemed to conf the landscape of his childhood and
youth.” (1993: 184). After all, Spain had changkdstically while Alfau was away, and he now
felt an outsider, although he had become a stroagduista and was presumably welcome in
Franco’s Spain. Upon returning home to Guernitacity bombed by the Nazis, Alfau had to
find a way to reconcile his pro-Franco beliefs vilte devastation he was now seeing before his
own eyes. Talbot describes the scene as follows:

He’d rambled through the village, getting his begsi, confirming how primitive things really
were and how Spain was living in another centlglipe never found any link between that
presumed condition and Franco’s regime: for hilvai more to do with some inherent Spanish
fate (1993: 184).
Alfau’s chosen response was to deny that Francdbatbed the city at all, saying that it “was
in fine condition.” (Talbot 1993: 185). Perhaps tlisconnection from his homeland, evident in

moments such as these, played an important ralevaloping Alfau’s postmodern perspective:



wavering between two cultures and not fully ideati himself with either. As he left to return
to New York, he called out to his hosts the TalptBge you back home,” as if Spain no longer
held sentimental value for him; but according t®fiends, it seems that the trip was not that
black and white. Chandler Brossard recalls théawbuffered a sort of breakdown during his
time in Spain and Doris Shapiro informs us thagAlfmet not one person or turned one
remembered corner from his beloved childhood” (Band 1993: 195) (Shapiro, D. 1993: 198).
On his rediscovery, he would even state in anwiger that, “Todo habia cambiado. Me senti
muy sold” (Stavans 1992b: 611). He faced the problemithatigrants often encounter upon a
return home: that life has simply gone on and ckdngithout him.

Moving ahead to the year 1987, Alfau was livin@ihousing project in Queens, alone
and waiting for old age to take him away. Outle blue, Steven Moore contacted him to ask if
he could republishocos Moore recalls his interactions with Alfau by sa&y “In this and all
other matters, Alfau was very cooperative, givisgcamplete freedom and responsibility for
copy-editing, proofreading, and design, not so mhetause he trusted us than because he didn’t
want to bother with any of it” (1993: 246-7). Ibwid appear that Alfau was no longer interested
in becoming a literary success, as he would stateumerous occasions: “All of this has come
too late. Truly, | don’t care anymore” (Stavan938: 151).

However, his emerging public would not let him gseao easily, and the man who had
arguably the most contact with Alfau, llan Stavandy gained the privilege of meeting him
after countless persistent attempts to contact treogiving responses such as the following:

Someone with a peculiar, matured voice responddfdiu was out of the country, he claimed,
perhaps in Europe. He had sublet his apartmentvasdot expected back for several months.
The man saigu apellidg his own last name, was Garcia, by professioniddamist. The joke
was clear (1993b: 144).

2 Everything had changed. | felt very alone. [My translation.]
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Finally giving in to Stavans’s persistence, mosivaat we know of Alfau in his own words
comes from the interviews Stavans conducted. éhsagment, he rants: “it was better when
nobody cared. Some people think | am a celelity)] don’t even understand what that means.
Better to be all alone, alone and silent” (199%8)1 Unfortunately, without meeting Alfau, it is
difficult to know from his interviews if he was siarely apathetic to his success or if he
possessed that Spanish quality of understatinguaisaccomplishments, either as a defense
mechanism, or as not wanting to appear proud (N&tite 1993: 174). Doris Shapiro, a long-
time friend of Alfau’s, in telling the story of wheshe brought him one of the first reviews,
remembers that “[she] could tell he was pleasdakeyTunderstood what he had done and were
saying he had predicted the discoveries of thet gnegic realists and also linking him to
Nabokov” (1993: 201). Perhaps then, the facadgees$imism is more the Catalan
characteristically dry exterior than an actual nésent of the success that had finally come his
way.

In 1989, Alfau moved to a retirement home in RBgok, Queens, where he lived until
his death on February #81999. Having allowed Steven Moore accedsoos Alfau showed
him his manuscript fo€Chromos and upon publication in 1990, the novel was drfeve books
nominated for the National Book Award that samery&hromos however, would not win the
prize, with some of the judges claiming that théngpwas politically driven, and th&hromos
should have been the rightful winner (West 1998lfau’s relationship with Stavans would also
lead to the publication of his poetry in a bilingadition called_a poesia cursf1992) with
Alfau even entrusting the English translation tav@ns. Alfau later provided Stavans with a

draft of the speech he had prepared in case helveddational Book Award. The speech



reveals a bit more of his personality and dry serfigeimor, offering a final picture of Alfau at
the time he was rediscovered:

When the publishers told me they were submittingomgk for this award | thought they were
carried away by blind optimism, but when the bo@swaccepted | thought: who am | to disagree
with such distinguished experts? And concludedtinatvork must possess virtues which eluded
my inferior powers of observation.
Anyway only a fool would question his good fortune.

(Included in Stavans 1993a: 155)

2.3 Eccentricities Abound

Describing Felipe Alfau without discussing his pioal views would be an injustice to him, but
for the researcher, it is tempting to paint hinadgail eccentric man, senile and therefore
unaware of what he was saying. However, this doéseem to be the case with Alfau, who
stood by his Franquista beliefs for as long as aayweho knew him can remember. Indeed, his
right-wing politics have led other researcherswereconnect his work to Wyndham Lewis
(Scott 2005: 52). This may be too strong a consparibut to give the reader a glimpse of his
famously politically incorrect ideals, here is aotation from llan Stavans’ interview with him:

| think democracy is a disgrace. Machiavelli whsdutely right: the difference between tyranny
and democracy is that in tyranny you need to semyone master, whereas in a pluralistic
society you have to obey many. | always thoughmegaisimo Francisco Franco was a
trustworthy ruler of Spain, and thus supported hiimce his death, the Iberian peninsula is in
complete chaos. In fact, at the time of the Spa@ivil War, | championed Franco’s cause in
this country as much as | could (1993a: 148).

As stated earlier, even on his visit to Guerniéachildhood home, Alfau stood by his belief that
nothing had happened to the town and that all@jroar had been communist propaganda.
He stood by this even when he could not find his @gter's tomb as a result of the devastation
(Brossard 1993: 196). There is simply no disggigMfau’s political beliefs, which he made

clear to almost everyone he met.
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Beyond his Franquista leanings, his other befielsm to be even more uncomfortable in
today’s society. In the same interview, Stavardresses some accusations made toward Alfau
regarding his views on race:

IS: Do you think whites are superior?

FA: | trust Western civilization to be built updmetwisdom of the Greek and Roman empires.
Purity is fundamental if continuity is to be acleelv Take New York City as an example. In the
fifties this was a safe place to live, but now sangpnimmigrants have invaded its streets and
neighborhoods, making it a violent jungle (19932)1

This segment from the interview is fascinating sidfau, himself an immigrant, does not even
consider that he too would belong to the groupmeéders he describes. More accusations have
been made toward Alfau about his tendency towara 3@mitism, only this particular charge he
would vehemently deny, stating that he had seleaish friends, indeed, he had married a
Jewess. However, when attacked for his other siferbeliefs, Alfau remained adamant: “My
ideas are wrong in today'’s cultural climate, baytlare mine” (1993a: 152). Not one to back
down, and known for being a strong debater, Alfamito his grave still clinging to his beliefs.
Thus concludes the image of Alfau that has beeated for us by his friends and those
who had the chance to meet him. The critical warkAlfau is composed of a series of reviews
following the publication o€hromos mostly short descriptions of the work as welaageneral
sentiment that Alfau was an author “ahead of Imetf TheReview of Contemporary Fiction
dedicated its Spring edition in 1993 to Alfau anddi Pirandello, creating the most complete
critical perspective on Alfau to date. The prefaaad afterwords of the works themselves also
offer glimpses of the areas of investigation ydbeéoexplored. Finally, one Master’s thesis by
Joseph Scott entitled, “Thundering out of the Sivwd Modernism and Identity in the Novels of
Felipe Alfau,” offers an additional perspectiveeomhich | will necessarily reference throughout
this thesis, since | disagree with the majorityhef conclusions Scott draws from Alfau’s work.
Clearly, there is much left to be said on Alfau'sriy; as Anna Shapiro explains: “such is the
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familiar and much romanticized fate of the artistaolvanced’ ideas, whose art is ‘before its
time™ (1993: 203). In fact, perhaps in the cas&elipe Alfau, we have been lucky, for he was
not able to slip away before telling us some ofdtwey of his life and work.

3. The Corpus

3.1 0ld Tales from Spain

Alfau’s first published work wa®Ild Tales from Spajra collection of short stories written for
children. If nothing else, these stories, an ehtidifferent genre from his two novels, point to
the varied attempts Alfau made at entering thedrepublishing scene. The stories in this
collection are set in several different locatiohsvéthin the country of Spain, be it Seville,
islands in the Mediterranean, or even the Alhami@armen Martin Gaite, the writer who
introduces these tales in the present-day Spadisbre has noted that most of the stories
contain a young male protagonist, strong and indeget. Martin Gaite links this protagonist to
the author himself, the young Felipe Alfau, reveglinderlying autobiographical tendencies in
the text (1998xxiii). The majority of the stories found withihé pages oDId Tales from Spain
also show an unrelenting pull toward the Romamspecially when Alfau chooses to
incorporate legends or when he invokes scenesahmahd the reader of Washington Irving’s
Tales of the Alhambrél832). Alfau also spends considerable time developiogest around
the origins of inventions, from pigeon carrierstlboats or even the rainbow. However, in
some of the stories, especially in “El gusano @& or “La leyenda de las abefdspolitical
undertones create a strong double meaning, belrauthor with depth and potential for

writing much more than children’s stories. Whildali's technique in relaying his political

3 Throughout this thesis, works referenced in general will include the original date of publication, with the more
recent edition cited in the bibliography. However, when referencing specific pages within a work, the first such
reference will include the original date of publication in brackets as well as the date of the edition used. After that
initial reference, only the more recent date will be included in the parenthetical citation.

* “The Golden Worm,” “The Legend of the Bees”
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leanings in these stories is less skillfully crdftkan in his following novels, these particular
stories do foreshadow the flourishing novelistame.

3.2 Locos: A Comedy of Gestures

Anna Shapiro has defined this novel as a detestgy of identity (Shapiro, A. 1993: 203), in
which the characters, the author and even the readst search for identity in the labyrinthine
pages of a novel in the form of related storieker€ exists a categorical shift from Alfau’s first
published workQld Tales from Spairip this second work,ocos,which is surprising when one
considers that Alfau finishddocosin 1928, one year prior to the publication of e stories.

In Locos Alfau insists upon laying bare the device, bemigrirom the opening pages of his own
prologue, in which he begs the reader to throwttwfconventions of reading the stories in
chronological order and implores him to withholdrfr searching for greater meaning. Soon the
reader discovers that the narrator himself is “Affavhom we are supposed to believe is the
author, but in reality is an additional charactethe novel. Therefore, from this point onward in
this thesis, the narrator will be referred to affdA,” and the author himself as simply Alfau.
Turning to the short stories of which the novetasnposed, one finds that the characters
themselves refuse to remain in their prescribeesstddlurring the lines between reality and
fiction. They interrupt the narrator, take contwbkhe plot and even experience their own
existential crises. While this aspect alone wdadcenough to consider the novel innovative for
its time, Alfau also uses his carefully-craftedstgypical characters to create an original version
of criticism of Spanish society. The actual themthis critique are not original to Alfau, but
come from a tendency typical of the generation ofens following the Spanish-American War
of 1898. These authors, knownlasgeneracion del 98vould take issue with Spanish society:

more specifically the religious fanaticism, thekad drive in industry and the political
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corruption of both the liberals and the consenestivHowever, Alfau’s originality in this
critigue comes when he abstains from expressingsbal desperate longing for a solution to
these issues; instead, he playfully presents thteseotypes and then allows for the reader to
simply relish in the chaotic lack of resolve. Thakes Alfau’s work all the more
unprecedented, since this pushes him past thessnalledernist searching and into the
postmodern, all in the year 1928.

3.3 Chromos

The publication of Alfau’s second novel is the gtof a lost treasure, written in the year 1948
and only rediscovered in 1990. The contrast batviesvLocoswas received in the 1930s and
Chromos’success in 1990 is yet another testament to Afaugienuity: it took the literary world
sixty years to catch up with Alfau’s technique lstgnd content. Indeed, the themes Alfau had
developed in the novel were now in fashion in tB80ds, since it discusses a Third Space
existing in New York City. The novel includes dw/n hybrid characters, the “Americaniards,”
as he calls them, a diverse group of Spaniardsimhuograted to the United States and who
search for an in-between that is neither forcedvakgion nor reclusive isolation. The novel
also abounds in a postmodern flair for laying baeedevice, achieved through the use of frame
narrators and manuscript fragments, as well asdahee chaotic playfulness Alfau employed in
Locos The narrator is again the mysterious “Alfau,”ayim this novel, is an immigrant writer

in New York City, trying to navigate the publishisgene of this new world. The perspective of
“Alfau” is contrasted with that of Garcia, a fellammigrant writer, who is irremediably caught
up incursi(corny) and stereotypical literature. The othep ®gsential characters are Dr. de los
Rios—who, like Garcia, has been carried over ftauos—epresenting the liberal progressive

Spain, and Don Pedro, who portrays the traditianal stagnant Spain. The novel therefore
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pursues this glimpse into the process of adaptatsoimese diverse immigrants adjust to their
new surroundings. However, the novel also takearomnovative playfulness surrounding the
themes of immigration and hybridity, creating aiglaiful and original intersecting of literature
of the Third Space and the techniques of Postmararn

3.4 La poesia cursi

Alfau’s final published work is one that encompast® entirety of his adult life, since this book
is a compilation of his poetry, with some poemsmdgback as far as the early 1920s, before he
wrote Old Tales from Spairto the late 1980s when he was rediscovered. aXthis sampling of
poetry would have the potential of showing theréity development of the author himself, the
poetry does not reveal any such tendency, sinceaweee from the dates of the poetry that
Alfau continued writing some purely Romantic poeim®ughout his entire career. The poems
also vary greatly from Alfau’s novels in that thae generally formal both in structure and
technique, lacking Alfau’s characteristic experitaions, and instead adhering to rhyme
schemes and even appropriate Romantic themes.e\ttislis generally true of Alfau’s poetry,
it is also incontestable that there are, internadghith these Romantic poems, a few examples
of the picaresque Alfau from his novels, offeririgngpses of mockery behind the Romanticism
and even a few shocking moments, as in the cate @oem “Evocacion afro-idédl

Therefore, in many ways, Alfau’s poetry revealsanfantic side to the author, since, as Alfau
himself has explained, poetry was a more closelgqreal form of writing for him than the
novels or the short stories, a difference evidenhe fact that this is his only work originally
written in Spanish (Stavans 1993a: 149). This Rdiogoetry reveals an additional aspect to

the person of Alfau, which can perhaps be attridbtethe nostalgia of being a displaced

5 .
“Afro- Ideal Evocation”
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immigrant, serving an additional purpose of keepiadgrom the temptation of allowing him to

be singularly defined.

4 The Theoretical Frameworks

4.1 The Third Space

The theory of the Third Space quickly became the@stone for the creation of this thesis since
both the author and his work are closely tied ®ttteme of hybridity. Behind the hybridized
content of the novels emerges an author who isdifratempting to inhabit a Third Space,
evident in his varied attempts at writing in difat genres and even different languages.
Moreover, there is a need for a theoretical frantéwtlat speaks to the vast amounts of hybrid
language in the novels, especiallyfdhromos. Therefore, the depictions of the Americaniards in
Chromos the satirical representation of Spanish sterestypLocosand the themes of nostalgia
and loss in botlold Tales from SpaiandLa poesia cursinade the theory of the Third Space an
essential framework from which to begin working.

The discussion of the theory of the Third Spacthis thesis will begin with an
explanation of what is meant by the First Spacat, ith“the Nation” to which one originally
belongs; followed by an explanation of the Secopdc®, being the binary opposite “Other”; and
finally, this ambiguous space between, the Thirdcgpthe attempt to find a place of hybridity.
| will review the characteristics of this Third Sgeand its variations, especially focusing on
those most relevant to the creation of the subegehliterature explained by this theory. The
exposition of the theory will be based on the idefathe scholars Benedict Anderson and Homi
Bhabha, making special reference to their respeetorks,imagined Communitid983) and
The Location of Cultur€l994), for while these scholars wrote their cacainvorks some years

ago, they are still respected as the foundatiamélaas for the theory of the Third Space. Like
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any literary movement, others have come after tteediscount, alter or revise their work,
however, while some would, as a result, deem asthioch as Bhabha and Anderson irrelevant
or outdated, | contend that the subsequent aubiaws only added to Third Space theory, but
there has not been any alteration grave enouglatant the excommunication of these
guintessential authors. | considered other autborspace and place, such as Bachelard and his
The Poetics of Spa¢g994), Massey'S$pace, Place, and Gendd994), and some of Foucault’s
ideas, but they were not applicable to Alfau, sinisedepictions of space do not enter the
specific in terms of gender or the utopian. By bgsny description of the framework of the
Third Space on foundational scholars such as BhabtaAnderson, | can then allow for more
recent writers to voice their additional discovseras the movement continues to grow and
mature, if and when relevant. Edward Soja’s thedr{f hirdspace,” for example, contains a
relevant perspective, and | will discuss the perttrinsights of his work to my discussion of
Third Space further in the next chapter.

4.2 Stereotypes

While the overarching theory driving this studyMaé the Third Space, particular attention must
also be paid to a literary use of stereotypes,aalhesince Alfau relies heavily on this
technique in his novélocos. In order to avoid any premature assumptions adfau’ use of
stereotypes, | will begin the discussion with a&bdescription of the differing forms of
stereotypes found in literature. From this bdsig|l then proceed to explore the potential
reasons for using stereotypes as a techniquellysihaill consider the use of stereotypes as
critique, especially emphasizing how the postmodambe present in this approach. Upon
completing this more general overview of stereosyipditerature, | will turn to the specific use

of stereotypes as part of the criticism of Spasistiety in literature, since this is a technique
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used and written about by other Spanish authoesnibst predominant being Ramon del Valle-
Inclan and Julio Caro Baroja. This sub-theory doasremain entirely isolated from the theory
of the Third Space, since Alfau’s exaggerated depiof stereotypes reveals his criticism of
fixed identity, just as the Third Space emphasibesmportance of difference instead of binary
oppositions, especially in the area of identity.

4.3 M oder nism/Postmoder nism

While Alfau’s work is located, chronologically spaag, within the period of Literary
Modernism, the form and technique of his novelsl tenalign themselves better with
Postmodernism. The issue with discussing theseements that are so recent, or even perhaps
still persisting in the present day, is the inapilo view them more distantly and objectively.
Therefore, before I discuss the form of the twoelsyl will discuss the characteristics of
Modernism and Postmodernism with the hopes offglag what has become an increasingly
messy transition between these two particulardifemovements. Indeed, focusing on the
borderlines separating Modernism and Postmoderprewes a challenging task, considering the
fact that the differentiations scholars have magtevben the two frameworks are still tentative
and incomplete. After having discussed the defjrdharacteristics of both movements to the
best of our knowledge today, | will then turn tdidimg the form in Alfau’s two novels within
this framework. There are several scholars whe ltdgaimed that Alfau’s work is
predominantly modernist, one of them being Mary M6y, who has stated tHabcosis a
“modernist detective story” (1988: 205), anotheingeloseph Scott, who claims that bbttos
andChromosare modernist (2005: 1), and finally Joseph Coates has identified.ocosas
modern andChromosas postmodern (1990), | will defend, as Susan Bé##taSweeny has

already hypothesized, that Alfau’s work can betedefined as a precursor to Postmodernism
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(1993: 207), for although he was writing during thedernist period, the style, technique and
themes of his writing better correspond to Postmadm, and as we saw, he was not hailed as a
great writer at the time as his technique was noovative to be appreciated.

5. Method and Approach

This thesis will argue that Alfau’s most prodigiouerk is his noveChromosjn both form and
content, and that the themes in the novel, writtehe 1940s, fit into the theory of the Third
Space, which has come to gain recognition onlyé1980s. Therefore, the first chapter of the
thesis will be devoted to a thorough exploratiothef theory of the Third Space, since this will
become the foundation for the discussion of Alfdifiésand work. Having defined the Third
Space, the second chapter will move directlZbhvomos even though it is Alfau’s last
published novel, because it gives the clearest pbaof Alfau’s writing in and about the Third
Space. Following this discussion, the next chaptiicontinue to consider Alfau’s Third Space
literature, but this time through the more speddias of stereotypes and Alfau’s use of such in
the satire found in his novebcos. The fourth chapter will discuss the form of the elsy
especially emphasizing the postmodern nature df. bdhe fifth and final chapter will consider
Alfau’s short storiesQIld Tales from Spaiand his poetryl.a poesia cursi These two works
could be considered Alfau’s minor works, thoughythee still helpful in understanding this
Third Space author, especially through the therh@®stalgia and Romanticism present in both.
By organizing the thesis in this fashion, | am d@bladdress Alfau’s most representative novel
first, giving it the importance it deserves, whale the thesis progresses, | will take the
opportunity to add supplementary frameworks thavigle complementary perspectives from

which to view Alfau’s work, adding to our understiamg of this complex and unique author.
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6 Welcome to the Madhouse

Through this in-depth study into the life and wodtd=elipe Alfau, the goal in mind is not only
to define the narratives within the theory of therd Space, Modernism or Postmodernism, but
to examine what kind of fictional world Alfau dewgls within the frameworks of these theories.
Through careful attention to the literary technisja@d themes, it becomes clear that Alfau
describes a Third Space of tension and nostalg@ithg, a chaotic, apathetic and yet playful
postmodern existence. Therefore, the innovatioflfaiu’s work is not simply the way in which
it incorporates literary movements that had yetdme into existence, but more how the use of
these techniques communicates a unique and partigefspective on attempting to exist in a

hybrid state.
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Chapter 1: The Third Space

Within the theory of postcolonial literature, sealeopics and sub-themes have been created in
an attempt to explain the varied ramificationshef énd of Colonialism. What began as a
theory describing the literature emerging from ddes that had directly overthrown the rule of
the colonizer, suddenly had several other typégeniture knocking at the back door.

Literature pouring out of immigration, exile, olode writing from the borderlines required that
postcolonial literature either stretch and growider to accommodate a variety of situations, or
put firm boundaries that would resist other infittng forms of writing. Today there are some
theorists who have agreed to accept these outfgimgs, while others maintain that postcolonial
literature must be limited to strictly postcolonsiluations. One of the theories that has gained
popularity within this movement is the Third Spalsecause it can be applied to the traditional
postcolonial situation as well as to immigrationgration, cosmopolitanism, borderlines, or
exile. The theory of the Third Space seeks toarphe “in-between” nature of Postcolonialism
and in doing so, breaks down the center authamignglish literature, allowing each distinct
voice to be discovered on an equal playing field.

1 The First Space

As the name “The Third Space” implies, one musirbagth an explanation of the First Space
and the Second Space in order to arrive at an staateling of the Third Space. The First Space
seems to clearly represent the home culture. Hewy&hat seems to be a simple beginning can
also be deceivingly deep and complex. Benedictefswh, in his booknagined Communities
(1983) provides insight into the Third Space by deepeoimgunderstanding of the First Space,

otherwise known as the nation.
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1.1 The Nation: Characteristics of an Imagined Commnity

Anderson begins his theory on the creation of #tteon by defining what it is and is not: “it is

an imagined political community— and imagined athboherently limited and sovereign”
([1983] 2006: 6). In order for a true communityetast, the members must know one another.
Of course, in a nation, it is impossible for eactrmber to meet all the other members; therefore,
an authentic community does not exist. This insfmkty, however, does not stop the group
from experiencing community, as Anderson expldiiss imaginedbecause the members of
even the smallest nation will never know most e@fitifiellow-members, meet them, or even hear
of them, yet in the minds of each lives the imafytheir communion” (2006: 6, emphasis in the
text). In fact, this “communion” has reached sadkhvel that men have gone to war for their
unknown compatriots, have risked their lives tqphmte another, and have sent their money as
aid to weaker members (Harris 2009: 3). Beyont thambers of the community have faith in
one another’s abilities, more so than in those efers of other nations (Anderson 2006: 26-
7). This sort of nationalism exists because of‘tmagined communities” the members of the
nation have built up in their minds.

Another key point that Anderson makes about thesadgined communities” is that one
never has the conscious choice to become a menberder to clarify this idea, Anderson
compares the nation to the family (2006: 143)thimsame way that it is impossible to choose
one’s family, upon one’s birth, one certainly does have the capacity or the ability to choose
one’s nation. Also, it would be rare indeed talfanperson that does not have a nation, just as it
is surprising to find someone who does not belong family. Anderson makes a similar
comparison by relating nationality to gender, beedooth are inherent and essential parts of

one’s identity, practically impossible, or ratheday, very difficult to change or abandon (2006:
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3). While choice is not involved in nationalithis almost seems to strengthen the power of the
connection, as Anderson explains:

Something of the nature of this political love dandeciphered from the ways in which
languages describe its object: either in the voleapwf kinship (motherland/aterland patria)
or that of homeHKeimator tanah air[earth and water, the phrase for the Indonesiaais/a
archipelago]). Both idioms denote something tookitine is naturally tied. As we have seen
earlier, in everything “natural” there is alwaysrsthing unchosen (2006: 143).

One might assume that some would hold resentmesairtbtheir countries since nationality is a
choice made for them at birth, however, it seerasttie opposite is true, as people come to
associate nation with the “natural” aspects of kfé&ey part of their identity, and come to love
their home nation. One’s nation is therefore faretban an obligation, as Bo Strath explains:
“homeland is a value-loaded as well as historicadigtested concept connoting belonging and
identity, and thus is a concept replete with poatid imaginative force” (2008: 26). Ideas such
as “belonging” and “identity” already link the ctea process to the idea of nation.
A further essential characteristic of the natiethiat it is limited (Anderson 2006: 7).
With the goal of understanding the Third Spaces thiperhaps the most important aspect of
Anderson’s theory of the imagined community. Aty a nation exists because of its
boundaries. Those boundaries can be physicaljitig, and/or cultural. From this perspective,
we can see that the nation defines itself in thgsvila which it is differentiated from other
nations. Anderson explains this concept by comgathe nation to religion:
The nation is imagined disnited because even the largest of them, encompassing
perhaps a billion living human beings, has finitelastic, boundaries, beyond which lie
other nations. No nation imagines itself cotermmswith mankind. The most messianic
nationalists do not dream of a day when all the treof the human race will join their
nation in the way that it was possible, in cerigpochs, for, say, Christians to dream of a
wholly Christian planet (2006: 7, emphasis in tae)

The idea of the nation is not to share and expamdambership or its benefits outwardly

(although this has been done in the past), butd@ase the standard of living and protection for
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those within the nation. The requirements for n@ng these benefits are not solely to be
located within the country’s physical boundariaeg, tine must actually be considered a member
of the nation. The act of creating an “in-groufdit-group” mentality creates security for those
within the nation, as Roger Bromley states: “Natsbaites need borders, boundaries, walls and
fences for geopolitical reasons but also for theppsies ofnscription ‘writing in’ a people as
pure, unified and coherent, and ‘writing out’ theleded, the disparate and the incoherent”
(2012: 345-346, emphasis in the text). By limitthg nation, those on the inside feel united and
distinct from those outside.

One of the deepest connections that allows fomention of a nation is that of
language. Anderson explains that in early nati@mjuage was even something sacred to the
community, showing how deeply interwoven spacelanduage are (2006: 15). Stavans argues
that language is indeed connected to space wheayse “Place or locus, of course also includes
language; after all, one is born into a tongue’9@® 155). Building on the idea of being born
into a language, Anderson also agrees that langsaggsential to human experience:

What the eye is to the lover— that particular oatineye he or she is born with — language —
whatever language history has made his or her mtthgue — is to the patriot. Through that
language, encountered at mother’s knee and partbanly at the grave, pasts are restored,
fellowships are imagined, and futures dreamed (2088).

The language given at birth is innately that persponssession for the rest of his life. Clearly,
the nation is united by the use of the same languagd this unity is prolonged as children are
born into the same language and find their idemityeir language and therefore in their nation.
While language is often considered a natural piiteg it is important to consider that it is also
an important political tool, as David Gunning stat& he national language works

simultaneously to reflect and enforce the politiwaiindaries of the nation” (2011: 141).
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Therefore, language naturally encourages “imagaoedmunities” because it is an irrevocable
bond, but it is also a tool in the hands of theamain forming firm and unmovable boundaries.

The final link that unites the nation is the creatof comradery, in which exists a depth
of connection between the members of a nationabrtinues to astound theorists. Anderson
summarizes this profound feeling of loyalty amortgens as he explains:

Finally, it is imagined as eommunitybecause, regardless of the actual inequality and
exploitation that may prevail in each, the natiplways conceived as a deep, horizontal
comradeship. Ultimately it is this fraternity thmtkes it possible, over the past two centuries,
for so many millions of people not so much to ki, willingly to die for such limited imaginings
(2006: 7, emphasis in the text).

This connection somehow surpasses the idea ofisitigor cultural background. Indeed, the
fraternity that emerges out of nationalism is gaitbe one of the strongest in existence. Nara
Araujo explains this phenomenon by focusing onetmetional side of nationalism: “Nation,
then, as space and time, is linked to personamaté and affective experiences” (1999: 99). As
Vincent P. Pecora states in his work on nationslethe community may be imagined, the
consequences of such a community are not imagR@@il( 2). They have been spelled out in
wars, commerce, and immigration. While this natimmais definitely an essential factor in
uniting nations, it is difficult to know with ceitety whether this is an a-priori characteristicaof
nation, or if it is a politically manufactured one.

1.2 A Few Stipulations

Anderson’s theory that the nation is in fact andgmed community” may seem to imply that
there is no real connection between its memberkileAt remains true that the members of a
nation do not know one another, there are cerlaments that members tend to share; this is
why Stuart Murray states, “Nations are not fictiot®ugh they contain elements which are
clearly fictional” (1997: 14). However, in an atipt to define the non-fictional elements of the
nation, a closer evaluation reveals the depth tcltine political plays a role in the creation of

25



the nation, since even these supposedly authamiciaiting characteristics contain elements of
fiction. One of these factors that seems inhetieettte nation is culture. As one scholar puts it,
“Nationalism is the process whereby a culture osved with a political roof” (Pratt 2003: 4).
Therefore, culture already unites the memberstlaagolitical takes advantage of that unity. At
the same time, many postcolonial scholars, inclydinderson, will warn the reader that the
term “culture” is dangerously ambiguous becauseubi@ itself has become the root of many
generalizations and stereotypes, which can becaiitecpl maneuvers for creating unity.
Another of these elements in the creation of thendhat is more fact than fiction is language.
However, one must keep in mind the existence dédis or even different languages within one
country. Indeed, the idea of a language-defineédmanust be maintained with a sense of
caution since researchers have found that theifigh&f language to nation is an economic,
political and social phenomenon, and not a linguisheper sé (Clark 2013: 42). We can see
the complications of separating “real” and “fictian regards to the creation of a nation since
even such basic elements as culture and languag®htically manipulated to create unity.
Still, we cannot altogether disregard their vajidiThis is what Bo Strath states when he
explains that “the use of a vocabulary of ‘conginrg and ‘invention’ in this context does not
mean that ties of solidarity and community are m@&ntirely independently, but ratrenerge
in a complex interaction marked by historical antfural conditions” (2008: 21, emphasis in the
text). Therefore language, culture and nation ateentirely independent, but are intricately
intertwined.

A further stipulation on this theory of the natisrthat while Anderson creates the
concept of the “imagined community,” it is importaa note that he does think that true

community can exist. However, that community wdolok entirely different from most
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communities of which individuals claim to be mensheAnderson lays out the boundaries of
what a community is by stating that, “all commuestiarger than primordial villages of face-to-
face contact (and perhaps even these) are imagiDechmunities are to be distinguished, not by
their falsity/genuineness, but by the style in vahticey are imagined” (2006: 6). The true
community, according to Anderson, would look muabrenlike a family or a circle of friends
than an actual nation or even city. Homi Bhablsa &uilds on this concept of true community
as it relates to narrative. He states that thedliure emerging out of a true community will
“disrupt” the narrative of the nation, creatingiaareasing number of disturbances until the
grand narrative begins to fall apart ([1994] 20830). This idea will become more important in
the section on the Third Space because it is ottleeafeasons why postcolonial literature has
broken down the linearity of the English narratige,each individual voice is given more room
to be heard.

As stated in the Introduction, scholars have sfoatered Anderson’s idea of the nation
as an “imagined community,” especially by examinting political schemes behind the
formation of these communities. Euan Hague ha&adir stated this weakness in Anderson’s
work, in that he fails to discuss the implicatiaighe nation and power:

Anderson’s proposal, therefore, is constraineddparrowness. What does it matter that a
nation is an imagined community? The issue musb Istiow the work needed to produce and
maintain that imagination, how this impacts on pesgives, and how power to enforce the
national community that is imagined shapes behasiaaross time and space (2004: 23).

Others have expanded upon this area that is lacgkiAgderson’s theory, one of whom being
Jim Mac Laughlin, who states that there is indeedenat stake in the “imagined community”
than culture, as he explains: “The modern ‘imagio@hmunity’ of the nation was not just a
cultural construct, which is what cultural natiaetd insist. It was a scientific construct” (2000:

228). By scientific, he means the exact calcutetithrough economic and political studies to
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attain a specific goal that benefits the leadersaad country. It becomes clear that nationalism
has far greater implications than what may appefrsaglance: “Out of the hands of poets and
admirers of local customs, however, and in the barfgolitical leaders, nationalism becomes a
much-used strategy for the attainment and preservat political legitimacy” (Harris 2009: 5).
Even more so, these scientific manipulations cad te grand political conquests, as Harris goes
on to explain: “throughout history some of the megirehensible politics have been justified by
appeals to national interest— the prefix ‘natiomsthe great justifier of human wrongs— and
hence— nationalism’s bad name” (Harris 2009: 6he @eed go no further than the lessons
learned during the Nazi period to know the powenationalism taken to extreme for the
manipulation of the masses.

1.3 The Need for a Narrative

If we accept that nations are actually “imaginethownities,” it follows that a narrative is
needed to explain the history of these imaginetnst In this way, separate and perhaps even
unrelated events become the backbone of the nadoonstituted as important occasions that
will be celebrated and remembered by all its mesb&nderson first explains that creating
narratives is a common human reaction to growirtycdranging, as he describes that, “in the
same way as we emerge out of childhood and sloistodnect ourselves from who we were
when we were children, so nations look back aralway create a narrative about what cannot
be remembered” (2006: 204). Narrative is espgciaeful in connecting these occurrences into
a formal national history, as Bill Ashcroft explairfOne of the great illusions of narrativity is
the assumption that the narrative doesn’t simglhatstory but reflects the continuity of events”
(2001b 86). This helps to foment emotions andrsgcas the citizens are provided with a

coherent and conclusive view of their history.
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Next, in order to further that unity, one versidrttee narrative must be recognized as the
true narrative so as to create feelings of natismal In reality, the history of a nation could be
told in countless different ways, because eachopés perspective would be different, but in
order to create a sense of unity within the natibe,national narrative is born. This is usually
accomplished through the repetition of one paréicuersion (Ahluwalia 2002: 199). In fact, the
growth in nationalism during the modern period baen associated to the use of print language,
since the use of print allowed ideas to traveldiaand farther than before (Reicher and Hopkins
2001: 14). Within print language, fiction has cotode an especially helpful tool in creating
“‘commonality” among citizens (Wexler 2002: 141)hig concept, from the perspective of the
literary world, has led to the creation of “The &r&ooks” or the canon of English Literature,
according to Edward Said:

The modern history of literary study has been baymeith the development of cultural
nationalism, whose aim was first to distinguishadonal canon, then to maintain its eminence,
authority, and aesthetic autonomy. Even in digonssconcerning culture in general that seemed
to rise above national differences in deference twniversal sphere, hierarchies and ethnic
preferences (as between European and non-Europeagheld to (1994: 382).

In this way, literary studies has fed into the idéaational narratives, creating the principal
literature that reaffirms the different historicabments lived in supposed unity. However, as
Said also explains, there are pieces of literatumeexpress perspectives from outside the
confines of the national narrative and are theeef@en as threats to national unity. Said states
that in order to preserve the unity that is so irgd to nationalism, these narratives are often
incorporated into the canon when they gain popyléti994: 4). Uncle Tom’s Cabirf1852)

from the pre-Civil War era in the United States ntige considered one such narrative, where it
could be said to be written from the margins ofistyg but it was quickly included as part of the

canon in order to preserve unity.
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If the nation is an “imagined community,” theseioaal narratives must be written in a
way that encourages the members of the nationettheenselves as a part of the nation’s history.
This is the way in which the historical legacy camtinue on through generations: “Talk of
history is crucial for the construction of an endgrnational’ ‘we’ which spans historical time”
(Reicher and Hopkins 2001: 150). This participatioet national narratives inspire also creates a
way of manipulating the masses, for when controakdecisions are made by the state,
rebellion is averted when the decision made byrftheansforms into a decision made by “us.”
This reminds us of John F. Kennedy’s Inauguratiaidress in 1961 in which he proclaims,

“Ask not what your country can do for you, ask whati can do for your country.” Suddenly it

is the community that acts instead of just a feadérs making a decision for the masses.
Edward Said also makes the point that the moredan complicated the creation of the nation
is, the greater the chance for rebellion or disunitherefore, these complex nations, in order to
survive, must place more emphasis on the narratves to create more unity, as in the example
of the United States:

Paradoxically, the United States, as an immigragiesy composed of many cultures, has a
public discourse more policed, more anxious to@edpie country as free from taint, more unified
around one iron-clad major narrative of innoceintntiph. This effort to keep things simple and
good disaffiliates the country from its relationskiith other societies and peoples, thereby
reinforcing its remoteness and insularity (1994t)38

As a result, the stronger the emphasis on thematie more that nation isolates itself from
others on the basis that it is special, differargé\en superior. Furthermore, this “transmission
of culture” through narrative not only supports eheéstence of the nation, but even more so “its
spatial, social and political primacy” (Schonpflag09: 9) (Pitt 2010: 8). Hence the citizens of
the nation become increasingly convinced of tha@gesiority, which will create a resistance

against “the Other.”
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2 The Second Space: Defining “the Other”

As previously stated when describing the concepiatibn, a nation is not an open community
accepting anyone as a member. A nation is sephfrai@ other nations by boundaries, not only
physical borders but deeper limits that are perimapss easily recognized. This is why
immigrants, when physically entering another copate still not members of that new
community. Even upon receiving citizenship, therfal sign of belonging to a nation, a
separation can still exist. Boundaries such aguage are so deep, that no matter how advanced
the level of communication an immigrant may acquarslight accent could keep him outside of
the new nation’s cultural boundaries. Culture al springs up in surprising situations, driving
outsiders well beyond the boundaries once agairsoine nations, these boundaries can reach a
sort of extremism where the in-group and out-grargdefinitively and firmly established:

In time, culture comes to be associated, oftenesgiyely, with the nation or the state; this
differentiates “us” from “them”, almost always wisome degree of xenophobia. Culture in this
sense is a source of identity, and a rather con@atie at that, as we can see in recent “returns”
to culture and tradition. These “returns” accomypagorous codes of intellectual and moral
behaviour that are opposed to the permissivensssiased with such relatively liberal
philosophies as multiculturalism and hybridity. i62994: xiv)

The creation of this strong nationalism leave®tders on the outside both looking in and being
observed by those inside. Indeed, these “bordesarating the nation from “the Other” are
socially constructed, created and sustained fobémefit of those in power (Caruso 2013: 5).
The more these “Others,” who cannot form partefin-group, are observed, the more
the nation begins to identify itself as opposeth®outsiders. As Homi Bhabha states, one’s
identity is constantly caught up in the identityotiers: “It is constituted through the locus of
the Other which suggests both that the objectearitification is never pure or holistic but always
constituted in a process of substitution, displaanor projection” (2004233). Some would

even go so far as to state that identity is in fegiendent on a representation of “the Other,” as
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Samuel P. Huntington explains: “To define themsglpeople need an other” (2004: 24). This
manner of forming identity not only changes the wégeeing oneself, but as a logical
consequence changes the way in which one seesofhieis distancing between the nation and
“the Other” can become so implanted in the cultbeg it starts to form part of the very narrative
of the nation itself (Brinker-Gabler and Smith 199Y. In the “othering” of groups within a
nation, the groups often lose their individual &tderistics until they are lumped together under
a single identity, whether it is accurate or noo@ak 2008: 57). Difference, therefore, moves
quickly from an individual recognition of such, being attributed to a cultural level of
difference, and finally becoming a complete divwsand opposition of the two groups.

The more the division between the nation and “thiee© takes hold, a binary opposition
forms between the two groups, attributing spe@hfd opposite qualities to the two sides. One
side becomes good, moral and friendly, while theeobecomes bad, immoral and the enemy.
As the binary opposition gains momentum, it becoens'm of public knowledge and soon the
polarization is complete and finalized (Ahmed 20084). This concept is usually explained
within a colonial context:

In order to maintain authority over the Other ioadonial situation, imperial discourse strives to
delineate the Other as radically different from ¢e#, yet at the same time it must maintain
sufficient identity with the Other to valorize caoitover it. The Other can, of course, only be
constructed out of the archive of “the self”, Vet self must also articulate the Other as
inescapably different (Ashcroft, Griffiths, Tiffi{l1989] 2002: 102).

This expresses the alienation that occurs wittgolanial situation as a way of preserving
identity. However, these are not simply two oppgggroups, as both are assigned a value by
society, the first always given priority over trecend (Theo and Quayson 2002: xii). Therefore,

the “Other” cannot operate on equal ground, sihtedlways placed in a subservient position.
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Although one would assume that this sort of powationship would dissolve with the
end of Colonialism, a sense of alienation has la¢sm felt within postcolonial situations, in
which apparently this polarization continues toséxi

Although this is pragmatically demonstrable fromvide range of texts, it is difficult to account
for by theories which see this social and linguaistienation as resulting only from overtly
oppressive forms of colonization such as slaveromquest. An adequate account of this
practice must go beyond the usual categories d@disaiienation such as master/slave;
free/bonded; ruler/ruled, however important andesfread these may be in post-colonial
cultures. After all, why should the free settlermally unconstrained, and theoretically free to
continue in the possession and practice of “Engésk”, also show clear signs of alienation even
within the first generation of settlement, and rfigstia tendency to seek an alternative,
differentiated identity? (Ashcroft, Griffiths andffln 2002: 9).

The fact that this sort of alienation still occessen without the “oppression” of a colonial
environment, shows that the very concept of “Otharis deeper than political rule. Bill
Ashcroft speaks about what drives this “othering’ha explains: “The desire to spdak of or
evenaboutothers is always shadowed— and perhaps even deemtdeed— by a secretly or
latently authoritarian aspiration” (2001a: 146, &ags in the text). Therefore, “othering” is not
necessarily bound to the constraints of colonikd.rd’ he creation of “the Other” can become so
innate within the nation that both the “nativestidthe Other” subconsciously continue to
accept the roles assigned to them by society (JaaMed 1990: 104,115). In fact, as the
situation progresses to future generations, cdnfliy arise as the nation continues to see the
immigrants as “the Other” while “the Other” no l@rdeels like an outsider.

This alienation is also present within the realnfeoiguage, creating a tension between
the native language and the language of “the Othemong those labeled “the Other,” the
mother tongue continues to be a unifying factorthmse who speak the same language. This
was true in llan Stavans’ case when moving to Nesk\City, as he felt a deep desire to
preserve his native language as a part of hisitgd®96b: 19). Beyond this pull to remain true

to one’s mother tongue, most immigrants recognizeldy that to gain access to the new
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culture, they will need to acquire the new languiagerder to communicate. Fhe Empire
Writes Backthis necessity to learn a new language is descabgetllo speak a language is to
take on a world, a culture. The Antilles Negro wtants to be white will be the whiter as he
gains greater mastery of the cultural tool thagleage is” (Ashcroft, Griffiths, Tiffin 2002: 25).
The idea of language as a tool used to assimi&beai new culture is a helpful image as long as
one keeps in mind how essential language is todtien, so it is not just one of many cultural
tools, it isthecultural tool. However, as most immigrants soatdver, even their most earnest
attempts to learn this new language often fall simothe eyes of the natives due to an inevitable
lingering accent, grammatical errors, or word usageen more so, the conscientiously aware
“Other” will wonder what this new language meansha position of “the Other” in the new
nation:

What could a person who was not born speaking btieerivileged languages and who was not
educated in privileged institutions do? Eitheregtcdis or her inferiority or make an effort to
demonstrate that he or she was a human being eqtrdse who placed him or her as second
class. That is, two of the choices are to acdephtumiliation of being inferior to those who
decided that you are inferior, or to assimilatenxdAo assimilate means that you accept your
inferiority and resign yourself to play the gamattfs not yours but that has been imposed upon
you. (Mignolo 2011: 275)

This reminds the reader of the famous statementiti Sub-altern cannot speak” originally
stated by Gayatri Chakravorty Spivak, meaning hat the subaltern lacks a voice, but that the
voice available to the subaltern is subjected tlueeiinferiority or obscurity (1995: 28).

The difficulties of language for “the Other” mullypivhen “the Other” takes on the task
of writing literature. By theorizing “the Other,’/he can almost forget the resistance or the
discord that often emerge from this situation: “&iwsuch a historically sustained negation of
minority voices, we must realize that minority discse is, in the first instance, the product of
damage— damage more or less systematically indliotecultures produced as minorities by the

dominant culture” (JanMohamed and Lloyd 1990: A3. a result of these strong feelings
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associated with their own alienation, most autlidre have written from the perspective of “the
Other” have experienced an inability to feel cortdble with their choices of language for
writing. Choosing the new language feels as ij thee agreeing with the system of “otherness”
to which this language has subjected them. Coimignio write in the old language is agreeing to
their own alienation. There seems to be no in-betw

The relation between the people and the land is asvs that between the imported language and
the land. But the language itself already camesy associations with European experience and
S0 can never be “innocent” in practice. Concontiyathere is a perception that this new
experience, if couched in the terms of the oldpimehow “falsified” —rendered inauthentic— at

the same time as its value, judged within the Oltld/terms, is considered inferior (Ashcroft,
Griffiths, Tiffin 2002: 134).

To choose either language is, in a way, to agrée their position as “the Other,” leaving no
space for originality or difference. This sortdifemma is something that those writing from the
Third Space will try to resolve creatively.

A final aspect to consider about “the Other” is fhar felt toward “the Other” by the
members of the nation. llan Stavans, writing frlieisiown experience, explains that “I knew
very well my way around any alien nation. | mistad the Other; and | was equally mistrusted
as the Other” (19961238). This gives an interesting twist to the idéé&he Other,” in that it is
reciprocal. Just as the “native” distances himgeth “the intruder”, so “the intruder” at the
same time is creating an “Other” out of the newamaand its citizens. Beyond that, the further
the two sides pull apart, the more of a lack ofarsthnding there is between them. “The Other”
becomes an easy political solution to the natipniblems: “Citizens’ create the ‘foreigner
within’ as a scapegoat for disaffection, instapjlpoverty— all that is wrong with the imagined
community” (Brinker-Gabler and Smith 1997: 8). Theprising factor that theorists have found
is that this has not improved as the world movemifthe colonial to the postcolonial, instead,

certain reactions to events as of late have pr@dramnd even encouraged it:
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This is as true in the new post-colonial societied is in the West generally and the United
States particularly. Thus to oppose the abnorynatiti extremism embedded in terrorism and
fundamentalism— my example has only a small degf@arody— is also to uphold the
moderation, rationality, executive centrality ofaguely designated “Western” (or otherwise
local and patriotically assumed) ethos. The ir@tat far from endowing the Western ethos
with confidence and secure “normality” we associgith privilege and rectitude, this dynamic
imbues “us” with a righteous anger and defensiveinesvhich “others” are finally seen as
enemies, bent on destroying our civilization ang whlife (Said 1994: 376).

The stereotypes, polarization and fear culminateencreation of not just the opposite, but the
enemy. When the nation is in a moment of crisig,itmmigrant, “the Other,” is often
“demonized” as the nation seeks to preserve uMuyllaney 2010: 30). Even further, this so-
called enemy is not an external threat, but a tHreen within, creating a vicious circle of
distrust, generalizations and even hate.
3 The Third Space
3.1 Defining “Space”
Having discussed the First Space, being the nadiah the Second Space, being “the Other”, we
finally arrive at the idea of the Third Space. laadly, this space is dedicated to those who find
themselves, or perhaps desire to find themseheta;den the two original spaces. While with
the concepts of “the nation” and “the Other,” tHea of space has seemed to be quite logically a
physical space, when examining the Third Spacedbimes more relevant to discuss what is
meant by the word “space” and whether it is meautet physical or psychological. The answer
to this question is a puzzling “both.” As furthexploration of this topic will explain, there are
some theorists for whom the Third Space is pursicpological, while others have experienced
it as a physical reality, and even more have fautwlbe a mix of both.

Anderson’s answer to the question of “what is spa&that purely objective “space”
does not exist, but that in fact all space is retetily charged (200&04). This answer emerges

from the foundation of the Heisenberg Principlettaverything one experiences in this world is
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seen through perspective, therefore no one candwess to a purely objective reality.
Theorists then take this truth and apply it togdbacept of the Third Space, since this hybrid
space is created from particular perspectives (HuhKitchin and Valentine 2004: 5). In this
way, the Third Space remains open to all realmexpgrience, be it mental, physical, or
emotional:

In short, we face as a nation the deep, profoupeijurbed and perturbing question of our
relationship to others— other cultures, statedphes, experiences, traditions, peoples, and
destinies. There is no Archimedean point beyoedjtrestion from which to answer it; there is
no vantage outside the actuality of relationshipsmg cultures, among unequal imperial and
non-imperial powers, among us and others; no oséheaepistemological privilege of somehow
judging, evaluating, and interpreting the worldeffeom the encumbering interests and
engagements of the ongoing relationships themseMésare, so to speadd the connections,
not outside and beyond them. (Said 1994: 65, enmphathe text)
Said reaffirms the idea of relational space by a&ixyhg that one can speak into the connections
between these cultures, but it would be impossdEomehow obtain an objective statement
about them because they are always viewed throxggrience. From yet another perspective,
in The Empire Writes Backpoth physical and emotional space are includebearcteation of the
Third Space through the example of diaspora: “poas does not simply refer to geographical
dispersal but also to the vexed questions of idgemtiemory and home which such displacement
produces” (Ashcroft, Griffins, Tiffin 2002: 217-8)The Third Space grows to encompass the
feelings associated with both the place left belaind the new place to be encountered. Space
also takes on a new and bolder meaning when refatedlitics, as basic material space can be
used to build meaning and movements:
Places are imbued with meaning as well as powedchak also of critical importance in
contentious politics. Social movements often geerategically manipulate, subvert and
resignify places that symbolize priorities and imnages they are contesting; to defend places

that stand for their priorities and imaginaries] &m produce new spaces where such visions can
be practiced, within that place and beyond (LejtB&eppard and Sziarto 2008: 162).
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This fits well within the idea of the Third Spadace some spaces clearly represent the nation,
others represent “the Other” and yet others aratéatin a sort of in-between, a space that waits
for a new vision.

Also, as already presented in the Introductiorw&d Soja’s work on “Thirdspace” must
also be addressed when discussing Bhabha's cootce@ Third Space. Soja, born in the Bronx
in 1940, was growing up in New York as Alfau wastiwg Chromosthere. Drawing upon
Henri Lefebvre’s work on spatiality, rather thastory or temporality, as the main focus of
capitalist development, he refined such thinkirtg ithe notion of a “trialectics of being,” that is,
that an ontology of being can only be understoooduth the interdynamics of three concepts:
spatiality, historicity and sociality. Later, hsok most of his own material not from New York,
but from Los Angeles, and indeed, his work combtla late to be applied to Alfau,

Thirdspace: Journeys to Los Angeles and Other RedHmagined Placesoming out in 1996.
But whether we use Bhabha'’s term Third Space a’'Sadjhirdspace, we recognize how right
they are about the complex connotations of theespawhich we live:

Everythingcomes together in Thirdspace: subjectivity and abjity, the abstract and the
concrete, the real and the imagined, the knowaiiefze unimaginable, the repetitive and the
differential, structure and agency, mind and batysciousness and unconsciousness, the
disciplined and the transdisciplinary, everydag Bihd unending history (Soja 1996: 56-7
emphasis in the text).

3.2 Physical Third Spaces

While space is definitely changed by the emotiasoaiated with it, there are certain physical
locations that have become literal representatdiise Third Space. Actual places play an
important role in the formation of identities, aali® Westwood explains: “Place [...] offers
people a cartography of belonging” (2000: 29). Thed Space, however, is not coterminous to
a ghetto, for a ghetto is a participation in théapeation of the new culture. The separation is
too extreme, as Salman Rushdie explains:

38



Of all the many elephant traps lying ahead of lus Jargest and most dangerous pitfall would be
the adoption of a ghetto mentality. To forget tinare is a world beyond the community to
which we belong, to confine ourselves within narfyodefined cultural frontiers, would be, |
believe, to go voluntarily into that form of intedrexile which in South Africa is called the
“homeland” (2010: 19).

To achieve a true Third Space would be to arriib@in-between, never identifying oneself
entirely with either culture, but testing the boands between the two. llan Stavans in his book,
The Hispanic Conditiorgives the example of Hispanics in New York Cityding an in-

between that is neither entirely American nor ehiHispanic. To hear him describe the
ambience is to gain a sense of the negotiationltfires:

Faythe Turner has pointed out that while governrsponsored centers tried to attend to the
community’s cultural needs, in the late 1970s latglals and artists found their own center in
the Nuyorican Poets Café. Created by Algaringutgrowth of informal meetings held in his
Lower East Side apartment where poets and prosersread their work, the Nuyorican Poets
Café set up in an empty storefront across thetstéaediences from middle- and working-class
backgrounds showed up, turning the place into gdwatrfor blacks, Germans, Japanese, and
Irish, as well as Puerto Ricans. They eventuaiinbhed out to include a radio station (1996b:
45).

These writers embody the Third Space because #nyfound a way to physically dwell in the

in-between in New York City. They have not allonteémselves to be caught up in the ghetto

mentality, but have allowed themselves to navigatk find a niche between the new culture and

the old. This niche in itself may be multicultyras in this case, as different “Others” bond

together.

3.3 Psychological Third Spaces

While some examples of the Third Space are phykications, there are other examples in

which the Third Space is entirely a psychologidatp. Occasionally this psychological place

comes about because of the inability to reach arabphysical space, as sometimes these places

no longer exist: “Home is also the imagined loaatioat can be more readily fixed in a mental

landscape than in actual geography” (George 1996: $alman Rushdie, one such author that
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finds himself living out a form of the Third Spaeeguld agree with this idea of an “imagined
location,” for, as he describes it: “I felt as Mvere being claimed, or informed that the facts of
my faraway life were illusions, and that this conity was the reality” (201®). His space is

not an actual neighborhood or location; insteasl & space which only he can inhabit in his
mind. The “continuity” he refers to is that stafan-between which is always in flux. While

llan Stavans earlier offered an example of a playdibird Space, he also holds the idea that the
Third Space is much deeper and more abstract tesanm@e borderline between two opposing
cultures:

How then to understand the hyphen, the encountemile® Anglos and Hispanics north of the
Rio Grande, the mix between George Washington andrSBolivar? To what extent is the
battle between two conflicting worldviews inside thatino heart, one obsessed with immediate
satisfaction and success, the other traumatizeddainful, unresolved past evident in our art and
letters? (1996b: 208).

Stavans uses a more aggressive rhetoric when adudyeke Third Space, where it is not simply
a space for negotiating between the two culturéstiisimore of a “battleground” where the two
sides pull at the person trapped in the middle atlowving him to rest in a new identity.

3.4 The Role of Language in Creating Space

Another qualifier placed upon the idea of spadéas it is constructed through language. A
single place can exist and mean different thingdifferent people until someone decides to
define it through words. In that moment, a deteedispace is created. When constructing the
Third Space, the use of language is not so simpée $hese Third Space inhabitants still have to
struggle to find an appropriate and authentic véfshcroft Griffiths and Tiffin 2002: 9).
However, the writing itself becomes the creationhef hybridized space: “Such writing is, in
effect, an ethnography of the writer’s own cultuiiéhe post-colonial writer, whose gaze is
turned in two directions, stands already in thatifoan which will come to be occupied by an
interpretation, for he/she is not the object ofrdarpretation, but the first interpreter” (Asharof
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Griffiths, Tiffin 2002: 60). Once again, the writdoes not own the objective truth as to what the
Third Space is, but the writer is allowed to intetghe space for himself.

These writers, therefore, must face a difficultisien of choosing a language in which to
write. In the previous section on “the Other,'ida@issed how both the native language and the
new language are inadequate in expressing thetgfgthe Other,” since both relegate the
writer to alienation. For those attempting to ibih@ Third Space, this issue is exacerbated since
choosing a language contradicts their search fon-dxetween as a way out of this alienation.

An example of this tension can be found in manyexsi comments on their continuing
uncomfortable relationship with English. llan Stag explains his own hesitant relationship
with English in his writing:

Of course it took me no time to recognize thatdsad English was the lingua franca of the
middle and upper classes, but its domain was istagurein the lower strata of the population. In
that segment, | wasn't able to recognize the Ehdlexpected to hear: monolithic, homogenous,
single-minded. Instead, | constantly awakenedpolgphonic reality (200:34).

Clearly, English represents ties to a colonial sdh@nd some authors feel the irony of using
English for resistance writing, as if they are aoming the authority of the colonizer when
writing in English (Ahmed 2008: 80). However,stalso true that of all Third Space writers,
those receiving recognition are in fact those wgtin English (Lazarus 2011: 26). This
reluctant relationship with English reveals thechés a third language to reflect the Third
Space. This is what M.M. Bakhtin expresses wheatagxing the idea of needing to locate
oneself amidst several languages:

Consciousness finds itself inevitably facing theessity ofhaving to choose a languag#&Vith
each literary-verbal performance, consciousness amtively orient itself amidst heteroglossia, it
must move in and occupy a position within it, ibokes, in other words, a “language” (1981:
295, emphasis in the text).

As Bakhtin explains, the Third Space proposes xence of more than one way to write

within a language, allowing for a third languageskast.
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Therefore, it is up to these occupants of the T8pdce to find a language in-between in
order to write their experiences. Frequently, tumes from a mixing of the two languages into
a language that better reflects who they are. &®explains his dilemma as an occupant of the
Third Space, being a Hispanic in New York, throlghwondering: “Spanish or English: Which
is the true Latino mother tongue? They both dtes p third option: Spanglish— a hybrid. We
inhabit a linguistic abyss: between two mentaliies lost in translation” (1996b: 154).

Deciding not to choose either one of the languadjess the writer to express his situation
exactly how he experiences it, in a mix of the tviRushdie also takes a similar approach to his
use of English as a language for writing:

One of the changes has to do with attitudes towhelsise of English. Many have referred to the
argument about the appropriateness of this langimalyelian themes. And | hope all of us share
the view that we can’t simply use the languagdeway the British did; that it needs remaking
for our own purposes. Those of us who do use Emglo so in spite of our ambiguity towards it,
or perhaps because of that, perhaps because vimdam that linguistic struggle a reflection of
other struggles taking place in the real worldjggtes between the cultures within ourselves and
the influences at work upon our societies. To cendenglish may be to complete the process of
making ourselves free (2010: 17).

Rushdie admits the fact that he will continue te Esglish as his language for writing, but he
does so with a certain hesitation. He insiststatanguage must change in order to reflect the
Third Space; it cannot be “used” in the same wayerestingly, Rushdie also speaks of
conquering the language as a reflection of conggeosther struggles of the Third Space. For
those who have had to form their identity from mogh each step of the way is something to
fight through, and Rushdie’s point is that the imgtshould reflect this struggle.

While these are two experiences from specific @astivho have written from the Third
Space, the theorists who write about languageathrd Space also support this new way of
looking at language. English becomes a raw matedaly to be manipulated into whatever is

useful for the author as he expresses his perspeciihis imagining creates world Englishes, or
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englishes, that are not necessarily “broken” ¢edilwith “errors,” but are new forms of using the
language that reflect the writing of a Third Spad®bitant. As Chris Abani states, “There is,
however, an incredible freedom in this, the suddaeaerstanding that your language is fluid,
must be, and that as a writer it is your duty t&enthis language even more plastic” (2011:
120). This statement reflects a new way of enwisig language: instead of a set of bound
regulations and structures it becomes a mere bgildiock adaptable to the desires and motives
of the builder. Patricia Noxolo and Marika Prepishare in this new way of looking at
language when they claim, “Language is createchéhtarough materiality, and often bound up
with the performance and reinforcement of matetinalkions, but, largely because of this,
language also contains the resources for negotiaficneaning across those same material
divides” (2012: 133). Therefore, by creating hgbrthrough the languages available to Third
Space writers, creativity and unique perspectiaeshe gained.

This emotional state of living in the Third Spadtlews for a sort of self-examination that
can lead to profound reflective writing. In a wayhabiting the Third Space is a stripping away
of the old culture and the strong ties of identibyinected to that culture. There is also the
comparative to the new culture and the subseqdentity adjustments that take place. This
point of frustration produces the creative enel@t spurs Third Space occupants on to write
about their experiences. Salman Rushdie commenisi®same principle: “the migrant
intellect roots itself in itself, in its own cap#acfor imagining and reimagining the world” (2010:
280). This “rooting itself in itself” is that sanséift in identity that rejects both the old ane th
new and takes its foundation from an individualieggerience, leaving room for new
perceptions about the world. However, while Rushgdiints this “reimagining” in an optimistic

light, an “inbetweenness” is sometimes not avadablsuch a “liberal or productive” space,
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hence the existence of resistance literature emgfgbm some Third Space writers
(Arrowsmith 1999: 61).

4 Those Occupying the Third Space

While in previous sections the inhabitants of tierd Space have been mentioned, it remains
important to specify which groups of people migatibcluded in the Third Space and why.
Before considering the specific groups associatéid tive Third Space, it must be pointed out
that a few authors have ventured to describe thepgas a whole, summing up in broader terms
their defining characteristics. Some have portilaye group as encompassing all minorities
(Eade 1997: 1). llan Stavans identifies the gnith a more poetical perspective by claiming
that “We’re unstablefragiles de espirituWe simultaneously incorporate clarity and confasio
unity and multiplicity” (1996b108). The useful part of looking at the group as a whage,
Stavans has done, is to notice that while the Tpdce is mainly composed of three different
groups, many individual and unique cases can balotigs group, which Edward Said also
refers to when he states:

There are highly significamteformationswithin the new communities and states that nowtexis
alongside and partially within the world-Englistogp dominated by the United States, a group
that includes the heterogeneous voices, variowggikges, hybrid forms that give Anglophonic
writing its distinctive and still problematic idétyt (1994: 371, emphasis in the text).

The strongest and most accentuated word that Sa&lis the word “deformations,” first because
of the negative connotation of it, but also becatiepens doors to whoever might not fit into the
supposed mainstream voice of the nation.

4.1 Immigrants

One of the prominent groups that occupies the TBpdce is immigrants either living in a
different country or migrants who are constantlytiom move. Even though the immigrant has

chosen to abandon the old country and move to acoemtry, he still experiences the effects of
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his decision perhaps more deeply than expectedcidly in the area of identity. In a way, the
immigrant paves his own road as he pioneers tlierdifces between the new and old cultures.
Salman Rushdie explains this process by equatitoghitrth:

The notion of migration as a form of rebirth is omieose truths many migrants will recognize.
Instantly recognizable, too, and often very movisghe sense of a writer feeling obliged to
bring his new world into being by an act of purdi vihe sense that if the world is not described
into existence in the most minute detail, thendnivbe there. The immigrant must invent the
earth beneath his feet (2010: 149).

Again, one can see how this process lends itselfiting, as Rushdie describes the immigrant
writing his very own existence. Referencing mgyecifically the case of the migrant, who is
constantly on the move and thereby continuallytstgfthrough different roles and spaces, this
group is of special interest within the Third Spacee they are often not just wrestling with the
old and new spaces, but countless opposing spaeésng the creation of identity all the more
fluid and unpredictable.

4.2 Exiles

Another separate group included in the Third Spaitiee exiled. While exiles have the same
experience as immigrants of leaving one countryafather, the emotions that accompany that
voyage are vastly different from those of the imrarg. While both experience feelings of
nostalgia when reflecting on their homes, the eomatifelt by the exile are generally expressed
more deeply in terms of longing, loss, and rejecticcdward Said speaks about this loss felt
specifically by those who are exiles:

Exile is predicated on the existence of, love &g a real bond with one’s native place; the
universal truth of exile is not that one has Ibsttiove or home, but that inherent in each is an
unexpected, unwelcome loss. Regard experiencesihiéthey were about to disappear: what is
it about them that anchors or roots them in realityhat would you save of them, what would
you give up, what would you recover? To answehspuestions you must have the
independence and detachment of someone whose hmhel&weet”, but whose actual
condition makes it impossible to recapture thatetness, and even less possible to derive
satisfaction from substitutes furnished by illus@mrdogma, whether deriving from pride in one’s
heritage or from certainty about who “we” are (199d7, emphasis in the text).
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For the exiled, therefore, this exaggerated sehmsesialgia exists because of what has been
taken away permanently and simply cannot be redaiii@ere is also an added sense of
violence when the occupant of the Third Space isngrfrom exile, if for no other reason than
the very forceful action of removing that persoonfrtheir home. Homi Bhabha looks at the
violent nature of certain Third Space situationgwhe states: “Increasingly, the issue of
cultural difference emerges at points of sociadesj and the questions of identity that it raises
are agonistic” (2004254). This form of occupying the Third Space i$ $mmuch of an
exploration of that space and its significance,dptishing and pulling of a gravitational center.
Roger Bromley uses the word “unsettler” when rafigrto refugees, which brings to light the
way in which exile stirs up questions about idgraitd borders in general, offering a unique
perspective within the Third Space (2012: 345).aAssult of this struggle, one can expect the
literature emerging out of a position of exile ®rnore frequently marked by themes of
resistance.

4.3 Borderlines

The third category is less concretely defined thenprevious two as it relates to those who are
marginalized in society for a variety of reaso@&cond generation immigrants, refugees,
minorities that are unaccepted by society at latgese who have physical or mental disabilities
or even those who have lost their homes could tleded. Many of the researchers in the area
of the Third Space have made reference to thid #nd purposefully ambiguous group. Stavans
refers to these borderlines as “a never-never haad the rim and ragged edge we call frontier,
an uncertain, indeterminate, adjacent area thaykwedy can recognize and that, more than ever
before, many call our home— has been adapted mefated, and reconsidered” (1996b: 14).

The reference to never-never land is of particimgarest since the borders that define this group
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could emerge from countless unique situationsneoessarily at the border separating two
countries. Salman Rushdie also approaches thehdéthe Third Space does not only relate to
those beginning a life in a new country:

Migration across national frontiers is by no metiresonly form of the phenomenon. In many
ways, given the international and increasingly hger@ous nature of metropolitan culture, the
journey from, for example, rural America to New X@ity is a more extreme act of migration
than a move from, say, Bombay (2010: 278).

This search for identity among the displaced can bk found as members of a supposedly
homogenous nation make dramatic changes in theatitm or even in their lifestyle. Borders,
therefore, can exist both at the edges of a natiwheven in the very center of a metropolis
(Chekuri and Muppidi 2003: 56). Willy Maley echdéss thought when he states: “Sometimes
crossing a border between two countries can présest difficulties than crossing a border
within a country, an ‘internal border” (1999: 32)cluding these groups in the literature of the
Third Space allows for the breakdown of the “imagitommunity” of the nation as the
narratives demonstrate that a community formedbahared experience does not exist for all
its inhabitants.

5 Characteristics of Literature Written from the Third Space

When considering the characteristics of literafuven the Third Space, it is important to first
recognize that within the literature there is aagrariety of styles and techniques used. As Neil
Lazarus explains, this opens up a new criterioref@luating literature, being:

[T]he writer’s ability to show us what it feels ékko live on a given ground— to show us how a
certain socio-natural order is encountered, expee@, lived. The writer's success or failure in
this respect is not solely a function of “autheityicat the level of content, but also of
imagination, dexterity, and telling judgment in $e&ection and manipulation of the formal
resources of fiction (2011: 142).

Therefore, while the following characteristics tdnde representative of literature from the

Third Space, this by no means guarantees thateatture will contain all of these
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characteristics, nor should it, as each author &nhe original in his writing. Some writers tend
toward a more political reaction while others dwetire on the psychological aspect of identity.
5.1 Political

One of the characteristics marking the literatuoenfthe Third Space is a political emphasis
within the text. Since this literature is closedyated to Postcolonialism, some authors use the
concept of the Third Space in their politicallyagm novels, stories, poems and plays that fight
for the breaking down of the binary oppositiond #vdsted in the colonial period. The Third
Space is a useful strategy in this political aspégtostcolonial literature because it shows
individual perspectives of hybridity. As Bhabha kps:

Hybridity is the revaluation of the assumption ofanial identity through the repetition of
discriminatory identity effects. It unsettles thémnetic or narcissistic demands of colonial power
but reimplicates its identifications in strategggsubversion that turn the gaze of the
discriminated back upon the eye of power. Forctiienial hybrid is the articulation of the
ambivalent space where the rite of power is enamtetthe site of desire, making its objects at
once disciplinary and disseminatory— or, in my ndixeetaphor, a negative transparency (2004:
160).

By creating narratives that are full of hybriditigese authors can turn this patronizing “gaze”
back in the direction of the colonizer, upsettihng tominance that once favored the colonial
scheme. Authors who take this political stancel tenfeel strongly about their chosen style of
writing, an example of which being Derek Walcothanstates, “Once the New World black had
tried to prove he was as good as his master, waeshduld have proven not his equality but his
difference. It was this stance that could commeattehtion without pleading for respect” (1998:
9). This use of difference to prove a politicalqgds common in resistance literature. Indeed,
some of these more political scholars even claem tilh speak only of the Third Space without
mentioning the politics that created the needtf@ io eliminate the oppressor and the oppressed
from literature, in other words, to avoid the isamtirely (Gonzéalez and Fernandez 2003: 165).

As is evident in these examples, those who wramfa political perspective within the Third

48



Space take on the role of a passionate protestbother authors who focus more on the topics
of identity and belonging tend to lack.

While this is one approach many authors take whiimg about the Third Space,
Bhabha is still wary of the long-term effects otba strategy, and he insists on the importance
of “differences” and not returning to another “laarhical or binary structure,” because to do so
would reinstate the same system that these augi@itsying to overthrow, only with the roles
reversed (2004: 50). Instead, the goal is to eraatew sort of political arena with a levelled
playing field open to all perspectives. Other aushsuch as David Theo and Ato Quayson, also
express concern for this politically-driven litare:

However, always embedded in the destabilizatidpimdiries is a particular assumption that
provides the enabling pre-text of the destabilizingcedures in the first place. This pre-textis
the idea that postcolonial criticism is itself @hieal enterprise, pressing its claims in ways that
other theories such as those of postmodernism astdtpucturalism do not (2002: xii).

Again, there is an ethical element to politicallyvén texts that is absent or ambiguous in other
movements in literature. It seems, in a way, stilight up in the colonial movement of revenge
and righting wrongs. Where Postcolonialism and fogernism overlap in a text, which is very
frequent, Postmodernism’s qualms about ethics tiethe silenced. The turn to ethics toward the
end of the twentieth century also helped to overgomlms about the presence of politics in
literature.

A further concern about Third Space literaturthe through this political approach
authors may soon find themselves limited to a $jpecine or literary style and therefore lose
some of the creativity of true free expression.e®uch hybrid author, Salmon Rushdie,
discusses the fact that while Third Space litemisicapable of changing the way history is told,
it does not necessarily need to be politically elniv

I must make one thing plain: | am not saying thiditarature must now be of this protesting,
noisy type. Perish the thought; now that we atgdsafresh from the womb, we must find it
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possible to laugh and wonder as well as rage amgwkehave no wish to nail myself, let alone
anyone else, to the tree of political literaturetfee rest of my writing life (2010: 100).

There is a sort of purist drive behind this comm#rdt the literature must continue to be a form
of representing one’s experience, and not solébyra of drawing attention to the marginalized.
Interestingly, Edward Said’s comment on this sadea iof political writing shows a similar
sentiment:

Second is the idea that resistance, far from bi@gely a reaction to imperialism, is an
alternative way of conceiving human history. Ip&rticularly important to see how much this
alternative reconception is based on breaking dinerbarriers between cultures. Certainly, as
the title of a fascinating book haswiriting backto the metropolitan cultures, disrupting the
European narratives of the Orient and Africa, reiplg them with either a more playful or a more
powerful new narrative style is a major componarthe process (1994: 260, emphasis in the
text).

Said’s comment perhaps is a more forceful stané¢e ases the word “resistance” to refer to
these Third Space writers. He still, however,vafidor a variety of styles when he offers the
choice between playful or powerful styles. The lgethe very fact that these Third Space
inhabitants are writing from their own original ppective, therefore the “how” can be as
creative as they can imagine since the writinggali is the catalyst.

In recent work in Postcolonialism, writing withaapolitical aim has become a heated
topic due to comments made by Fredric Jameson aheutecessarily political nature of
literature emerging from the Third World. Aijaz Aled’s response, the first of many scholars to
refute Jameson’s approach, explains the importahabowing literature from the Third World,
and from the Third Space for that matter, to bdiapal. He states, “To say that all Third World
texts are necessarily this or that is to say, iecéfthat any text originating within that social
space which isotthis or that is not a ‘true’ narrative” (2008: 1@mnphasis in the text). The

emphasis is on freeing “the Other” from any exptates from the colonizer. Ahmed has since
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been echoed by countless other scholars agreahthib categorizing of literature created in the
Third World is a return to a binary opposition. é&such scholar, Julie McGonegal, claims that:

Literary critics positioned in the universitiestbe First World have been unrelenting in their
insistence that all Third World texts are fundarmaéinipreoccupied with the nation, and that their
primary function, in turn, is to solicit, judge agdnerally critique what is usually called, forkac
of a better word, “nationalism” (2005: 259).

Through the freedom of not necessarily needingptoraent on “the nation,” Third Space
authors go another step further in releasing themsérom a colonial grasp.

5.2 Versions and Memory

Another characteristic of the literature emergirant the Third Space is the acceptance of the
fact that each story could be told through a cassthumber of perspectives, leading to different
versions of the same story. The unique part offthied Space is that the writers recognize and
emphasize the very fact that their perspectivarigdd (Dubow 2000: 92). llan Stavans, as an
example, recounts his own background in his bbo& Hispanic Condition: Reflections on
Culture and Identity in Americand then subsequently states: “So my view is neithe
disinterested nor free of prejudice” (1996b: 18his is the focus of the Third Space: that by
recognizing one’s own limitations, these authongome the limits of the mainstream authors’
and historians’ perspectives as well. Even moresame Third Space writers choose to
exaggerate certain aspects in the telling of thesesions” through the narrator to accentuate the
limits of perspective. Salmon Rushdie and mangiodluthors who have played with the
authority of the narrator would fit into this catey. Finally, the versions exist because of a sort
of search to find an appropriate “voice” (2010:.7Buthors must establish their own unique
style and technique that separates themselvesidatimthe new and the old cultures. Theorists

have used a variety of verbs to represent thisgaxde it “experimenting” by Salmon Rushdie
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or “negotiating” by Homi Bhabha, or even “dreamiryy’ llan Stavans (2010: 75) (20(2B4)
(1996h: 245), each one referring to a form of eéngabr re-forming.

One additional reason for the emphasis on difteversions in Third Space literature is
the importance of memory. Since these authorsearching for their own identity, many focus
on the recollection of past events. They seengteethat these memories cannot be expected to
be accurate since the mind can alter them as tassgs (Baucom 1999: 5). Stavans relates his
own experience in the changing of memories: “Wheidexico,my Mexico, today? In the map
of my mind, a fifth column in your becoming an Ancan. | often travel the fragile line
between memory and the past. Where do facts eshchgrdeformed recollections of incidents
begin?” (1996b: 244, emphasis in the text). Av&ta expresses it, eventually these memories
that should be shared with fellow expatriates arermabedded in the individual perspective and
experiences that in the end, the only person heslecare them with is himself. This inability to
bridge the gap between present and past througlomyasmsometimes portrayed through
nostalgia, reliving what cannot be regained (Boi®@h0: 63). Rushdie also speaks of his
frustration at the lack of ability to speak the Whtyuth about any of his experiences:

| was constantly plagued by this problem, untélt bbliged to face it in the text, to make clear
that (in spite of my original and | suppose somevidraustian ambition to unlock the gates of
lost time so that the past reappeared as it agthatl been, unaffected by the distortions of
memory) what | was actually doing was a novel ofrmagy and about memory, so that my India
was just that: “my” India, a version and no morartlone version of all the hundreds of millions
of possible versions (20100).

This coming to terms with the limitations of memaows for the plurality of versions that
Postcolonialism bases itself on, no longer trustirgone authoritative version but listening to
the multitudes as they remember.

Memory is also important on a larger scale in the&n propagate an individual

perspective on events that have been nationaliascreviously stated, the purpose of a
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national narrative is to create one version ofgagt. Gunnthoérunn Gudmundsdétter relates

these concepts of memory and national narrativetdtyng,

Remembering is not only a personal matter nece$saour sense of identity and mental well-
being, it is also a very public matter, formed bygial situations and often politically contentious.
Our lives are intricately and sometimes drastickitiged to and/or inseparable from what
happens in the society we live in (2003: 45).

By individuals recalling “national” history througin individual lens, the seemingly objective
history reveals its limitations, breaking down ttaional narrative. This also alludes to the
close relationship between “remembering” and “repnting,” which are indeed inseparable:
“What is foregrounded by this juxtaposition is tregure of narrative ‘truth’, the role of memory
in the construction and reading of narratives efghlf, and in ways in which narrators and
writers position themselves in relation to the paed and historical past” (King 2000: 8).
Again, by allowing remembering to be expressecepsasentation, the voice of a singular and
streamlined national narrative is revealed as échdand therefore can be questioned.

One further characteristic associated with the iofleversions is the fallible narrator.
While the fallible narrator is commonly used in malifferent categories of literature, the
fallible narrator of the Third Space is set apaainty by its subtleness. This narrator is not so
outrageous that one recognizes his flaws from genimg page. In contrast, this narrator is at
first very reputable, since he is the only autlyooifered to the reader on his specific situation.
However, as the story continues, usually the gaplse narrator’'s knowledge are exposed and
the reader begins to notice more discrepanciess sot of narrator is intentionally developed in
this manner to show the importance of perspectivkthae limited vision of each person.
Salmon Rushdie’s narrator Midnight’s Children(1981) is an excellent example of this fallible
narrator, since one begins the story with totadttm Saleem, since he is, after all, telling hiso

story, but as the narrative develops, the reagdizes he lacks historical knowledge and his
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memory even fails him at times, furthermore, helteen deceived about his identity from birth
(2010: 24). This fallible narrator mirrors thatst of the occupants of the Third Space in that his
story is his own, therefore he tells it from thdyoperspective he knows, regardless of whether it
is “historically accurate” or not.
5.3 Labyrinths
Another identifying characteristic is the use daf thbyrinth, either mentioned in literature, or
structured into the novel. Often in the novelsrirthe Third Space, characters will describe
themselves as being lost in a labyrinth, which Uguefers back to the search for identity and
feeling lost in the in-between. One such authoo vghoften noted for his obsession with
labyrinths is Gabriel Garcia Marquez, the leadigfgmrence point for the Magic Realism
movement. Stavans links Garcia Marquez’s uselgfiiaths to the Third Space since the central
character of Garcia Marquez’'s novehe Hundred Years of Solitu@E967), could in fact be an
occupant of the Third Space as he seeks to leav@ome country as an exile (1996068).
Therefore, within the text of the novel, the theofi¢he labyrinth is often expressed in the
dialogue and thoughts of the characters searcomthéir hybrid identity.

While some authors have incorporated the thentieeolabyrinth on this level of content
in the plot, others have implemented the idealoyriath in the very structure of their work. The
theme behind this technique is the same as prdyistated, since the author expresses an
endless search for identity and belonging. Howewdihis style, the experience is much more
bewildering to the reader, as the author leads ttegper into the labyrinth itself and they too
are included in the search for meaning. As Chpisto Warnes explains, these labyrinths are
more than just an image repeated in the text:

The notion of storytelling as a game takes on feidiht dimension in this episode, as language
begins to break down under the pressure of dysfuraditcommunication acts. The narrator of
the story ensnares his listeners in a labyrinttfwehich there is no escape because there is no
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answer that can satisfy his hyper-literal impemtihe labyrinth, like the hall of mirrors, is a
hallowed space for Garcia Marquez: there the tiealliteral, the rational become distorted and
deviant (2009: 89).

With this explanation of why labyrinths are usedome texts, it becomes clear why this
device would be useful for literature emerging frbra Third Space, where there is already an
emphasis on “distortion” and “deviation.” Stavdngher associates labyrinths with Hispanics
as a whole, when he describes them as “Compulsivlesearchers and self-accusers, we
Hispanics also have a constant love affair withrong, a passion for deciphering our
labyrinthine collective self. Ours is an elusidentity- abstract, unreachable, obscure, a
multifaceted monster” (1996b: 2415elipe Alfau has also taken on this structure asdinna
Shapiro describes his enterprise: “he leads thaerdato a sort of metaphysical crime novel and
the search is for identity” (1993: 203).

5.4 Use of the Original Language

While the issue of language and the use of Englgste been discussed in a previous section, it
is still necessary to include the use of origia@duages in the characteristics of literature from
the Third Space. Many Third Space novels incliedesal words, phrases, or even paragraphs
entirely written in a different language, which aually left without translation into the English
equivalent. This omission is intentional and forpast of the hybridity of the novel, for this sort
of in-between language is the only accurate reptaten of their experience:

In the post-colonial text the absence of trangtatias a particular kind of interpretative function.
Cultural difference is not inherent in the text muinserted by such strategies. The post-colonial
text, by developing specific ways of both constitgtcultural distance and at the same time
bridging it, indicates that it is the “gap” rathtean the experience (or at least toaceptof a gap
between experiences) which is created by langu&be.absence of explanation is, therefore,
first a sign of distinctiveness, though it merelgkas explicit that alterity which is implicit ingh
gloss (Ashcroft, Griffiths, Tiffin 2002: 64, empliaé the text).

This form of writing creates an “avant-garde” exeece in how the reader relates to the

narrative, since the inclusion of the original laage immediately forms an inner circle of those
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who know at the exclusion of those who do not. Eweev, this actually serves the purpose of
portraying an accurate Third Space encounter ithvlainguage, or even bilingualism, creates
groups of inclusion and exclusion. Another reasomot including the translation is that
sometimes it does not convey the specific emotoomnected to each word, as Stavans explains
in the case of Spanish: “To translate word by wekan to explain what is meant by love in our
society, will not do” (1996b: 165). Even if leagithe word in the original language leaves
some readers groping in the dark to understandetning, the author is allowed to express a
perspective that is particular and unique, andehéer experiences the cacophony of languages
that represents a third space (Higgins 2009: 7).

5.5 Use of Satire

One more of the characteristics of this hybridiliestature is a strategy often used in the
breakdown of binary oppositions, and that is satifhile satire is a strategy that has been
applied in countless movements in literature ama&éuntless motives, the satire of the Third
Space points toward a multidirectionality that elif from other forms of satire. As John
Clement Ball states in his bo&atire and the Postcolonial NovéBy attending to a
multidirectional thrust, this interpretive perspeetis one way to construct a model of satirical
resistance beyond a unidirectional oppositionalitg simplistic politics of blame” (2003: 13).

As he later goes on to state, the difficulty whistparticular form of satire is that it delibelgte
refuses to follow any set of “rules” governing satire, creating a style of writing that is
purposefully resistant to any particular interptieta(Ball 2003: 21). This refers back to the

idea of “difference” as opposed to binary opposiio
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6 Significance

With a limited audience who would be able to apatecThird Space literature, and the lack of
“authority” in the sense of the traditional candrGseat Books, and without participation in a
national literature, one would wonder why theorlsse placed such great emphasis on
literature from the Third Space. In spite ofutdikely mainstream popularity, postcolonial
scholars argue that the future of literature anceoént history lies in the hands of such authors.
6.1 Who is the Audience?

One of the concerns with the literature from th&@d $Space is the audience, for if each author
shares an experience only known to very few peaple,wonders who would then be interested
in reading it. It would seem that first, readexsnd have to be interested in that particular
experience or situation, then they would have tsa@woe research in order to understand it, and
then finally they would have to cope with the irgithformation shared throughout the literature
that only those in the Third Space would fully uredend. A further concern is one of language.
Leaving words in the original language obviouslguees the audience because not every reader
will want to tolerate that kind of ambiguity. Rusé@ response to the tendency to search for an
audience turns the focus to the principle of thireiasis of the writing:

This raises immediately the question of whom onerigng “for”. My own, short, answer is that
I have never had a reader in mind. | have ideaaplp events shapes and | write “for” those
things, and hope that the completed work will bentérest to others. But which others? (2010:
19).

Rushdie, and perhaps other Third Space writersefisave less concerned with the exact “who”
will be reading their novels and more concernedhwetaying their individual experiences. To
be caught up in the “who” would be, in a way, ratag to the center and looking for “approval”
instead of casting off all the so-called requiretadar acceptance (Ashcroft, Griffiths, Tiffin

40).
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6.2 Breakdown of Authority

Literature from the Third Space forces equalitpitite world of literature, and perhaps even
beyond it into the realms of culture, politics, dnstory. By resisting the center’s authority, the
movement offers an opportunity for authors, whethey are found on the margins of society or
in the center, to share their unique experiencdganspectives, as Bhabha explains:

Hybridity intervenes in the exercise of authorit merely to indicate the impossibility of its
identity but to represent the unpredictability tsfpresence. The book retains its presence, but it
is no longer a representation of an essencenivwsa partial presence, a (strategic) device in a
specific colonial engagement, an appurtenancetbbaty (2004:163).

Since each work can only claim “partial” truth, idea of a central authority simply disappears.
Speaking of the implications of such a change, Bhaxplains that these prior “authorities,”
when they are “deprived of their full presence, khewledges of cultural authority may be
articulated with forms of ‘native’ knowledges” (200L.64). The authorities will remain
authorities, but the difference is that they aréamger allowed the right of “representing” all
literature; they can only represent their own indlilal experiences.

With the breakdown of the central authority, ldavs that the binary division, which
had built the walls around “the Other,” isolatingnd fixing it, would also begin to fall apart.
The role of the stereotype in the creation of ‘@teer” has always been essential:

An important feature of colonial discourse is igpdndence on the concept of “fixity” in the
ideological construction of otherness. Fixity, asgn of cultural/historical/racial difference imet
discourse of colonialism, is a paradoxical modeepfesentation: it connotes rigidity and an
unchanging order as well as disorder, degeneratylamonic repetition. Likewise the
stereotype, which is its major discursive stratégyg form of knowledge and identification that
vacillates between what is always “in place”, alignown and something that must be
anxiously repeated [. . .] (Bhabha 2004:95).

Bhabha here emphasizes the need for repetitiotedaypes in colonial discourse as if each
repetition were another nail fastening fixity ohétOther”. However, as each individual

expresses his own experience, the stereotypehelththese identities in place are suddenly

58



broken down by the author’s own retelling of hipesence. Stavans offers the situation of the
Hispanic population in the United States as an gtam

Latinos appear to be a homogeneous minority, thinkind acting and speaking alike; but
nothing is further from the truth. Diversity issihtrademark. True, in one way or another, we
are all children of lascivious Iberians and rapsdidn and African maidens, and yet
heterogeneity rules: Latinos are blacks, Spanidndsans, mulattos, antiestizog1996b:31).

Through the use of individual voices, a group opadrayed as homogeneous is suddenly
fragmented into countless unique identities, eaith s particular narratives and perspective.
As human experiences emerge from the pages ofreactive, the binary opposition must
break down as the reader begins to understandhthaupposed “Other” is not so “opposite” as
one once thought.

As the authority of the center breaks down, thgpeapd “Other” gains great freedom to
explore and push the limits of narrative styleefd@e, the center held the authority of literary
greatness, and could pick and choose who to inglutteat group, keeping in mind, of course,
the authors’ proximity to the center. Such hasltee case, for example, in what would become
the “Bible of Great Book literature,” Harold Bloogairhe Western Cangi994), in which he
literally lists the select few authors he beliewasthy of “canonization.” “The Other” has been
subjected to the examination of the center’s naatyle and techniques, the success of their
writing dependent on their ability to write anddias the center demanded. When that authority
breaks down, the supposed “Other” gains a seneadom to think, write and live in
spontaneous movement, opening up the imaginatiweoof the writers and allowing them to
share their own experiences as each one individsaés fit. Said states:

Instead we begin to sense that old authority casingtly by replaced by new authority, but that
new alignments made across borders, types, natiodsssences are rapidly coming into view,
and it is those new alignments that now provokedradlenge the fundamentally static notion of
identitythat has been the course of cultural thought dutie era of imperialism (1994xuviii,
emphasis in the text).
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This movement builds momentum as others read W@k and sense their own freedom to
express their identity, no longer restrained byttha center has claimed as acceptable
techniques and styles, or even content. Timothyd3eoffers a similar perspective by placing
emphasis on the fact that sometimes those writimm the Third Space show “discomfort” with
structure and form because their experiences daligot with the limitations placed on writing
(Bewes 2011: 19). Having been set free from thesttaimts of the center, the Third Space opens
the way for a fresh wave of newly inventive liten&. What has changed is that each method is
accepted as “different” but not “compared” undeicstriteria as it once was under the colonial
period (Bhabha 2004: 50). The scales for compahgege different perspectives have been
broken.

With the breakdown of the authority of the centiee, center’s portrayal of history is also
no longer valid as the sole narrative of the padkversions of the past only show a slice of the
“reality” that is always a subjective projectionarfe’s perspective. This breakdown of linear
history allows for new voices to tell their versiohthe past. Bhabha describes the enormity of
the impact this change is having and will haveleway one perceives history: “What is crucial
to such a vision of the future is the belief th&t nrust not merely change tharrativesof our
histories, but transform our sense of what it mearnse, to be, in other times and different
spaces, both human and historical” (208&7, emphasis in the text). The idea, therefsrapt
to change old narratives for new ones, but to eosbtlae wide span of narratives available.
Rushdie also offers his response to this changigeinvay of viewing history:

Throughout human history, the apostles of puritgse who have claimed to possess a total
explanation, have wrought havoc among mere mixeleumpan beings. Like many millions of
people, | am a bastard child of history. Perhapslvare, black and brown and white, leaking
into one another, as a character of mine once Baédthe flavours when you co@010: 394,
emphasis in the text).
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Linear history has long stifled the perspectivethoke who simply did not fit into the accepted

progression, and allowing for a variety of perspest gives a more complete picture of the past) éve

achieving the complete picture might never be [bssi

7 What the Future May Hold

As this breakdown takes place, theorists have begwonder what the new world of literature

will look like, as more of the focus moves awaynfrthe center and toward the fringes of

society. Edward Said is one of the proponentsaiihg toward these borderlines as the future

of literature:
If I have insisted on integration and connectioasueen the past and the present, between
imperializer and imperialized, between culture amgderialism, | have done so not to level or
reduce difference, but rather to convey a morenirgense of the interdependence between
things. So vast and yet so detailed is imperiaisman experience with crucial cultural
dimensions, that we must speak of overlappingtteigis, intertwined histories common to men
and women, whites and non-whites, dwellers in te¢ropolis and on the peripheries, past as
well as present and future; these territories asimties can only be seen from the perspective of

the whole of secular human history (1994: 72).

The goal is no longer to focus on what dividesunel$ and separates nations, but to see the
similarities, the “overlaps” and the uniting aspeat human experience. Bhabha has also
contemplated what this change in mentality willgaroe in the world of literature:

Where, once, the transmission of national traditivas the major theme of a world literature,
perhaps we can now suggest that transnationatieistof migrants, the colonized, or political
refugees— these border and frontier conditions— beathe terrains of world literature. The
centre of such a study would neither be the “sagatg’ of national cultures, nor the
universalism of human culture, but a focus on tHé®ak social and cultural displacements” that
Morrison and Gordimer represent in their “unhomdigtions. Which leads us to ask: can the
perplexity of the unhomely, intrapersonal worlddea an international theme? (2004

Bhabha seems to recognize that there is alwaysdemney to create a center in any movement,
and in postcolonial literature, the new center setbe the previous borderlines.

One cannot help but wonder if this may be histepeating itself and if the marginalized
will only become the center and the center may lmecthe marginalized. Ania Loomba states

this very issue of recreating what the movement waact, trying to break down: “But now,
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many critics are beginning to ask whether in threcpss of exposing the ideological and
historical functioning of such binaries, we arelanger of reproducing them” (1998: 90). Other
authors have gone so far as to say that the movdmsrgone “full circle” and that postcolonial
literature is yet another colonizer, but this tithese at the fringes of society find themselves at
the center of literary framework (Maver 2006: 1Ball 2003: 35). If the goal is truly to “level

the playing field,” the question then remains oivito evaluate literature at all, or if a canon can
even exist. Even more so, as the movement hasgibvemains true that works written in
English, or those directed toward a “European” ance, achieve the most success, leading
scholars such as Dennis Walder to state, “The camwbgection is that here we have yet another
universalizing, Eurocentric, authoritarian approsxkthe world” (1998: 189). These are the
uncertainties that more recent theorists have tessedtique the postcolonial movement, because
this movement leaves the field with a puzzling fataf an equality that simply cannot hold
since, at a practical level, some novels and astivdl always gain more renown than others.
Postcolonialists seem to have reached an impassgand to dealing with success. Fame is a
natural consequence of literary success, yet SaRushdie seems to have suffered ostracism
from his fellow postcolonialists for, among otheasons, having gained literary renown. As
lofty as Postcolonialism may be, it must find a vi@yncorporate its theories into the realities of
a capitalist world.

Another issue related to this idea of reinstatirgiater in literature is the concern over a
new kind of fetishization of the exotic. One oétbecondary effects of the onslaught of
literature coming from postcolonial settings istttee readers across the world have responded
positively toward it. The Third Space is in dang€being fetishized once again, as postcolonial

literature becomes a form of “exotic tourism withlgj (Brouillette 2007: 17). Again
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postcolonial literature finds itself with the dilema of what to do with its own success, since
achieving top places on bestseller lists, or wigniviestern prizes leaves it back where the
movement started, as “Post-colonial literaturestemiin English today all over the world are
becoming more and more aware of the trap of falimg best-selling exoticism and its
discourse” (Maver 2006: 11). On another levelrd¢hs also a fetishization of breaking the
norm, in which experimentation has become an egpieatand even a criterion for evaluating
literature: “Twentieth century novels of both thedern and post-modern variety experiment
wildly with inherited notions of novelistic form drrepresentational strategies. By doing so,
they raise questions about the point at which threigdtion of generic expectations can itself
become paradoxically, a norm” (Ball 2003: 17). sThas become so true of the movement that
scholars are realizing some literature has beectezj simply on its conventional nature, stirring
up debate as to whether this movement can actbedigt of upholding its own ideals in practice
(Sorensen 2010: 10, 19).

One further concern for postcolonial literatureg diird Space literature as a part of it,
is the increasingly vague understanding of whataans for literature to be postcolonial. As
more authors begin to write from a postcoloniakpective, it becomes clear that this label can
be as elastic as scholars wish it to be. Constaftapoulias has referenced this concern in her
work on Bhabha, stating: “As geographers turn iasiggly to the politics of experience, they
castigate Bhabha’s use of hybridity as a catcleakgory which, in their view, ignores the
specificity and irreducibility of different expenees of marginalization” (2004: 74). This can
be seen in the work by scholars who have deferitizdture from the United States as being
postcolonial since the United States at one timg aveolony, or because of the history of slavery

in that country. Similar to this case, there arertless more examples of the label being

63



stretched to encompass even more writers. Oneaublr who supports this expanding
understanding of what it means to be postcolosi&lawn Duncan, who bases her opinion on
the lack of flexibility currently found in the moreent: “While certainly the particular form of
postcolonial cultures so indicated may represaentihjority postcolonial condition, the
definition fails to give voice to cultures that dot squarely fit the continental and color
parameters” (2002: 321). While some scholars wetthis growth in the movement, others
firmly reject works that do not come from a spexdase of Postcolonialism. One such wary
scholar is Ania Loomba, who explains that, “A tagigk enlargement of the term postcolonial
can indeed paradoxically flatten both past anderopbrary situations. All ‘subordinating’
discourses and practices are not the same eitleettiove or across the globe” (1998: 17). Her
stance is that if all different kinds of literatuzeme to represent postcolonial literature, in the
end, the label will have no actual meaning. Akstior literature from the Third Space is
whether Third Space writers can continue to belontpe Postcolonial movement, since the very
backbone of Third Space literature is the fact gnattically anyone can write from a Third
Space, even those who have never left their hometog albeit through the imagination.

It is also helpful to hear from the authors of Therd Space as they evaluate the future of
literature. From Stavans, the reaction is on ¢wellof politics, focusing on those who promote
the “English Only” movement in the United Statesiom he claims will find this breakdown to
be “chaotic multiplicity” as each group is recoguzas different instead of grouped together as
“the Other.” (1996b: 179). Rushdie also respowndsits idea, focusing more on this new
generation of Third Space writers whom he claingsaar entirely new species:

The creation of radically new types of human bepapple who root themselves in ideas rather
than places, in memories as much as material thpeggple who have been obliged to define
themselves— because they are so defined by othbystheir otherness; people in whose deepest
selves strange fusions occur, unprecedented ubitmgeen what they were and where they find
themselves. The migrant suspects reality: havipgeenced several ways of being, he

64



understands their illusory nature. To see thing®ly, you have to cross a frontier (2010: 124-
5).

“Suspecting” the idea of reality when it is presehas such is one of the direct consequences of
the breakdown of binary oppositions. By undersitagnthe many perspectives available, no
longer will a reader, or the public at large, ret@and trust one single reality. In this way, the
role of the Third Space writer is, once again,rthle of an artist, exposing the people to worlds
beyond one’s own and pushing the limits of reality.

As more writers are added to this category ofTthied Space, theorists are also listening
curiously to the emerging voice of those writingrfr the Third Space for more philosophical
reasons. After all, these authors find themsedtisped of almost all of the locators commonly
used for forming identity. They have lost theintes, perhaps their families, their “nation” and
their “culture.” Theorists look to these writers a purer source in the search for meaning and
identity since everything else has been taken aRshdie states:

It may be argued that the past is a country froriclwive have all emigrated, that its loss is part
of our common humanity. Which seems to me selfi@vily true; but | suggest that the writer
who is out-of-country and even out-of-language mayerience this loss in an intensified form.
It is made more concrete for him by the physicet td discontinuity, of his present being in a
different place from his past, of his being “elsendi. This may enable him to speak properly
and concretely on a subject of universal signifoagaand appeal (2010: 12).

If nothing else, these authors often share thgieggnces in the loss of home and the search for
identity outside of the comfort of home. Anothather states this same desire to look toward
those who have had to rebuild their own identita@®urce of philosophical insight: “As a
reader and a writer, | am interested in loneliress isolation, and | have found myself returning
time and time again to consider those who haveenlgdealized themselves marooned”
(Phillips 2011: 190). This search for identityasigommon theme throughout literature, and in
the case of these occupants of the Third Spadces¢hach becomes the focus of their writing; it

even becomes a problem they creatively attemptltes
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8 Conclusions

This section has explored the concept of the TBpdce and its implications for postcolonial
literature. In order to gain a better understagdihthe term the “Third Space,” the idea of the
nation as an imagined community was presented@sreof “First Space,” and then the term
“the Other” was elaborated upon in order to und@@dthe binary opposition that propelled
forward the colonial period, creating a vast sefpamebetween the colonizer and the colonized,
purported by stereotypes and generalizations. Wahbackground information in place, the
focus turned to the Third Space and the idea o$plaee in itself; that space could be a physical,
psychological or emotional state. After definin@ase, the occupants of the Third Space were
defined as those living as immigrants, exiles errttarginalized. By focusing on these three
groups and the literature that emerges from thema,can come to the conclusion that the
literature from the Third Space is important beeatitelps to break down the linearity of
history and reveal that there are many differensectives from which to view it. It also breaks
down the binary opposition of colonialism by alloivarious perspectives to be heard and
accepted as valid. Furthermore, it breaks dowrathkeority of the center by distributing that
authority to voices from all different points olew. Finally, language was defined as an
essential part of the Third Space, and that inrdimtdanguage to break free of the binary

opposition, it must be recreated in a way that esges the situation of the person writing.

66



Chapter 2: Chromos and the Third Space of New York City

Having discussed the theory of the Third Spacepi$s in postcolonial literature and its ability
to encompass a great many texts from diverse autmat settings, | will now proceed to the task
of analyzing Alfau’s noveChromoswithin the framework of this theory. This chapieh

argue that Alfau’s innovation in this novel is estd in the way in which he warps and
manipulates the stereotypical immigrant novel mtfoagmented and chaotic representation of
the Third Space. This essentially makes Alfau isewahead of his time, since he was writing
about hybridity and liminality in the year 1948, lWeefore these themes would become
widespread in literature and defined in literargdty. Alfau’s achievement in the novel is also
fundamentally based on the fact that describingrtireigrant life as a Third Space in the year
1948 would have been drastically countercurremth¢ogeneral rhetoric surrounding
immigration, consisting of Americanization and asation.

A liminal space is present in many different asp@étthe novel. After a brief historical
introduction to New York City as a Third Space, finst of these elements to be discussed in
this chapter is the term coined by Alfau for cert8paniards living in New York City:
“Americaniards.” This term in itself represente tiybrid moment of combining two different
cultures. The second part of the chapter will takdoser look at the creation of these Third
Space characters in the novel through the useddatypes, different forms of “othering” and
moments of hybridity. Next, the chapter will tdrom the characters to the notion of space,
examining physical, abstract or emotional Third &saas depicted in the novel. Then, as a final
step, the chapter will look more closely at the oslanguage, since those writing from a hybrid
space pay close attention to language and oftenrestive measures to make the language their

own.

67



1. Historical and Theoretical Background

Before discussing the novel as it relates to thedT®pace, there is yet another background area
that must be clarified before beginning, thath®, historical events surrounding the writing of
the novelChromosand the events that would have shaped the liteeohuthor, born in 1902 and
moving to the United States in 1916. Thereforss, finst section will be devoted to the changes
in immigration in the United States during thetfpart of the twentieth century, and the second
section will focus on the theory already developedNew York as a Third Space, again
focusing specifically on the time period of the abvBoth of these sections are vital to
understanding the novel since immigration was suphlemical issue at the turn of the century.
1.1  Historical Background: Immigration in America

1.1.1 Prior to 1900

Important changes took place in the area of imnignan the United States just before the
beginning of the twentieth century. The IndustRalvolution had created many jobs in places
like New York City and there were many opporturstier workers who would come to the
country without education or specific skills (Mar2011: 133). This wave of immigration
began in a relatively uncontrolled fashion, wititidi concern for the effects it would have on the
culture at large, as Samuel L. Baily states: “Utitd twentieth century, most Americans
assumed that their society would automaticallyragate immigrants” (1999: 85). However,
plans were soon put in place to control who wasramg the country, one of the most famous
being the filtering device of Ellis Island, openimgl892. While the main focus was,
supposedly, to guard against hazards to the haatthwelfare of the population at large,
especially in cities such as New York, where amemic would be catastrophic, these changes

brought about a shift in the relationship betwdenW.S. government and the immigrants
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gathering at the shores of the country (Odem 2868). This was perhaps the first instance in
which the United States’ reputation as a havemhonigrants could be called into question.

1.1.2 1900-1920

Therefore, at the turn of the century, the Unitéatés was desperately trying to cope with this
boom in immigration, and, at the same time, pyilate regulations and order that would ensure
the safety of all its citizens. One major shifittkook place as the wave of immigration
continued is that the immigrants arriving lookimy jobs in the United States were no longer
predominantly Western Europeans, now the majordgyedrom Southern or Eastern Europe
(Martin 2011: 105). This also increased the fediof fear or uncertainty about the growing
number of immigrants coming to the United Statesabee these immigrants were not as quick
to adapt to American culture and the “foreignndsh@se new immigrants was more evident”
(Martin 2011: 106). Soon there were commissiortsrpplace to see how these immigrants
were adapting to American life and Americans addnegan to agree that the ability to speak
English was especially important since immigranéserxcoming from increasingly varied
countries (Martin 2011: 116). The United States Wwacoming more and more concerned about
the ever-increasing population of immigrants livingts cities and taking many of its jobs. The
statistics gathered from this time period in Newk/ @ity reflect the overwhelming changes
taking place at the time: “Between 1880 and 1@R&fkse to a million and a half immigrants
arrived and settled in the city— so that by 19110/fd1 percent of all New Yorkers were foreign
born” (Foner 2000: 1). Understanding the massreavth in population gives better insight as to

why the views of the public toward these immigradrggan to change.
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1.1.3Post World War |
If the situation was already complicating itself tbe immigrants in the United States leading up
to the 1920s, the First World War only magnifietuither, bringing about more restrictions and
less tolerance of these new arrivals to the Urftiedes. After the end of WWI, a momentary
downturn in the economy around the year 1919 dgauaght about another upswing in the
panic surrounding the issue of the ever-growing ignamt population (Abu-Lughod 2007: 17).
As the economy recovered, the job situation woelden return to how it was before the war, the
difference being the types of jobs available, aawler unskilled laborers were needed as job
production methods became more advanced (Dinnerdeahols and Reimers 2003: 187).
Along with this moment of economic changes, pubpmion on immigration was also taking a
negative turn as the U.S. government began to @antmigration based more on qualitative
measures: “Those favoring restriction turned tondjtetive restrictions as well as to shifts in the
ethnic composition of immigration. The nationabars quotas established in the Immigration
Acts of 1921 and 1924 accomplished these aims” {imMa011: 133). The first of these laws,
from 1921, “limited, for a one-year period, the raenof entrants of each nationality to 3
percent of the foreign-born of that group in Amarimased on the 1910 census” (Dinnerstein and
Reimers 1988: 104). Therefore, by limiting thasenigrants who were from less-developed
countries, the laws began to turn from a policynofuding to a policy of controlling who
exactly was crossing the border into the UnitedeSta

A second issue that arose at this time was thecethassification that began to emerge as
a social norm. There had been a long associagtween being able to speak certain languages
or even being literate, and intelligence. As SusaMlartin explains: “Language had been since

the time of the Enlightenment a measure of racidl @ltural hierarchy” (Martin 2011: 138).
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This belief strengthened the argument of those egposed immigration, demonstrating the
inferiority of these immigrants and leading to Hilwwance or even the popularity of racism.
This was coupled with the growing sense of pasitthat had arisen at the time of the First
World War and began to change the rhetoric on imamign:

This mobilization combined with the massive patcia@ampaign to encourage the foreign born to
put their native lands in the backs of their miadd cultivate an uncomplicated loyalty to
America and its values. Since 1917, then, the wgumad been vigorously espousing an ideal of
unhyphenated Americanisfideinze 2003: 145, italics original to the text).

Therefore, this mentality not only reveals the fearthe part of the American citizens leading to
the attempts to suppress, or at least disarm,@ejgh element within the country, but it also
shows the sentiment behind the idea of assimilatioich would become the predominant
theory used to “help” immigrants adapt to life me tUnited States. The surge in nationalism
therefore made being an immigrant in the UnitedeStan the 1920s even more challenging.
1.1.4 Post 1930

In the years of the Great Depression, in which Acaer citizens struggled to find work, the
situation was even more dismal for immigrants. ok of work caused the numbers of
immigrants coming to the United States to decreas#he word quickly circulated that there was
no work to be found. Considering the amount of igration that took place from the year 1910
to 1930, it is telling that the statistics showttimal910 four out of ten workers were blue collar,
whereas in 1930 only three out of ten were bluac@Weil 2007: 209). Those who were
unable to find work in the large cities that hafobe been the best place to begin a new life as
an unskilled laborer, would slowly begin to scatied move west in search of work or even just
food. As WWII approached, immigration laws becanweasingly strict with the resurgence of

national patriotism, especially affecting the issfieitizenship. After WWII, the country would
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shift its focus to the vast numbers of immigramtsssing the Mexican border, leading to several
campaigns for the deportation of the illegal imraigs.

1.2  Theoretical Background: “The Other” in New York

In turning from the historical background to thedhetical background of New York City as a
Third Space, most of the research on this theasychane from recent years, but uses as support
for its arguments the experiences of immigrants twe entire century, making this theoretical
information applicable to an author such as Alfarting about the United States in the 1920s to
the 1940s.

As seen when considering the theory of the Thirdc8pmost countries have a national
narrative that clearly defines who and what théonat and, as a result, who and what the nation
is not, known as “the Other.” Within the natiomalrative of the United States, it has become
clear that there is, indeed, an “Other” writteroittte American culture, and that is the
immigrant. Ali Behdad speaks about the immigrantle in fulfilling the need for an “Other” in
society:

What we encounter in every anti-immigrant claina igifferential mode of national and cultural
identification that posits a fundamental differebedween the patriotic citizen and the menacing
alien. The project of imagining a homogeneousomais never complete. It requires the
continual presence of the immigrant as other, tifinonhom citizenship and cultural belonging
are rearticulated (2005: 12).

Therefore, from Behdad’s perspective, the Unitedest need for “the Other” holds the
immigrant at a distance and does not let him advémbecome part of the whole. Only if the
immigrant assimilates or molds himself into the Aiten model does the country allow for that
individual to fulfill a different role in societyImmigrants are useful to the political project of
national identity, through an exclusionary logiattdefines them as differential others and also
through inclusive means of identification that neerate them as figures of cultural conformism,
exceptionalism, and regeneration” (Behdad 2005: B2cording to this theory, when the
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immigrant manages to “rise above” the difficultctimstances and obtain American success,
then he suddenly transmutes into a different chearac the American narrative, the country of
dreams and possibilities, where anyone can becoytliag.

Another way in which one can see the theory of @ier” played out through the
American immigrant is through the fear that has eambe associated with immigrants. This
fear is a particularly dangerous one, since iteacitizens to be afraid of their neighbors, shop
keepers, or even the children at the local sclsinte the fear comes from a supposed threat
within American borders (Portes and Rumbaut 2008).1 Teresa McKenna even goes so far as
to claim that there is a notion of fear in the oaél metaphors of the melting pot or the salad
bowl, both focused on the separate elements mediigcongealing to create a pleasant whole,
as these images become ways of controlling thesgyfoelements and reassuring oneself that
they can be absorbed into the whole for the comgoaa (1997: 128). Beyond the fear of
violence or different customs taking hold in Amancculture, there is another more practical
threat felt by those who oppose immigration intheted States, being the threat of the
capitalistic foreigner, who tries to create a hdite for his family, or himself, in his homeland
by sending money back home: “Because the capitahisigner is depicted as someone who is
interested only in material things, he or she gyitkrns from someone who has something to
offer us into someone who only wants to take thiings us” (Honig 1998: 4). Therefore, part
of the national narrative that sets the immigraoaraas “the Other” argues that the immigrant
comes to take away what rightfully belongs to thieens of the United States.

At first, this idea of the immigrant as “the Oth@&n”American society is confusing
because of the image the United States has alwagsmted of itself as being an immigrant

nation: “a haven for immigrants from all over thend who have left the hardships of their
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home countries to start life anew in a land of appaty and promise” (Odem 2008: 360).
However, when one looks closer at the actions tékethe United States government in order to
control and limit immigration, the truth that tmarrative is actually a myth becomes clearer
(Honig 1998: 2). As this brief summary of immigeatt at the turn of the century has shown, the
United States became systematically less of an grant haven as time advanced. As their need
for cheap, inexperienced labor decreased, so diddesire to take on more of these immigrants
coming from Eastern and Southern Europe. Thegersamts, combined with the events of
World War | and the Great Depression, give the eead idea of what the immigrants must have
experienced on a daily basis. Surely there wemeeseho were kind to them, others who would
try to take advantage of their naivety and stillrenthat would judge or look down on them in
their situation. This mood of accumulating reptoagainst these immigrants is the very climate
in which Alfau writes his noveChromos.

1.2.1 Assimilation

One of the main tools in the hands of the goverriraed those working in immigration
regulations was the theory of assimilation. Thesidf assimilation was that over time and with
the experience of living in the United States, imrants would undergo a natural process of
leaving behind their old country and culture andildadentify themselves more fully with
American customs. Still to this day, one can fsetiolarly articles that argue for assimilation as
a positive way of adapting to American culture (8att 2010: 5). However, the majority of
scholars now find great discrepancies in this thebassimilation and its impact on the
immigrants themselves. Roger Waldinger pointsomét of these areas:

“Assimilation” is surely a peculiar scholarly copteresonating with that normative vision of
national life that prescribes a direct relationgtgtween the individual and the nation,
unmediated by ties of an ethnic type. Not surpgli, it sets up an artificial contrast between
immigrants depicted as distinctive from the stad a national self, imagined in homogeneous
terms— that is, as mainstream— whereas in fastdtiven by all sorts of divisions. That
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immigrants are surely different is beyond dispate] yet the concept of assimilation hides the
degree to which crucial differences are createautlin the process of migration and members of
a host group (Waldinger 2001: 12).

Therefore, one of the problems with assimilatiothesfact that it forces all areas of difference
and variety to be reduced to one voice and oneaf#yinking, which is clearly inaccurate
whether speaking about a nation in itself or eslgoivhen discussing how an immigrant would
adapt to that new culture. Ali Behdad secondsgbigiment when he states: “Assimilation as a
more subtle denial of difference has been integrabw the United States has imagined itself as
an immigrant nation” (2005: 12). There existsyéfi@re, a strong relationship between the
denial of difference and the myth of the immigraation in the United States, in that
assimilation forces immigrants to mold themselves a picture of immigration that fits in with
the national narrative of the melting pot.

The effects of this concept of assimilation onithenigrants forced to live in a culture
that promotes such an idea have begun to emergegihtiterature as immigrants themselves
have gained a voice. As one author writing on igmation to the United States from Haiti
explains: “Like most immigrants to the United Satd® either came voluntarily or were forced
to emigrate, Haitians were expected to sever tigstiveir old society as they assimilated”
(Pierre-Louis 2006: 5). This reveals that onehef¢onsequences of this framework of
assimilation is the intentional loss of ties to lmneland as immigrants are expected to lose that
part of their identity in order to become Americarhis idea of losing one’s homeland in the
process of assimilation we will return to latetthe chapter when considering how Alfau
responds to it within the nov€lhromos. Another author, in considering the effects of
assimilation on the immigrant has claimed that ‘iAsktion, however, does not lead to the
complete restoration of identity, but to a differéarm of alienation” (Végé 2010: 26). This
alienation is a deeper one yet, as it forces theigrant to separate self from self, barring off
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access to the self whose identity rests in theolahtry. Clearly, assimilation is a lofty theory
that immigrants are incapable of grasping or attginas Végs states: “Immigrant literature
could be said to have been concerned with the igipidisy of assimilation” (2010: 26).
Therefore, the theory of assimilation also factots the process of “othering” of immigrants in
the United States.

1.2.2 The Experience of the Hispanics as an Example

The grouping together of the Hispanics in New YGry has been one of the clearest examples
of “othering” to take place in United States higtoiWhile the noveChromosdeals mainly with
Spaniards living in New York City, there is a lamkresearch about that minority group because
they were not a prominent immigrant populatiorhatturn of the century. Therefore, the
example of the Hispanics is relevant and usefgleeslly since in the novel, Alfau includes
several interactions between his Americaniardsthadispanics, even having his characters be
mistaken for Hispanic, allowing the reader to bedi¢hat this would not be all that uncommon in
everyday life. In the example of the Hispanichg“Other” has been created through the very
label “Hispanic”: a foreign attempt to combine ctass different countries and subcultures,
including second generation, bi-racial or eventertdescendants with Hispanic roots, into one
term (Zimmerman 1992: 12)As Suzanne Oboler explains, “In failing to do jastto the variety
of backgrounds and conditions of the individualsvtiom it has been applied, the term Hispanic
can have the effect of denying their sense of g€loler 2002: 77). By drawing attention to the
variety and difference found under the label “Hispd one can see that this category has been
created to group together what is now the majaifpr element in the United States. Another
issue with the term comes when considering thagrs¢wf the subgroups that have been forced

together under the title “Hispanic” are actuallytgunostile toward one another as a result of
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“intergroup boundaries,” where second-generatiomignants feel rejected by first-generation
and vice-versa, or even those who have intermafeielda similar social rejection by their

former peers (Jiménez 2010: 143).

1.2.3Inequality among Immigrants

Beyond the unrealistic grouping in cases suchasitbpanics, other issues related to
immigration and “the Other” have been discoverethase research has been done on the topic
within the context of the United States. Interggty, the idea that not all immigrants are
received with the same welcome was already visibtee turn of the century with the change in
trends of immigration. For as we have previousicdssed, when the majority of immigrants
were no longer coming from Western Europe, thetr@aof society changed. Since then,
studies have been done verifying the fact that tadi@p depends on several factors that are
entirely removed from the individual immigrant’sntool. Skin color, languages spoken,
education, and even ethnic community in the newttgall account for how each individual

will be received by society (Foner 1987: 14-15) f{€uy Glaeser and Vigdor 2008: 478). Some
scholars have even ranked these factors impaatiagtation to American culture, with their
results showing that, “In America, race is a paramariterion of social acceptance that can
overwhelm the influence of class background, retigior language” (Portes and Rumbaut 2001.:
47). Therefore, those with a skin color differ&oim the majority will find it more difficult to
adapt to American culture than those whose skiaraelsembles that of the majority. Finally,
one further addition must be made as to indivigueaferences and personalities. This is perhaps
the most important theoretical imperative emerdimg the Third Space, to remember that no
matter to what group or subgroup immigrants aregassd, they are after all, individuals, and

should be allowed to respond to the act of immigraas they individually feel appropriate.
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1.3 New York as a Third Space

1.3.1 General Third Space Characteristics

As previously explained, the immigrant in the Udit&tates has been created to be “the Other” in
society and in the national narrative promotedtbygitizens. However, immigrants have, since
the turn of the century, been finding ways to axeal hird Space either physically or in an
abstract sense, especially in New York City whbegd is, and has been for some time, a strong
immigrant presence. There is an overwhelming aamgration of groups and cultures to be
found there, creating a unique cosmopolitan ciff thas unfathomable at the beginning of the
twentieth century. O. Henry once stated that “Néwk City is inhabited by 4,000,000
mysterious strangers” (O. Henry as cited in Wed20199). Indeed, the larger the city, the
more it lends itself to what Mizruchi has callettasmopolitan consciousness,” as one learns to
intermingle with countless other ethnic groups (Mchi 2008: 77). Nancy Foner has also
described the ambiance of New York in that dayeadreme heterogeneity” or that the ethnic
diversity was “both welcoming and confusing” (Fod@&87: 7). Another aspect of New York at
the turn of the century was the close proximityimch all these different groups were living,
especially on the Lower East Side; for even withéRistence of ghettos and ethnic
neighborhoods, intermixing with other groups wasvitable.

Additionally, in studying the commentary on New ¥Xd&ity by more recent scholars, we
find themes that remind us of the Third Space. Suwh case is Juan Flores, who states that
“Even in such cases of cross-group identificattbere always seems to be an important stake in
upholding the specifics of one’s own nationalitildres 2000: 7). This statement clearly resists

the rhetoric of Americanization. Other authors aekon the fact that even though there is this
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tie back to the home country, “Immigrants may bepile affected by and involved in life in New
York” (Foner 1987: 9). Some immigrants feel loygdtboth to the new country and to the old
(Flores 2000: 200). This sort of both-and mentaitms up what it is to inhabit the Third Space.
Still more American writers express the same hytyridith a greater sense of tension, stating,
“The immigrant world has always been a difficulieotorn between old loyalties and new
realities” (Portes and Rumbaut 2006: 120). Sonpeess that this struggle to remember home
and find belonging in the new one creates an iateronflict that leads to a resistance against
dissolving entirely into the melting pot of theyc{Foner 200563) (Foner 1987: 11). Also,
nostalgia has become a representative theme frenvark of these immigrant authors writing
from New York (Foner 1987t1). All of these examples help to confirm thainN¥ork City is

a “perfect storm” for creating writing from a Thi&pace. The abundance of immigrants and the
mixed feelings toward assimilation and retainingiesense of home lead many immigrants to
search for an in-between.

1.3.2The Difficulties of this Liminal Space

Having discussed the general theory of the Thiralc8pn the previous chapter and having noted
that its literature can take on a variety of styasd tones, it is important to note which tone the
literature and theory emerging from New York Ciyd to follow. In the chapter on theory, two
general trends in tone were specified, one of taasi® and struggle and the other of discovery
and freedom. As stated earlier, it is importametmember that neither one is better or more
appropriate than the other, but in the case of Mevk City, especially at the turn of the century,
it is true that most of the historical informatitaken from that time has revealed the bitter
struggle for those immigrants inhabiting the THaplace, later leading to resistance literature.

One reason for their struggle could have been d¢lgessity to build a new life from nothing, no
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matter who they were in their old country: “Regasd of their qualifications and experience,
recent immigrants generally enter at the bottortheir respective occupational ladder” (Portes
and Rumbaut 2006: 50). Another tell-tale signhaf $truggles of these inhabitants of the Third
Space comes from a statistic discovered by Pong@fRkambaut from suicide rates in the 1930s
in Chicago, showing that the rate was higher foséhwho were foreign born (2006: 171).
However, it is important to remember that whileisesce literature best represents the harsh
reality facing immigrants at that time, publishessre not interested in this type of literature, nor
would it have sold many copies, since the most [@ponmigrant narratives published at the
turn of the century were in praise of the new couand told stories of the self-made man, rising
up out of his circumstances (Panunzio 1921: 10&)eed, this fact reveals the colonial-like
situation these immigrants were living in at thgibaing of the twentieth century, without a true
voice of their own.

1.3.3 Ethnic Neighborhoods

One of the clearest areas in which the Third Spaocebe seen in New York City is through the
ethnic neighborhoods that allow for a physical @#pace to exist. Authors have stated that
these ethnic neighborhoods can be formed eitheofargnstraint, that is to say, a lack of an
alternative, or from preference, since many immtgavould prefer to live among others like
themselves (Logan, Zhang and Alba 2002: 300). tAted in the previous chapter, the Third
Space is distinct from a ghetto in that a ghetterinonally isolates one ethnicity from the rest of
society. Or, as alternatively defined: “Exclusimfrcertain groups from certain locations
regardless of their personal resources and prefeséifLogan, Zhang and Alba 2002: 301). The
ethnic community, in contrast, can be a much mosgtipe tool since it is more often a source of

community and support.
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Therefore, many immigrants choose, and have chosre past, to live in these ethnic
neighborhoods both out of necessity and out ofsakeléo maintain ties to their homeland. Being
realistic about the transition from the home copitdrNew York City, the drastic and confusing
change could be a difficult and painful transitionnewcomers (Garcia, Evangelista, etc. 1988:
499). The benefits of these neighborhoods begéntinve very networking that enabled the new
immigrants to adjust to their new surroundings: filgration is a network-driven phenomenon,
with newcomers naturally attracted to the placesrethey have contacts and the buildup of
contacts facilitating later moves to the key imratgyn centers” (Waldinger 2001: 2). Relatives
or compatriots had already begun the process gitiadgto the new culture, allowing the
recently-arrived immigrants to base their expersna New York City on explanations
embedded in their old culture’s norms, a pricetests only available through those from their
own country (Foner 200@9). Some would even state that these relatioeshmiptead of
slowing the process of adaptation by being surrednith the old instead of the new, actually
has the opposite effect of speeding up the pragiase much information can be passed with
ease and without language difficulties to the nemigrants (Kaya 2005: 434). Therefore,
instead of a step backward toward their homelarajimg to an ethnic neighborhood could
actually be a strategic move forward.

Another aspect often neglected when consideriagelethnic neighborhoods is the fact
that, at the time when Alfau was writing, it wasyeare to find a neighborhood made up of
immigrants from only one country. Even in the mdéigrhoods composed mainly of immigrants,
there was a constant mixing of ethnicities thatredbtlallow for a ghetto mentality to take hold.
Susan F. Martin explains the impact of these mo@dmunities:

Although most immigrants lived in concentrated caimnities, they were not necessarily
segregated in ethnic ghettos. Many immigrantdlimepan-immigrant communities, in
neighborhoods in which immigrants from differemidaage origins lived in close proximity. In
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these neighborhoods, English generally becamedimenon language, necessitating the more
rapid acquisition of the host language (Martin 20118).

Surprisingly, the mix within these ethnic neighbmods would create an even greater need for
English, as immigrants would need to interact wpleakers of other languages in their daily
routines. Current day New York has seen more gatjon of these ethnic neighborhoods along
with the creation of Chinatown, Little Italy andwtless others, but originally the organization
was much more chaotic, perhaps to the benefitagetearlier immigrants (Davila 2004: 33).
Another positive characteristic of the ethnic idigrhoods that is extremely relevant to
the novelChromoss the fact that these ethnic neighborhoods woaltbime the engine for
Third Space creativity. The neighborhood wouldcateean audience for authors, script writers,
musicians and actors that would otherwise havelaxego perform. Since there was still only
minute interest in “the Other” as a source of éatement, there was little hope of gaining any
fame outside the Third Space. However, severtdreiit areas of the city, be they the Puerto
Rican neighborhood, “El Barrio,” East Harlem or ttever East Side, all provided space for
these artists to play, write and act (Davila 2(&8k7). Even more so, the mixing of cultures
within these neighborhoods allowed for opportusifier these artists to mix, creating
“multiracial, multicultural, multidiscipline artist (Davila 2004: 87). This would take place in
several different ways, one of which being throsghieties formed for such purposes, which
became especially popular at the turn of the tveéimicentury (Weil 2007: 167). Another form
of creating and sharing was through the internatioafés, for example, “The Nuyorican Poets
Café” (Davila 2004: 88). Therefore, as one autitates, “Despite the problems of inner-city
ethnic neighborhoods, they usually nourished acidtural life, generating exciting fusions of
ethnic and American music, theater, literature, ant(Bayor 1978: 143). This historical

context is very helpful for understanding sevecares from the nov€hromoswhere this
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cultural exchange is taking place in bars and #rsatlt also reflects, once again, these ethnic
neighborhoods as the Third Space, as these crgabjexts were the beginning of forming a
hybrid voice for those inhabiting the Third Space.

While there are many positive aspects of thesaietieighborhoods, in order to give an
accurate representation of life in these commusitiize must also address the negative.
Therefore, while some would find the ethnic neigthlood further motivation to learn English,
others state that the exact opposite would ocouhat the immigrants would only interact with
those who could speak their native language (Dstear and Reimers 2003: 73). Another
negative aspect could also be that the creatidheoThird Space would become so complete in
its services and lifestyle, that the immigrant wbateate a new center within the Third Space
and ignore customs and behaviors of the rest ofithe“Ethnic communities can also behave as
corporate entities that protect their own and ttieatoutside world as morally irrelevant”
(Bonacich 1987: 453). This is an interesting congcseince it allows for the reciprocating
behavior that postcolonial scholars have feareartbeement would recreate, making a new
center where the margins used to be. Other issakgle competition within the immigrant
sector and even oppression from those who had djanoee power in the immigrant world
(Bonacich 1987: 453, 456, 460; Bayor 1978: 134)er&fore, the ethnic neighborhoods were a
far cry from a utopian environment, with the strieggof overcrowding, competition and the
dishonest opportunists looking to take advantageeof arrivals.

Another opinion on these neighborhoods worth aereng is that of those whose job
was to critique these spaces at the beginningeo2i century. If the nativists were afraid and
taught others to fear the immigrant, then one ¢dyp inagine their reaction to the establishment

of entire neighborhoods of immigrants, who woulémwally gain power in social reform and
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politics. Therefore, these neighborhoods weremttitout their enemies, a main one, of course,
being the nativists (Pencak, Berrol and Miller 1983). They feared, as stated earlier, that these
communities would see no need to learn Englishvemad ruin the national unity achieved
through a common language (Dinnerstein, NicholsReidners 2003: 83). One theorist
described the sentiments of the outsiders towasktiethnic neighborhoods as one would behold
the Trojan Horse: curious to see what lurks bensathafraid of the destruction it would hold.
Others would slowly become concerned over the gidanditions, and would bring back reports
of over twenty people living in the same one-bedi@partment, or the lack of sanitary systems
in place. Soon cause for concern would raise avegeof the need for government intervention
(Plunz 1990: 210).

1.3.3.1Example of the Lower East Side

Over the years when immigration was the strongesteral patterns and trends became evident
as immigrants followed the same steps in adaptribdir new lives in the United States. These
trends are especially clear when considering c#ieh as New York, where immigrants tended
to establish themselves. The first trend was arabgathering of immigrants on the Lower East
Side, close enough to the city for the laborersweere housing prices were low enough for the
immigrants to afford (Abu-Lughod 2007: 135). Ewbough the Lower East Side could have
been considered a ghetto, it was not isolatedamtily one would think of when considering a
ghetto. First, the inhabitants were extremely digeRonald H. Bayor describes it as “The
Lower East Side of New York City, the densest urbaighborhood of the world” (Bayor 1978:
142). The other reason why it could not be isolatad because it was necessarily tied to other
parts of the city, requiring immigrants to leave ttower East Side in search of work or other

daily necessities (Margolies 2008: 35). This wias #he specific location where the first
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government-funded housing was constructed (Plu8®:1210). Thus it became infamous not
only for the mixing of different immigrant groupsthin a relatively small area of New York,

but also because of the bad living conditions aasea with it (Foner 2000: 36). The lower
housing prices meant little space left for parkpuilic places, and families, in an attempt to
save money, would cram as many people as possiiol¢hie tiny apartments. Just as those who
critiqued these ethnic neighborhoods had arguedsadhitary dangers were high, as many of the
immigrants had come from villages or rural area$ware unaccustomed to city living. These
conditions will be important to keep in mind simoech of the noveChromostakes place on the
Lower East Side.

1.3.3.2 Example of Latinos

As previously stated, one of the best examples wbesidering “the Other” in the United States
is from the example of the Latinos. The Latin@siction to this “othering” has become one of
the most predominant attempts to create a Thir¢&Spathe United States. At first glance, there
is already a sense of resistance, since societgitas these people the name “Hispanics,” while
they have chosen a different name for themselvands. Again, New York City is the perfect
backdrop for discussing how this group has searonéd Third Space, since New York has
been recognized as the most “pan-Latino city” i thnited States (Flores 2000: 142). More
Latino authors are speaking out about forging tbein liminal identity: “The persistent
expansion of the Latino social movements are m@shjment as a cultural imaginary, a still
emergent space or ‘community’ of memory and degifédres 2000: 202). The word
“imaginary” reminds us of the unnatural unity theitdd States has attempted to create out of
this extremely varied population. At the same tithe perspective in this passage suggests that

this group has yet to attain an authentic existamcea space to claim as their own. Another
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author references the example of the famous P&ecen “El Barrio” in New York, yet even

this space is created out of difference, as onsoa@ixplains in his description of this particular
neighborhood: “Assertions of identity, as the vinyction of culture and space, are never free of
contradictions” (Davila 2004: 66). This new vomfethe Latinos of New York reveals the
tension and struggle of these spaces at the cemisad different nations or identities.

1.3.4 Difference among Immigrants

One final point that must be made in relating tlei\Y ork immigrant experience to the Third
Space is simply the difference found in experieramasng immigrants to New York City.

While this point perhaps appears unnecessarysaiglance, allowing for these differences and
sharing the knowledge of them as actual differemicasare not based on stereotypes, creates a
Third Space. Objectively speaking, one of theedéhces has developed based on education, as
Portes and Rumbaut have explained: “The more eddgcptoficient in English, and informed
immigrants are, the more critical their views ahed greater their perceptions of discrimination”
(Portes and Rumbaut 2006: 169). Therefore, edddamaigrants have the advantage of
receiving more career opportunities, but they aks@eive the process of “othering” more
deeply, creating an internal struggle to which pthemigrants are oblivious. On an emotional
level as well, the Third Space allows immigrantsliféer from one another, granting each one
the right to see their individual circumstances #rasituation around them through unique eyes.
Something as basic as individual opinion has besinwhen considering “the immigrant
perspective,” forgetting that human experiencdvisgs unique and different. Edward

Margolies uses an example of this from the coméitew York City, as he explains:

Some loved the city’s vitality, some feared therai® many had mixed feelings and moved
away. Each felt intensely. Nor were they so ddf¢ from the Spanish poet Garcia Lorca or the
Dutch artist Piet Mondrian. One trembled at thig'simenace, the other projected bright happy
complex patterns he call&@toadway Boogie Woogidlargolies 2008: 5).
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Another idea that has emerged in considering diffee among immigrants has been the idea of
“segmented assimilation,” meaning that immigramissciously choose which areas of their
lives to adapt to the new culture and which aregwgéserve as they were in the old culture
(Portes and Rumbaut 2001: 45). This again opernbaijglea of the immigrant to personal
preferences, personalities and difference, and el Space offers a way for the immigrant to
have unique desires, questions, or feelings.

These varying experiences, or varying forms ofeeigmcing immigration, allow for the
creation of the Third Space, as long as they amifted to remain differences and not reduced
yet again to fixity and homogenous units. As TargeKenna states:

Yet a critical sensibility that deals with cultutalbridity as a resource puts into play other terms
of analysis that point to the enabling complexitésur cultural multiplicities and reestablishes a
self-critical moment in which we regain the richeesd cultural resources that have been denied
through the urge to reduce, to make common (1930}.1

Another author, Ben Railton, emphasizes this samneapt, stating that: “Cross-cultural
transformation is always dynamic, always rendetsnable any fixed, absolute sense of
America’s culture or cultures as wholly distinctstatic entities” (Railton 2011: 10). The
importance again, is to allow the definitions oltere and society at large to remain elastic and
malleable, never reduced to statutes or laws.

2 The Americaniard

In turning from the historical and theoretical axttof New York City during the first half of

the twentieth century to the novehromositself, the first concept to discuss is the
Americaniard. As stated at the beginning of thapter, Alfau portrays the Third Space through
many different aspects of the narrative, includangguage, use of stereotypes, and space itself.
Perhaps the most obvious of all of these areais isrbation of the word Americaniard, used to

describe those Spaniards who find themselves livirthe United States, and as he will clarify,
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more specifically living in New York City. As a geral rule, the descriptions in the novel of
these characters are negative, focusing on thedueties and frailty of such individuals. The
following section will first examine the descripti@f the Americaniard as presented in the
novel, then will follow with a few examples of claaters spelled out in the text as being
representative of these Americaniards.
2.1 Descriptions of the Americaniards
The first of these passages describing the Amaaoafocuses on his frailty. It is important to
note that the idea of the Americaniard comes intélRethrough the character Don Pedro, more
commonly referred to as the Moor, representingctiveservative traditional Spain, in contrast
with Dr. de los Rios. The latter, representingltberal, progressive Spain, disdains Don Pedro’s
idea of the Americaniard. In the Americaniardistfiappearance, Don Pedro impersonates his
creation, as the narrator explains: “He held arabklbefore us like a marionette his straw man:
the ‘Americaniard’™ (1990: 13). Clearly, severaffdrent references are at work through this
portrayal. First, the Americaniard is a puppentoolled by masters beyond his reach or intellect
to usurp, the same position in which an immigramd$ himself upon arriving in a new country.
He is also portrayed as being made of straw, &king in strength and agility. This can easily
be transferred to the position of the immigrant wimay be lacking the skills, the education or
even simply the know-how to progress in the newlavor

The second passage concerning the Americaniamgisstine narrator— the elusive
“Alfau,” neither embodying author nor solely namat explaining the implications of this
invention from Don Pedro. He states: “It impliedeatain attitude and behavior of the emigrant,
incapable of standing up under the pressure ofjarityaand referred more to physical and

spiritual deportment than to a condition. Knowthg Moor as | imagined | did, | don't think
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that it was flattering” (1990: 13). Therefore, Vehirom the dialogue in the text one could
assume that the references to weakness or frafity only to the physical condition of being
new to a foreign land, this addition from the neradakes the concept to a much more
philosophical level, beginning with the use of therd “majority.” By including this word, the
theory of the Third Space comes to the front of©nend, allowing one to see that this
Americaniard is the individual that has been “o#ltéroy the majority, in this case, the supposed
“natives” of the new land. Also, referencing “pioa and spiritual deportment” works well with
the issue of identity within the Third Space siregalready seen in the previous chapter,
immigration is not simply a “condition” but an aatwaltering of identity, uprooting the
foundations most individuals take for granted ieitiormation, being the concepts of home,
family, and nation. Therefore, the deportmentfihe entire being, as the immigrant must
reinvent his identity in the new land. Joseph Gaothis discussion of the Americaniards, fails
to recognize the hybridity that is central to thelseracters; instead, he sees them as resisting any
sort of adaptation to the new land, as he stafdfald’s characters attempt to maintain their own
Spanish identity, which they characterize as rjcsdparate from that of Anglo-Americans”
(2005: 44). Indeed, to view the Americaniardshitis fashion is to miss the hybridity so central
to the argument of the novel that it defines they veame of its protagonists.

The critique of the Americaniard continues as Peqlro’s description expands to other
areas, including that of assimilation. He goesaostate: “He is a queer bird, tAenericaniard,;
yes sir, very queer— while adaptability was a redtuirtue, he overdoes it to the point of being
chameleonic, but the expert eye can detect— and avhape™ (1990: 13). Here the polemical
issue of adaptation is addressed head on. Inifagtot only addressed, but challenged, stating

that it is justifiable to adapt to one’s surrourglibut that the Americaniards take the idea top far
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only to make a fool of themselves. This is anriggéng reflection on the ideas of assimilation
previously discussed, as if to say that assimitaitigoossible, but those who undergo such
dramatic changes in order to assimilate resemb&gpamimicking the actions of a human with
the hope of being rewarded for good behavior. W8&am in that light, this is the first in a series
of critiques on American immigratigsolicies; only in this case, the purpose is not to change th
powers that created these trends, but to shame #&rasricaniards who have succumbed so
easily to manipulation.

As an extension of this definition of the Ameri@, Don Pedro then turns to the
concept of superiority. He paints a picture ofradividual who has lost all clout and position of
respect, having been reduced to the lowest runthetadder in his new land. He states:

He is a beaten individual with delusions of medigavhose defeat has gone to his head and he
has no match when playing the ingratiating roleepientant foreigner- He is unique, this
Americaniard. He learns to be good-naturedly peting toward animals, minorities and
foreigners in general, provided they are not hisntymen; speaks of cooperation, and
dispensing advice freely to anyone who wants rairfills him with overflowing well-being and
kindly superiority (1990: 13).

The immigrant tries to regain any ounce of selpees$ by “patronizing” those who he finds still,
perhaps, below him. This attitude reflects thetp@sand negative aspects previously
mentioned when considering ethnic neighborhoodse fositive tone of the passage reflects the
desire to be in a position of authority and actub#lp someone “lower” than oneself, creating
the system of support that is an asset to thesgcatkighborhoods, however, at the same time,
the competition this sort of attitude creates is ohthe negative aspects of these ethnic
neighborhoods, hinted at in the text through thegggeration of the positive attributes as well as
the irony of such phrases as “kindly superiority.”

As one final perspective on this description & Americaniard, Alfau intentionally

includes several images that have become repréisendé important literary movements. The
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first comes soon after the reference to supericfitiell you— the Pharisee. Trying to run away
from himself, he is always running into mirrors ardleavoring to make the best of his
imagined prison. Doesn’t know what it’s all about{3990: 14). First, Alfau uses the image of
the mirror, which would become representative oksal different literary movements, some of
which include Valle-Inclan’esperpentditerature, Magic Realism or even Postmodernisthe T
second image of the prison could perhaps be assdaath Modernism, fitting well with the
search for an exit to impossible situations. Fegangly, this prison in which the Americaniards
are trapped is described as imagined, remindirgf Asderson’s theory of the nation as an
imagined community. In the next passage, closalgwing the one just mentioned, the images
continue:

But is this the new conquest of the Americas, lgyAmericas and for the Americas? This

mutual transcontinental, translinguistic, transbhosmosis? If so, it is a far cry from the
conquistadores to these frightened hybrids, fromseéhwvho knocked down the door of a new
world, to those who knock at the door of a richerld;, and the majority of which are lost in a
subterraneal labyrinth, like slaves in a miney&olé their machete for a dishrag, or if more
fortunate, though less radical, to transform arjdsidheir guitar and castanets asymptotically to
the afrodisiacuban rattle of the maracas. Itfer aheartrending cry from those Spaniards to these
Americaniards (1990: 16).

Again, the reader is confronted with an onslaudghtards that would become representative of
several different literary movements, only Alfausnariting before any of this came to pass: to
separate them into categories one would chronadlgibegin with postcolonial, with words like
“transcontinental,” “translinguistic,” and “transial,” only to be followed with perhaps the most
typified word of the movement, “hybrid.” After the references, he then continues with the
mention of “conquest,” “slavery,” or the “new wofldeminding one of Colonialism.

As for references to other movements, the wordyfliah” is one of the key words for
both Magic Realism and Postmodernism. Indeed, @yelgabassa has already compared Alfau

to Gabriel Garcia Marquez, the cornerstone of M&gialism, especially in reference to his use
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of language (1993: 224). Yet another reviewer, Biuleve, seconds this opinion by claiming
that Alfau “anticipates the magic realism of modkatin American fiction” (1990: 81).
Therefore, there is more behind the claim that &avork contains Magic Realist tendencies
than a simple “stereotypical cultural assumpti@s’Joseph Scott has claimed, ironically
concluding, “(all writers who are native Spaniskealiers write magic realism, don’t they?)”
(2005: 12), since the labyrinth becomes a recutthegne throughout Alfau’s work, as well as
other key elements that point to Magic Realism Whidll be discussed later. On the whole,
these references to different literary theoriesimportant to note, as they help us locate Alfau
within the literary world, reaffirming that he wasgdeed, addressing themes in literature that his
contemporaries had not yet considered. Even thention of the word “Americaniard” goes
against the trends of immigration literature attihee, not only recognizing the state of in-
between, but searching for an identity that represskybridity as well.

3 Examples of Americaniards

3.1 Characters out of Stereotypes

Through the use of a metanarrative structure frgrthie novel, the author emphasizes that these
characters, the Americaniards, are types beingeglayt to the extreme. Alfau even wanted to
add “A parody” as a subtitle tBhromos again accentuating this intentional use of stypas.
Joseph Coates has also referenced his purposefgdjeration of type characters: “Alfau’s
characters, | contend, are in fact largely a bunfllsssumeadr put-on characteristics” (1998:
279, emphasis in the text). In the novel, Alfamoaunicates this to the reader through the
image of chromos, taken from an old Spanish calenda

Some of the old calendar chromos still clung tarthene showing a man with calafies and a
short jacket serenading a young lady with high camd very black, mournful eyes at a window
with bars and profusely surrounded by flowers; haotvas a chapel with a recumbent bullfighter
dying on a couch with a beshawled woman, her heaédin his bloody chest and all around the
austere, stoic, classical countenances of the lagahbers of his cuadrilla and a tearful old lady
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staring her reproach at the altar and the etetdgriest withholding discreetly his understanding
and faith and soothing blessing, but attentivdéoduties of his office in performing the last site
chromos that had once been brilliantly burstindgweiblor and drama, but were now faded and
desecrated by fly stains; chromos in disrepute @129).

Through these images, the reader receives twoaepaessages: the first is a description of
traditional Spanish characters, intentionally mehoadiatic, or, as Alfau will call itgursi. The
second message comes in the last part of the pagsagsing on the weather-worn condition of
these images, “chromos in disrepute,” a reflectibthe Americaniard condition in which the
traditional Spaniard in each one of the charadtassbecome warped and faded, lacking in color
and not well preserved. As the scene continuesjéiscription of these chromos takes on an
aspect of the grotesque as insects come out chttoenos:

They ran up the walls, over and under the chronmtasiwin the uncertain light of the match
seemed to oscillate painfully, to grow dolefullyiraated and gather the deceptive depth of a
reverie, reaching for the cracks, the shadowsenthlls as if to pull them like a shroud over their
shame, to resume their disturbed sleep, and asale seemed to recede, the shadows running
through them like waves, merged with the pictucefotm a confused tapestry depicting people
and scenes that came to life, but more like thiegsembered or imagined, because the walls
were no longer there (1990: 22).

Again, the last part of the text puts emphasisherfact that these traditional characters from
Spain no longer exist, and they are now only ngatalr even grotesque versions of what once
was. The insects themselves remind the read&echmericaniards living in the shadows,
shamed and dreaming away their lives.

The idea of type characters re-emerges later imdnetive as “Alfau” edits Garcia’s
manuscripts. While there is a heavy use of iranthese passages, they reveal some of the
author’s technique in writing about these Amerieats. The first mention of type characters
comes as “Alfau” critiques a section of the maniggctit was a standard description that could
have fitted any other contemporary youths. | @hifcia this but he stated that generalization of
characters, making them universal, was one of tkeavledged virtues of great literature”

(1990: 205). This passage could be read as Alaatithor defending his own work @hromos,
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for he himself uses an array of type-cast charaetéich could be interpreted as repetitive
generalizations; thus his use of satire in thisise®n Garcia’s characters forces the reader to
interpret Alfau’s typed characters as ironic. Baene critique of Garcia’s work continues as
“Alfau” reads his manuscripts in fragments througiihe narrative, critiquing as he goes, as in
this instance: “This has been done by masterseofrtidle and Garcia had taken in every stock
situation with amazing powers of retention, bublad not put things together right and had used
extraordinary discernment in not adding one singleh of originality” (1990: 228). The
mention of originality could be Alfau indirectly&ating a defense of his own work by contrast,
since the premise of his work irhdmosis to take stereotypical characters and warp tleem i
order to achieve an original criticism of the Ancaniards.

Finally, at the end of the novel, as the metati@er@nfolds itself around the plot, the
chromos come back to the foreground. Alfau uses#ime marker of the dimmed light, this
time by candle and not by a match, and the scdnmeeto the same images:

Sitting there next to Dr. de los Rios, | felt calgntly safe and looked at the surroundings in the
candlelight and, considering the other things | f@en from the heights in the light of day and in
the lights of night and the other things | had rerbered or imagined in the depths by the light of
a match turned into an Aladdin’s lamp, decided thatuld do nothing about it. | had seen only a
kaleidoscope of fancies materialized by forgotteromos, dirty, discolored chromos. This is
what the possible visions of greatness suggestéldebgonquistadores had finally come to:
rhapsodic, nomadic incidents with hanging tarnisteedads of past splendor out of time and out
of place. Chromos in disrepute (1990: 348).

This time the chromos are not simply describeday were before. As if Alfau were creating
the thesis statement for his novel, coming backraddo it at the conclusion, this time he states
more clearly what his purpose has been in his sgtation of these Americaniards, these
“chromos in disrepute”: to show the true conditajrthe Spanish immigrant, focusing much

more on his inward condition than the simple phgisathanges. The final remarks of the
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narrative focus on the very question of purposeraadning behind his critique of these
individuals:

But were those things from other times and othacgd really as great as they seemed now?
Contrary to space, time increases the proportibssah events, but like the enlargement of a
picture, what they gain in size, they lose in shags until they are so vague as to seem
boundless. In either case it was for someonetelbeng back their true colors, to integrate and
then exhibit them in the primitive and complete &ipn of their significance, a job for a pen
much better than mine, which is rusty, not so miachack of use but because it is no feather
from a soaring wing, work for a pen mightier thae swords of those same conquerors, to span
the years and distances, to elucidate the vastaning of these things and in the longer view of
history, from the heights of the present, to deeitiether my ancestors were but immigrants
disguised as conquerors, or whether all other sléga but conquerors disguised as immigrants
(1990: 348).

The first part of the passage reflects the nostalfjien associated with the Third Space,
connecting itself to the inaccuracy of memory, einlg incapable of retrieving events or places
as they actually were, without the interferencérag and space. The second part of the passage
refers to a desire for restoration for these imamgg, who have lost the fundamental pillars of
their identity. Alfau here seems to suggest thatltest way for these Americaniards to regain
identity would be to return to a primitive statehaory popular among some postcolonial
authors who believe that going back to the versidiself” before colonization cleanses oneself
of its negative effects (Boehmer 2005: 121). kfihal section of the passage the author
contemplates the significance of these immigrantstheir lost lives, coming to the conclusion
that they could indeed be unlikely “conquerers,’idgga which aligns with Third Space theory
since some scholars believe that those inhabitiagrhird Space offer invaluable insight into
identity and meaning. To offer a different pergpes; Joseph Scott has claimed that Alfau’s
work opposes the individual identity to a colleetidentity, thereby revealing that his work
aligns itselfwith Modernism; however, | would claim that Alfau’s intentions doebreak down
the idea of a fixed identity entirely, whether & imdividual or collective, and he achieves this

through his hybridity seeking Americaniards (2008).
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3.2 Painting a Picture of Americaniards through Stesotypes

3.2.1 Playful Stereotyping

Moving from the metanarrative to the actual plotre novel, Alfau presents the reader with
several type characters in various scenes as mpat®ns of these Americaniards. Before
moving to the three main characters in the nowetl le chooses to represent these immigrants,
first there are several smaller stereotypical mas#rat need to be addressed. In keeping with
the postmodern, chaotic style of the text, manthefstereotypes portrayed as representing Spain
are arbitrary equivocated statements that coueelie true of all humankind, or have no
significance whatsoever. This is even stated eiiylin the text, as Don Pedro and Dr. de los
Rios argue:

Don Pedro stopped eating just long enough to dayoli continue along that line, you will soon
be talking like the green man. Look, you have didgn a few months in this country. You still
don’t speak or understand the language and caneatread the newspapers, but already you
know what is wrong and what is right with the whotintry. A lifetime is not enough to
understand a country, or anything for that mattéte spoke to de los Rios:

“I tell you, these Spaniards are ineffable. Orange at a situation and they know all about it.”
Dr. de los Rios was temporizing as usual:

“That is not an exclusive Spanish trait. You ceartmost people, when they are in the mood,
not only finding what'’s right or wrong with a couptbut with life itself” (1990: 137).

By having one of the characters be conscious sftérndency to stereotype, yet surrounding this
character with a narrative abounding in generabng, Alfau provides yet another clue
indicating that these invented stereotypes arafiotieal and even more so, essential to the
satirical style of the novel. An example of exagged and unrealistic stereotyping emerges
when discussing habits and the American culture éammented on how in Spain we are never
as conscious of Saturdays as they are in this pgunit we did not go into the reasons for that”
(1990: 50). There is a possibility that this sta¢at could be true, in reference to the work ethic

associated with New York City, the multi-culturaligious differences in the city, or the
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importance of sporting events, but it seems maedylithat this is a comment on generalizations
themselves than on American culture. Another stiatement comes from “Alfau” upon reading
Garcia’s manuscript; as he is disgusted by thebboow cursi style, he states, “Only a Spaniard
could have written that” (1990: 300). It seemd Hraidst Alfau’s representation of several
Spanish stereotypes in the text, he enjoys thromragfew irrelevant generalizations to keep the
tone light and to keep the reader aware of hisqgaeful use of generalizations to critique the
concept of stereotyping as a whole. | would esntlat these irrelevant stereotypes further
what Maria DeGuzman has claimed about Alfau’squré of generalizations: “Central to this
concept of hybridity are mimicry, mockery, or paioceplication of the structures and
discourses of power” (2005: 284). Through his pasage on stereotypes, Alfau reveals the
fallacies of such statements.

The next category of stereotypes moves closetfau’ critique of the Americaniard,
but still has a playful touch, since these stengesyseem more realistic and even might have
some truth to them, but they are equally as ir@aieas the prior group. For example, in one
scene “Alfau” describes Garcia at work at his manps “I handed him his drink and he took a
sip absently, set it down on the desk and pronfptiyot all about it. This was the old Garcia.
He was drinking again like a Spaniard” (1990: 198he comment has no weight or ulterior
motive behind it, but rings true of Spanish cultanel the protocol cdobremesaafter-dinner
conversation. Another playful stereotype comesnguhe musical performance &k
Telescopipas Don Pedro reprimands:

“Go back to your chores.” Don Pedro commandednd‘Aon’t interrupt the dramatic moment.
Don’t you know yet that Spaniards cannot get togettithout a tragic, heart-rending situation
appearing like a rabbit out of a hat? Leave thEmeg let the scene play itself. This is typical”
(1990: 327).
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Again, the stereotype being presented is not cgectieates a critique of society, yet it could be
representative of Spanish culture, portraying theggerated drama associated with Spanish
performing arts.

Another lighter and less direct form of represegtihe stereotypes of Americaniards is
through the descriptions of Spanish music, whiclaé\portrays as representations of the culture
itself. This use of music as a symbol of sometimmgh deeper seems very appropriate since
Alfau was a musician and an aficionado of musiganeral, even, as previously mentioned,
writing music reviews at one point. The first tegferencing music as being transcendent comes
from inside Garcia’'s manuscript:

The gay, mocking music had all the vim and spar8mdnish roguery. It moved at a quick pace,
it glorified the Ratas, the pickpockets of Madridawguide all laws and amuse the public. In that
dance of the pickpockets lived the ever-seditiquantsh race. It was broad, fast, accurate,
fearless, bold, indifferent, but underneath it amied a torrent of melancholy, of cynical
bitterness. It brought back the tradition of GidesPasamonte, scoffing Don Quixote’s ideals; of
Rinconete and Cortadillo aging prematurely in tbespned shadow of the Patio de Monipodio;
of the Lazarillo de Tormes, born with a wisdom whdzfies life and outwits age and experience.
Listening to the “Jota de los Ratas,” pompous autj brilliant, shady, straightforward and
crooked, one could see the magnificent galleryperfssh rogues parade in all its glory, pass by
in all its wretchedness and fade away in all idudiearnestness into that ever-thirsty, inevitable
maelstrom of forgetfulness that keeps on swallovewery typical and worthwhile manifestation
of Spanish life (1990: 59-60).

The first important stipulation is the fact thaistkext, while fitting with the narrative in genéra

is embedded in Garcia’'s manuscript, since Alfatsubes manuscript repeatedly in the novel to
express ideas that he wishes to distance himseif,for perhaps more extravagant ideas that he
purposefully exaggerates. In this passage, masigices up images of literature, culture, and
finally of “Spanish life” itself. Therefore, musis portrayed as a way of being transported from
one country to another. As the novel progressese mMmoments depict music as a representation
of society, and toward the end of the novel, is ttase, outside of the manuscript, this idea is

purported:
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It is for this reason very likely that a Spaniand,matter how musical, cannot listen to his music
critically and consider it simply as music. Witimhit is involved with traditional recollections vdn
transcend the individual and constitute an inhéniteemory, creating a response which, more than
personal, is racial and atavistic (1990: 312).

Again, music is a representation of life, and @sely tied to memory, not just of the music itself,
but of the culture associated with that music.aAlalso seems to be stating that music makes up
part of the national narrative, especially wherstages that the “traditional recollections which
transcend the individual” create a group collectivemory of the events of its culture.

One final lighter representation through stereesythat exists throughout the narrative is
the idea of public image, in Spanish known as te diran,” in English, “what will they say?” a
way of expressing concern about one’s reputatidms idea has been a traditional Spanish
characteristic portrayed in literature from CenemhDon Quixote(1605) to the present. The
first time it appears in this novel is through tiearacter Garcia as he confronts the death of his
mistress with his Spanish friends at the scene:

Garcia stood like a swaying stone pillar. Here Wi@swoman of whom he had been ashamed and
there probably was a futile and sad attempt torobhits emotions. | am sure that if he had been
alone with the two men, it would have been easiehim, but we were there, his friends, Spanish,
creating a self-imposed conflict of loyalties andvitable embarrassment (1990: 121).

The idea that Garcia would wish to remain intact Bncontrol in front of his friends but not in
front of strangers reflects this idea of maintagnpublic appearances. The words “self-imposed
conflict” expresses that this idea of public imagges something that Garcia carried inside of
him, as part of the make-up of his character.

A further example of this importance of public apm@ce for the Americaniard comes
from the story of Don Hilarién, who, both in life@ death, wished to be known as a respectable
man even though he was an immigrant. Interestjnfgly story is supposedly narrated by
“Alfau” and not by Garcia, removing the distancenfrthe ideas expressed. Throughout the

beginning of the story, the narrator repetitivedes the word “important” in relation to Don
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Hilarion’s job, status, and family. Being unempady his daily activities still reflect this
appearance of importance: “He had set up onesafdams as an office, with all his law books,
solid cabinets, large imposing desk and heavy shair] and Don Hilarién sat there all day,
reading newspapers from Spain, and it made himlifeeh very busy man” (1990: 174). Even
such small details as the furniture in the roomascribed as important and weighted. After his
death, the story takes a turn to the grotesquleeafamily tries to maintain his public appearance
of importance by having him stuffed by an undertal®on Hilarion was sitting at this desk, in
typical pose, pen in hand resting on a sheet dééap, his gold-rimmed spectacles balanced on
his nose. There was even a frown clouding hisenbldw as if it were laden with the problems
and responsibilities of justice” (1990: 185). Timvel portrays this stereotype of “el qué diran”
in such a way that it reveals the criticism towHing aspect of Spanish society, both through
humor and the grotesque, putting emphasis on tee okfeeling important as a particularly
Spanish characteristic, and showing the repercassibcontinuing to cling to this idea when
immigrating to the United States.

3.2.2 Americaniard Typed Charactes

While there are countless elements of stereotyfhirgughout the novel, the three main
characters that are “types” in the novel are Gaigean Pedro and Dr. de los Rios. The first one
to be addressed here will be Garcia, simply beceutes novel he does not play as
predominant a role as the other two characters;iwthius require a deeper analysis. Garcia’s
role in this novel portrays the Americaniard artstuggling to embark on a career, but finding
himself cut off at every side. When he attemptgublish, the American publishers always
reject him, and he must turn to the Latin Ameripablishers in order to earn a living. He is

always on the brink of destitution, revealed in pihe& as he constantly asks for favdiBuring

100



his absences from the landlady, he stayed eithtarivi de los Rios or Don Pedro Guzman in
brilliant and luxurious surroundings, or with meavbnly disposed of a room with an extra cot”
(1990: 73). Garcia also experiences many of theygtes associated with writers from the Third
Space who must decide what language to write i, thbir audience might be, or even which
country to write about. Garcia’s friends laugthstendeavors, as his projects are always futile
and lacking in any realistic hope of being publth&herefore, while this is not the same Garcia
found inLocos,in which Garcia embodied one of the two Spainshis novel he represents the
struggling immigrant artistHis literary attempts are constantly contrasteith Wiose of “Alfau,”
yet another immigrant author, however “Alfau’s” ragealist and satirical perspective is always
given the upper hand, while the romantic Garceoissistently treated with condescensidine
autobiographical ties evident in Garcia and “Alfamtst also be addressed, since Alfau found
himself in the same predicament, struggling toevais an immigrant in New York City and with
little success. So there exists the possibiligt the conversations between “Alfau” and Garcia
reveal the sort of dialogue one could imagine asgoan internal dialogue as the author Alfau
confronts both his satirical and romantic sideslevhe strives for literary success in a new
world.

The other two characters, Don Pedro and Dr. d®ios, are the strongest-typed
characters in the narrative, each one represeatiagf the two Spains. Don Pedro is original to
the novelChromos as Alfau has apparently exchanged Garcia frormtivelLocosfor Don
Pedro inChromosas representing the traditional Spalirhis is a fascinating change, since the
first novel was written prior to the Spanish CMilar, and the second was written in the 1940s,
almost a decade after it ended. The drastic eifflegs between the character Garcia ft@tos

and Don Pedro fror@hromosdeserve further discussion. Uocos,Garcia represents the
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delusional dreamer, obsessed with Romanticism spelcgally spring, who dedicates himself to
working as little as possible. Alfau portrays D®edro in quite a different light, as he is even
called the devil at several different points in tieeel, and his powers of manipulation are
uncanny. He is still associated with literatunet in driving people to write when perhaps they
could devote themselves to loftier projects, asgrifing were a negative thing. This drastic
change in characters could be related to Alfau’s palitical leanings, since he was blatantly
fascist before, during and long after the Civil W&erhaps Alfau felt that this traditional, less-
educated and more sentimental side of Spain hagybt@n something as irrational as a Civil
War, wreaking mayhem on the nation itself and #oeeedeserving a character more capable of
the destruction brought about by the Civil Warthik rejection of the traditional Spain by Alfau
through the novel is accurate, this creates somiusmn as to Alfau’s beliefs, since he was pro-
Franco for his entire adult life. One can onlyueass that the distanced and removed Alfau did
not associate Franco with this traditional andiseetal side of the two Spains, since he would
be of the belief, as a conservative, that Franpoesented for Spain advancement and
modernity, though perhaps not so early as the 1940s

In Locos,Alfau separates the two characters that reprekerttimo Spains in the text and
describes them independently. However, this ahges in the nov&hromosjn which most
of the references to these two characters come thersparring that takes place between the
two, perhaps another indirect reference to the iSpa@ivil War. At the beginning of the novel,
having first introduced the plot, the narrator I explain to the reader what exactly the two
characters represent:

They were very different, these two men, and tlegyesented two fundamental types of
Spaniards. It has been said many times that Ceavgortrayed the two main types of Spaniards
with Don Quixote and Sancho Panza, but speakitigeiranner of de los Rios, one ventures to
believe that this is somewhat specious becauseaménd two such main types in any other
country and they really divide humanity into twasses, which fact possibly constitutes their

102



greatness, but in the case of these two contemporan, the division was part of the national
history and structure. It was ethnological andalagithin the same country, one showing the
Visigoth and the other Moorish influences (1990 11

This being the text that leads off to all the iatgions between Don Pedro and Dr. de los Rios,
the first conclusion one can draw is that Alfau wasfectly aware of the literary tradition he
was following, going all the way back to Cervant@sq that he was doing so with the intent of
critique, especially of the traditional Spain. &9y referencing “national history and structure”
he seems to be referencing the subjection of #uktional Spain, in other words, the Sancho
Panzas of the country, to the secular and educdtibe progressive Spain, and in doing so, as is
made clear by further comparisons of the two, leenseto support this subjection as a form of
natural structure to society. Understanding tH&éwwas an adamant fascist all his life makes
this political leaning apparent in the text ak timore relevant to the critique Alfau is
formulating of Spain.

An original aspect of Alfau’s work within this im@e of the two Spains comes from the
fact that he has uprooted these two characterstiiemoriginal Spanish context and has
recreated them as immigrants to the United Statéisen seen from this perspective, one
wonders at the obscurity of both of these charagcter although Dr. de los Rios is a well-known
doctor, he still spends most of his time in the ko®ast Side, likewise Don Pedro is not
portrayed as being particularly famous outsideisfircle of friends. This could possibly be a
commentary on the situation of world politics a¢ thme when Alfau was writing, since Spain’s
Civil War was given little coverage as the worldisention shifted towards Germany and
Hitler's advances. The dramatic division of Spaml even its most prominent figures slip into
the background forgotten, much in the same wayeddod Rios and Don Pedro remain

anonymous to those outside the Americaniard comtywuni
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In the text, there are several passages thatibesurd critique Don Pedro, giving him
gualities and characteristics generally relatetthéodevil. First, his last names are an entire mix
of three different cultures, the first Castiliahe thext Irish and the last Moorish. This reference
to Moorish roots led Joseph Coates to compare [Roindto el Cid, the protagonist Gantar de
Mio Cid (c. 1200), however, since el Cid was not Moorishdelf but conquered the Moors
(though he did ally with them), | find that suclparallel is not warranted (1998: vi). The
narrator claims that this mixing of blood in DondRe “made him the most castizo Spaniard”
(1990: 9), as if to say that the majority of Spatsareflect this muddling of origins. After this
initial description, Don Pedro is vilified throughithe rest of the novel:

No sooner was he gone than the dark sleeve of tw Bosed over my shoulders like the cloak
of Satan, propelling me along to my doom, and hewed his assault. | was endeavoring to
think up objections and | knew there were plenty,llwas confused. Vaguely | thought that the
task he proposed was well beyond my ability, tbathtoose representative characters from the
imposing array of what he called the Americaniamdd to put them on paper was as much above
my head and meager stock of diligence as the Ingjitiward which we were walking, but I'd
swear that the sly Moor was reading my mind. Thater promoter of intellectual pranks was in
full command (1990: 17-18).

The references to Satan abound in the passagelleasvthe image of a manipulator or even a
mind reader. In other segments, the image becen@sstronger as the narrator references
Mephistopheles and Dracula (1990: 9). Howeverpk®ein mind Alfau’s ironic style, the aim

of this personified devil is to make “Alfau” writgbout the Americaniards, and the idea of the
Americaniard itself is, in fact, Don Pedro’s ideBherefore, he seems to be the villain of all
things irrational and unlikely to bring about amcesess, yet emotionally relevant, while Dr. de
los Rios is much more rational and successfula Assult, while Don Pedro is one of the central
Americaniards in the novel, | cannot claim, as Md&eGuzman has done, that he is the central
Americaniard, since Garcia, Dr. de los Rios anddAl himself provide contrasting

representations that together create a more coenpietire of the hybrids (2005: 284-286).
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In perfect contrast to Don Pedro, Dr. de los Reggesents all things light and wise and
also religious in a sincere, not hypocritical wahis again reveals Alfau’s political leanings, as
he paints the liberal advancing Spain in a muctebéght, yet curiously he does not dissociate
religious imagery from this modern Spain, perhagamrarevealing his own religious and
political ideals he hoped to see fulfilled in Sgdmpolitics through Franco’s regime. The images
are the exact opposite of those used to descrilmeH2dro, beginning with the nickname Don
Pedro has given him, “Jesucristo” (1990: 14). Asde los Rios urges “Alfau” to avoid writing
about the Americaniards, the tone is once agaigioek:

Dr. de los Rios stopped short: “Let’s not and stoportuning this fellow. First you frighten him
with your ghosts of complications that beset uarirEnglish-speaking environment and now...,”
he turned to me: “Don’t sell your soul to this devihere is still time. Don’t follow him.” He

saw me weaker, waver, ready to succumb under tedtiz spell of the Moor who stood there
shamelessly making passes, exorcisms and incargatight in front of the library, and then Dr.
de los Rios was magnanimous: “All right; go andrsdnmore. But | will not sanction this with
my presence. In fact, since we left that benchviehbeen debating whether to go in there and
look up one or two things, which | have been integdo do for some time.” He turned suddenly
and went up the steps of the library with extramady lightness and agility (1990: 17).

The religious language abounds in the text, asl®tos Rios takes on the role of priest,
convincing “Alfau” to resist temptation. Even thdjectives given to describe Dr. de los Rios
show his angelic characteristics, filled with “eadrdinary lightness and agility.” Joseph Coates
has also claimed that the character of Dr. de los BIso contains an intertextual reference to
Greek mythology: “It is Dr. de los Rios, guardidrtle Styx— the river between the real world
and the underworld,” especially since he doesnad, prescribe death (1998: xii). Itis also
worth noting that Dr. de los Rios is on his waytte library, once more representing intellectual
advancement. This image of Dr. de los Rios aadeamic makes up an important part of him
representing this educated and innovative sidepafrs

Dr. de los Rios was an old friend. | had known kinte Spain where he had gained good fame
as a general physician. Then he had begun toadjzedn things of the nerves and the mind; he

published several technical books that were vecgessful outside Spain; he lectured in various
countries and was at present one of the leadinglugyists in the world. It was such that he had
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come to this country where we had resumed a fri@pdshich to me, considering his eminent
position in the world of science, was a sourcerefgpride and an honor as undeserved as
unquestioned. Through him | had met Don Pedro Herethe two of them seemed to have
known each other for centuries (1990: 8-9).

This quote adds Dr. de los Rios’ defining charastes as the progressive Spain, noting his
intellectual pursuits as well as his internatiomadown, both traits traditionally associated with
this progressive Spain. However, one must rememhia¢ithe character Dr. de los Rios also
contains a reference to Don Quixote, perhaps evidehis passage through the mention of Dr.
de los Rios’ studies in neurology. Therefore, asde los Rios’ own absurdity and illogicality
will reveal, these two characters will come to laduable to the discussion of the postmodern in
Alfau’s version of the two Spains.

Moving ahead in the novel, another comparison betvikese two characters furthers
this representation of the two Spains by accentgaince again their defining characteristics.
The comparison comes when “Alfau” and Dr. de logsRire discussing Garcia and his
relationship with his mistress, and “Alfau” refleain Dr. de los Rios’ manner:

| was thinking that he was understanding. He n@yhave been sympathetic but he was

understanding and tolerant. This was one of hiketbcharacteristics differentiating him from

Don Pedro. With the Moor one could discuss persemations and find him sympathetic and

ready to generalize them into racial or natioraitdrand even encourage and champion them, but

one felt that acting these emotions, showing thehirh, would have been a waste of time; they
would have gone unheeded in his mad plunge aféeexplanatory and esoteric formula that
would bring them into line within the vaster domairphilosophical generalization. He gave the
impression of being personally not above or belovetton but outside of it. With Dr. de los

Rios, one was aware of the Spanish characteristichwprecludes intimate personal discussions,

to which he seemed unresponsive, indifferent, ali$td, and he even discouraged and shrugged

away any rhetorical confessions or sentimentalrthieg, but one felt that one could break down
before him and give way to one’s feelings as onalevin the embrace of a father. With the

Moor, one could discuss onself [sic]. With Dr.lds Rios, one could be oneself; but thinking it

over, | am not certain which one of them was urntdeding and which one sympathetic. | know

that neither one was both (1990: 122-123).

In this passage the narrator reveals an irrevoqadronal affiliation to both of these
representations of “the Two Spains.” While heliesxte “new” Spain of intellectual

advancement and investigation, he does not entilisbwn or demonize the “old” Spain as he
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sees that the sentimental or intuitive side ofilfstill relevant. Alfau’s metaphorical intent®n
in passages such as this one become exceedingly silece both Spains are inadequate in
themselves yet they are incapable of working tageflast as the events of the Spanish Civil
War had shown.

3.2.3 The Green Man

Among the “type” characters presented in the ndheke is one character in particular that fits
in the group of the Americaniards yet refuses forgg The characters set him apart from the
rest and label him “The Green Man.” This charaister representation of the ideas of
Americanization and assimilation that were popalahe time, as Maria DeGuzman explains:
“The double cast on the existence of a fixed, upitand distinctive Spanish identity ultimately
functions to subvert sacrosanct and chauvinisbnetof ‘American’ identity” (2005: 279).
Therefore, although we have discussed how Don Resireeans the Americaniards and their
varying degrees of nostalgia and ineptitude, the tidicule of the text is aimed at the Green
Man. Alfau’s portrayal of this character is stiyabegative, as he is mocked by all his peers:

“The green man. Look at him there, acting his.paitere is no one like him. Don’t you know
him, fellows? Why he is the one who could stanthimg Spanish since he took out his first
papers, and now he is back for more. Why, more rigae than the Americans. He was living
in blissful confusion, like so many others” (199@1).

This total renunciation of all things Spanish cagplvith the acceptance of all things American
to the point of exaggeration, is the exact readii@nnativists were hoping most immigrants
would have in assimilating to the United Statefgdiyle. However, the novel represents the
Green Man as a fake, even more confused than shefrthe Americaniards, who were hoping
to obtain some kind of hybridity. This complianggh the expectations of the nativists even
comes across in the dialogue, as Don Pedro comtifide has learned everything since he left

Spain and now he is properly ashamed of his pastamce and doing his best to live it down—
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the perfect example of the repentant foreigner9(9432). Again, the group continues to
ridicule with bitter irony this Americaniard who $idought into the ideas of assimilation.
Perhaps even more convicting are the speechethth@reen Man makes in the presence
of his friends, revealing that he has been conwdrmethe idea that life really is better, even
more advanced, when lived according to Americamorns. He defends himself by saying:
“No. | ate already. | believe in eating at aikaed hour and in the middle of the day only a
light lunch. 1, for one, watch my figure’ (199@34). The added adjective of “civilized” to
describe American habits again reinforces the tblatthis Americaniard believes that the
American lifestyle is truly superior. He also leawthe group, refusing the request from the
women to stay, “if only for the company,” disdaigiaven the community that a group like the
Americaniards could offer. At the end of the nokwelreappears, again trying his best to distance
himself from the unassimilated Americaniards:

The green man was doing his level best to appeifihaddid not belong there, which he did not.
It was not that he was speaking English with the ladies, because possibly they did not speak
Spanish, but his manner, or rather, mannerismsnaplied condescension and shamefaced
acknowledgment of his familiarity with the atmospdas something remembered from an
assumed oppressed past and wretched childhooddededo convey very plainly that he was
slumming among reminiscences that were sweetlyitiegq1990: 245).

The narrator again portrays the Green Man’s coradeing manner and rejection of what was
once his own culture in a negative light, allowthg reader to come to the conclusion that for
Alfau, to be an Americaniard is a humbling andidifft situation, but to become a Green Man is
far worse. Through the example of the Green Magreffore, Alfau reveals that these ideas of
assimilation and Americanization were indeed prevaand popular at the time he was writing.
The satire and the critique of this characterGheen Man, show an author that is not only

sharing his experiences of hybridity with his amde, but who is actively participating in
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resistance writing, straining against the majositypinion of who he is and how he should write,
a stance that was highly unusual at the time hewrgisg.
3.3 Comparisons to Latin Americans
Within these descriptions of Americaniards througittbe novel, there are several comments
comparing the Americaniards to immigrants comimgrfrLatin America. From these moments
in the novel, it seems that the confusion of whmedrom Spain and who came from Latin
America could have been typical, especially siasepreviously stated, historically Spaniards
were often included as Hispanics in New York. Tbegel states that certain behaviors, such as
writing literature, are typically Latin AmericanGarcia’s persistent enthusiasm about belles
lettres is more that of a Latin American than artigra” (1990: 23). Perhaps this is in reference
to the surge of Latin American authors at the tAfau was writing, however, this is most likely
yet another example of his purposeful yet ironie akstereotypes. By associating such personal
and individualistic characteristics to ethnicityfaAl is once again raising suspicions about the
generalizations he makes, forcing the reader iara@ness of how irrational generalizations can
be and therefore raising the action of stereotyping conscious level.

Another comparison between Americaniards and LAamrericans is the exoticism
associated with being Spanish in New York City pgased to being Latin American. At
several moments in the narrative the SpaniardstiQunesne another’s true identity:

It seems that to be from Spain is quite a claintbeome from Madrid is unbelievable. | have
been doubted so much that now | say that | am ia aherican and save myself a good deal of
trouble. This is something that we frequently dwew abroad, so that one has the strange
situation of two Spaniards posing before each adkdratin Americans and both being surprised
at their accent and suspecting that after all Hreqts of both were gallegos. | think this is very
foolish and take this opportunity to advise all cogntrymen who read this to carry their
passports with them at all times and thus squelgtdaubts as to their nationality and if they
come from Madrid, to run to the nearest consulatkthere have the fact stated in bold type
(1990: 10-11).
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The idea of being a minority within the Spanishadq@s in New York reveals another level of
Third Space as the Americaniards seek to find their identity among the Latin Americans.

On a certain level, the importance of being ableldam Spanish citizenship, or even to be from
Madrid, sounds similar to the competition and ragkin the immigrant world previously
mentioned. To be from Spain was to be from Eurptherefore gain another level of respect
from those around them. Alfau’s irony also surfader exactly at the moment when one would
expect him to disdain this coping mechanism ofngiag to be Latin American, he instead
moves in the direction of the ironic, playing iretabsurdity of it all by urging Americaniards to
carry their passports at all times. Later in tbeel, the same sentiment returns as the characters
guestion one another’s identity: “but | thoughthmgrs Latin American. Your accent, you know?
But real Spanish, you say? Well, well; you woutdecognize the place anymore. So many
years in this country! Practically a lifetime. Btibe quite an American by now” (1990: 309).
Again, the Spaniard is a minority within a minoyignd perhaps even the Spanish accent has
dissipated from over-interaction with Latin Amemsa The passage also speaks of the loss of
country, which is perhaps a subtle reference t&ienish Civil War, or a further comment on
distance and hybridity since the person claiminggd&panish no longer even represents Spain
in the way he speaks.

4 “The Other” in the Novel Chromos

4.1 The Americaniards as “the Other” in New York City

At various moments in the novel, the Americaniazdsiment on the feelings of being “othered”
by society. These experiences of “othering” emérge various situations. For example, one
of them comes with Garcia’s attempts to be pubtishehe United States:

His attempts at extracting a living from writingtimis country, battling the set ideas, preferences
and patterns of the literary world, had left hinfrastrated as a woodpecker in a petrified forest.
But still he wrote most of the time and occasionadld to lesser Latin American reviews an
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article invariably about New York, a short storyamniably about Spain, or a poem invariably
about himself (1990: 72).

The lack of success in the United States, theref®mot because of his lack of skill as an author,
but because of his status as “the Other,” appa&es in his literary style. His only success
comes from “othered” groups, forming a sort of igrant literary circle. Also of interest is the
scale of personal investment involved in the tlgesres described: the most distant, the article,
reserved for New York City, the more personal amtercreative short story, for Spain, and
finally, the most intimate, the poetry, about hithsé&nother moment reveals the Americaniards
as “the Other” in New York City when a native NewrKer excitedly exclaims at the café:
“That must be a Spanish gesture. Is it a Spagestture? | have seen him do it all the time and
have also seen other Spaniards do it. I'll bt & Spanish gesture’™ (1990: 316). Associating
behavior with a group and stating that the behaviost necessarily be culturally based is
usually a sign that the “natives” expect this growpact in a set way. The group has lost the
freedom to respond as individuals.

In an interesting twist to the “othering” of then&ricaniards in the novel, Don Pedro
insists that the situation of the Spaniard is sgdegiven the history of the United States:

But what makes the case of the Spaniard espesidlyand poignant is the obvious historical
associations. | feel that this case must be censitivery specially and that it has undeniable
priority because after all they were the discoveodithis new world. This is what makes the
irony so blatant and leads one to think even mobedy and with more melancholy, that one
could have begun all this by parodying a famougsipdy a famous North American, something
like this: “Twenty-score and many years ago, nmgfathers came to the Americas...,” but the
rest would be very different and | invite the reatecollaborate, to frame in his mind and
consider carefully what might follow; the motivasdathe ends; one springing from idealism,
risking- and perhaps succumbing to-disillusionmént:whether that nation or any nation so
conceived and so dedicated, can long endure”-ttier ounning from fate or destiny and doomed
to bitter realization (1990: 16-17).

This reflection on the loss of the colonies remitidsreader ofa generacion del 98vhose
writing often contained the themes of loss andailggt for the times when Spain was a world

leader. These Spaniards living in New York City sae themselves as exiles in a land that
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perhaps could have been theirs but now they ajeceld to being the immigrants living in it,
according to someone else’s rules. From this getsge, it is as if Alfau searches out colonial
terms in which to express this conflict of idermt#tj writing the Spaniards into the story as
usurped natives.

4.2 The “Othering” is Reciprocated

As seen in the theory of the Third Space, the m®0oé “othering” often becomes reciprocated as
the foreigners in turn fixate and fear the nativegecting and only allowing them to act in a
specific way. This type of behavior is seen inrtbeel as the Americaniards respond to their
“Other” when they interact with Americans in NewrKcCity. One of the best examples of this
is when Garcia encounters the Spanish beggar alfau’As surprised both by Garcia’s faith in
the beggar and how the beggar does actually retithnhis money: “Of course, | knew all the
time that he would return. Never doubted it a moméeénce a Spaniard...” (1990: 108).

Again, trusting one’s own group and distrustinge“tther” is a telltale sign that the cycle of
“othering” has been reciprocated. There are adss@ges throughout the novel providing
stereotypes not just of these Americaniards, btit@f “Other,” as the Americaniards reduce
American life to maxims and generalizations. Onghsstatement comes from Garcia’s
manuscript, as God reminds the Spanish chargcRemember that you are now outside of
Spain and everybody insists on fairness™ (199@)30WVhile irony is present in the statement, it
still claims a generalization about American cudtu©Other comments on the society at large also
confirm this “othering” as the Americaniards fixatertain ideas about these Americans:

In fact, Spaniards always find in this country eklaf space and a lack of time. One can obtain
any number of gadgets which was the privilege efvéry rich to have in Spain, such as
automobiles, cameras, vacuum cleaners, etc., bspae or time, which is what one has plenty
of in Spain (1990: 124).
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These examples show that not only is this groupp@fAmericaniards experiencing the position
of “the Other” in society, but they have in turrtfiered” the majority.

More examples of this reciprocated “othering” cdinoen the character of the Green Man
as the Americaniards respond to his drastic behavibey make it clear that they find the
American ideas of health and hygiene equally agléipg as the Americans find their Spanish
customs:

“What living are you talking about? Man, you aillikg yourself with all this fresh air, cold
baths, exercise and dieting, and growing more spdlezvery day. A man’s mode of living is
determined by his race and not the medium whefets himself-with certain exceptions, you
know? One must not be too radical- but simply beeaa cat has kittens in the oven, one cannot
call them muffins. Why, man, everybody knows thartlic is the best thing for anyone, including
a Spaniard. It lowers arterial pressure, promiamegevity—" (1990: 133-134).

The list of areas in which the Americans are wrdogs not emerge until provoked by the Green
Man, but the sentiments are present, a form o$taste against this mainstream way of living
by which they are surrounded. Just in case tlseseme doubt as to whether or not they are
promoting an equal-leveled hybridity between the,tthe radicalism of their thoughts becomes
clear as Don Pedro responds: “The moment youSpéin is when you were plunged in total
darkness and you don’t know what it's all about’990: 134). The extreme nature of this
statement reflects Don Pedro’s spontaneous anct @inaracter as well as the irony ever present
in the novel, but it also creates a firm stanceregahe Americanization the Green Man is
proposing.

A final moment in the reversing of the “otheringyiffered by these Americaniards offers
a glimmer of hope in a movement toward hybridily.explaining the culture to a new arrival,
the Americaniards openly speak of their own momehtsybridity:

Everybody began to talk, mainly on the subjechéf tountry. It is the usual thing in front of
new arrivals from one’s land. It is the neceseitgxplaining a different people and its different
habits and sense of values and also of explainiesawn minor concessions and surrenders,
almost like giving them a new tariff on life. Thallfighter, however, was not listening. He was
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telling and seemed well satisfied with his rashrajgal of the country which he was almost
explaining to all the others with that authorityialhcomes from lack of familiarity with a
subject. Without hesitation, he listed what waemwg with the country, what was right, and what
was fantastic, insane and incomprehensible to angop with common sense (1990: 135-6).

This passage portrays the rash attitude of “otigefom the new arrival as naivety, evident in
how Alfau describes the bullfighter’s opinions gearance and arrogance, while the veteran
Americaniards serve as a contrast, having gaine@ misdom from their experiences in
American culture, quietly encouraging the imporentfinding a place of in-between,
admitting moments of compromise with the majorigng the way. This perspective from

Alfau offers the hope of hybridity by showing therhaps “othering” is only an initial stage of
generalizations and reactions. However, the Araarards push for a place of in-between, not
the blatant and outright assimilation the nativestgisioned.

4.3 Hybridity

Amidst all this “othering,” there are a few momeatsybridity that stand out in the text,
although they are not always moments of peacefdiatien between two cultures, but are more
often moments of tension. The majority of thesa@nal situations come from the paella scene.
First, Lunarito is still at home as the matriargteparing the food, welcoming guests and
cooking, but the moment that Don Pedro complaiasfésponse differs from the traditional
gender role: “This precipitated a violent argumieetiween Lunarito and the Moor, Lunarito
swearing that she would not lift a finger and haldalo everything by himself, including the
unpleasant attending chores of washing and petiag@nd that” (1990: 125). Perhaps one
could interpret this moment as the progressiomefM/omen’s movement across all borders, but
Don Pedro’s following comment defines the momentraes of hybridity, as he tells her, “Don’t

go foreign and independent on me” (1990: 126). id\gahile this is classifiably a hybrid
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moment, and a stereotypical one at that, it coméisa form of an argument, making it one of
tension and testing out new in-betweens never befpplored.

The hybridity continues as the group discussep#afia cooking process, since this is not
simply a traditional paella, but an adaptationhef paella to Lunarito’s New York life of gadgets
and shortcuts. Again Don Pedro expounds uporptedia, raising it far above the literal to the
metaphorical:

“Paella Newyorkina— | tell you, these Spaniards-H& took a good swallow of his vermouth: “I
need the stimulant, but as | was saying: they \wereg in Spain, in primitive bliss, with those
things which could not possibly be improved becaheg were born perfect, and when they
leave Spain, they begin to think. They try to difg@nd that's when the complications begin,
because they lose track of the original plan. Hopeless. They join all the foreigners in that
absolute incapacity to understand the obvious, ti@epme reasonable, traitors and forsaken by
God” (1990: 126).

Again, this passage reflects Don Pedro’s melodransharacter and most of this statement is
meant to be taken facetiously, however, the referéo adapting the traditional dish of paella to
a new style and calling it “Paella Newyorkina” steoan arrival at a certain level of hybridity.
However, according to Don Pedro, this newfound fajtyris not necessarily positive, as Alfau
again references the “primitive bliss” of singuldentity as opposed to a confused muddling of
clashing cultures.

This hybridity expands beyond the scene of thélgadending its way into other areas of
the novel. One such example comes from Don Peddhe &hanges his own name to adapt to
American culture: “[...] with blissful disregard f@astilian dignity, had shortened his name to
Pete Guz, which had stuck and as such he was ktwtkhe American public and there was
nothing anyone could do about it” (1990: 10). Aneais perhaps the most basic form of
identity, and to alter one’s name to a hybrid betwthe Spanish and the English is
representative of the transformation of one’s idemd an in-between state. Another instance of

liminality comes from the one case of second-gdim@rammigrants in the novel, as Don
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Hilarion’s children rebel against the Spanish wisdaf their mother: “But Mama, you know

they won’'t understand all that.” They appearedaeehgiven up melancholic displays as useless”
(1990: 177). Some parts of the culture they h&érnited from their parents are untranslatable in
their new surroundings, reminding the reader ofcitvecept of segmented assimilation. Another
hybridity moment comes from the final flamenco scemce the dancers have changed the
traditional ending for something that is more méakée:

“Did you notice that final step? That was tellitlg world how it is done; that when they want to,
they can be as chulos if not more so than the ot That was real and cafi. It was the
desideratum in alpargatas, but all in all, toofiaréil and stylized. Even for the modern scholoé&y
have gone too far— Wonderful but less and lesgaifr§ until like the smile of the Cheshire cat—"
(1990: 310).

Here the speaker Don Pedro asserts a sense ofgadé the traditional Spanish art form, but he
also notes that this hybrid form is no longer Splanbut a distortion. So it is with the
Americaniards, since the supposed icons of Spamikre remain present in them, but the
actual Spaniard behind the iconic foods or danoelglmorphs.

One more depiction of hybridity from the noveperhaps the most negative one of all,
being the demise of Don Hilarion. Having alreadgrsthe stereotype of “el qué diran”
exhibited in the character of Don Hilaridon, theeaipt at hybridity comes when Don Hilarién
realizes his insignificance. Incapable of arrivatghis new hybrid self, in which his
professional dignity is no longer relevant, hedalpart:

Don Hilarion staggered and, holding on to the amfisis chair, he slid down into his seat slowly,
dejectedly, like one crushed to dust that setttadugglly. Another silence followed, a longer one,
like the kind that comes after an explosion (19EY).

This is yet another situation in which reachingel of hybridity, instead of only occupying the
role of “Other” in the new society, is deemed tareossible and the character meets his
demise:

For a few dollars anybody could be a notario!
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He felt an uncontrollable desire to tear those vas from the shelves where they reposed, to
trample them, to smash them. He made an effersécand something snapped inside of him
sending a sharp pain from his chest along his afwverything reeled, everything went dark:
“Dolores—Dolores—!" he cried with despair (19902} 8

This example from the narrative mirrors the clamh3hird Space theorists who have stated that
the more educated and affluent immigrants woulaenter more challenges when adapting to a
new culture. The anger at the inability to maimtais prior position of wealth and prestige
emerges as Don Hilarion finally confronts his n@herin society, and he literally finds himself
incapable of rising to this level of hybridity. \W#even his death is depicted with humor,
calling after his wife, literally named “pains,” hepresents the shaken confidence of the
educated immigrant, an Americaniard who is incapalblaccepting a new hybridized identity.
5 The Third Space in the NoveCChromos
5.1 An Actual Location
As stated in the chapter on the theory of the T8jpdce, one such potential space is an actual
physical one. In the nov€hromos while there are many abstract Third Spaces repted,
physical space is still important to the plot, gimsost of the narrative takes place in what could
be considered physical Third Spaces. The discusgiphysical space even emerges in the very
dialogue of the narrative, in a conversation betw#dfau” and Garcia about one of his stories,
when Garcia states: “It could only have happene8pain,” to which “Alfau” ponders: “I
thought that many people are always saying thiing icould only happen in a certain place.
Why? and | told him so” (1990: 23). The conversateveals an intentional emphasis placed
on physical space in the text, with the narrat@neguestioning the validity of objectivity when
considering space, breaking down even the most lbasumptions.

The first of the three physical Third Spaces pnesetin the narrative, being New York

City, is the most vague and vast of all three.eSuthere are sections of New York that
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represent the hybridity more than others, but agi&and “Alfau” take their early evening
walks along the avenues of New York, they claint #raa as a Third Space. As one reviewer
describes it, their perspective creates an “othddiyoManhattan” (Crispin 1991: 673). One
passage, in which “Alfau” and the Moor encounter @ los Rios, speaks of this tension
between the newcomers and the city: “Oh, amiablgtlys—' he recited. ‘Walking on Fifth
Avenue like the elegants— That'’s the Spaniard @ar. yAlways adaptable, going where others
go, becoming one of them and then, meeting otllergthemselves. Here we are: three
Americaniards™ (1990: 346). No space is off limih the city for these Americaniards, taking
on the very center of urban life in New York Cityhis example shows how any space, no
matter how central to society it may be, is a puaihird Space. Additionally, Joseph Coates
has mentioned that at the time Alfau was writimgthe 1940s, due to President Roosevelt’s
“Good Neighbor Policy” for improving relations witbatin America, some of New York’s
streets had been renamed, such"a&\inue, which had become “The Avenue of the Anaasic
(Coates 1998: ix). Therefore, it is increasingbp@priate that Alfau would reference some of
these streets as he forges a physical liminal sp@teall the descriptions of the creation of
hybrid space in New York City, this is one of theshoptimistic, expressing less of the tension
that comes with liminality. Another passage deladst further, as “Alfau” and Garcia search
for a place that somehow resembles home:

Now such a situation, conditions making such amupation possible, could never be found in
this city. During many hours of loitering, Gareiad | have tried and failed. True enough, they
have cafés or their equivalent here, and parks lpdgtiches and avenues with people walking
through them, but the social, club-like atmosplveineeh miraculously partakes both of the casual
and the inevitable is missing (1990: 71).
Both characters are motivated by a longing forag@lthat fits with the old culture, but they find
that nothing satisfies or fulfills. From these gages and from other texts in the novel, it seems
that the city of New York fits as a hybrid spacetfte Americaniards, but it is the most removed
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from their home culture of all the spaces they finldl, as they forge an in-between space out of
the epicenter of their “Other.”

Narrowing the focus further to the neighborhoodhef Lower East Side, the novel
creates yet another Third Space. However, the camsnn the novel on the Lower East Side
tend to differ between the manuscripts within tbeel and the actual novel itself. The
manuscripts portray the Lower East Side as beingermba ghetto, with little interaction
between the outside world and those inside thehbeidnood. The first instance of this
separation comes from Garcia’s story about Ramdgoh first arriving in New York, Ramos
roomed in a house on Batavia Street patronizeddayniSh laborers. His funds were low, he did
not speak English, he felt lost, and although theg@was worse than his last pension, he had to
clutch at it like a drowning man” (1990: 78). g scenario, Ramos’ interactions are only with
Spaniards inside the neighborhood, and the paskamets total isolation. Similarly, when
“Alfau” relays the story of Don Hilarion, it becom@nother account of the vast separation
between the neighborhood and the outside worlderAlie undertaker completes the stuffing of
the dead Don Hilarion, the narrator comments d®t this could even possibly happen:

“Well, you know. These foreign families can liveNew York in their own colony, completely
isolated from the rest of the town, like in an ipdedent state. As long as they do not bother the
rest, the city does not bother to find out. Thadghremains among the group, but if anyone
outside their circle has learned of it, it has bpmbably discarded as an old Spanish custom”
(1990: 190).

In the way that the manuscripts within the noveresent the Lower East side, a ghetto would be
a much better label for these ethnic neighborhodtswever, in these stories within the novel,
Alfau seems to be creating a platform for presgnsitereotypes that perhaps represent the
outsider’s simplified and generalized perspectingheese spaces, but may not be accurate when

seen from the inside.

119



Further evidence for this division between the nsanpts in the novel and the actual
novel itself comes from the other scenes in theehaen the image of the Lower East Side
does leave behind the stereotypical ghetto meynttitl directs itself towards the idea of a Third
Space. One such example comes again from the&e wih Garcia, this time through the
Lower East Side:

We had often walked through the small, dingy streeid he always had a searching look during
those walks as if trying to make out something lesuspect that he was trying to capture and
savor a resemblance to his memories of Spainadthis hobby, together with writing, to relive
the past; but in the Lower East Side, it was miledummaging among rubbish and | felt that we
were but frustrated scavengers of memories (1980: 5
While the picture portrayed of this search for plast amidst the new is not the most positive,
there is a sense in which the old and the new mehe Lower East Side. The element of in-
between is present, but it does not exist withension. Later in the text, the two characters
return to the special nature of the Lower East 8glbeing a place of hybridity, trapped between
the past and the present:
There is something about most of the East Side,aiashine, that lies somewhere between what
we call reality and what we call a dream. It is tfuality of a memory that has lain forsaken like
an unattended grave. Nowhere else in New Yorkocenfind so everpresent the spirit of the has-
been, of the window of a shop on Sunday inhabitéd loy our own reflection as we go by. It
has the eerie texture of a sudden breeze on adatmGarcia suggested once that it seemed as if
the tradesmen, the children, even the domesticasithere were saying: “I remember, |
remember,” without speaking, but I think that wtiegty are really trying to say is: “Remember
me?” And “remember” is one of the saddest word90185).
The physical location of the Lower East Side id tie the memory of the places from which
these immigrants come. lItis a place groundednavareality, but trapped between that reality
and the dream of a previous life. Therefore, th®gestrong contrast between this description of
the Lower East Side and the description of the galame from inside the manuscripts, a
differentiation some reviewers, such as John Qrjdpave failed to make, describing the setting

of the novel as “New York’s Spanish colony,” a |bttet does not reflect the intricate

conglomeration of nations Alfau describes (19913)67n the reflections on the Lower East
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Side in the main narrative of the novel, the sgdeads and mixes different ethnicities, with no
mention of specific nationalities.

Another specific hybrid location in the novel igtéthnic theater that puts on Spanish
productions. Even from the description of the tagane gathers a sense of transience: “Now,
this Spanish Theater in New York, at least at ittne tof which | speak, was a living and dying
monument to the tenacity of Spanish traditionshall had countless starts under different
managements and usually performed once a weektard&gs or Sundays” (1990: 46). The
constantly changing managements marks the nichketiduat takes interest in such a
performance, but it also accentuates how the Arapigcds are constantly coming and going,
alternating between the mainstream culture and tven. Stepping away from the novel, there
are several historical accounts of these ethnaténe existing in New York City during the time
Alfau was writing. These types of ethnic theaterfgrmances were typical during the
immigration boom, and those who have researched thescribe how they served the function
of providing both roots for those who had just\ad, as well as a bridge to the new culture
since the productions could never hide the fadtttiey were taking place in a strange land. One
such description explains:

Ethnic theater thus functioned to maintain ethmaugs through the ritual celebration of shared
ethnic cultural values. It provided a sense obbging for the disoriented and dislocated.
Finally, ethnic theater provided “boundary markgtbe term was suggested by the
anthropologist Frederick Barth) indicating the bdary enclosing the group and separating “us”
from “the others” (Federick Barth in Pencak, Beridlller 1991: 149).

This description then goes on to explain that thlesaters never maintained “ethnic solidarity”
for very long, and would eventually mold themselwrdgs more American models, even losing
the use of the original language (Pencak, BerrdleML991: 166).

As for the example of the ethnic theater in theahathe particular theater mentioned is
reluctant to change and progress. As “Alfau” qugs the performance of that night, he reflects:
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“The performance we had seen that night was réaldy |1 don’t know why every time this
theater presented a play it had to do it in thaiamlsly stagey, artificial and stilted fashion bét
end of the century” (1990: 48). First, the theagpears to be trapped in the past, reliving the
last literary golden age in Spain at the end ofcértury withLa generacion del 98The
generally bad productions, lacking innovation, seéemeflect the difficulty of finding an
appropriate liminal voice. Moving from the actparformance to those who attended, the
description once again alludes to the nostalgiocchéag associated with this place: “The
audiences were also, with few exceptions, of tpe that lives in the past, or as we say in
Spanish, likes to stew in its own juice. Garciswamewhat of this type. Strong inclination to
relive the past and he is the one who had gotickets and had persuaded me to accompany
him” (1990: 48). The very ones who are attendimegsée plays seem to be inhabitants of a Third
Space, finding refuge in the things that remindrtled home, yet living in a foreign land. The
portrayal of these attendees is negative, as yf thpresent the opposite end of the spectrum
from the Green Man, entirely clinging to what isngpinstead of dwelling in the in-between.
The liminal element in the novel continues to expdmough the mention of ethnic
societies. These societies were actually pamafigrant New York City during the years of the
immigration boom, from 1880 to 1920 (Weil 2007: L6For the newly arrived immigrants,
these societies were great channels for adaptédtiopart these organizations were
indispensable to those in a bewildering society wheded security, but immigrants also
designed these groups to thwart complete assiomlatito the dominant society” (Dinnerstein,
Nichols and Reimers 2003: 124). The perspective isefascinating, since the authors believe

that these societies were a form of resistancenagtiie popular assimilation model. In the
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novel, the society occupies a place between tHanrebthe ironic, as it is set off by Alfau’s dry
satire:

At the time he met this individual Garcia was waoikifor the Sociedad Espafiola de Socorro.
Word was received that this fellow Ramos, a Spacitsten living in New York, was in a very

bad way both in health and finances and threatéreedolony with the humiliation of becoming a
public charge in a foreign land. To come forththe aid of such cases, in the name of charity and
patriotism and racial pride, was precisely the hess$ of the Sociedad and Garcia was sent to
investigate the case (1990: 52).

Alfau’s irony most likely comes as a result of thek of assistance available to these
immigrants, since from the historical researchlos time period we know there were many
immigrants experiencing difficulties with healthfarances. Therefore, this Third Space is
represented as a utopian dream that does notasxssich in reality, once again emphasizing the
difficulties of immigrant life and the lack of aetiusupport for those finding themselves dwelling
in the in-between.

Another context through which hybridity is expldreomes from the topic of the Church.
The subject of the Church and religion is avoidedughout the entirety of the novel, until the
very last pages, when the author chooses to bitbadiopic. The Americaniards, in discussing
which church to attend, must choose between andinghurch and a Spanish church:

“[...]—besides, if we are going to church, we mightveell go to a Spanish church, and | don't
know any in this neighborhood. A church in Engliels never seemed quite right to me.
Catholicism is a heritage with us. We made it famoWe understand it. The others don’t know
what it's all about— We are living contradictionsboast Moorish blood and then claim priority
to the religion that banished my people from myrtou” (1990: 346).

While this statement at first glance seems to tds&ek to a ghetto mentality, the “we are living
contradictions” again reaches into a liminal pecsipe, especially since, as Don Pedro explains,
he is of Moorish blood, and furthermore, becausg tire in New York City, and even going to a
Spanish church in New York City is a move towarel Tinird Space. The following passage

only strengthens this claim:
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“Nonsense! By the same token | maintain that aath@lic church is Spanish by essence. You
yourself have insisted that God is from Madrid evia and a Roman Catholic, and when a
Spaniard enters any Catholic church or any counttige Americas, he does so as if it were his
own house by divine right. Agreed? Furthermdnis place is named after the patron of the
Irish.” As he ascended the steps, de los Rios ko us: “Come on in. This is growing
complicated” (1990: 347).

Don Pedro’s solution is to transfer part of onel ® a new land and claim a piece of that land
as one’s own space. Therefore, the move her&éati@ Catholic Church in New York City and
claim it as part of the identity of the Americamlas an intentional and direct step into the Third
Space.

One final physical location that embodies hybyidit the novel is “El Telescopio”, in
English, “The Telescope,” the neighborhood caférefiee Americaniards meet. While the café
is run by Spaniards and is supposedly traditior@fignish, it is indeed a Third Space, since it
has its own nuances that have made it less tradityoSpanish and more a form of a hybrid:

There were no wineglasses in sight at El Telescapibeverybody drank out of the bottle— a
tradition that was started by a fantastic habiguéertain Don Pedro, known to most of us as the
Moor, considered an authority in anything typiceéyanish. He had stated sententiously that the
true Spaniard would drink manzanilla from cafis®rry from chatos, but regular wine only

from the bottle, leaving the wineskin for picniggdaordinary wine, but glasses, never (1990: 24).

While some of the cultural artifacts portrayedhistpassage are Spanish, from the manzanilla,
the sherry and even the ordinary wine, they argpggand changed because of the tastes of one
of the more demanding customers, not becausedifitnas from Spain itself, again rewriting
tradition from a version of a memory. The limiggaiality to the café continues to the décor, as
the narrator describes the café as being trulyestitt

But what made El Telescopio authentic is that is wat decorated in the so-called Spanish style.
True, there were posters, some imported, advegthsitifights in Madrid or Sevilla that couldn’t
do one any good here, and others domestic, adungrisme Spanish film or play in some theater
usually in Harlem— | mean, the one in Manhattanwds in the yard that Garcia and | were
sitting (1990: 25).
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While the bar is not decorated in Spanish style phraphernalia that adorns its walls is
definitely Spanish. However, even the advertisémen the walls are for “Spanish”
performances in New York City, another referencthtin-between.

Finally, the café is perhaps the strongest exawipdephysical location that unites the
Americaniards as a community. One of the pos#itteébutes the narrator bestows on this café is
the fact that it brings so many different peoplgetiher:

It gathered laborers, businessmen in the importeapadrt lines, nightclub entertainers in
moments of repentance at their disloyal succeas) pkpatriates and even derelicts from the not-
too-distant Bowery in extraordinary moments of seffpecting affluence, all of whom, no matter
how different otherwise, had two things in commitbrir language and the phenomenal respect
which every Spaniard has for his food and his wimel EI Telescopio made good on both scores
(1990: 24-25).

While these Spaniards perhaps would not have besd§ in their home country, this diverse
population is brought together by the uniting cdtdbonds of language and food. As the novel
progresses, many of the important scenes take ptabés café, thus this is a way in which the
café is the center of the Third Space, just as#f€ has great importance in traditional Spanish
life. The café is also responsible for providirggtalgic moments that unite the Americaniards,
an example of which being the flamenco performdoasard the end of the novel.

5.2A Third Space in an Abstract Sense

While there are several locations in the novel imol hybridity becomes synonymous with
buildings or neighborhoods, there are even morasions in which the Third Space is much
more abstractly located in the minds of the Ameni@ads. The first instance comes from a
description of New York City, beginning “Manhattkroked like a quarry,” its lights at nightfall
making it look like a gold mine:

Down on the prism of the sidewalks, they were difdi reflection of livid dancing polarization,
the streets spectral bands. This was the ligla&iic on the sidewalks of New York and as each
star appeared above, it found its reflection belantil the city had become a multiplying mirror
of the sky (1990: 19).
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First, this passage calls to mind the concept®flimeuras developed by Walter Benjamin,
especially since the narrator becomes the detaafiioh observer of the city itself. In this way,
Alfau follows in the footsteps of Baudelaire, siriie poetry became the basis for the concept of
theflaneur, as well as Federico Garcia Lorca, who adoptedwisflaneur perspective during

his time in New York City, leading tdn poeta en Nueva Yo(k940) (Araya Alarcon 2012).
There are several images in this passage that fgoihé breakdown of the binary opposition
ingrained in the composition of New York, becomagpectrum of countless versions of the
city. There is also a mirroring, which could agbhainterpreted as binary, except this mirroring
is multiplied, creating a myriad of different inpeetations of New York. Even the word prism
paints New York as being represented in endlesffigrent ways. Another more abstract form
of hybridity comes in one of the descriptions ofr€&a “Garcia reminded me of a certain
sidewalk in Madrid where almost everyone knows gvedy else” (1990: 70). In this example,
Garcia, the character living in New York, carriespecific location in Spain in his very being.
Indeed, Garcia’s liminality is only recognizabledbgh an impalpable sensation that emanates
from his very soul.

5.2.1 Writing the Third Space

Writing as a creator of hybrid space is yet anotheme found throughout the novel. Writing is
a hobby that many of the characters ridicule inrtheative, perhaps reflecting Alfau’s unease
and frustration with the lack of results from hisrowork. One can sense this frustration when
“Alfau” exclaims, “But who is going to read it? ss it is for your own satisfaction or
records....” (1990: 34). The concern over a lackumfiance echoes through the very theory of
the Third Space, as stated in the previous chapaéer in the novel, Don Pedro, the one who

urges “Alfau” to write on the Americaniards, repely begs Garcia to stop writing these stories:
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“What, another story? This fellow Garcia is implalga | tell you, my countrymen— and
considering that this one seems more Latin Ameriban Spanish with all this obsession for
writing. You know, man?” He pointed at Garcia@ss the table: “You'll never go back to Spain
or even heaven unless you stop this nonsense. Yhdtave to do is to throw away all your
intellectual paraphernalia, build yourself up aead a clean life. That’s all, my friend.” He
looked at Garcia with mock ferocity: “Otherwise ilivboring you personally by the ear into the
presence of Satan” (1990: 249).

The solution Don Pedro offers Garcia sounds allsiaglar to assimilation: to leave all the past
behind and start again as an American. Howevegi&eaontinues writing, trapped between the
two cultures, asking “Alfau” to translate the woik$o English in an effort to bridge these two
parts of himself. Closer to the end of the noliel question of why Garcia continues to write
surfaces once again:

Only the night before he had read to me the lagtgsdnis story of the family, a work quite
wasted in my opinion, but which showed the tenagithiis Spanish consciousness and refusal to
forget old ideas and sentiments. The novel itselint nothing, but the fact that he had engaged
in writing it, his self-deception in not seeing ttavas a thankless task, that he was doing it at
the wrong time and in the wrong place, the canaigracticability of it all, was a synthesis of his
personality (1990: 282).

Twice in the short passage the narrator menticaisGlarcia’s work of writing the novel is
meaningless, again presenting the question of wdwddibe able to read a novel written from the
Third Space. “Alfau” the narrator, and perhapsa#ilthe author, comes to the conclusion that
the actual writing is the important aspect of thHeole project, as it is an outward reflection of
Garcia’s hybrid self.

5.2.2 Music that Transcends

Just as writing becomes a Third Space for the Asaarards in the novel, so music becomes a
trigger that causes the Americaniards to be imgefito the Third Space. Towards the end of
the novel, the Americaniards experience togethrusical performance that transports all of the
listeners to an abstract state of hybridity. “Alfalescribes this experience of solidarity:

The music of Caceres inundated my ears. It had aiming the upper hand over my reveries
and now was master and held me in its grip aghisuddenly burst upon my consciousness and
woke me up. | found myself standing in a semieimgith all the others. We were all like
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somnambulists, closing in, suctioned, hypnotizedheyprestidigitations of Caceres as if we were
all seeking to be carried through the round hol#hefguitar, back to the womb of our mother
country (1990: 293).

The text evokes a religious tone as the Americdsigather and transcend their daily life in
New York through the music. The familiarity of thrusic lifts them directly out of New York
City in search of remembering, almost in a Proastvay, the other half of their identity.

Perhaps the key word to this passage is the waekisg.” The music does not transport them
back to Spain itself, but it awakes in each of thkendesire to return, in whatever way possible.
The rekindling of their old culture brings themaglace of in-between that continues even after
the music has stopped:

Then | started for the West Side through the empets, the music of Céceres still assaulting
my mind in waves of memory, in bright visions, makithe mind a torch in the night. | knew
that all those who had lived there that day musttds | did, because of our common bonds, that
the thoughts that had been evoked, whether réalagined, had proven authoritative, legitimate,
and with the music still in my ears | began to ustind Don Pedro and possibly my people and
even other peoples, within myself (1990: 344).

What is described here is like a communal epiphach the narrator tries to rationalize.
Furthermore, the situation in which the narratod§ himself is a creative description of what it
is to dwell in the Third Space, for as his feet\aedking in one land, his mind is traveling
through another, and he finds himself caught ujppénin-between, a space where he can
participate in both. Peter Christensen has useld isistances in Alfau’s work to link him to
Jorge Luis Borges, statingzhromosas a whole shares the Argentinian’s preoccupatitimthe
denial of time through memory, and so Alfau mayehbeen influenced by the elder master on
that level” (Christensen 1993). While it is impiés to confirm this relationship to Borges, it
remains true that Alfau’s creation of the Third &paoes break down the limits of time through
the act of remembering. Returning to the previpogkd passage, another important aspect is

that all those present share in this moment ofeitvben and transcendence, conveying the
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manner in which the Third Space creates a commimitthose who have been “othered” or
those who have felt they have lost their identitg gearch for a way to reconcile two extremes.
The fact that the narrator is not alone providakentication, as if to say that he has not
imagined all this out of his personal nostalgia.

5.2.3 The Spain of Their Memory

Memory, as experienced by the characters in thelnm/another key abstract state of hybridity.
Many characters scattered throughout the novel dorttee conclusion that the Spain they desire
to return to is no longer an actual place, butllaee they have created in their memory. One
such moment occurs when “Alfau” gains access tgnfients of Fulano’s thoughts:

Out of place here and yet he was glad for this dppdy to see all this and it was a good
substitute for his frustrated desires to returBpain, but not the Spain where he had lived in his
early youth, but the one he had imagined then mradjined since and which had grown in his
mind into a great artificial, international sterngmt, fed on the things he knew most foreigners
thought of his land. But that Spain, had it exdstee had never known. He came from another
section, not from that southern section wherehal ¢olor and gaiety was supposed to exist, nor
from any place with popular history or traditiomtlsimply from a place which might have been
anywhere, and he had come to New York and waildtiede years to see the Spain he had
imagined. It was a very short substitute and he ovd of place— (1990: 307).

Therefore, memory is a place that is only inhalbgddy that one person who recalls the events
and whose memory distorts and molds the real ewetatostalgic episodes. Fulano goes on to
explain that this space is a very lonely one, slis@wn memories, or his own inventions of
memories, are unique to himself, which is a stromggrast to the prior communal epiphany as
they all listen to the guitar:

Why this nostalgia about a country he scarcely rebered? Why not nostalgia about this other
country where he had been so long? About his yioutthis country? But he did have that at
times and even now at this moment and, althoughese surroundings Spain had gone to his
head, there was a vague desire to slip out, teelaad hurry, run back to his own room where he
could be alone with his own memories of his owniSpad not the one he made believe he
shared with all these luckier people. They hadoeein like him, separated from their past,
feeding their personality on their own identityalfHof them just arrived, the other half visite@ th
old country frequently. They did not remember$pmin and he did not know theirs, and the
ones who might have remembered had their memobiésmated by seeing the place change
gradually and grow with them, and why should thiek phat one particular epoch more than any
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other to remember, to see it, to endure the poigsmeetness of its isolated clarity? He resented
them. He envied them and they were his brothé&gwn more fortunate brothers— (1990:
308).

Therefore, this space is so reduced and so perseddhat even those from the same country,
who perhaps have had different experiences, cafraoe in it. This again fits well with Third
Space theory, which states that even memory cdhettisted as the mind twists and distorts
events of the past, creating countless versiotiseofame events.

5.2.4 Nostalgia

Nostalgia emerges as an extension of this ideaeofiony being a Third Space since the act of
remembering triggers nostalgia. Again, nostalgia sentiment that comes upon several
different characters in the novel, including therator, but which affects Garcia with greater
frequency:

| feared what | might see there, but then | loo&eGarcia and | have never seen this melancholic
Spaniard look so sad, so crushed by nostalgic dedpeould well imagine what went on in his
soul; his desire to recapture and relive the @asitnaginary past that might have been; his
frustration and feeling of inadequacy which he starith so many of his countrymen, his racial
sadness and national regret, his love for the aimatble and for his own stories, his poetry and
his romanticism, the complications of having toregs his race and identity in terms of another
(1990: 282).

The narrator here seems to be expressing thatgeeihaould be healthier for Garcia to stop this
endless process of remembering, regretting andrignget it seems that this would be
impossible for him. In fact, since Garcia repreéséhe Americaniard “artist,” it seems that this
is his role, to inhabit those painful moments &slo@r in-between in order to draw his art out of
the tension. By constantly reminding the readat @Garcia has never produced any work of any
caliber or success, it seems as if the author Hinssguestioning whether the pain associated
with inhabiting the in-between is worth the outc@mé\ similar sentiment comes from the
mind-reading episode at the end of the novel ag&atRlenters Fulano’s thoughts:

It was true. He had lost much of his native aceewt mannerisms, but he was a Spaniard and
would continue to be one to his death, perhaps smtban the others. Distance and time made
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it so. One remained less adulterated living inghst, holding the past. His was a people of
nostalgia who became more themselves by sepanmatien parting— (1990: 309).

Indeed, the search for identity becomes much mbaeconscious endeavor when the obvious
markers of identity: home, family and country, fadeay.

6 Language

One final aspect of the Third Space in the novétas of language. As discussed in the chapter
on the theory of the Third Space, language is agkayent since Third Space inhabitants often
feel disconnected and unconvinced by either orteeofanguage options available to them. In
Chromosone finds a similar dilemma leading to commentshenuse of English, on language
as a whole, translation and literature. This emsghan language is intentional, and a further
reflection of the author behind the pages of theesho

Felipe Alfau: My English is Iberian— an acquisitiolt’s half English and half my own creation,
the result of an immigrant experience.

llan Stavans: One could conclude that in a couikeythe United States, made of immigrants,
the English language is a hybrid.

FA: Itis. Every generation, every ethnic groupates its own deformations.

IS: Like your characters, those dreamer€homoghat live in Manhattan without anybody
noticing them, speaking a language very much their.

FA: Yes, like them (Stavans 1993a: 151).

Indeed, Alfau’s own use of language in the novelgals his hybridity, as one revieweraicos
notes, “He writes in a rather strange Englishiraes it reads like translation or sounds too
careful to be a native speaker’s; occasionally gurprisingly street-wise American (Six 1990:
86).

Therefore, the discussion of language in the neveluch more than a distanced objective
portrayal, since the author himself is unavoidatgpped up in this liminal language. This next
section explores the use of language in the newegrging from the very voice of the author,
along with the commentary by the characters withenpages of the novel as they discuss their

own hybridity.
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6.1 The Use of English

Having already addressed the metanarrative bookaedsed through the image of “chromos,”
yet another idea bookends the novel, being thecdity of learning English. As the narrator
claims at the very beginning: “The moment one Isd&nglish, complications set in” (1990: 7).
The reference is not simply about learning anodr@guage, whatever language that may be,
since the narrator repeatedly references that &mngiiparticular is troublesome. The end of the
novel brings a mirror of this same sentiment, asidwrator proposes it this time with a much
fuller explanation:

To express this in my own language would be supauf. To attempt to describe it in another’s,
impossible. In Spanish | don’t have to explainmagion or countrymen. In English, I can’t. Itis
the question of the synthetic method as opposé#uetanalytical. In Spanish one sees and things
remain unquestioned and clear. In English, ondietuand uncovers meanings that one does not
understand. It is then that, as | said in therr@gg, complications set in (1990: 348).

True to the theory of the Third Space, the narratexpressing the difficulty, or as he explains
it, the impossibility, of finding an in-between, asither language suits his purpose. Even more
profound is the explanation that follows, setting the strong points of each language and what
purpose it serves. This is exactly the struggtmaraged in Third Space theory; the struggle to
rearrange language in order to suit the writer'sppse, and the possibility of gaining a unique
and exclusive insight into the aspects of cultefeected through language, unperceivable for
monolinguals.

Throughout the novel, there are examples of lagguiaat fit neither in Spanish nor in
English, samplings therefore, of a potential Ti8mhce language. One of these examples comes
as a corny joke exchanged between the characféng drama has to do with ghosts and as we
Spaniards like so much to make puns, | had saice8ong like this to Garcia: ‘If we were
speaking English, | could say that the drama wagjhostly but ghastly, get it?” (1990: 48).
Jokes existing in the in-between, or being linkedne language but spoken about in another are
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attempts at arriving at a hybrid language. Manyerexamples of Third Space language can be
found in the use of code-switching and phraseoldgialques, creating a text that is only
entirely accessible to those who also live in betwthose two languages. These instances will
be discussed in detail in Chapter 4, since thegepkar language techniques also reflect a
postmodern deconstruction of language.

The narrative also offers insight into the conrattietween language and identity,
especially the sensation of identity loss when st operate in another language. The first
statement suggesting this connection comes asathator conveys Don Pedro’s opinion on
second language learning:

In the words of my friend Don Pedro, of whom maxeet, this could never happen to a Spaniard
who speaks only Spanish. We are more direct lbagrding to him, when we enter the English-
speaking world, we find the most elementary thiqgsstioned, growing in complexity without
bounds (1990: 7).

Don Pedro links the experience of questioning ooe/s identity to learning English and, as the
text prior to this passage conveys, Don Pedro doegecessarily believe that this questioning is
beneficial, and that perhaps those Spaniards @asisng Spanish are more happy and
contented. Another comment linking the loss ofitfaabout one’s existence to language
learning follows: “According to Don Pedro, a Spadiapeaking English is indeed a most
incongruous phenomenon and the acquisition ofdthisr language, far from increasing his
understanding of life, if this were possible, orgynders it hopelessly muddled and obscure”
(1990: 8). Alfau’s use of irony distances the antinom this extreme perspective, however the
passage still portrays a sense in which learnirgsg#cond language is not necessarily positive
for the Americaniard, but instead, it means emlmaykin a wayward journey. This links well to
the many comments found in the novel referenciray kmowing what it's all about.”

Associating loss of direction with the hybridity lahguage shows that the Americaniards must
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seek out a new language with which to represembslb/es, as they cannot authentically do so
through English or Spanish.

There are also several characters that have alerrapout their ability to speak in
English. Even at the first reference when Don Bg@doposes writing about the Americaniards,
he, the most over-confident character in the nasglresses his feelings of inadequacies in
English:

He concentrated on me: “You should write a bookualtioe Americaniards, somebody should,
but you have not written for a long time— anywayiysmuld not write anymore about your
people in Spain— have been too long away, forgagtemmuch— don’t know what it’s all about
and you could not write about Americans— don’t knemough— impossible ever to understand
another people. | could not understand them whigsticame and every day | understand them
less. We meet, we talk, but neither knows whatatl about— total confusion. My English was
abominable when | arrived and every day | spealoise— impossible; can’t understand a damn
thing” (1990: 14).

The more he understands the language, and evensmatee cultural system itself, the more he
realizes how intricate and complex it truly is, nmakthe idea of mastering it seem, and perhaps
truly be, impossible. As stated earlier, evendlightest accent or structural error is enough to
create “the Other” out of an immigrant. The nexitsace following this passage confirms this
sensation of never arriving at “nativeness”: “vaat on good authority that his English was
perfect, but he had nursed an invincible accentaamndnassailable syntax” (1990: 14). These
feelings of deficiency no matter one’s level ofdaage acquisition prompts a commentary from
Alfau stating that language runs much deeper tlbamaunication; it is a staple form of
identification and the way of belonging to a commyrjust as much as it is a way of identifying
those “Others” in society and maintaining themnr‘@thered” position. How one copes with
this insurmountable barrier is the dilemma of tierd Space.

Another reflection throughout the novel surroumdine idea of English use by these

Americaniards is the frustration that these immuggdeel about the English language, relating to
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the language as a barrier between them and sucGemsexample of this frustration comes from
Garcia’s writing; although writing in Spanish, hepes to have his work translated. First, he
deals with the issue of background knowledge:Hi$ thing is going to be published in English,

| must give the reader something of general inter€an’t keep it so Spanish that he cannot find
the point” (1990: 230). The fact that he hopesnaigel will be successful in the United States
has changed the content and the style of whatWwatiag. In this way, language is reflective of
the whole person, since Americaniards find themesebontinually in situations in which they
need to explain themselves or provide contexta@sdharound them. In another episode with
Garcia, “Alfau” speaks of the need to modify thetemt of the novel in order to make it
appropriate in English:

But | did tell him that many things sounded in Esigimuch more crude than in Spanish, as |
believe | had already said before, and that a katios under the circumstances might prove
exceedingly difficult and requiring a finesse watlyond my capabilities, so that perhaps he had
better count me out (1990: 235).

The characters of the novel are aware that the samtent portrays different levels of vulgarity
in the two languages, and the knowledge of thexsithe writing style. Also, the idea of editing
content in order to adapt a novel to the culturears the self-editing these Americaniards have
grown accustomed to as they interact with othethemew space. Furthermore, while all this is
relevant and true, the passage is yet anothemnicestaf irony in the text as one doubts whether
Alfau the author would be so scandalized by theerdrof Garcia’s novel, perhaps revealing a
critigue of American modesty or simply a play oe #tereotype of Latin sexuality.

As these comments on English usage among the Aameards reflect primarily on the
frustrations of having to operate in a second laggythere are ways in which the topic of

English usage goes much deeper. As the chardeteosne aware that language can change
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content, as has been their experience in New Ydsk they come to the realization that relying
on the accuracy of one version is unfeasible:

At this time of true narratives, biographies ancheat confessions when many people seem
convinced that even if truth is not stranger thatidn, it leaves more to the imagination, it is

well to risk this deficient account of unreliablatd, too short and incomplete to be considered the
biography of a family or even to satisfy this gexi¢hirst for supposed truth. But as things when
written have an inevitable tendency to wrap thewgsein the unfitting garments of secondhand
literature, this will probably turn out to be bugeotesque parody of what once was truth (1990:
34).

Since this passage comes from within Garcia’s maipisthere is the same distancing from the
author as previously mentioned; however, the sentiraxpressed in this particular moment
seems representative not only of the manuscripbbilte novel itself, revealing Alfau’s
technique of parody as a way of uncovering thedueacies of stereotypes. Again, the Third
Space permeates the narrative, this time withrtakility to achieve Truth, arguing for the
allowance of various versions of an experience.

Therefore, in evaluating the comments made oni§imgdnguage use, it becomes clear
that hybrid language is a result of something mieéper than simply learning a second
language. Within the novel, the commentary on lagg inadvertently slips back into the
metaphysical, reflecting the tension in hybridag,the narrator continues about Don Pedro:

[...] we experience, see or hear about problems waittier did not exist for us or were disposed
of in what he calls that brachistological fashidmich we are masters: nervous breakdowns,
social equality, marital maladjustment and beh@dedipus in an unfavorable light, friendships
with those women intellectualoids whom Don Pedrs aptized perfect examples of feminine
putritude, psychoneuroses, anal hallucinations, ke@ding one gently but forcibly from a happy
world of reflexes of which one was never awareg teorld of analytical reasoning of which one
is continuously aware, which closes in like a wenissionary tenacity and culminates in such a
collapse of the simple as questioning the meanimgeaning (1990: 7-8).

First, the most basic things are questioned, thddmental parts of life that had never been even
considered on a conscious level prior to learnisg@nd language. In this way, the definition

of language learning portrayed through the charadtethe novel is that in learning a language,
one is not simply learning a new system of lingassand vocabulary, but an entire cultural
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system that accompanies and is permanently tidfthtdanguage. This reflects Anderson’s
theory of how intrinsic language is to the creatdmdentity in a nation. Beyond the questioning
of prior assumptions, there are also several setid the passage focusing on the emotional
strain that comes with this process of questiorssgone’s own identity is ripped at the seams
and must be sewn back together following a newepatbr inventing one’s own. This is
reflected in the passage through the words “nerbboeiskdowns” and “collapse.” The
misogynistic references to women in the passagalsoefascinating, again connecting language
learning to much deeper social norms and the gesgsaof morality that emerge more frequently
upon leaving home. Finally, there is an emphasithe heightened awareness of all things, to
the point of exhaustion. This liminal identity nbe forged between the old and the new since
neither one is comfortable anymore.

Another aspect of the language of these Americdsiis the specificity about the impact
of learning English on Spaniards. While it woukldasy to generalize the ideas presented in the
novel to all those who learn a second languagendhrel remains specific to the Americaniards,
even to the point of creating generalizations wofaof forming a niche situation around the
Spaniards living in New York City. On the bordedibetween irony and criticism, the specific
impact of learning English on Americaniards or hatiis described thus:

This applies to all persons, including those borthe language and, at times, even more so to
Latins, including Spaniards. It manifests itsalbn awareness of implications and intricacies to
which one had never given a thought; it afflict® avith that officiousness of philosophy which,
having no business of its own, gets in everyboddy and, in the case of Latins, they lose that
racial characteristic of taking things for gransedl leaving them to their own devices without
inquiring into causes, motives or ends, to meddaligscreetly into reasons which are none of
one’s affair and to become not only self-conscidus,conscious of other things which never
gave a damn for one’s existence (1990: 7).
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Alfau’s purpose in narrowing the discussion to ¢ase of Latins in New York City could be yet
another of his ironic claims, however, the insiseeon only commenting on one particular
people group could be an argument for differenstegd of general stereotyping.

Finally, the novel pursues the discussion of lagguand identity to the point of claiming
that learning a second language alters one’s psythes, perhaps, is the deepest level at which
language is discussed in the novel. Again, iragngresent as the narrative discusses this impact
on the spirit of the immigrant, but some truthIsoaexpressed:

The case of Garcia was, according to the Moornapdex one and should be allowed to play
itself and straighten itself out. He had an irgtéctheory that when a Spaniard takes to drinking
and bumming in this land, it is due to an Anglo-@apsychosis. He has absorbed too much of
his environment, is saturated with it and requihesnative, domestic antidote- must take the cure
that has been perfected for this condition. AltitoGarcia could not speak English well at all,
the barrier of the language in his case, as indhatany others, had acted only as an osmotic
membrane: the words had not gone through, butuhéaimental ideas and feelings had, and he
was suffering from an Anglo-Saxon psychosis. TheolMconcluded, with his habit of
generalization, that every new language one learmsyery new environment one joins,
stimulates new centers of the mind and new ematnesites new associations of ideas, new
viewpoints, and therefore produces an additionatipssis (1990: 195).

On the deepest level, past finding a languageaptopriately expresses the Americaniard, past
the struggles of identity, is a sense of descenihitogmadness, into the undoing of the self as
one inhabits a new space. It seems, by the solgtien, that this psychosis is an effect of
having swung too far on the pendulum towards theeAgan side of the Americaniard,
emphasizing that hybridity must be a delicate baddmetween two extremes. While there is
irony present in the passage, it also revealsayers$ of language’s effects on the individual,
reaching all the way down to the psyche itself.

6.2 Special focus on the word “cursi”

Having seen in general how the issue of languagysptself out in the novel, achieving a sense
of a Third Space language, there are a few speagiments of language in the novel that

deserve special attention. The first of thesbeswtordcursi. This word is discussed at length,
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especially in relation to Garcia’s manuscripts.e Tword takes on extra importance since Alfau’s
book of poetry is entitletla poesia cursi The study of the word is relevant to the dismrssf
language since the characters of the novel strugdlad a translation for the word: “He
searched for the right word or explanation: ‘Cissivhat | mean. That is the word: cursi’”
(1990: 56). Later in that same dialogue, the dttara again reference the lack of a good
equivalent in English: “The word ‘cursi’ is diffidt to translate, its meaning almost impossible
to convey with any other word, and the closesnlfuad to it in English is the word ‘corny.” |
told him that | knew what he meant and he went(@990: 56). Both languages, in a sense, fail
the characters, leaving them to communicate anced¢oran understanding of one another only
through shared experiences.

As the novel progresses, the issues grow as Gatteiapts not only to translate the word
cursi but to use theursistyle in his writing. Garcia thereby strives take a concept from his
old culture relevant and relatable in his new aeltuHe states: “| am quite serious about your
helping with the translation and if | convince yotope you will bear that in mind and try to
create that cursi feeling in English’” (1990: 5@irst, Garcia is clearly taking a concept that is
supposedly Spanish and trying to render it in EigliHe also gives importance to the role of the
translator, recognizing the creation that takesela translation instead of mere transposing of
words. His view of language is also unique, ash®ping to accomplish a feeling, more than
just the combinations of words on the page, buacnal ambience that could be created through
language.

In taking another step back into the irony of thssage, Garcia associatesdhesi style
with Spanish literature, however, in the Spanistithge of this use afursi, the style is used to

accomplish an ironic tone, the cornerstone ofwathditerature being Cervantd3bn Quixote

139



Therefore, Alfau, clearly versed in Cervantes dredSpanish literary tradition, appears to have
used the Cervantes-reminiscentsi literature without the element of irony for Garsia
manuscript, in order to satirize the Americanianthar himself, aware of literary theory and
tradition, yet still missing the point entirely. @iefore, within that context, the comments from
“Alfau” on Garcia’s writing become a double-edgedsd:

My applause startled Garcia and also the cashierwds the only other person besides us still in
the restaurant: “I say Bravo! Like your characteysu certainly got it cursi, boy! Bull's eye
cursi.” | poured the rest of the arrack into thesand held mine up: “To the great cursi art which
in your hands becomes a science or vice versa0{19p.

Seen within the perspective of Cervantes and hiegarough the use @ursi, the reference to
“the great cursi art” actually refers to this Sigmliterary tradition, however, the irony is that
Garcia has made it into a “science,” that is, énggd formula that anyone can follow, yet
missing the element of satire as a way of critigzsociety.

6.3Issues in Translation

While reference has been made to translation tlmawigthe chapter, the issue of translation is a
significant one to consider within the topic of daage use in the novel. Again, most of the
references to translation come from Garcia’s mamuiscand his interactions with “Alfau.” As
the characters struggle with the translation ofvibbek, they must grapple with translating not
just words, but entire concepts that would be fpred the English reader. As Garcia’s novel
lacks originality, most of these references toghaiion reveal an ironic tone: “Garcia was quite
enthusiastic about the typical words and phrasdsbecollected in that dialogue but | argued
that it could not be put successfully into Engliahd its virtues, if virtues they were, should be
lost in a translation” (1990: 211-212). Reviewihg words Garcia used in the original
language, the use of “portera” and “porteria,” mgksh, meaning the caretaker and the

vestibule, again shows the irony surrounding G&étkeas on translation. Even the very
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discussion between the author and the translatdragynificance, since the writer feels a deep
need to communicate from both the old and newnm hiut those around him do not understand
his point. In some ways, Garcia and “Alfau” togathepresent the Third Space author, one half
longing for the liberation that comes with sharimggtalgia and memory, the other skeptical of
whether any good could possibly come from it.

Within the issue of language and translation, tla@eeseveral occasions in the text when
the narrator disapproves of the content in Garcreasuscript and refuses to translate it. He
claims that it will offend the English audience:

However, and to clinch things, | said that if | hedything to do with the translation, | would not
tolerate any more such passages which could ofdgnafthe ears of the English reader and create
the wrong impression about our fair sex and ountguvhere we can be as mid-Victorian as the
best (1990: 62).

While keeping in mind the irony that surrounds Galscmanuscript, there is something to be
said here about the individual nature of the Tlipéice. In Garcia’s mind, he has portrayed the
story to perfection, while “Alfau” finds it to bendnaccurate representation of his country. Even
two Americaniards cannot agree on the literatueg tire creating in the in-between. Also, the
idea that some facets of the old life cannot bepisx in the new life creates an incompatibility
that is once again part of the tension of findingself between two cultures.

To conclude this section on the area of transiatize discussion of translation in the
novel expresses the impossibility of translatingclly from one language to the other. The
novel gives several reasons for this impossibibiging cultural norms, the minute differences of
word usage, or the loss of ambience in the teatr@sult of translation. While Alfau, when he
wrote the novel, would have had no premonitiorhefimportance of this discussion of
translation, or leaving the words in the origirmidguage, when the novel was published in 1990,

the lack of translation would be considered onthefoutstanding aspects of the novel, as Jack
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Shreve describes it: “Richly aphoristic, with tating digressions into mathematics and
metaphysics and with many Spanish words left usteded, this book represents intellectual
fiction at its best” (1990: 110). Returning to #med of the novel where “Alfau” concludes his
comments on writing in English, this passage pneslpreferenced is again relevant to this area
of translation:

To express this in my own language would be supauf. To attempt to describe it in another’s,
impossible. In Spanish | don’t have to explainmagion or countrymen. In English, I can’t. Itis
the question of the synthetic method as opposé#utetanalytical. In Spanish one sees and things
remain unquestioned and clear. In English, ondietuand uncovers meanings that one does not
understand. It is then that, as | said in ther@gg, complications set in (1990: 348).

The inability of attaining either one of the twglst reveals a frustrated desire for authentic
existence. Furthermore, in this passage, Alfagregices the different thought processes
representative of the two spaces and the differieatacteristics of each language.

6.4 Literature

Within the commentary on language in the noveldhg a special emphasis on writing itself,
especially on the writing of literature. The topicwriting emerges at several points in the
narrative and the profession of writing is usualbhpken of ironically and negatively. From the
story of Don Hilaribn comes the comment: “A writeltlke all the rest of them. They are always
talking for the sake of talking. Who takes writeesiously?” (1990: 175). This seems to
represent the stereotypical Spaniard, or perhapsrigamiard, not valuing literature or those
who write. The two authors, Garcia and “Alfau,5@lat one point threaten to read to each other:

With feline smoothness Garcia reached, and | tareat: “If you read to me, I'll read to you.”
“Please, gentlemen,” came from Dr. de los Rioseashe your respective literary weapons. | am
sure that everything can be settled amicably.” (19%2).

The idea of the two authors being desperate to Aaaudience, but neither one wanting to
listen to the other reveals the isolation of thdividual space, where one must write for

writing’s sake, without the hope of being able hare the work and have it well received.

142



It is also true that throughout the novel, “Alfacgnsistently ridicules Garcia’s
manuscript. This achieves a further distancingvbenh the narrative and this novel within a
novel, and it also puts further emphasis on thsitenof the Americaniard, not satisfied with a
narrative that relies on the past. “Alfau” crisges Garcia’s narrative for its simplicity, g¢arsi
style, and its stereotypical content. At seveaah{s in the text, “Alfau” stops Garcia when the
novel becomes too stereotypical:

| was not impressed. Garcia is given to exaggaratand to speaking carelessly and claiming
that many things, including anecdotes which haenld@own for generations, have actually
happened to him. Then when confronted with a ehgk to his veracity, instead of yielding like
a sensible fellow and admitting that he only préseit as his own experience to lend it more
drama, he will insist on braving it out to the bitend and sometimes creates very embarrassing
situations (1990: 51).

This comes in the middle of a commentary on theatidide truth of a passage from Garcia’s
novel, again confronting the stereotypical and coaate text created by Garcia. Itis as if Garcia
represents the text of an Americaniard still liyiffgonly in his mind, in Spain, and “Alfau”
embodies the Americaniard seeing the text fronffaréint hybrid perspective and bent on
proving the prior version obsolete. “Alfau” alsoes to great lengths to criticize tharsi style
Garcia has chosen for his novel:

“Wait, Garcia! Let me finish it for you.” | re@d: “And the two tears sparkled among the
gathering shadows like the best gems in the store.”
Believe it or not, that is exactly the way he hagritten down (1990: 227).

“Alfau” is attacking the predictability of the native Garcia is creating, focusing on the lack of
originality in the style Garcia is bent on writinggrhaps because it does not portray the hybrid
state Garcia has come to inhabit.

“Alfau” even criticizes Garcia’s use of vulgari&g part of the style of the manuscript.
At several points in the novel, “Alfau” interrup&arcia’s reading with a form of censorship of

the sexual content:

143



“Please!” | stopped Garcia. “Don’t go and trarspthe words now. That would be the last
blow.”

With astounding docility, he crossed out a lingwhits pencil and then said that he might tone
down the whole thing in the final draft. When lesumed his reading, | think he missed a few
lines (1990: 101).

While it seems unlikely that the author is actualtiended by this type of dialogue, it is more
likely that this is a way of satirizing the contragtween the two cultures: the American,
supposedly thoroughly reserved, and the Spaniskeasingly vulgar. At other points in the
novel, “Alfau” is comparably more direct in histcism of this vulgarity:

At this point Garcia’s story took a not entirelyexpected turn for the pornographic and | halted
him. | don’'t want to project myself too much intés and am not averse to the grand classical
ribaldry of a Boccaccio or a Quevedo, but the uedalor and irrelevant pornography that mars
like grease spots much of our literature at the @frthe century does not appear engaging and in
Spain we have coined another word for it (19902R1-

He goes on to add that the word is “sicalipsis™1:962), a gratuitous second context designed
to shock the reader who might not yet have emeimged the straight-lacedness of the
nineteenth century. Here the actual criticism setmhave more to do with the stereotypical
representation of sexuality in some writing fromaBpthan the use of sexuality in the novel
itself. The contrast is made, however, not withsthwho use sexuality in a new creative way in
the novel, but with a supposed classical standarck again opening up the possibility for this
comment to actually be interpreted as ironicale €Rplicit discussion of writing on sexual
issues reminds us of another immigrant writer ®UhS., Vladimir Nabokov, to whom Alfau

has already been compared by Jill Adams as a felloavative immigrant writerlf Nabokov
captures the sumptuous delicacy and intricacy ®bkloved lepidoptera, then Alfau is the proud
Spanish bull, with all his pomp and flash. Rusdialtet versus gypsy flamenco” (1999).
Nabokov set his novélolita (1955) in the year in which Alfau was writir@hromos 1947. It
would take Nabokov several years to get his noubliphed, and then first in Paris. There are

many elements in common between the two novelsinyigrant authors, not least the laying
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bare of the narrative process. Since what Alfaritecizing is not sexual content, but its
treatment, one feels he would not have entirelgmpsoved ot olita.

There are also several comments in dealing witlti&a manuscripts about the difficulty
of being a Spanish writer in New York City. Seueederences to finding work as a writer
reveal the difficulty of finding a publisher inteted in what the Americaniard authors have to
offer. One such comment sounds suspiciously aogpaphical: “There he had met some friends
and they had walked. One of them was a Spanigkerwrho wrote chronicles about New York
for South American papers and was always makingsbgdestions” (1990: 175). The fact that
this character is never identified and sounds gernylar to Alfau himself makes this seem all the
more autobiographical. Indeed, reviewers sucloha Crispin have noticed this apparent
“biting self-satire” especially ridiculing the pesgsion of writing (1991: 673). Repeatedly, the
Americaniards are only capable of attaining sucae&sitin American, or in this case, South
American, publications, again revealing the diffigwof finding an audience interested in their
work. What is left to offer is an outsider’s pegspve to a famous place, to those who would
also consider themselves outsiders.

Therefore, the novel deals with the difficultyfofding an audience as an Americaniard
writer and it also offers a commentary on the temsiwithin the writing process in the Third
Space, even on the level of content. One such gleatomes when Garcia is preparing yet
another stereotypical Spanish scene:

| was looking at Garcia and remembered a descnitidnis novel of a bullfight, full of stock
situations and cast-iron sentimentalities and imjibs feats of courage and skill; something in
the manner of “Casey at the Bat,” or the Kid's fagitit. He felt that in English this should prove
very edifying and instructive to readers and hbknm understand the Spanish soul. We had
argued the advisability of introducing it in hisst and in the end, | convinced him by saying
that it would be as silly as getting sentimentédighnical in Spanish with descriptions about
baseball, or to translate the Merriwell series (t9B8).
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Garcia’s problem of content comes from wantinghars his old culture with the new culture.
“Alfau’s” reply that such an idea would be “sillgloes not provide such a strong case to oppose
it, and the comment of “sentimentally technicalfiile apparently an oxymoron, actually
describes what Garcia is attempting to do, to ntlh&esituation of a bullfight real to the English
audience out of a sentimental motivation. Outsidiis moment of the narrative, in reality,
Alfau, the author, does offer a picture of the tigiit, once again achieving the distance and the
hybridity of an Americaniard, referencing the imfaorce of the bullfight, but on such an abstract
level that it reveals his own state of in-betwe€me cannot help but recall another outsider who
would attempt to capture the essence of the bbtlfigrnest Hemingway, in his wofkhe Sun

Also Rise41926), who is yet another possible influence diaus writing; however, Alfau
maintains a much more distanced perspective thamndgvay, creating an interesting contrast
between this Americaniard and the American expatria

7 Conclusions

Seeing New York City within the framework of theetity of the Third Space dramatically
changes the stereotypical image of the city atuhe of the twentieth century. The traditionally
famous national narratives of “the melting pot'tloe “immigrant haven” are rewritten through
the lens of the Third Space as tensions and indesta/for those coming to the United States
during that time period as immigrants. The idethefethnic neighborhood is also reconsidered
in this theory, no longer the reinstitution of aegfb in New York’s poorest neighborhoods, but a
difficult, unstable Third Space for immigrants itiah cultures clash and support networks have
to be forged. In seeing New York City through theges, the national narrative of the
“immigrant haven” crumbles, creating a space diedédnce of experience, more dependent on

socio-economic standing than the “self-made” imaangmyth.
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The novel, therefore, reflects New York as a Tidphce through several different ideas
represented in the narrative, including the Amaegianmls, the Green Man, or the portrayal of the
Lower East Side. The novel also points out onisgwecasions the Americaniards’ experience
of being “othered” in New York City and how the highty attained by the characters is one of
tension and discomfort, not the peaceful sererifinding a solution to the identity conundrum.
Therefore the adaptation process presented inawe shows a revolutionary rejection of
assimilation. Alfau’s rendition of the Third Spawensists of an incomplete adaptation with
countless difficulties along the way, instead @& #imooth transitions the Nativists were
preaching at the time.

While this relationship between the novel andttie®ry of the Third Space is fascinating
in itself because it is the playing out of the ttyewithin a specific niche situation, it is also
important to keep in mind when the novel was wnitéd who wrote it. The novel, written in
the 1940s and kept locked away in a dresser draagre into existence almost fifty years
before the postcolonial movement became predomiaadtwithin that movement, the idea of
the Third Space. Having discussed the locatiomfndhich the writer was working, it becomes
all the more evident that this novel simply doesfitavith the trends of New York City in the
1940s. In fact, most immigrant narratives wereistoof assimilation: the immigrant’s struggles
and trials upon first arriving but the long terntsess and Americanization as their situation
improved. With most immigrants taking on the huenattitude of acceptance before the rhetoric
of Americanization, Alfau’s critique of the concaptnothing less than revolutionary. When
asked how he came to write in such a style, Alfanfioms this countercurrent motif in his work:

P: Cuando escribibocos¢ seguia cierta tradicidn literaria?
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R: Bueno, en realidad estaba tratando de transfarnaatradicion. Vera desde los griegos hasta
la actualidad, la musica ha hecho avances tremergelsunisono a la policromia, ha habido
descubrimientos increibles que nos han llevada étenitud a la latituti(Stavans 1992b: 611).

The innovation in his work is therefore, accordiacflfau, entirely intentional, to the point in
which we could even call it a pursuit of innovatitis own attempt to offer something new to
the literary world.

One final accomplishment of the novel is not phstinnovative historical and theoretical
aspects of it, but the unique techniques emplogettomplish these ideas. The use of the
novel within the novel works well both within thanadigm of the Third Space as well as
Postmodernism in that it creates distance andtamalte perspective within a single narrative.
Also, the metanarrative creates a frame, agaiarntgtg the action of the plot from reality. The
running commentary on the writing process alsoaksvthe mechanism behind the narrative,
laying open the device, a principal characteristiPostmodernism and relevant to the Third
Space in that it shows the struggle and tensidhefvriting in the in-between. The satire of the
novel also works in favor of the Third Space, ia thability to state any one position or truth
directly and the growing belief in the countlesssi@ns of events or situations. Therefore the
novelChromosis ahead of its time in its content, style andhtegue. In an interesting twist,
when Alfau was nominated for the National Book Asyasome critics, such as Carol lannone,
felt that the nomination was politically drivenashg that the novel itself was not worthy of the
award, but the sheer novelty©hromoshad manipulated its way to recognition under thiseyu
of the even-playing field of Postmodernism and &asnialism (1991: 53). While her voice is

definitely the minority of those who have commenbedAlfau’s work, such statements are

' Q: When you wrote Locos, did you follow any particular literary tradition?

A: Well, actually, | was attempting to transform a tradition. | mean, since the Greeks up until the present-day,
music has made tremendous advances. From unison to polychromy, there have been incredible discoveries that
have led us from longitude to latitude.
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fascinating since this means that Alfau has nog entered into categories (the “post”
movements) that chronologically do not correspanhim, he even suffers from the same
critiques as other authors from those categories.

Beyond the innovation in the wofkhromos which has been thoroughly examined in this
chapter, Alfau’s work also reveals to us the spexiof this Third Space of the Americaniards
and his own representation of how it feels to liva state of hybridity. As demonstrated in the
previous chapter, such authors and works offensiglnt into the reality of identity since they
represent the struggle to create a fluid senselbirsthe flux of two cultures. From Alfau, some
of the insights we gain are a deep recognitiomeftéension of existing in such a space, not one
to be ignorantly exalted. Alfau also teaches usugh this novel that creating, that is, to be an
artist, within such a space, is both an act ofisetfosed torture and a form of salvation, since by
remembering and representing one’s own reality,comstantly relives the loss and nostalgia of
the past, and one’s own inadequacies about themraad future. Moreover, it is also a
salvation, since the writing itself becomes thénaegis, no matter the monetary sign of success,

or lack thereof, assigned to the work itself.
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Chapter 3: Stereotypes in.ocos

This chapter will discuss the novadcos: A Comedy of Gesturggecifically focusing on the use
of stereotypes in these connected short storiég. chapter will begin with a theoretical basis for
analyzing this technique, giving attention to tise of stereotypes as critique as well as
postmodern variations on stereotypes, followed byoad application of this theory to the novel
as a whole. From this foundation, | will then pred to the discussion of specific stereotypes in
the short stories, analyzing these portrayals ah&h characteristics through the helpful
additional frameworks of Valle-Inclan&sperpentditerature and Julio Caro Baroja’s theories on
the Spanish national character.

1 Stereotypes: Dufays’ Five Categories

Before looking more specifically at the nok@lcosand how Alfau uses stereotypes in the ironic
aspects of the novel, first one must define what#y is meant by stereotype since this term

will become so foundational to the study. Whenneixéng the theory surrounding stereotypes,
the word “fixed” often appears. While postmodena @ostcolonial scholars have come to see
identity as fluid and ever-changing, stereotypassiron locating identity in one particular
characteristic. Another word often associated widreotypes is “generalization.” This reveals
another aspect of stereotypes in which entire ggadipeople are expected to react or behave the
same way. These are some of the characteriststgi@otypes as related to people, but they are
also applicable to stereotypical situations orddsli While these are only some of the general
foundations of stereotypes, they offer a basicnitedn of the word that will allow the reader to

look more specifically at literature.
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A helpful study on stereotypes by Jean Louis Dsifatitled “La relaciéon dual con los
estereotipos, un indicador de la recepcién conteamea™ (2012), breaks down stereotypes into
several categories. These different categoridseihelpful in deciphering the use of
stereotypes in the novebcos. The first category that Dufays proposes is thaepfesentations,
ideas and beliefs. To clarify what he means bgdh®oad categories, Dufays gives the example
of stereotypes that show the superiority of a aextkass or group of people. The second
category he suggests is what he calls a “themah@iguration,” meaning two words or concepts
that are often portrayed together. His exampégan helpful in clarifying this information, as
he proposes “la rubia tonta” or “the dumb blond’tae separate concepts that are
stereotypically correlated. His third categorpiee perhaps not as frequently associated with
stereotypes: the “script,” reminding the readesafema theory in which situations become so
typical that individuals automatically recognize without much mental processing. In
literature, the idea of script is related to scehas have become typical in literature, such as a
duel or a seduction scene, which the reader autcaligtrecognizes as a script and therefore
expects that the scene will progress in the traadkti manner. The fourth category is the
language used to describe a particular scene, Bugagmple being the scene of the first kiss, so
often used in literature that readers have becaoestomed to the presence of a certain lexicon
accompanied by certain tones and styles within sustene. The final category is clichés,
verbal phrases that have been overused to the @idiséing a degree of their original meaning
as they become recognized more as clichés thaniptese writing (Dufays 2012: 46).

1.1 In Anticipation: A few examples fromLocos
By using this framework as the background for tiuelys of Locos one can recognize Alfau’s

use of different categories of stereotypes morgyeasd also find which categories are most

! The Dual Relationship with Stereotypes, an Indicator of Contemporary Reception (My translation)
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representative of his style. Before studying tieeedtypes of each particular short story in
Locos at this point it will suffice to accentuate a févwm each category found throughout the
novel.

The first category then, focuses on ideas or tseliet are “stereotypical.” One example
of this sort of stereotype in the novel would be story of Pepe Bejarano in “The Wallet,” who
plays the part of the Spaniard who has returné&ptain after a long absence and suddenly sees
himself as quite superior to the rest of his cogmen. Alfau is intentional in the placement of
this stereotype, stating it directly by allowingetteader into Pepe’s thoughts: “Having been so
long away from his country, he had subconscious§oebed the foreign belief that Spain is a
backward country and that when one crossed thenBgsesouthward one entered eternal night”
([1936] 1988: 84). What follows in the plot is kayful reaction to this stereotypical belief, but
this example of Pepe is perhaps the most cleatgdistereotype about a belief or an idea in the
novel, as Pepe repeatedly comments on certain ateagents being “typically Spanish” (1988:
86). Another example of stereotypes of beliefsideds can be found in the novel, albeit more
indirectly, through the contrast of rationalism &wamanticism, portrayed in the two characters
Dr. de los Rios and Garcia. These two charactedsaat they represent will be discussed at
length in the next chapter, but basically they edybio their characters two opposing beliefs: the
rationalism of the f@century versus fgcentury Romanticism. By personifying these two
movements in different characters, every actioougiint and statement becomes stereotypical as
it reflects the movement itself. This is perhapsae creative way of using stereotyped beliefs
in literature, since it projects the discussiomtigh the characters.

Dufays’ second category of “thematic configuratibalso appears throughout the text of

the novel as different representative characteley @md exit the stage. The novel is
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appropriately titled_.ocos in English “The Crazy Ones”[my translation], besa it is, on a basic
level, a montage of different character sketche, is only appropriate that this be one of the
strongest categories of stereotypes used in thiativer. The examples are endless, from the
chuloto the prostitute, from the beggar to the crodkextionario,from the expatriate to the
chino. Alfau also takes on the religious through his chema: the priest, the nun and the
religious fanatic, Dofia Micaela. Perhaps the gstaichievement of the text in this regard is the
way in which the stereotypical characters are fichtheough the metanarrative, as “Alfau”
encounters the idea for each of them through si$ ta the local café, giving each of the
characters a sort of “everyman” quality, which bees a perfect foundation for creating a
stereotype. However, this category is more speifi about the characteristics associated with
each of these typical characters, such ashhbé being French, the beggar being a fraud, or the
chinobeing violent and untrustworthy. In the religiaisreotypes as well, the priest is pure-
hearted, while the nun is a wayward spirit, andrétigious fanatic is obsessed with death.
Alfau excels in this area as a novelist, and threatiae is overrun with thematic configurations
of characters that will be discussed more spedyitater in the chapter.

From the third category, Alfau clearly incorposateveral stereotypical scenes into the
text. As a starting point, one can begin withrietanarrative focus at the beginning of the
novel in theCafé de los Locom Toledo. As part of everyday Spanish life, theould be no
more central or stereotypical location than the tarttulia. Another stereotypical scene can be
found in the short story “Fingerprints,” since therative takes place over a game of cards
between old acquaintances. Another possible exangrhes in the final short story, “A
Romance of Dogs,” as it begins with the typis#gdlungsromarconstruct of the coming of age

among school boys. While these aspects exiseimdivel, they are a secondary source of
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stereotypes within the text, as the novelist téodecus more on the characters’ personalities
and thoughts than the action of the story itsdtf.fact, more stereotypical scenes are referenced
in the text than are actually played out in the gkelf. This is especially true in the story ‘@h
Wallet,” when the possibility of a duel is mentidna&fter Don Benito insults Pepe, or when Pepe
takes on the role of thterero with a young girl in higpension In both of these cases, it is
logical for the actual duel or bullfight not to &aglace, since the story is about a man returning
to a country and feeling removed and distant fromatwsed to feel normal and habitual.

The fourth category, being the style or tone efgtories, could be of interest to the study
of the novel since scholars have referenced thiglras being a form of detective story, but of a
metaphysical type (McCarthy 1988: 206). This dédig allows for a stereotypical style, using
the typical plot developments, twists and surpeisdings that a detective story would follow.
The best example of this is in the story “Fingerfs;” since the plot does unfold around a crime,
the twist being when Don Gil himself is arrestedhasperpetrator of the crime. However, as is
typical in Alfau’s work, the story is not so simpe straightforward and is much more a
commentary on identity than a crime story in itsélither moments of narrating in a
stereotypical fashion would be the passages foguminGarcia’s Romanticism, taking on the
stereotypical poetic daydreams related to the Rtimarmovement. His moments in the park of
stopping to embrace a tree, or when he stops tp weer the coming of spring accentuate the
stereotypical Romantic tone.

The final category of stereotypes is that of thehé. The fascinating part about Alfau’s
narratives is finding these predominantly Spanl&inés incorporated in the text written in
English. They stick out from the rest of the snmpatell-written narrative, surely surprisingly

strange or disconnected for those lacking knowleddgpanish idioms. Some of the clichés are
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easily understandable even though they are cléamglated directly from Spanish, an example
being about dishonoring a dead family member asalbadlisa repeats, “if poor Gil should lift
his head” (1988: 32). Another such cliché comehénstory “Fingerprints,” as Don Gill
discusses the “hill of January,” much more eaglyognized as theuesta de ener@ concept
entirely without meaning in English (1988: 63). Spainla cuesta de enerns used in reference
to the time after the holiday of Epiphany, charaeezl by cold dreary weather and a lack of
funds as a result of the Christmas holidays. Sofilee words left in Spanish could also be
considered clichés, such as Cavaiiitas telling @aféfe are Los Madrilefios and must not let
this comehostiaput anything over on us” (1988: 174). The woainehostiaameaning “those
who eat the host,” is used in everyday languagmassult for priests. To summarize this
category of stereotypes in the novel, there arersédifferent levels of clichés in the narrative,
those that are written in English and easily undedable, those that are written in English but
require a knowledge of Spanish to understand tlagwh finally, those left in the original
language. Alfau’s purpose in using such cliché&mseto be to create a Spanish ambiance within
an otherwise English textual discourse modality.

2 The Role of Stereotypes ilhocos

Having discussed the fact that stereotypes ofiatikexist in the narrative abcos,the next

step is to try to understand the role of the styypess in the novel. After all, scholars have
discussed how stereotypes can have different fumetvithin literature. Much of the literature
that belongs under such labels as postmodern ¢cglosial is written by individuals with an
elevated level of consciousness about their sudiogs and especially about identity. This
lends itself to using the stereotypes intentionialgrder to accomplish a specific purpose within

the text. Dufays speaks of how this is often thgedn such literature:
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Un estereotipo, como lo dijo ya Paulhan a propasittos clichés, es antes que nada un enunciado,
un modo de hacer o de decir o una idea “de los’otjee yo rechazo. Mas como este rechazo
introduceipso factouna disyuncién, un desacuerdo entre el enunciadarrgceptor, el estereotipo
aparece por definicion como un lugar de reversiddide valores: segun los contextos y los
receptores, las mismas unidades verbales o tem&tcaevaluadas como simplistas, falsas,
inmorales, usadas... 0 al contrario como ricas, Ende, necesarias, eIegaﬁ(@@lZ: a7).

So, since stereotypes can be used on severalahfflavels within literature, it is left to the
reader to discern whether the stereotypes are takiea at face value, and if not, to discover the
meaning behind the use of stereotypes in the t8gholars who have researched stereotypes in
the field of literature offer several differentteriia for investigating further into the use and
meaning of stereotypes.

2.1 “Ethos”: The author’s presence

Interestingly, while the author’s “ethos” seemsalated to stereotypes, Ruth Amossy chooses to
begin her discussion of stereotypes by emphasthisgarticular point. She defines this idea of
“ethos” as “la imagen que el locutor proyecta deisino en su discursd(2012: 28). Again,

she is very careful with her language, stating thatauthor chooses to portray only an “image”
of himself. When considering how this image of #ughor portrayed through the text is
important to the idea of stereotypes, Amossy irtfidlly explains:

En el caso del ethos, habra que ver pues cualdesefementos de su persona que el locutor
exhibe y de qué manera éstos responden a un nestetmnado en su propia cultura; o cuales
son los elementos que destacan en su discursolg ggamilan a su pesar a un modelo cultural al
que no recurre conscientemén@012: 33).

2A stereotype, as Paulhan has already stated on the subject of clichés, is, before anything else, an enunciation, a
way of doing or saying or an idea “of the others” that | reject. But as this rejection introduces, ipso facto, a
separating, a disagreement between the speaker and the receiver, the stereotype appears by definition as a place
for the reversibility of values: according to the contexts and the receivers, the same verbal units or themes are
evaluated as simplistic, false, immoral, over-used... or on the contrary as rich, true, necessary, elegant [my
translations].

* “The image that the speaker projects of himself in his discourse.”

*In the case of ethos, one would have to see which of the elements of his person the speaker shows and in what
way these elements respond to a model sanctioned by his own culture; or which of the elements stand out in his
discourse and which are reluctantly assimilated to a cultural model to which he does not consciously appeal.
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Therefore, just as stereotypes exaggerate cedprrts of a culture, creating a distorted
caricaturized version of a specific identity, theheor’'s ethos illuminates certain aspects of his
own persona, while removing others from view. Wkean from this perspective, the
representation of the author in the text could pleany roles; it could potentially be an
additional stereotype, a reactionary voice, anotbere propagating the stereotypes, or even an
apathetic bystander. A careful examination of tathos” can lead to important discoveries
about the use of stereotypes in the novel in génera

The idea of ethos within the postmodern novellmacome increasingly complex since
many postmodern authors choose to create a medéimarwithin the text. When upon
beginning the novel, the reader is greeted by tileca himself, in the postmodern novel it is
likely to be a subliminally distorted version okthauthor instead of a true representation. Again,
this brings special importance to the idea of “sthsince “Elethosse presenta como una
autoimagen deseada y programada por un sujetorhalglae domina el arte oratorio y que
pretende influir en las mentes mediante una reptasién apropriada de su perschg&mossy
2012: 29). This convoluted “ethos” often foundpwstmodern works is definitely applicable to
Locosas well, as the reader encounters several digtepittions of the author’s “ethos” in the
text, since Alfau appears simultaneously as characarrator and author.

The first place to begin in this evaluation of teéhos” in the novelLocosis through the
“Prologue” that introduces the reader to the no¥ebm the very first pages, it becomes
virtually impossible to separate Alfau the authant “Alfau” the narrator, as the apparent
author leads off by stating that “the pages hawnbrimbered clearly and the stories arranged

less clearly in a conventional order which my fdddr. José de los Rios, and myself have found

> “The ethos presents itself as a self-portrait desired and programmed by the speaking subject who dominates
oratory art and who attempts to influence minds through an appropriate representation of his person.”
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somewhat adequate” (1988: ix). Therefore, fromaimset of the novel, planes are already
broken, since the supposed author is interactinig ks own characters. From the Prologue, the
reader also surmises that the author is narradtiegtory, but as the novel progresses, the reader
quickly comes to the realization that the “authlog’meets in the Prologue is in fact an alter-ego,
“Alfau,” who is an unreliable narrator. This fundantal aspect of the “ethos” in the novel has
the double effect of making the author appear clost as a result of the creation of “Alfau,”

the true author dissociates himself entirely frowa movel, becoming all the more distant and
enigmatic. In case the reader is incapable afhieg that conclusion on his own, “Alfau” again
suggests:

And even as | write this prologue, | realize houetthis is, for | can find no connection with that
individual and official author of this book who anwihile in the mad, fantastic city of Toledo
wandered one day with his friend, Dr. José de lios,Rnto the Café de los Locos (the Café of
the Crazy) where he witnessed things and saw pedpth in his playful imagination took the
shape of this book, who with the lack of conscietypécal of an author advised an acquaintance
there to trade his insignificant, though real iifehis world for the still less significant andtrad

all real existence in these pages, who at the €adtbapter flung a window open and let in real
life to take the stuffy and fictional life of thee character who was his childhood friend and who
in a persistent confabulation with the charactetsé in that Toledo café, is the abstract, but
nevertheless real, perpetrator of this experimed88§: x).

One can sense from the jumbling of roles of narrata author that Alfau the author has
removed himself from his fiction through his “doalthe narrator, yet he still creates an
“overly modest” author persona for himself.

Beyond the distance imposed between the narratbthee author, Alfau then proceeds to
surrender his control of the novel not only to fiiesrator but to the characters themselves. He
states: “I am not entirely to blame for committithgs novel; the characters used in it being, |
believe, far more responsible than myself’ (1983. iThe language takes on that of a detective
story, with the novel being an act “committed” @ahdt someone must be held “responsible” as if

it were a crime. Alfau the author allows himselfdwell on this idea of surrendering the control
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to the characters and he returns to it repeatédbyughout the “Prologue,” allowing the reader to
sense its importance, as he continues:

For some time | have been realizing more and mieaely the way which characters have of
growing independent, of rebelling against theilato€s will and command, of mocking their
author, of toying with him, dragging him throughhs® unsuspected and grotesque path all their
own, often entirely contrary to that which the aurthas planned for them (1988: ix).

This reminds the reader of the second paRarf Quixotg(1615), in which the characters are
self-aware in the fact that they know they haventibe characters of a very popular novel.
Alfau, in his emphasizing the independence of heracters in writing their own stories creates
a literary echo back to the high point of the Sphariterary canon itself. At this point, the reade
has been given a twice complicated “eth@s,’the author Alfau allows himself to be supposedly
subjected to his narrator self, “Alfau,” and thest ggain to his characters as they overrun his
plot.

This compounded “ethos” escalates one step fuwthen Alfau becomes a character in
his own narrative. The final story of the novddmance of Dogs,” is partially composed of a
supposed manuscript written by Garcia, one of Hagaxcters in the novel. Alfau is included in
this manuscript as one of Garcia’s boyhood friendhile this “Alfau” seems entirely removed
from his duties as narrator, he still remains ptivgpecial knowledge about the past lives of the
other characters, expressed in the text when Gaggiarks: “Alfau seemed to know the story
already” (1988: 174). Once more, the separateeglahauthor, narrator and character are
broken and “Alfau” seems to simultaneously perfatifferent roles at the same time. This third
level of authorial persona portrayed in the texttfers the playful and unconventional “ethos”
Alfau has created.

The question then becomes what Alfau the authleojgng to accomplish through his

“ethos”. The first conclusion that one can takanfrthis portrayal of the author is, once again, a
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postmodern emphasis. In fact, the idea from Paodémmesm of playing in the chaos that has
become so representative of the movement is stixtectly in the text: “By the end of this book
my characters are no longer a tool for my expresdat | am a helpless instrument of their
whims and absurd contretemps” (1988: xi). Instefaa struggle at the loss of meaning, the
author’s solution is to surrender his intentionstfe novel and play amidst the absurd and
chaotic mess. Also, by making his persona unradiabd inconstant, he plays with the concept
of reality and truth of experience. Beyond thistpasdern moment, another possibility is that the
narrative is basically a playing out of countlesentypical caricatures interacting with one
another. In some ways, if this is the basis ofritveel, it makes complete sense that the narrator
and the author would have little to no power, sieaeh stereotypical representation will play
itself out simply by following the fixed identitysaigned to it through the stereotype itself. By
Alfau insisting that he has removed himself froroh@strating the events of the story, the reader
supposedly sees the raw stereotypes without anjpodation from the author. Finally, by
recreating himself on the level of character, Alfautrays himself as yet another stereotypical
madman: a young, impressionable schoolboy.

2.2 Distancing

Another aspect worth considering is the distanbieigveen the author and the text, as this may
offer clues as to how to read the stereotypesamthrative. The existence of the stereotypes
within the text does not automatically mean thatdhthor is using these stereotypes as a form of
criticism. There are many potential reasons aghtythe author may use stereotypes and it is
always dangerous to read into his intentions, ealhgavhen considering works of fiction, since
the opinions and perspectives represented in #tesémnot be automatically assumed to be the

author’'s own. As Bakhtin explains:
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A prose writer can distance himself from the largguaf his own work, while at the same time
distancing himself, in varying degrees, from thigedent layers and aspects of the work. He can
make use of language without wholly giving himsgifto it, he may treat it as semi-alien or
completely alien to himself, while compelling large ultimately to serve all his own intentions
(1981: 299).

In this way, countless authors have used stratsgiels as stereotypes without having to
associate themselves with the content of the stgres themselves. However, as Bakhtin points
out here, the fact remains that the author doe=eii@hoose the language and creates the plot of
his novel, whether his intentions are ironic or.not

The distancing in the text is therefore an impatrtdue in deciding what the author’s
intentions might be in using stereotypes. Dufa&fsrences Voltaire’'s use of stereotypes in his
work Candide(1759), stating that the overemphasis on Voltaidessance from the content of
the work is a clue to the fact that he is writingnically (2012: 51). With this famous work as
an example, one cannot help but wonder, then féwAls not using a similar strategy by
overemphasizing his distance from the contentithaéing portrayed. As previously mentioned,
he states repeatedly that the characters aregtim@re in control than he is, and in case thss ha
not been made clear enough, repeats: “I shouldthddauthor is lost” (1988: x). Later on, he
again insists on the sovereignty of his characstating: “Time and space do not exist for these
people, and that naturally ruins my work complétél\p88: xi). Alfau, in his marked distancing
from the plot of the novel and the perspectivedrpged by his characters, seems to line up with
Dufays’ argument o€andide that such emphasis on the disconnect between theraand the
work could be a clue as to the irony and critical@rtg place through the stereotypes being
portrayed.

Therefore, in evaluating the nouadcosaccording to the schema provided by Amossy on
the ethof the author, one can see that Alfau attemptadiude the maximum amount of
distancing. First, by including his own name oe ktvel of character, narrator and author, he
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appears to be closely linking himself to the tend & the characters’ actions and beliefs.
However, at second glance, he in fact has distahireself more from the text in that the
character and the narrator provided with his naraekearly farces and far from actually
representing himself. Therefore, in considering hioe ethogrames the stereotypes in the
novel, one could say that Alfau has achieved tleatgst level of distancing available. This
distancing is a metanarrative tool that allowsrdreder to interpret the stereotypes that run
rampant throughout the text as a strategy forqeritig the very beliefs they represent.

2.3 The Reader’s Role in Interpreting Stereotypes

Having established that there is more than sufftaigstancing in the text to allow the
stereotypes to be considered as part of a larg&que throughout the novel, the final piece of
the puzzle of the narrative is the reader. As Jasgyssen expresses it in his essay on how to
read stereotypes, the part of the equation ofmgiitharrating and reading that is impossible to
control is the reader. This is because each resd@und to react differently to the text and
each one brings with him different backgrounds lemalvledge that may or may not align with
the author’s (2012: 79). Therefore, if the autisattisplaying a stereotype deeply embedded in
his home culture, someone who has had little toamdact with that culture will most likely miss
the stereotype entirely, either not knowing tha&xisted or not recognizing it as such. Ruth
Amossy expresses this sentiment when she clainsso “&gnifica que el lector (ya que sea un
participante en la interaccion o el analista) cenlos estereotipos en vigor en la cultura y el
campo de actividad del locutor, es capaz de aprsgigalorizacion social y de percibir sus
funciones en un tipo de interaccién determindd@012: 33). This presents itself as an

especially complicated issue when considering pbsteal works or immigrant narratives, since

® “This means that the reader (given that he is a participant in the interaction or the analyst) knows the stereotypes
inherent in the culture and the field of activity of the speaker, is capable of appreciating their social value and of
perceiving their functions in a specific type of interaction.”
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the potential reader is most likely to be unawdrstereotypes or references from the other
culture.

In Locos,the aspect of metanarrative has an interestingatrgpathe issue of the reader.
The metanarrative defines the course of the readsygcially at the beginning of the novel
when the reader is addressed directly by this ta@arfAlfau” and is given a series of
instructions. As with other aspects of the tex¢, dverladen emphasis on how to read the novel
screams out irony to the reader. “Alfau” beginsskgting that the reader “can read it in any
fashion, except, perhaps, upside down” (1988: ™)e playfulness carries on as “Alfau”
continues: “As a contrast and a tacit reproaclhitrhost impolite animation of the characters,
the reader should exercise a certain amount of osorp and under no circumstances show
signs of the slightest surprise at whatever takasep) (1988: xii). This once again places the
narrative well within the characteristics of thespoodern novel, where all is a game and the
reader is invited to lose himself in the chaosctsan emphasis on the supposed lighthearted
nature of the novel also seems to beg the readakéothe novel in the very opposite manner,
carefully considering the order of the stories #ralshifts in the characters that take place.

On another level, anticipating the reader’s eaggsmo reach conclusions and draw some
sort of meaning from the novel, the narrator orgarasteps in to warn the reader before he
should continue. The first piece of advice ismilist beg the reader to expect nothing but that,
which in this case, and due to the unreliable attara and myself, conveys no meaning at all but
only empty situations” (1988: xi). Reaching thelef the Prologue, and thus the end of the
most direct interaction with the narrator, he agasists:

In other words, the reader is expected to sit laackwatch this procession of strange people and
distorted phenomena without even a critical eyf@ look for anything else, or to take seriously
this bevy of irresponsible puppets and the inaiesty of the author, would not be advisable, as
by doing so and imagining things that might lenehtiselves to misinterpretation, the reader
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would only disclose, beneath a more or less efméntacomedy of gestures, the vulgar aspects of
a common tragedy (1988: xii).

Once again, the emphasis on the lack of meanisgyaificance behind the creation of the novel
allows the irony to speak for itself, as if Alfasiin fact beckoning and inviting such criticism
and investigation into his work. It also suggestghe final phrase of the passage that this
“entertaining comedy of gestures” is in fact aigtie on several aspects of society, hence the
reference to “common tragedy.”

As theorists agree that the one unstable pahteo&tiuation of using stereotypes in
literature as a form of criticism is the role oétleaders, it is interesting to note the special
attention that Alfau gives to preparing his readersvhat is to follow. He speaks almost
entirely in irony, but the general message thrathgl irony could be both a warning to withhold
from initial conclusions and to enjoy the madhoumé,also, an indirect invitation to search for a
deeper criticism within the pages of the novel. tiis chapter will later discuss, the stories of
the novel do lend themselves to this form of astic.

2.4 Using Stereotypes as Critique

The first step in considering stereotypes as @itids to establish whether stereotypes are
indeed a valid tool for such endeavors. There len scholars, such as Roland Barthes, who
have stated that stereotypes can only be the dppafsjood literature, avoiding the idea that
they could in fact be used as part of criticismf@ys 2012: 49). However, other scholars have
supported the idea that stereotypes can be pariticism in narrative. As Ruth Amossy states,
“el tratamiento de los estereotipos en el disciictiwio ha dado lugar a innombrables trabajos

gue han demostrado efectivamente cdmo éste puedadicar o deshacer los estereotipos
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étnicos, sexuales u otrd(2012: 39). The important idea here is that teeestypes are not
used necessarily only in irony, but that the stemes can be used to show that they are, in fact,
overly simplistic or unrealistic. However, the ra@xtreme option of directly opposing the
message conveyed by the literature through iromypather valid option, as previously seen in
Dufays (2012: 47). The reference to rejectionaglisement or reversibility of values,
emphasizes how the author can use stereotypeganety of manners simply through the
styling and tone that surrounds the very stereatydéderefore, despite the rejection of a few
authors of the idea that stereotypes can be usadya® of criticism, most theorists agree that
stereotypes can indeed be a rich strategy focismti, and they can be used as such through the
tone of the writing selected by the author.

A further issue with the use of stereotypes ag&@m is the difficulty of interpreting
when stereotypes are used as a reinforcement adebehey convey or when they are indeed
used as criticism. Some of these manners of reziognstereotypes as criticism have already
been discussed, as, for example, the author'sndistiiom the content of the novel, the further
distancing accomplished through the use of theat@rror the author’s efforts to direct the
reader in his interpretations of the novel. Beytreke clues, another way of interpreting the
stereotypes is to consider the tone of the wrisimgounding the stereotypes. Dufays references
Amossy'’s differentiation between the possibilitythé stereotype being read as a concept, or the
stereotype being read as an opinion. He then goés state, “no hay nada que permita zanjar
objetivamente entre estas dos interpretacionesitraque la enunciaciéon no va acompafiada de

ninguna sefial metalinglistica que revele la pasid&l enunciador, el resultado interpretativo es

7 “The treatment of stereotypes in fictional discourse has led to innumerable works that have effectively
demonstrated how this very treatment can complicate or undo ethnic, sexual or other stereotypes.”
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incierto, sometido a la bivalenci&{Dufays 2012: 48). The necessary factor for ustdeding
how to read the stereotypes in the text belongisdanetalinguistic aspects of the writing. Using
Noam Chomsky’s definition of this idea of metalimgics, this means that the reader must then
have an understanding of the narrative’s functsdrycture, and usage. In other words, the
reader must evaluate the background of the teittraktes to the stereotype.

Therefore, in order to recognize stereotypes agung more than what they represent
at face value, and that the stereotypes may beagadorm of critique through satire, the reader
must use metalinguistic skills to recognize the mfl the stereotypes in the text. As John
Clement Ball states in his work on satire, satitestfollow a set of “norms,” otherwise it will
not be recognized as being, in fact, satire (2@83. He goes on to explain that, “the critic must
be alert to the fact that some satiric represemtatwill look like reinscriptions of condescending
colonial discourse, as well as to the possibiligttambivalence and satiric multidirectionality
may qualify a text's apparent loyalties” (2003: 2&)gain, this strategy relies on the reader’s
ability to evaluate the metalinguistic aspectshef text, looking for discrepancies that show the
author’s irony in using certain stereotypes. Baltomes even more specific in explaining what
readers should be on their guard for: “When sélieads languages, styles, or discourses in its
parodic mode or as a form of humorous incongrsiéire theories are inclined to set up
linguistic gaps as hierarchical determinants ofwatson” (2003: 23). Once again, this form of
reading the text requires evaluating it on a mdoea) level in order to see whether the very
conglomeration of styles or tones may lead to micatbackground surrounding the stereotypes

in the narrative.

& “There is nothing that allows us to objectively decide between these two interpretations: if the enunciation is not
accompanied by any metalinguistic signal that reveals the position of the speaker, the interpreted result is
uncertain, subject to double meaning.”
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Another way of reading these stereotypes as a édreniticism is to see if the author in
fact breaks down the stereotype through providingraety of positions and perspectives that no
longer allow the reader to see the stereotypedagegfirough a unitary lens. This idea is called
interpolation, as Bill Ashcroft explains in refecento stereotyping in postcolonial literature:
“this strategy involves the capacity to interpdseintervene, to interject a wide range of
counter-discursive tactics into the dominant dissewvithout asserting a unified anti-imperial
intention, or a separate oppositional purity” (20047). This differs from the previous, more
satirical interpretation of stereotypes becausgenbt stating the erroneous nature of the
stereotype in itself, but stating that it limitsdaereates binary oppositions when it claims that
entire groups of people act in a certain way. T of stereotyping has been experienced
often by groups of people living in the United $&tas we saw previously in Suzanne Oboler’s
comment on the denial of a sense of self to indi&isl through the umbrella term “Hispanic”
(2002: 77). While this is a very specific examfstam a non-literary source, the same can be
true of stereotypes found in literary texts, asaseriterary texts may break down binary
oppositions by showing the difference where theestiype claims unity.

2.5 The Postmodern in Stereotypes

One further caveat must be discussed before defuntiger into the content of the nouebcos,
for in the case of postmodern literature, the iole&riticism” or a pointed message being
delivered through the use of stereotypes mustflaged with the idea that the stereotypes are
simply part of a game and the chaos of the texhowit the necessary teleological design. As
Dufays explains: “desde esta perspectiva, legali@mente— y, de este modo, hacer de su
lectura un juego— equivale a someter el texto duacanes contradictorias, no con el fin de

desconstruirlo, sino de conseguir que produzcaaximo de efectos, de manifestar el caracter
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complejo y mltiple de su valo!"(2012: 49). The idea that the reading should gamae, a
chaotic enjoyment of multiple ideas and charaateti&ding with one another, is representative
of the postmodern movement, and this is anotheortapt reason for incorporating stereotypes
into the text. This way of using stereotypes dusdead to any direct rebuke of the stereotypes
or offer a more accurate picture of what the stgp®is portraying; it is a simple release from
all searching. As Maria Louisa Ortega applies ploistmodern perspective to literature, she
states: “nos deja disfrutal® what the reader clearly recognizes is a gameistims of colliding
stereotypes (2012: 116).

In considering the role of stereotypes in the postenn novel, while the postmodern
disintegrates into game playing and chaotic absasgistereotypes can still be used on different
levels. Dufays presents the concept ofvihi@ért' in the postmodern novel, stating that what
may appear to be a straightforward recountingerestypes, can in fact be a postmodern
version of stereotype, depending on the authoesafishe stereotypes in the text: “El autor
juega con el doble estatuto de los estereotipeqriesenta como indiferenciados, ambivalentes o
indecidibles™® (2012: 51). He then goes on to explain the faffierdnt ways that the
postmodern author might present stereotypes. rsiestiates that the author may show an
indifferent attitude toward the stereotypes, natvaing a particular opinion about their existence.
As a second option, the author may reveal sevéfateht and discrepant stereotypes in a
polyphonic manner. He might also show more madadradictions through his narrating of

the stereotypes by juxtaposing several differemsgectives. Finally, the author might

? “from this perspective, to read something as literature, and in this way, to make from their literature a game, is
to submit the text to contradicting evaluations, not with the purpose of deconstructing it, but of achieving the
production of the maximum number of effects, to manifest a character that is complex and multiple in its value”
%4t allows us to enjoy it.”
11 . .

oscillation
12 “The author plays with the double statute of the stereotypes, he presents them as undifferentiated, ambivalent
or undecidable”
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demonstrate ambivalence toward the different petses throughout the novel (Dufays 2012:
51). All of the different strategies that the postlern author might employ with his use of
stereotypes reflect a common thread in that theyalase this technique with a single goal in
mind. The new goal is to simply get lost in the ld@f the stereotypes and perhaps show their
inaccuracy through the misaligning of the stereesyas they collide in the text.

3 CategorizingLocos within the Theory

Having discussed how stereotypes can be usedt@ssaniand also examining what it means for
stereotypes to be used in a postmodern stylewitremains to locate the novebcoswithin the
differing theories. First, as a matter of cla@afion, Alfau’s use of stereotypeslincosstrongly
opposes what Jill Adams has stated, that “thene isvidence of dubious politics or personal
prejudices to be found in Alfau’s work” (Adams,1.999). While Alfau’s use of stereotypes as a
form of criticism is definitely a more indirect ategy, one cannot doubt the presence of politics
in Alfau’s work and inLocosespecially. Therefore, in this area, | agree Wittoebe Adams’
perspective on these representations in the nsivele she states: “The thinking of these people
constantly harks back to Spain, providing theiatoe with an excuse to poke wry fun at Spanish
preoccupations and character” (Adams, P. 1990:. 188)Phoebe Adams explains, the use of
stereotypes becomes an essential tool for creatorgique of Spanish character. However,
sinceLocoscombines aspects of criticism with postmodern gplaging, the two are difficult to
separate and for this reason will be dealt witthensame section.

3.1 Metalinguistics

As previously discussed in the theory on stereaypeetalinguistics is very important in
interpreting the stereotypes found in the narrativelooking at the novelocos,the need for

evaluating the novel on a metalinguistic levelpparent as a result of the multiple levels of
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irony in the text. First, the structure of the abis unique in that it is a compilation of several
stories, and, as the narrator has announced betfiening, these stories can supposedly be read
in any order desirable, however, the irony portcaygough the fallible narrator reveals that
these stories are arranged and meticulously caéclila the order they are presented. Also,
within the structure of the novel, the Prologuenferpart of the metalinguistics, as the reader
interacts with the supposed author, who turns @bet“Alfau” the narrator. Later in the novel,
there is a series of footnotes in which “Alfau” ppaars in the text, redirecting the reader and
apologizing for his characters. Toward the enthefnovel, one finds a manuscript, yet another
structure within the novel. Within the storiesrtigelves, the characters shift in and out of their
personalities and their identities, one such exangpPepe Bejarano, who plays a different role
in three distinct stories. An even more dramadisecof the shifting characters is Carmen, who at
times becomes Lunarito, who in one story is a ama, in yet another, a sister at the age of
adolescence. All of these shifting charactersiatetweaving stories allow the reader room to
believe that the content of the novel is not tadken at face value, opening up the idea that the
stereotypes could possibly be used as criticism.

When considering how the reader should interprentetalinguistics of the story, there
are several different areas of usage that the reatheaccess as clues. The first of these areas of
usage is the very naming of the characters in tiveln The name Padre Inocencio is not
arbitrary; it already prompts the reader to wortdexrhat point this name, and therefore the
character himself, is ironic. The names Garcialndle los Rios are references to literary or
historical figures and equally intentional. Garstanmons up images of Don Quixote, lost in a
sentimental haze, or perhaps even the romantic/mguet Federico Garcia Lorca, who was

Alfau’s contemporary, reaching the height of hisiéaaround the time of the publication of
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Locos Of course, this correlation is entirely subjeetisince it is impossible to know if Alfau
had, in fact, read Garcia Lorca’s work. The named® los Rios most likely is in reference to
one of two progressive Spaniards: either to Fraonoc@iner de los Rios, an advocate for secular
education, or his nephew Fernando de los Riosgialsb politician who was famous during the
time Alfau was writing. The connection betweeash two historical figures, Fernando de los
Rios and Federico Garcia Lorca, whose families \oerg-time friends, could even potentially
mirror the friendship between these two charagtetise novel. The names of the two brothers,
Pepe and Gaston, are both stereotypes in themsedpessentative of their countries. Then in
the name Carmen, one finds a seemingly endlessyist this name representing heroines and
femmes fatales throughout Spanish literature arddfr depictions of Spain through Mérimée
and Bizet (1988: 107). These names are blatansjdeansporting the reader to a series of
associations and references with each name. Qhearlevel, the use of Spanish in an English
text also must be read in a metalinguistic ways@setimes words are translated and explained,
sometimes they appear in the original language mothdditional information from the author,
and on yet other occasions, they are already &tsinto English by the author, only to be
recognized as such by the reader who notes a focaiglue within the structure of the phrases.
As a result of all of these separate aspects dadlingtistics, the novdlocosopens the door for
reading the stereotypes as a form of criticism.

3.2 Reinscriptions with Discrepancies

With the background behind the stereotypes estadalishrough a study of the metalinguistics in
the novel, the next step is to examine how the Ingyes about presenting the stereotypes
themselves. First, in comparing the novel to tcangsque novels that Spain is famous for, the

character “types” are all present. Ad.imzarillo de Torme$1554), the reader encounters the
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beggar, the priest and the impoverished noblendanin Unamuno’sSan Manuel Bueno, martir
(1931), one finds the priest who struggles withfaith but keeps silent. The character of
Carmen beckons back to Bizet's classic op€emen(1875),based on Mérimée’s novel
(1845). However, while the stereotypical charactee present in the novel, if the reader is
searching for criticism among the naming of theesig/pes, the next step is to look for
discrepancies. In this seng®cosdoes not disappoint. The first and perhaps tlungest case
is Padre Inocencio, who, it would seem, is nohascent as one would suppose, but the fact is
never verified by the narrator. The next wouldfoediscrepancies in the character of Carmen,
who is tainted by the fact that her lover is adfuaér brother. The character of the beggar is
distorted in that he is not poor, but is the Mieistf Finance. In this waj,ocosaligns itself

well with the theory behind using stereotypes &gcigm, as it seems to play along with the
stereotypes themselves, yet the discrepancies eadiseancing between the mere presence of
the stereotype in the text and the author’s actesning.

3.3 Breaking a Unitary Lens

Locosalso shows strains of criticism amidst its steyp@al characters, since it breaks the single
lens that is usually associated with the portrayaitereotypes. Going back to the original
definition of stereotypes, the fixation of an idgnon a singular quality or attitude, we find that
Alfau does not limit each character of the novebte particular characteristic. Perhaps the best
example of this is, yet again, Pepe Bejarano, whroughout the story “The Wallet” has his
foreign veneer slowly washed off him until he fitdmself back in his own Spanish self. This
breaks down the very stereotype Alfau is usindnangtory, since Pepe arrives on the scene as
the stereotypical Spaniard who has lived outsidgpain for a long period of time, yet he does

not remain in that perspective throughout the stasyhe slowly finds himself absorbed into
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Spanish society again. Other examples of this avbal“Alfau” the narrator as he is allowed to
experience Tia Mariquita or as he experiences @axian outsider as well. As one final break
from the unitary lens of the stereotype, the metatiae established in one of the first stories,
“A Character,” takes away the stereotypical natfrihe characters as the reader always keeps in
mind the fact that these characters have beerecreat of “real” people taken from the Café de
los Locos in Toledo.

3.4 Playing in the Madness

Finally, in considering the postmodern elementhimnovelLocos,this seems to encapsulate
Alfau’s approach to stereotypes within the novéikst, the postmodern element has already
been established by the references to playfulnegsl@aos previously discussed. From there,
through evaluating the differemiivenegresented by Dufays, the use of stereotypes indkel
falls within the category of indifference. The etltategories of polyphony, contradiction and
ambivalence do not fit the narrative as well beeaushin the text of the novel there is not a
strong allusion to discord; with the exceptionafgious stereotypes, the stereotypes are
apparently held up intact. Alfau relies almosirehy on the metalinguistics so the reader must
draw his own conclusions about the stereotypesepted in the novel. To create opposing
points of view within the novel is too forthrigharf Alfau’s style, especially since the obvious
context clues accomplish the element of criticisitheut the aid of a contrasting viewpoint.
Even when considering the elements of criticisnh tlzaexist in the novel, it remains true that
the novel fits well in the postmodern frameworkyca even the criticism is created in a playful
manner, without really searching for a solutiorthte issue being addressed. As Susan Elizabeth
Sweeny has noted, the frame of the detective staltered in order to achieve this very

purpose: “rather than successfully solving a mystiie detective confronts the insoluble
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mysteries of his own interpretation and his owmtdg” (1993: 208). However, in confronting
them, Alfau does not despair at the lack of resdhu embraces this enigmatic state.
3.5Valle-Inclan and His Bufones

By using stereotypes in characters as criticismenmnaintaining a postmodern style, Alfau’s
Locosreminds the reader of the genreesperpentothe grotesquejeveloped by Ramon del
Valle-Inclan, and even more specifically of his eébufonesfools or buffoons He

established what he hoped would become a new géfiterature, giving it the name
esperpento Esperpentditerature intentionally uses deformed individuasscharacters in order
to portray the grotesque or, in other cases, dtesedeliberately inaccurate descriptions of
reality. This genre also frequently used the cweacairror, since it is a way of distorting the
human figure into the absurd or even grotesqudleMaclan’s use of thbufonesvas not
original to himself, but came from Goya'’s famoustpats of severabufonesas a depiction of
the grotesque, both comic and tragic. THagenedit well into Valle-Inclan’s new genre
because they represent the fallen nature of theemadan, incapable of the heroism of prior
generations. He relied on these images in ordpottvay a tone that would be both playful and
yet still critical, as he described it, cited byfgkiso Reyes: “La articulacion simultanea de planos
cémicos y tragicos® (Dougherty 2003: 205)Esperpentas Valle-Inclan’s solution for allowing
playful madness while still creating a critiquesokiety. It is, for him, an image that can
accomplish both at the same time: “El esperpeniieimalanesco y la vida real se identifican en
la vision del autor para crear un mundo desconur@onde coexisten la tragedia y la farsa,

donde la angustia y el desatino humano estan estasue juego™ (Cardona and Zahareas 2012:

B “The simultaneous articulation of comic and tragic planes.”
" “The Valle-Inclan grotesque and real life identify themselves in the author’s vision to create a disconcerting
world where tragedy and farce coexist, where anguish and human nonsense are constantly at play.”
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125). Valle-Inclan sets out to show the inconsisies he sees in society by exchanging the
typical heroic protagonist for the ridiculed, def@d and grotesqumufén.

Having established that Valle-Inclan uses thmgenedn order to create a playful
criticism, the next step is to understand what #ydne was criticizing. In many of the
interviews with Valle-Inclan, he insists that thésgonesare not simply a playful critique of
modern society, but a specific critique of what 8paniard has become (Dougherty 2003: 207).
Therefore Valle-Inclan’s goal, as stated_mnovela de hoyl6-V 1930), in creating this new
genre is to write characters that reflect whatdedsfis the truth of the society he lives in, beang
run-down, broken Spain that carries tragedy wittself, no longer capable of recreating the
great heroes of the past (Dougherty 1983: 192) sthites irLuces de bohemi#at the country
has traded in its role as the heroic protagonigsiprior glory for its role as theufonof Europe:

Los héroes clasicos reflejados en los espejos gdéaaan el Esperpento. El sentido tragico de la
vida espafiola s6lo puede darse con una estétieenéiicamente deformada.

Espafa es una deformacién grotesca de la civifimamiropea. Las imagenes mas bellas en un
espejo céncavo, son absurdagValle-Inclan [1924] 1999132-133)

By using thesbufonesas representatives of Spanish society, Valle-Inalas expressing the
ridicule that Spain had acquired in the eyes ofréis¢ of Europe. He believed that Spain was
severely lacking in modern progress, especiallgvaatt since he is considered a writer from the
famousGeneracion del 98 wave of success in literature and the artpairs He believed that
the political decisions Spain was making would ardyse the country to lag further behind the
leaders of Europe. His phrase “el sentido trageda vida” references the title of an essay by

his contemporary, Miguel de Unamuno (1912).

!> Classical heroes reflected in a concave mirror become grotesque. The tragic sense of Spanish life can only yield a
systematically grotesque aesthetic. Spain is a grotesque deformation of European civilization. The most beautiful
of images when reflected in a concave mirror are grotesque.
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Therefore, the aim asperpentditerature is to express the ridiculous, the absand the
obscure, which connects well with Alfau’s work, esjally inLocos In fact, Susan Elizabeth
Sweeny has briefly linked Alfau’s work to the genfeesperpentditerature in her article
“Aliens, Aliases, and Alibis: Alfau’s Locos as a Mphysical Detective Story,” along with
Borges and Nabokov (1993: 20Ajalle-Inclan himself explains for us in ti#ario de la
Marina (1921) what he hopes to accomplish through thisegesith the goal of setting up the
ridiculous, as he explains, as citedJn Valle Inclan olvidado

Estoy iniciando un género nuevo, al que llamo “gémstrafalario”. Ustedes saben que en las
tragedias antiguas, los personajes marchabantai@ésgico, valiéndose del gesto tragico. Yo
en mi nuevo género también conduzco mis persoabfestino tragico, pero me valgo para ello
del gesto ridiculo. En la vida existen muchossqre llevan la tragedia dentro de si y que son
incapaces de una actitud levantada, resultandel mpontrario, grotescos en todos sus dttos
(Dougherty 1983: 107-108).

The very use odbufonesallows the author to show the decline, as he isgiashumankind,
satirizing customs and culture by exaggerating thethe level of ridicule. The relationship
between Valle-Inclan’s characters and his critigi®panish society is a helpful framework for
understanding what Alfau’s purpose could be inusis of stereotypes ltocos. Jack Shreve,

who reviewed the novel on its republication by RgllArchive Press, anticipates this
combination of techniques when he briefly alludethis method: “Neatly divided into segments
that read like short stories, it juggles a congeokabsurdist types such as pimps, beggars, and
priests in what can be taken as a metaphor fomSpday” (1989: 81). This technique
resemblegsperpentditerature partly in how it plays between tragedg @omedy. Many of
Alfau’s stories appear to be comedies throughdhe and the supposedly conventional

structure, yet these stories reveal a deeper tyatpeodugh satire. Furthermore, many of Alfau’s

1 am beginning a new genre, which | call “the eccentric genre.” You know that in the ancient tragedies, the
characters marched off to a tragic destiny, producing a tragic gesture. In my new genre, | also guide my characters
toward a tragic destiny, but to do so, | use the gesture of the ridiculous. In life, there are many people who bear
tragedy inside of themselves and are incapable of a higher attitude, resulting in the opposite, their becoming
grotesque in all their actions.
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stories border on the grotesque and the surrgacesdly on the level of characters, fitting with
Valle-Inclan’s use obufones Finally, just as Valle-Inclan uses thefonesn his satire of
modern Spain, so Alfau uses kesosin his own critique of Spain.

4 Stereotypes of National Identities

Having evaluated the novel as a whole insofar &&uUAlises the stereotypes to create a form of
criticism in a postmodern sense, the next step iake an in-depth look at the stories
themselves, focusing especially on the stereotifp®sinclude. In order to organize the stories
by the stereotypes, the main stories dealing kithtechnique have been separated into two
groups, those dealing with national identity as pared to “the Other”, and those dealing with
Spanish national character in itself. Within thecdssion of each of the stories, the kinds of
stereotypes will be presented, along with theaaitor playful motives for dwelling on those
stereotypes, followed by a comparison of the usb@btereotypes &sperpentditerature. In

the first section, the stories “Fingerprints,” “TWéallet,” and “Chinelato” will be discussed, and
in the second section, the stories “The Beggarti€"Necrophil” and “A Romance of Dogs” will
be considered.

4.1 Spain and Other Nations

“Fingerprints”

Within the story “Fingerprints,” two main stereoggpare dealt with, the first being the
stereotype of the Spanish patriot. In his wigtknito del caracter nacionallulio Caro Baroja
describes the patriot as one who usually has a migtier impression of his own country than of
his neighbors:

De todas maneras, contradictorios o no, los ctisé§an: paralelamente en Espafia se construyen
imagenes, mas o menos deformadas y antipaticaslideds, franceses, ingleses, alemanes,
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flamencos, portugueses, etc. Entre la figura qu@ oacidn beligerante se hace de si mismay la
que hacen los enemigos hay enormes diferenciageteion’ ([1970] 200445).

In “Fingerprints,” Alfau’s exaggeration of the stetype is apparent from the opening scene of
the story since Don Gil believes he alone is a pateiot of his home country. An example of
this absurd patriotism is found when Don Gil rensaok his being the only one to have his
fingerprints recorded. The narrator explains: ‘STBon Gil considered an irrefutable proof of
the fact that he was the only faithful citizen amdy patriot in Spain, aside from the young King,
whose fingerprints, by the way, were not recordd@88: 59). In this passage the narrator takes
an active role in furthering the irony of this cheter who only considers the King his equal in
patriotism, but not even based on his own absutekrier.

As an added twist, the stereotype of Spanishqiesm is not one that praises Spain
endlessly; on the contrary, it is a pessimisticipasm. In this irony, Don Gil actually
announces the advantages of other countries os@wn:

Don Gil had shouted and pounded on the café talBlesa true Spanish patriot who cared for
nothing but his country, he had insulted Spain.skid that the Spanish people were careless and
lazy, that they never boosted national gloriesrader asserted themselves before other nations.
Don Gil was sure that if his father had been a émeran or an Englishman, the whole world
would know that he was the great discoverer ofdipgnts (1988: 58).

In Alfau’s representation of a Spanish patriot, M&ihbecomes a crusader fighting for Spain’s
advancement. The irony only continues as Dorp&iseveres in putting his hope in his
family’s success and in changing the history ofi&paTrhe name Bejarano would stand out.
The Bejaranos would be an important family in Spdite could not allow his father's memory
to die out in obscurity. Spain had produced toayrfargotten glories, too many unrecognized

geniuses” (1988: 61). This image of the patritst Well with the classical image of Don

7n any case, contradictory or not, the clichés fix themselves, in the same way in Spain they construct images,
more or less deformed and disagreeable of Italians, the French, the English, Germans, the Flemish, the Portuguese,
etc. Between the positive image each battling nation creates of itself and the one made by their enemies lie huge
differences of intentions.
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Quixote, wishing to reach beyond and attain somegthiore, only to fight fake battles and
return home realizing it was all for nothing.

Furthering this idea of Don Gil representing a @tix national stereotype, when the
Bejarano family is left utterly destroyed both bite¥nal and internal forces, the outcome bears a
strong resemblance to the melancholic endingarf Quixote for when Don Quixote tries to
rise above his circumstances and create a charigse surroundings, he is cut down at every
turn. The use of Don Quixote as a national stgpepis not surprising, since, as llan Stavans has
stated, the entire novebcos is “a wholehearted homage to Cervantes” and eva@ so since
Alfau, reflecting on his newly-found fame at thmé of being rediscovered, would call himself
“hidalgo redeemed” (Stavans 1993b: 143) (Shapird,993: 198). With this in mind, in
returning to the story, a glimpse of this stereetgpmes from the narrator’s description of the
Bejarano family: “The Bejarano family had been ataaather obscure and unimportant. It
belonged to the middle class, a term which in Spama far sadder meaning than anywhere
else, because of the fatal, everlasting qualitiedasses there” (1988: 58). The importance of
classes and the impossibility of rising above omtdss has been a long-standing literary focus,
especially prominent in Spanish literature. Howelfehis issue of class is the stereotype being
represented, then Alfau chooses an entirely postmmagpresentation of it. There is no
criticism included on the metanarrative level a 8tory, since the “criticism” comes from the
stereotypical character himself, whose absurdit/@intless demise become the central point
of ridicule, a mockery for the reader to enjoy.isTWwandering off into madness and laughing at
the absurdity of it all is a key characteristigpoktmodern literature, this being one example of

how Alfau accomplishes this postmodern play on ivevels in the text.
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The second stereotype employed in the text of “Eipgnts” is the way in which the text
uses the French as “the Other”. Alfau’s treatnaérthe relationship between the French and the
Spanish is once again more comedy than criticidnperfect example of this comes when
describing the marriage of Don Gil and Dofa Felisa:

Now, Don Gil abhorred anything that sounded Frengs.a real patriot he used no reasoning for
his dislike— he hated the French simply for beingneh. His wife, on the other hand,
entertained a sincere admiration for the neighborsss the Pyrenees, but as a true woman she
used no more reasoning for her preference. Shaysioved the French for being French (1988:
62).

Alfau’s representation of the view of “the Othes’d0 perfectly placed that it is stereotypical.
The fact that a true patriot is defined here ashaeing a reason for his hate of “the Other”
creates a playfully executed criticism againstrtagon as a political entity. We have already
discussed the role of “the Other” in the formata§mations, and this theme becomes a main
stereotype represented here in a simple and plesfelling of the ignorance behind the
stereotypical sentiments. Also, in this sectiairizeng the patriot, there is also a stereotypical
representation of women which falls into the catggd misogyny.

As a continuation of these stereotypes of SpathFaance, the children are also divided
between the two. Gaston is typified as the Frerahrthe womanizer. This becomes even
clearer in the following story, as Gaston slowlyldsdfurther into his stereotypical self: “when
Gaston returned from that trip of his to Paris bd bindergone a decided change. It seems that
that city brought out his true colors” (1988: 83)he reader also then discovers that he is a
professional pimp (1988: 84). However, while tisishe representation of the French through
the characters of the children, the Spanish siés dot fare much better. Carmen, given the
name most stereotypically representative of thenlSpdemme fatale, free in love and of strong
temperament, is painted in this story as a whaheés i one of the occasions when Alfau
chooses to leave a word directly in Spanish, paerty interesting, since the word choice is
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stronger in the Spanish than the English. The nmbm@mes when her mother exclaims,
“Carmen you littleputa,come here” (1988: 67).

Returning to the first central stereotype represgm the story, the Spanish patriot, one
finds Alfau’s satirical criticism of this characteminiscent of théufonesof Valle-Inclan.

Alfau takes a stereotype that is usually represeaseheroic and honorable and carries it to the
obscure. Don Gil is willing to sacrifice himsetfrthis country, but his own criteria as to why he
is the ultimate patriot are irrelevant and absanage his acts of patriotism are based on his work
in fingerprints, which he claims will be the glooy Spain. Aflau reflects Valle-Inclan’s image

of the depraved modern man because even the pednabt reach glory, instead he is reduced to
obscurity and shame. For Don Gil, this comes agtid of the story when he becomes, as he
believes, a martyr for his country, when in factias foolishly confessed to a crime he did not
commit. Alfau’s criticism seems to be first theetSpaniard chooses to mark his fame in
obscurity that will never amount to anything, likee Bejarano claim to fingerprints, and then
also that the society itself punishes the man witemgpts to mark his own path and achieve
success, since Don Gil reaches his demise as lhoé&iarcia planting his fingerprints at the
scene of the crime (1988: 42).

In the characters of Carmen and Gaston, there agams to be a deeper satirical
criticism at work. One of the relevant conceptghis particular story, specifically in the
stereotypes of Spain and France, is the idea ditbe&pains. As previously mentioned, at the
time Alfau was writing, Spain was divided into tyolitical ideologies, the first bent on
preserving a purely Spanish conservative Spairtteandecond motivated by excelling in
European modernity, drawing from scholars from Eea@specially, as well as being much more

politically liberal. It is important to note thdte differences between these two Spains, and
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therefore two entire ideologies, were so extrenag ttiey would soon form the two sides that
would fight a devastating civil war. What is fasaiing is that in using a brother and sister to
represent these two sides in the story, Alfau makstsong political criticism. The incestuous
relationship between the two characters seemsit fwoa lack of ideological purity on either
side of the two Spains, that each one would willifgeak his stance for personal gain. Alfau
seems to be pointing out inconsistencies foundath sides of the political division, and a lack
of pure motives in their political campaigns. Sedly, the incestuous relationship in the story
leads to a further devastation within the Bejartamily, as the two end up becoming lovers, to
the shame and even demise of the family. In comgahis theme within the story to Spanish
history, this perspective appears to have caroedkestruth when one considers the monstrosities
committed by both sides before, during and afterSpanish Civil War. Alfau’s image of the
downfall of the Bejarano family seems almost prdighe light of the devastation caused by the
Civil War and the following years of starvation aextreme poverty, not to mention the families
divided by political beliefs, leading some to pnsexile or even death. Patriotism was laid
claim to by both sides in the Civil War, as Xoséfdal Nufiez Seixas claims in his essay
“Nations in Arms against the Invader”:

Wartime nationalist discourses had certain appaieritarities, particularly the Spanish
“patriotic” appeals developed on both sides ofdbeflict. But this does not mean that both
messages were identical. [...] On the republican, sideonalism constituted just one
legitimising argument alongside others. [...] Natibem played a much more important role on
the rebel side from the very beginning. Its cruftiaction as a mobilization tool was only
marked by the call to defend Catholicism (20055p4-

“The Wallet”
Moving along to the next story that involves steéypes regarding “the Other” in Spanish
culture, in “The Wallet,” the reader follows Pepej@ano as he embodies and encounters

stereotypes of both Spain and England. This kfreteyeotyping is not surprising, as recent
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scholars analyzing the relationship between Pastealism and the use of stereotypes have
found: “la nocién del estereotipo aparece con facia en trabajos que se proponen analizar la
representacion del Otro en el texto literafiq¥an Tongeren 2012: 316). Since “the Other” is
the main stereotype developed throughout the stieeyauthor elaborates and delves into the
details of this portrait of cross-culture stereatgp The first stereotypical encounter in the gtor
is Pepe’s appearance as an outsider in his owrtrgoun

There was something in his general demeanor thiatthe unmistakable seal of the foreigner
(that is, from the viewpoint of a Spaniard). P@da was his shaven face, or his extraordinarily
fair complexion; perhaps it was only the pipe hewaoking, a thing which at that time, in Spain
was the privilege of a foreigner, or of a persorowlksired to be considered a foreigner—
hundred percent Spaniards smoked a pipe only wiegnttaveled in a ship, that is, away from
Spain (1988: 79).

The behaviors marked out as foreign in this pasaagéhe shaven face, the complexion, and
most importantly, the pipe. Throughout the stoing, pipe becomes a symbol of Pepe’s
otherness. The pipe symbolizes the detective-statyre ofLocosas it points to pipe-smoking
Sherlock Holmes. Pepe Bejarano even claims to siaked under the detective while in
England. As Mary McCarthy points out in her “Afterd” to Locos(1988: 206), just as
Umberto Eco’sTheName of the Rogd980) contours an allusion to Sherlock Holmes Emel
Hound of the Baskervillg4902), here there is a direct intentional refeesto Arthur Conan
Doyle’s detective: “Yes, Pepe, yes. | should liavrite an official letter to that gentleman, to
that great man—Cherlonskby, is that the man?” (1983 What adds to the force of the
stereotyping is the belief that Sherlock Holmea rsal person. Returning to the use of this trope
within the story, when Pepe embodies the role lod ‘©ther,” his pipe is close by, but when his
pipe falls or is forgotten, he has lapsed back inéorole of the native. The first time this pipe

dropping takes place is when Pepe is confronteld thi# news that his brother is indeed a pimp:

¥ “The notion of the stereotype frequently appears in works that propose an analysis of the representation of the
other in literary texts.”
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“The pipe dropped from Pepe’s mouth, because qust moment the foreign qualities which
supported it had yielded to surprise and his faoedsthere naked, unmasked, pipeless, suddenly
bewildered and unmistakably Spanish” (1988: 84)e Pipe does return later in the story,
however, as Pepe pendulates between embracinghieisiess and coveting his nativeness.

Returning to the English stereotypes portrayathénstory, the first linguistic one comes
with the reference to language used during thekblatcof Madrid: “All of them anonymous
letters, except one signed with a woman’s namevanglheavily scented, the contents of which
might pass in Spanish, but in English would ne@r(d988: 81). The English are supposedly
equated with model decorum, while the Spaniardsisseciated with foul language, devoid of
any shock value for the insider. Later, anoth&rence to Pepe’s new English customs comes
when Pepe fails to respond to an insult from hideirfBut Pepe had spent several years in
England, and many of his Spanish characteristiddlean removed. Therefore let us not blame
him for his diplomatic silence” (1988: 83). Onagam, the English are represented as
diplomatic and responsible, while the Spanish agsgnted as emotional and at times, irrational.
As a whole, the stereotypes are presented in #sis as indifferent, not consequential in any
way. Even the negative end of the binary oppasittavard the Spanish is taken in a playful
tone, not as a biting criticism.

The stereotypes of Spain continue with Pepe’saetens with his uncle as the distanced
“outsider” confronts the native. The first exam@depe’s uncle’s insult: “Pepe, you are a
sinverguenzal suppose it runs in the family, | mean, youh&'s side. He was a dreamer and
a secondhand Quixote” (1988: 83). The first of @panish stereotypes has to do with a classic
stereotype, created around the dreamer Don Quitatee asinverguenzao “have no shame”

in depending on others or constantly asking foofav The second case of stereotyping in the
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passage comes not from a character, to which Huerdhas become accustomed throughout the
novel, but through a series of connecting evemtse protocol of what to do when someone
insults you, including slapping and a potentialldisepresented in the story as a stereotypical
series of steps (1988: 83). These stereotymadeca sort of Spanish code of decorum, dictating
the Spanish characters’ actions and attitudes wéiidering Pepe a confused outsider.

A further grouping of stereotypes created in tioeys‘The Wallet” comes in the area of
sexuality. The first stereotypical encounter vaéxuality comes when Pepe discovers from his
uncle that his brother is a pimp: “Really, thereswgach a profession in Spain, there were real
men in Spain yet” (1988: 87). The two stereotypassumptions here are that in Spain
prostitution and pimps were valid occupations, s@cbnd that this makes one a “real man.” The
next encounter with sexuality comes with his intéicas with the maid in the hostel. Again, the
part to focus on is the connection he makes betwee8paniard in him and his sexuality: “Pepe
felt sure that he had aroused her feminine adramatHis Spanish characteristics were pushing
their way out of him” (1988: 91). The Spanish imhs the part that drives forward his
seduction of the maid. Again the stereotype nedpBpain with sexuality is reiterated as Pepe
reflects on the incident: “Well, when Pepe left tasa de huespedafier having swallowed his
cold chocolate, he was thinking of how a mere ihfarSpain could teach a full-grown man so
many new things” (1988: 92). Clearly, there iseaentype being represented here, especially
focusing on Spanish sexuality. This is nothing ne8panish literature, since this stereotype
has been in place ever since the invention of la@gacter Don Juan. However, Alfau’s
perspective on this stereotype is, once againfydlayrhere is a lack of criticism found even in
the metanarrative of the text surrounding suchlarpieal stereotype in the 1920s. This further

emphasizes the postmodern use of stereotypes tioatuthe novel.
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As the story “The Wallet” continues, the occasioses for breaking the two stereotypes,
both of the Spaniard and the foreigner. As Pepdapts to being in Spain, one expects that he
would acknowledge that neither stereotype is legite because he himself would embody the
breakdown of these stereotypes, being partiallynSpaand partially English. If the story were
to follow this direction, it would align well witivhat Bhabha states about cultural difference
instead of stereotypes:

The enunciation of cultural difference problemagigee binary division of past and present,
tradition and modernity, at the level of culturapresentation and its authoritative address. It is
the problem of how, in signifying the present, stnmg comes to be repeated, relocated and
translated in the name of tradition, in the guita pastness that is not necessarily a faithful sig
of historical memory but a strategy of representinthority in terms of the artifice of the archaic.
That iteration negates our sense of the origith@fttruggle. It undermines our sense of the
homogenizing effects of cultural symbols and icdnysguestioning our sense of the authority of
cultural synthesis in general (20&R).

In this situation, the character Pepe could craatarea of cultural difference that would break
down the binary oppositions created through themeatypes both of Spain and the foreigner.
However, this is not the direction that the staiess, as Pepe seems to only be capable of
embodying stereotypical behavior, and nothing itwleen. Pepe actually seems to represent a
form of “fetishization” as he gazes out at “the @thfrom either his English side or his Spanish
side. This becomes especially clear when one derssthe definition of stereotype by Bhabha:

The stereotype is not a simplification becausg & false representation of a given reality. & is
simplification because it is an arrested, fixateiohf of representation that, in denying the play of
difference (which the negation through the Othenis), constitutes a problem for the
representatiorof the subject in signification of psychic andisbcelations (2004107, emphasis
original to the text).

Pepe’s reaction to being an outsider in Spain séeresibody the “arrested, fixated form of
representation” in that he is incapable of commg position of hybridity between the two.

Instead, he vacillates back and forth betweenwtioecixtremes.
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In the moments when Pepe finds himself identifyimgre fully with his position as an
outsider in Spain, he feels his superiority to S@ad his fellow citizens. The first comment
about this attitude toward his homeland comes whigtussing the blackout in Madrid:

Having been so long away from his country, he hdatsnsciously absorbed the foreign belief
that Spain is a backward country and that whencooesed the Pyrenees southward one entered
eternal night. Naturally, when he arrived at Medni this general darkness this subconscious
belief found a strong echo in his senses. Hdikeltone who is dreaming (this, of course, is a
feeling shared by most Spaniards who return torSgiér a long absence) (1988: 84).

First, the passage clearly represents a stereofypain from an outsider’s perspective: stating
that Spain is indeed a backward country. Secomdign Pepe’s experience of being an outsider
is stereotyped, as the narrator informs the retdeithese feelings are typical among others
who, like himself, are returning to Spain. Latethe story, these feelings return as Pepe learns
that his brother is a pimp: “And Pepe, smokinggipe, felt for his brother the admiration of a
tourist” (1988: 87). The narrator does not allovp®an “in between” space for him to inhabit;
even though the person being discussed is hisdmdils only response is one of an absolute
outsider.

However, Pepe’s responding as a foreigner in mésnarsupposed hybridity is only half
the equation. In other moments, he abandons regyfoposition of “the Other” and becomes a
native once again. The importance of these epsssdihat even in these situations, there is
again no moment of in-between. He is either f@panish or fully English. One such example,
taken again from when he discovers that his brathampimp, shows this other side of Pepe’s
behavior:

The pipe had fallen from his mouth. The last aifipis foreign veneer had dropped from him,
the only thing that remained to make him still faeloutsider and spectator, witnessing the
phenomena of an extraordinary land without pressaidity, had abandoned him and his race had
come out. He felt again at home. (1988: 85)
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Once more, the moment takes place during an enadiyodriven response. The second time
when Pepe strips off his foreignness and regamadtive Spanish self is with the maid at the
hostel. Even in this state of hesitancy and ldatoafidence, Pepe once again responds with the
stereotypical gesture of a bullfighter. Again, diaracter is not allowed to rise above the
stereotypical, whether it is Spanish or English.

Therefore, in the story “The Wallet,” one findstmomoment of cultural difference, but
stereotypes. Indeed, the stereotypes are held ii@ughout the entirety of the action.
However, this does not mean that the story canbleeiaken at face value. The exaggerated
sense in which the stereotypes are delivered, thensymbol of foreignness of Pepe’s pipe to
Pepe’s bullfighting in the seduction scene, conyeyirony in these stereotypical
representations. Again, Alfau’s approach to stgyess rests upon the metalinguistics to portray
the ironical playfulness behind the stories. Thjance more, a postmodern technique in which
the stereotypes are not represented with a patigalal in mind, but to enjoy the playfulness of
the inaccuracy.

This story also seems more autobiographical thamest of the stories, as it deals with a
young man, around the age of Alfau at the time hes writing the novel, returning to Spain.
Interestingly, Pepe is also one of the most intecipe characters in the novel, and Alfau allows
him to be much more three-dimensional than theaketste characters. On another level, the
stereotypes associated with Spain in this storyrareh more superficial than the stereotypes
from other stories, in other words, they are tleeesitypical stereotypes of Spain. The main ones
addressed are the crime associated with Spaimjerlaities and moral depravity at large, the
obsession with sexuality and the extreme poveitith such stereotypical stereotypes, the satire

of the story is much less biting than in otheristr In comparison tesperpentditerature, Pepe
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does not resemble theifonessince he himself is not ridiculedpwever, he does find himself
sinking back into Spanish customs and Spanish &létyt' that he had escaped from by leaving
Spain. In this way, Spain itself becomesh&nof the story, showing its grotesque habits of
perverted sexuality, dirty and poverty-strickenahltants and degraded moral standards. When
one views the story as a representation of Spa@rbafin,one sees the same criticism as Valle-
Inclan proposed: Spain as tefonof Europe.

“Chinelato”

In looking at the third story that focuses on Spais in comparison to “the Other,” the main
focus here seems to be more on the concdphpfeza de sangregurity of blood, an idea that
was central to Spanish culture from thd' téntury movements and in classical Spanish
literature. After the expulsion of the Moors amivd in 1492, Christians often had to prove that
they had no Moorish or Jewish blood in order ndieadiscriminated against like thenversos
those who chose to adopt an often doubtful coneersin this story, the idea of “fixity” in the
creation of stereotypes is fundamental to the glate the story deals mainly with an example
of “the Other” within Spanish society. Bhabha ddféhis insight on the concept of fixity:

An important feature of colonial discourse is igpdndence on the concept of “fixity” in the
ideological construction of otherness. Fixity, asgn of cultural/historical/racial difference imet
discourse of colonialism, is a paradoxical modeepfesentation: it connotes rigidity and an
unchanging order as well as disorder, degeneragtylamonic repetition. Likewise the
stereotype, which is its major discursive stratég)g form of knowledge and identification that
vacillates between what is always “in place”, aliginown and something that must be
anxiously repeated [ . . .] (20094-95)

This fixity that would align well with colonial di®urse appears constantly throughout the story
“Chinelato.” The story begins with a clear repragaéion of the stereotype being used, a
childhood rhyme about a Chinese man:

Alto, gordo y chato,
Juan Chinelato;
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Tira los garbanzos y se come al gd{d988: 102).

The idea of cat eating clearly marks the stereogfpiotion of a person from China. The same
reference takes a more prominent role in the pltemSenor Olézaga proposes marriage to a
young woman, to the response of, “It is uselegfid® Chinelato... you do not understand...
you do not seem to want to understand... You searSefiinelato? My daughter is white”
(1988: 114). Once again, the main characteristaai to the reader at this point in the
narrative is Sefior Ol6zaga’s race. Even his tamenis rarely used in the text, and is replaced
by “Chinelato” to the point where he is even addeelsdirectly by other characters as “Sefior
Chinelato,” on several occasions. This fits wetbithe colonial ideas about stereotypes and
their power within a colonial framework: “The mdshacious aspect of colonial control has
been its capacity to bind the colonized into a kyimayth” (Ashcroft 2001b: 21). This is what the
reader sees played out in the story as Sefior Cddgagaught up in a binary opposition, where
he is only allowed the role of “the Other,” no neativhat he may believe himself to be.
Stereotypes are often used as part of this bingppsition, creating a clear divide between the
native and “the Other.”

Besides Sefior Oldzaga’s stereotypical representatithe story and the stereotypical
reaction of the Spaniards toward his skin colorawfbllows is a stereotypical reaction to his
situation, as he apparently desires to reacHithgeza de sangréhrough marriage. During the
story he marries two women, and the text includdaits specifying that both women were very
pale, or white (1988: 119). Even in referencehowife’s relationship to Sefior Ol6zaga, the
imbalance of the marriage is stated: “The man wimakused to tell me that it was a shame that

an aristocratic white lady like her had run hergelfleath for such a nigger” (1988: 120). In

9 Tall, fat and flat-nosed,
Juan Chinelato
Throws out the chickpeas and eats the cat

191



order to complete the circle of abuse, the texd alsludes the fact that, “For some reason
Chinelato delighted in making his wife suffer” (B2821). It seems that this text could almost
be taken for a metaphor of the colonial situatiwhere the colonial regime has been overthrown
by the natives, and the natives will have theierge.

The conclusion of the story shows the repercussbtize stereotypes and the alienation
placed upon Sefior Ol6zaga. It seems to be arfatti@telling of what Ania Loomba diagnoses:
“Despite the fact that racial classification mayabeeveral levels a ‘delusion’ and a myth, we
need to remember that it is all too real in itshpeous social effects” (Loomba 1998: 106). From
the rest of the plot, Sefior Ol6zaga is known ta loeuel man, especially in relation to his wives.
The sentiments that promote the racial classifgudace through the voice of the narrator in the
text, as he states: “Of course, he was not Spamdhundoubtedly the blood of all races was
mixed in his veins to produce a strange and damgezbaracter” (1988: 103). This time, the
issue is not only his skin color, but what charastes may be passed along with the color of his
skin. This fear of “the Other” often surfaces tngb the use of stereotypes about immigrants:
“Hablar de migracion implica abordar el fenbmenbeadereotipo o de la representacion
cultural, que refleja predominantemente los congmoi¢ntos xendfobos de la cultura receptora
hacia los inmigrante&® (Declercq 2012: 87). This seems to be the cage$efior Ol6zaga, as
the effect of the myth and alienation created duti® skin color is explained:

All these things were more than sufficient to appeshe imagination of children and arouse
their interest and gossip, not to mention thahefgrownups, and during that summer the whole
neighborhood was in a fever. This individual ftigghed and attracted everyone, he often must
have appeared in the dreams of many, sometimeas likack ogre, sometimes like a Chinese
dragon, always spitting fire and devouring child(2688: 103).

20 41q speak of migration implies approaching the phenomenon of the stereotype or the cultural representation,
that predominantly reflects the xenophobic behaviors coming from the receiving culture toward the immigrants”
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What follows, then, in the text is simply that Sef@6zaga lives up to this reputation in his
repeated cruelty to his wives, especially in thengcwhen he roasts his own child like a sucking
pig and presents it to his wife.

Joseph Scott, in his treatment of this short st@fgrences a meritocracy, which he
claims Sefior Ol6zaga has won, by possessing moneyrand power than the family that
originally rejected his offer of marriage. Howeyke bases this claim on his version of the
conclusion of the story: “despite the fact thatr@tato is cheated of his revenge on Don
Esteban, he goes on to a series of colorful advesitwhich end in an old age of comfortable,
quiet wealth” (2005: 20). | strongly disagree wabott’'s argument on the premise that this is an
inaccurate recounting of the end of the story, wineeality, the story closes with Sefior
Olb6zaga roasting his own child. Through this exagton Alfau may be hinting at the difficulty
for any Spaniard to be able to guarantee that beashundred percent of Iberian blood, with
over seven centuries of Moorish presence in Spaid perhaps even before that, as incursions
find settlements by Visigoths and other northeltmes. Instead of Scott’'s proposed meritocracy,
Alfau more likely seems to representing an obsessith thelimpieza de sangrevhich has
created a seemingly endless continuation of a @loglationship established through religious
intolerance in Spain long ago. If the concept efitocracy has any role in this story, it is a
bitingly satirical dystopian meritocracy, in whichuelty and revenge are rewarded.

Once again, in considering Alfau’s representatibthese stereotypes in the story, one
discovers that Alfau relies on the same strategfi@sdifference and mimicry. He does not
speak out against the stereotypes describing Céomadact, the very plot reinforces the
stereotypes presented, the meaning behind whidd beuone of two possibilities. This could

be the same postmodern ambivalence of runningtivtfabsurdity of the stereotypes to the
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extreme, which seems a valid possibility, consittgthe outrageous actions of Olézaga during
the final chapters of the story. The second pdggibould be that this is Alfau using the
technique of mimicry as a form of critique. Byléing what would seem an appropriate
colonial text about the native and the colonized,dl the while adding hidden ironies through
distancing and ambivalence, this could be a forrreating a critique since it raises the fixation
of cultural identity to a conscious level where thader can become fully aware of it (Bhabha
2004:129). While intentions are yet again difficult to deciphine very outrageousness of the
story points to irony and therefore a form of mimetitique.

Therefore, in contrast with the story of “The Veall the end of the story “Chinelato”
offers a much more biting satire in the way in whilkbe story concludes with both the grotesque
and the surreal. Sefior Ol6zaga is presented t@#uker as bufon,as the narrator conveys his
strange and “deformed” physique through the goskthose around him, especially focusing on
the color of his skin, the inconsistency of hiserand the mystery of his origins. The grotesque
element continues in the description of his witehar appearance turns ghostlike the longer she
is married to Olézaga. Finally, when Ol6zaga re&ss own child, the grotesque is at its climax,
reminiscent of Valle-Inclan’s use of the techniquEinally, the surreal is presented through the
story of Tia Mariquita and her dream-like staterafurning over the loss of her child.

Therefore, the story that focuses most on racgestypes has many elements of the grotesque
and the surreal, revealing a much more pointettism of Spanish society, the concept of
limpieza de sangrand the effects of alienation, along with natiotialdes. However, the
postmodern infiltrates this story as well, since tharacters live on in dissonance, with no

search for meaning after the brutal events of treative.
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A further stereotype could also be representediutiivahe character Chinelato, since his
name comes from an actual historical figure mdastiyi familiar to Alfau. There appears to be a
devious reference through his name to Salustiadaagh (1805-1873), the Basque politician
who was Prime Minister of Spain in 1843. Like GHato, he was dangerous, in that he was one
of the inculcators of the Revolution of 1868 to mm Queen Isabel Il. Salustiano Olézaga was
tutor to the young Queen Isabel Il during the regesf Maria Cristina, but his turning against
her is probably the basis of Alfau’s depiction dfidelato killing and eating his own child. The
ex-Prime Minister had to take refuge in France famally died in Paris, albeit as Spanish
Ambassador there. One further parallel betweeseth®o Olézagas is the importance of the
limpieza de sangresince Salustiano Olézaga’s grandfather managedrtdy hislimpieza de
sangreand noble line, which was obviously fundamentadiigograndson rising to so high a
position. Therefore, the underlying political nva$ are very relevant, and in the two Ol6zagas’
Basque origin, Alfau may be pointing to the dangdrhe splintering of Spain under the
Republic of the 1930s.

4.2 Stories Focusing on National Character

In examining the idea of stereotypes participaimthe creation of national identity, first it must
be clear that the existence of a “national charage myth. This is in line with Benedict
Anderson’s idea of the imagined community, and Batderson and Bhabha state that
stereotypes form part of the creation of this imadicommunity of nation. In considering the
specific nation of Spain in relation to stereotyphgdio Caro Baroja’s workl mito del caracter
nacionalfits well with the work by Bhabha and Anderson dese of the very word “myth” that
he uses to describe Spanish national charactestdtes: “Considero, en efecto, que todo lo que

sea hablar de ‘caracter nacional’ es una actividaita; es decir, que el que habla o charla se
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ajusta a una tradici6fi* (2004: 34). He therefore claims that these mytes to describe a
nation are not, in fact, based on reality, butradition itself. Indeed, in a prior workemas
castizoq1995) Caro Baroja had begun to break down this identitty several subgroups,
considering the traditional image of the majo @& ¢lypsy (21, 105). He claims that myths
become pawns in the hands of whoever might wishdnipulate them for his personal gain,
since when it comes to these myths: “No es verdadentira. Es reflejo de una posicion
pasional frente a situaciones consideradas buemasas, para el que lo utiliZZ'(2004: 34).
This makes Caro Baroja’s work highly pertinent witensidering literature that bases itself on
Spanish stereotypes.

As Caro Baroja continues, he states the reasondweiglieves these stereotypes which
create a “national character” are, in fact, mytRgst, he speaks of the unlikelihood of
characteristics enveloping a nation such as Spdiith is divided by regions through geography
and even language. He states:

Si a partir de un momento dado podemos hablar pafas y por lo tanto de los espafioles como
tales, habra que hacerlo en unos planos y no es: @orque hasta en nuestros dias el caracter de
“lo espafiol” se puede descomponer mucho frenteazteaies tales como los de lo “catalan”, lo
“gallego” o lo “andaluz”, por no hablar de algo smgmatico como lo “vasco” o algo tan

ambiguo como lo “castellan®”(2004: 40).

Therefore, when one considers the possibility n&tonal character that summarizes all of these
different groups, one reaches the conclusion tiyasach ideas of a “national character” are in

fact generalizations, or, in other words, stereesypHe also states that another flaw in searching

L« consider, in effect, that everything that is spoken of as ‘national character’ is a mythical activity, in other
words, the speaker adjusts himself to a tradition.”

22 4|t is neither truth nor lie. It is a reflection of a passionate position as a response to situations considered either
good or bad, for the one who makes use of them.”

“Ifata given moment one can speak of Spain, and as a result, of Spaniards as such, one must do so on some
planes and not on others: because even in the present day the character of “the Spaniard” can break down when
confronted with characters such as “the Catalan,” “the Galician” or “the Andalusian”, not to mention something as
enigmatic as “the Basque” or something as ambiguous as “the Castilian”.
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for a national character is the very fact that noosintries, when they look at themselves, do not
see themselves objectively:

En suma, cada nacién se va haciendo su figurd,yaassaliendo las pinturas topicas de los
espafoles hechas por espafioles, las de los frarttad®as por franceses, las de los ingleses, etc.
Todos se ven con benignidad. Los defectos sorttilefs. Las virtudes, virtudes en tono
mayor” (2004: 48).
While this is an interesting perspective, it se¢inas Alfau does not fit well into this category,
since most of his representations of Spanish nalticimaracter are quite negative, whether they
are meant to be ironic or not. This negativity dagvone’s own country is more reminiscent of
the Generacion de 9&nd their harsh critique of Spanish society.
Maria DeGuzman has discussed Alfau’s use of digyes in her work discussing the
Black Legend. | agree with her initial premisettthe stereotypes in the novel do make an
attempt to describe the national character:
At first glance, both.ocosandA Spanish Preludappear to endorse a number of stereotypes that
reinforce the notion of an essential “Spanish idgfitequating Spain and “Spanishness” with
ignorance, illiteracy, close-mindedness, conseswatind reactionaryism, mysticism, fanaticism,
monomania, fatalism, superstition, secrecy, decepprostitution, mendacity, laziness,
impracticality, obsession with death, madnesspteand punishment (2005: 248).
| agree with her list of attributes describing gereotypes Alfau portrays, however, | disagree
with her perspective on how these stereotypesadirized in the novel. She claims:
| maintain, however, that these two texts “ironileg stereotypes they present by creating visual
images through verbal description that then, thhosighsequent verbal descriptions, are broken,
redrawn, or deconstructed, or that already cortiaies distancing the reader from the image as a
transparent glimpse into the essential identitihef‘Spanish” characters and settings. These
characters and settings are offered initially aemiial signs of “Spanishness” and Spain’s fate,
but then are complicated, partially erased, orriakeay altogether (2005: 248).
Except in the case of Padre Inocencio and Sistan€la, which will be discussed in this section,

| argue that the stereotypesliacosare upheld with a sense of ambivalence, onlyizatir

*In short, every nation little by little creates its own image, and in that way topical portraits emerge of Spaniards
painted by Spaniards, the French painted by the French, and the English etc,. They all see themselves
optimistically. The defects are minor. The virtues are given great importance.
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through the irony of their exaggerated state orethents that take place around them, but never
altered in themselves. However, | do agree witbaman’s conclusion that the result of
Alfau’s use of stereotypes is to break down tha idka national character.

“The Beggar”

In turning to the story “The Beggar,” clearly thergotype being represented as typical of
Spanish culture is the role of the mendicant innBgasociety. The act of stereotyping a specific
role in society is something that Leerssen commemig his work on stereotypes:

En muchos casos, por lo tanto, la estereotipa@éional no es simplemente una cuestion de
poner ciertos rasgos psicolégicos de una nacgmi@o étnico, sino que es la atribucion de
determinados roles actorales a una determinadansdiciad dentro de una configuracion
narrativd® (2012: 74).

In this particular story, Alfau takes the idealoéatrics to another level, since the beggar
represented is not in fact poor, but acting as .si#fore turning to the content of the story,
another reference must be made to the idea ofb$ypies used as humor, as Leerssen also
comments that the overuse of a stereotype to time pbhumor is a way of showing irony:

[...] el hecho de que los clichés, una vez estabbsocddmo tales, se vuelvan particularmente
adecuados para la mencién irénica y ecoica, y péiautilizacion de estereotipos nacionales se
derivara con tanta frecuencia hacia el género dariaatura, el humor, y la perpetuacion no
completamente seffa(2012: 77).

This will be very important when discussing the teor of the story “The Beggar,” since humor
is employed consistently in the use of the stezmty

In the story, begging is represented as a prafesshlfau does not falter from this
representation in the entire story, though theyinsrevident. First, the reader is informed:

“Begging in Spain is, besides a respectable ocaupad profitable business and an enviable

> As a result, in many cases, the national stereotyping is not simply a question of putting forward selected
psychological features of a nation or ethnic group, but it is the attribution of determined acting roles to a specific
nationality within a narrative configuration.

26 [...] the fact that clichés, once they are established as such, become particularly appropriate for ironic or echoing
references, and this explains how national stereotypes so frequently drift toward the genre of caricature, humor
and a fixed image which is not completely serious.
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profession” (1988: 41). The tone continues in®dketails of the story, when Garcia is described
by the narrator: “Garcia was not a beggar. Hendiwear the uniform” (1988: 41). When
Garcia is searching for Don Laureano, the respbress given is that “He always closes at six,”
as if he worked at an office and not at beggin@g8L94). Even the very tools he uses are
portrayed with dignity and professionalism: “Lurtariget me my begging suit” (1988: 47).
Again, while the story is steeped in irony, theeabdéype remains intact: that begging is common
in Spanish society, to the point of becoming aeesble lifestyle.

The text also portrays another stereotype, whildés not go so far as to name it overtly.
Garcia, as the narrator informs us, is not a beg@aarcia belonged to another profession”
(1988: 42). The true details of Garcia’s professitome from “A Romance of Dogs,” found at
the end of the novel, but the general idea is tovitwe friends and acquaintances, even
strangers, to become his benefactor: Garcia’s nesiource in beginning these sorts of
relationships is explained in the story: “It wastgdashionable in Spain to have a sentimental
story to display at café tables, or at a benchiiRr&do, late at night, or at the moment of
exchanging confidences” (1988: 43). The text devaluate this parasitic profession as
thoroughly as the profession of the beggar; it gtigtes that it is questionable whether it could be
as profitable in the long run.

Furthering the absurdity in this representatiothefrole of the beggar in Spain, Alfau
weaves religious imagery into his depiction of theéggar. In perfect irony, the story begins to
speak of the beggar with priest-like reverence asia slowly feels smaller and smaller in the
presence of the “beggar.” The priest referencgmbghen Don Laureano goes to look for the
lost coin: “Lunarito entered carrying with diffidyla bunch of rags of unsuspected weight,

undoubtedly the begging suit, and laid it on thgdaa’s half-outstretched arms as an acolyte
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would lay a cassock on his priest’s hands” (1988: 4'he act of begging takes on the airs of a
holy ritual on a deeply ironical level, since Lumais far from the character of an acolyte.
Garcia slowly begins to feel that he is very inadseq in comparison to the “beggar,” until he
reaches the point of worship:

And Garcia could no longer meet the smiling eyethefoeggar and felt the blood mounting to

his cheeks; he felt ashamed, another new feelirmeel to this extraordinary man, and an
overwhelming desire to be sincere, to confessisouiderstanding soul; he felt repentant and that
tears were pushing their way out mightily (1988}.49

Once again, the language is religious, showindethe! of respect toward the “beggar,” the
ritualistic aspect of begging, and the traditionalved in the profession of begging. The satire
here associates religion with deception, eventgngit an image of the priest as a self-serving
thief of the masses. While this harsh criticiseacly exists in the passage, the narrator’s tone is
once again indifferent and the beggar sufferslrmihsequence for his deceitful actions.

While the irony in the story is obvious and it imast unnecessary to reference it as
such, Alfau’s use of the irony is important in dissing the meaning, or lack thereof, behind the
story. The irony reaches comical levels when Gadgcovers that the beggar is, in fact, the
Minister of Finance, and Don Laureano brings faxpensive food and drink. As Don
Laureano receives Garcia’s adoration, he addsetaaohy:

Yes, my friend, you are right; you must work hohgdbllow my example; it is hard, | know it. |
usually work from six in the morning until six ihé evening, but there is a satisfaction in
knowing that you have earned a modest living, yoatowe nothing to anyone (1988: 51).
The idea of honesty, hard work, and not being itet&bo anyone are all purposefully placed and
add to the comic element of the story. Howevefadhas one more ironic twist to add, as the
story concludes:
If there has ever been a grateful look in this dioitlwas the one which Garcia gave the beggar.
He reeled on his feet, his mouth quivered and heefmbracing his benefactor, covering his

shoulder with fresh tears. He was sobbing alondng words of thanks. At last he fell on his
knees and insisted on kissing the beggar’'s harg@B(1%B).
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At the word “benefactor,” the reader is remindedsafcia’s profession and the story ends with
an ironic element of comedy as the true “winnerthef interaction has, in fact, been Garcia, who
has won over his new benefactor.

In considering Alfau’s use of irony in the stotwo possibilities are available to the
reader. Clearly, taking the story at face-valueata valid option since the story is entirely
engulfed in irony. Then, the next step is to cledosw to read the irony in the story. The first
option is to read it as an actual criticism of thiement in society, which would be a respectable
possibility since the stereotype of beggars andjgelike professions already exists in Spanish
literature and culture. The second option is &arihe irony as being based on a stereotype, but
instead of an actual criticism, the option woulddé¢ake the postmodern approach and view the
irony around the stereotypes as playing amidsabseirdity. Once again, considering the
playfulness of the use of the stereotypes andliberd references to religion and class systems,
or the amoral outcome of the story as both begg@iesvay having achieved what they had
desired, this seems a postmodern representatisteraotypes.

In this dilemma of choosing either a satiricaticrsm or a playful disconnect, Valle
Inclan’sesperpentditerature again offers a form of accomplishinghoofhe story is playful in
the representation of the stereotypes, postmodata absurdity, yet the satire is present and a
critique of society is offered. Once again, thag of “The Beggar’ shows the fallen nature of
the Spaniard, incapable of greatness, for whomihggg a profession of dignity, even for the
Minister of Finance, and “greatness” is based om blever a swindler one can become.
Moreover, the very fact that this “beggar” is thénhter of Finance, as compared to that of

Foreign Affairs or Culture, is an indirect attaak the economic administration of Spain’s
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resources. Alfau echoes the genre presented bg-Walan in his depiction of a broken society
that lacks a desire for true greatness or nobility.

“The Necrophil”

Caro Baroja references religious fanaticism asdtie stereotype most frequently associated
with Spain (2004: 81). In the story of Dofia MiaeAlfau apparently forms the plot around one
such fanatical woman. While the references to DMit@ela’s religiosity run throughout the
story, this example from the opening lines sumshepcharacter as presented to the reader:

Not having any near relatives and to all appearmamesy little interest in life, Dofia Micaela
concentrated her activities to a great degree orgdgo church. She went to early Mass at dawn,
to the benediction in the evening, and during thddte part of the day she always engaged in
some sort of novena, or else in one of those cuivealaeries of prayers in which one prays one
paternoster the first day, two paternosters therstand so on, up to fifty or whatever the top
number may be, and then decreases the dose agigyrgist as one does with medicines which
are dosified, by increasing and decreasing the eumbdrops (1988: 145).

The description here is not merely a portrayahefrieligious, but a description of the fanatical,
all-consuming religiosity that Spain had becomedamfor, and by the dosifying of her
paternosters, of her religion, Alfau suggests sliah religiosity is a morbid sickness. Further
into the narrative, the reader finds Dr. de lossRiciting words that reference the death and
resurrection of Jesus Christ as he admires a wonridbiia Micaela when she is in her “dead”
state. When he says: “Look,” “Touch” (1988: 15@&)dthoes the words of the resurrected Christ
as he appears to “Doubting Thomas,” the disciple whs absent on his first appearance. Alfau
has created the stereotype of the religious faivatice story to the point where the main
character reenacts the death of Christ and theokeis are called to participate in her
fanaticism.

While this story tends to follow the absurdity armhy of the other stories, it stands out
as being one with a more obvious critique. Alftill glays in the chaos, and the absurdity lends

itself to the postmodern, but there are severalgents throughout the story that reveal some
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truth behind the farce. First, in order to confitme element of playfulness even within a story
about death, there is a comment as to the comsgectof the events transpiring: “There was
great indifference in her gesture and her senteargg with a broad, tragic humor in the lonely
house” (1988: 154). The dark humor which runs ramhggaough the story is contrasted with
passages of realistic emotion, as Dofia Micaelassnibed:

And Dofia Micaela went about lonely. She left heude at dusk and walked along the outskirts
of the city, seized by infinite sadness and melahahand then she wandered in the direction of
the church and spent a long time there in a damkezppraying. Her sadness became more
persistent and she went by with bowed head. Sbeé often and she cried more when she saw
people receding from her (1988: 151).

In contrast, this passage represents true degpheraotional destitution, reminding the reader
of Valle-Inclan’s use of both tragedy and comedimliterature, incorporating both in order to
surpass classical tragedy and arrive at the ridiil Apart from the emotional level that hints
toward a critique of the religious, Dr. de los Riom®dical advice for Dofia Micaela also follows
in the same line: “And Dofia Micaela Valverde istgull right now. Dr. de los Rios had all her
collections of dolls, mummies and mannequins thraway, told her to move to a cheerful
house and forbade her to step into a church aga888: 158). In this passage, the narrator
seems only to allude to the idea that religion eawtepression, but toward the end of the story,
the narrator speaks straightforwardly to the readtr a critique of religion:

You know? This religious business deals too muith the beyond and creates an obsession of
death. There are many cases in Spain like th@bbefia Micaela Valverde. Have you noticed

those rows of fanatics dressed in black clothed@wking like corpses that go to the benediction
at dusk? Well, every one of them has a more omtesked tendency to necrophilia (1988: 158).

The repetition and the direct nature of this cuégnakes the reader think that this is more than
just the ironic playfulness of the story and there may be reason to believe that this story is an

actual critique of religion.
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Alfau chooses to accompany this stereotype ofahgious fanatic with the grotesque,
once again reminding the reader of Valle-Inclaie Tombination of Dofia Micaela’s grotesque,
absurd and fanatic religiosity create a form okdarmor. Alfau leads off this element of the
grotesque by beginning with the fact that shenigact, beautiful: “If it had not been for her
perennial black attire and something more diffitaltiefine about her, she would have come
under the adjective of attractive” (1988: 146).tdraher eyes captivate, and the final lines of the
story lead the reader to believe that “Alfau” haadelf become in thrall to her. Since Dofia
Micaela represents death, Alfau’s infatuation viigr adds one further example of this theme of
attraction to death throughout the story. Retugriomthe beginning of the story, the narrator
references Dofa Micaela’s actions at a funeral:d’®ona Micaela proceeded to adjust the
napkin with nimble, pale hands that matched thesmrdelaying the operation, handling the
body as much as possible and talking all the ti(@888: 147). The desire to touch death, to be
unified with death is what drives her, as Dr. deRios explains: “I believe she enjoys her
condition” (1988: 150). The use of the grotesquthis story serves to reveal even further
Alfau’s criticism of the religious fanatic. Thedrculous is again achieved through Dofia
Micaela’s actions of funeral stalking and reenagtieath, showing a society in which religion is
no longer an attempt to be in touch with the Diyimet a masochistic absurdity that leads only to
death.

“A Romance of Dogs”

Arriving at the final story irLocos,one finds a mixing of several different stereotyp®éthin
the first part of the story, the apparent manusctifere are many stereotypes that address
religion, specifically dealing with nuns and presin the rest of the story, there are more

themes to be dealt with, concentrating on contigdiomanticism, Modernism and even
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Postmodernism through the eventual demise of theacker Garcia. However, these topics will
be further addressed in the chapter on the postmaaeocosandChromos therefore this
section will focus on the religious stereotypesiidin the first part of the story.

When addressing the role of the priests in the h@avweomplication arises with the
character Padre Inocencio, especially in decidihgther to read this character ironically or not.
First, the rest of the priests are discussed wagmacriticism, beginning with their views on life.
The narrator explains that the way of life the gtsepreach at the school is not attractive in the
least:

| had heard the priests repeat time and agairittivais necessary to suffer in order to obtain
happiness and also say that the devil likes to malksuffer in order to test our faith in
Providence. All these things the priests saidhatschool and many other things which | did not
understand very well. Even at that age | was faaware of the absurdity of such a tragic and
self-punishing attitude about life (1988: 165).

Later, more is said about the priests’ lifestykettee boys find out that the priests are sneaking
over the convent walls, accentuating the hypoarspng the priests at the school (1988: 174).
All these statements show clearly that there aeestypes of priests being represented in the
story and that there is irony in these descriptiofisis irony could be rendered as playful were
these priests not contrasted with Padre Inocencio.

The representation of Padre Inocencio, there&irews a priest that is unlike the other
priests in the village. This is one of the onipéss in the text that Alfau uses juxtaposing
characters in his use of stereotypes, especiabedtadre Inocencio does not fall into a
stereotype himself, but is a real, three-dimendioharacter. Therefore, this seems to be yet
another case in which Alfau changes his usual plaghe for a more pointed critique. The
differences between Padre Inocencio and the otiestp abound in the text, beginning with this

statement: “Padre Inocencio was somewhat of anpéiweeand a revolutionary character in the
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village and among other priests” (1988: 168). Tdwson for this difference between Padre
Inocencio and the other priests is explained infélewing pages:

Padre Inocencio was a worldly person. He likedetp@nd the arts. He was an accomplished
landscape painter and a good poet. His all-ar@ufidre and fine graceful manners set him high
above the general rabble of Spanish priests whaapant and sordid ways are most obnoxious,
and who literally steal their way into the homesd gnckets of really good people by craftiness
and the well-combined use of superstition and ééduell (1988: 169).

The positive attributes granted Padre Inocenctbispassage are strongly contrasted by the
negative stereotypes allocated to the other priesifeiu uses Padre Inocencio as an anomaly in
order to accentuate the stereotype representduketgther priests.

In the novelSan Manuel Bueno, martit931), Miguel de Unamuno crafts a similar
character to Padre Inocencio. While Unamuno’siteamdof his sacrificial priest came after
Alfau’s publication ofLocos,the two priests contain uncanny similarities. &wample, both are
priests in a small village and are consideredramge priests by the rest of the villagers. They
are both also liberals in their thinking and haaeied interests outside of religion. Both also end
up dying having never felt fulfilled in their ealghroles. The one difference between the two is
that Unamuno’s San Manuel allows the reader inisisécret, that he is an atheist. Alfau’s
Padre Inocencio does not take this step, althoufguAoes not paint this character as having
deep religious convictions. Similarly, Unamunotal was a critique of religion as the opium
of the masses. Alfau’s story speaks more asiaisnt of religious fanaticism and perhaps not
of religion as a whole. The difficulty is thatftedugh comparing these two pieces of literature
seems extremely appropriate, the existence ofimakhip between the two is prevented by the
fact that Alfau claimed to have never read Unamamd Alfau’s version was published first.

Moving away from the character Padre Inocenciottsrostereotype represented in the
story is the Spanish nun. While Padre Inocendielseagainst the stereotype of Spanish priests,
Sister Carmela fulfills the stereotype of the Sphmun. The young woman whose family
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pressures her to become a nun in order to avoidagpropriate romantic relationship is a
common theme in Spanish literature. One suchdiguould be Dofia Leonor froMon Alvaro

o la fuerza del sing1835) who is sent to the convent to prevent an inappagmarriage to

Don Alvaro. Another such example would be Dofia)wého is led astray from her devout life
as a nun by none other than Don Juan Tenorio. efdrer, Sister Carmela is not such a far cry
from examples in classic literature from Spain.widger, there is one more step into the absurd,
as Sister Carmela is being cloistered away asudt iI&san incestuous relationship. This fact,
known to the reader from the previous story, ism&iiced in this story through the eyes of the
young boys: “Alfau had the most absurd ideas raggrthe cause of her becoming a nun”
(1988: 174). Besides this further exaggeratiothefstereotype, Sister Carmela does seem to fit
well into the generalized role of Spanish nunsterature in that her reasons for being in the
convent are not religious.

While Sister Carmela represents the stereotypagal the critique of her situation or her
role in Spanish society comes through Alfau’s desion of her. Of all the people represented
in the story, Sister Carmela is perhaps the ong/who possesses the attribute of joy. As the
narrator describes her: “She seemed very young trun. She was so friendly, her whole
body emanated such familiarity, so much informahcadeship, that | thought in her case the
name sister very adequate, as the other nuns Wwagsaktruck me more as a mother in law”
(1988: 176). The critique on this aspect of religithen, seems to be that the person who is in
the convent for the least religious of reasonmifact, the best reflection of what a religious
person should be. This fits well in Alfau’s growiaritique of the religious fanaticism in Spain.
In the words of Garcia, the narrator in this story:

Sister Carmela was an exceptional nun.
She was enormously attractive.
She was always friendly and gay.
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She always wanted to arouse everyone.
She was entirely too human.
And one day she went away (1988: 178).

Again, the critique comes as Alfau compares thditicmal nun to Sister Carmela in the fact that
she was much more alive and much more real thareste

Therefore, in the story, the reader is confrontétl two characters that deviate from the
stereotypical norm. This divergent perspectivevedl Alfau to create a critique of the religious
life through the use of stereotypes. His critiggems to be that priests are at large hypocritical
and mediocre at best. As an additional criticidmyugh the character Padre Inocencio, he states
that those who attempt to rise above this deformuitigin the religious and truly live an
exceptional life will eventually become so dismawtdhe circumstances surrounding them that
they themselves will fail. Through his critiquetbg nuns he claims that the Church, which
should be the first to be human and joyful, is majtof the sort, creating impossible standards
and an atmosphere of gloom wherever its reachtis Tiée final drop of satire comes when the
only example of joy emanates from Sister Carmékacharacter caught up in incestuous sin.
The story is one more example in which the playgatof some of the earlier stories is replaced
by a more pointed critique of society. Interediingm both cases where the tone becomes more
of a critique and less of a game, the topic igreti. Therefore, in Alfau’s balance between
tragedy and comedy, his stories based around sgpe=oinvolving the religious seem to
inevitably return to tragedy.
5 Conclusions
In looking back over the use of stereotypes innineel, the first conclusion reached in this study
is that the stereotypes in the nolketoscan be viewed as satire because of the overwhglmin
number of metanarrative clues. While Alfau is dést in his use of stereotypes, never directly
explaining to the reader what his purpose is, tlheerous metanarrative clues make it almost
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irrelevant to even question the satire portrayethénovel through stereotypes. The first clue
discussed was the numerous levels of distancinigweth through the use of the narrator,
followed by many others, such as naming the nartétdéau,” the directives of the Prologue, the
use of a manuscript, and the author becoming acterat several points in the narrative. Next,
the emphasis within the narrative on the orgaroradif the novel itself reveals the author’'s
intentionality in each stereotype used. The sévefarences to the reader and the reader’s role
in understanding the novel also hint toward thenelat of criticism present in the novel,
heightening the reader’'s awareness as he readallyi-the indifference portrayed in the use of
the stereotypes gives the reader more reassutaaictnése stereotypes are intentionally placed
and represented for the purpose of criticism. &laee only a few moments in the novel when
this ambivalence dissipates: the three-dimensicmalacter Pepe, who, as | have argued, is not
the stereotype being portrayed, since the story Bspe’s perspective to stereotype Spain, and
also Padre Inocencio and Sister Carmela, who &erehtiated from the rest of the characters in
that particular story in order to generate a maiated critique.

While the stereotypes are, in fact, part of adaxgiticism, this really only represents half
of what is at work in the novel, since the représigon of the stereotypes also forms part of the
playful madness, typical of postmodern literatuféuis is also an essential aspect in
understanding the novel, since it would appearAltfai did not write with the intent of solving
these problems, but he did use these stereotypmegitpue society, in a postmodeaissez faire
approach. This is presented in the stories ashthmcters take control of the direction of the
narrative, and the author is supposedly held captvheir every whim. The mixing of roles
within the stories also reveals this postmodermel®, as characters take on (fictitious) “real

life,” or as they move backward or forward in tilmetween the stories. Also, the reader can
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become lost in the labyrinth as the stories aramohronological order, and important clues
come before and after the conclusion of each stbmyally, the tone of the novel is one of pure
enjoyment of the madness, as the language andcethisdof the narrative suggest the humor
incorporated into each of the stories. In Marig&bDeman'’s critique of Alfau’s use of
stereotypes as a form of criticism, she refledsré of frustration at this method of using satire,
since it can be easily misinterpreted: “Alfaligcosnever confronts the social repercussions of
ironic ricochet, the potential failure or inabilidf irony to unfix the stereotypes, the danger that
irony might in fact conserve and reinforce them0@3: 255). She then goes on to accentuate the
postmodern nature of this kind of endeavor, howewer concern about combining playfulness
and pointed critique is a valid one, as statedexaak one of the possible obstacles of using
stereotypes in such a manner. However, the fatt&hau attempts such a combination reveals,
in a way, one of the main dilemmas of the postmodeovement itself: the struggle to come to
terms with ethics.

Having established that the stereotypes are bdtbat and postmodern in the way they
are presented in the novel, there are three ameskich the criticism becomes especially
prominent in the text. The first case of more ated satire comes in the criticism of Spanish
society, especially in the roles of society andlfiolk of advancement either available or
desirable to Spaniards. The satire also becomasggr in the stories dealing with “the Other”
when both the native and “the Other” are portrayét contempt through the representation of
their stereotypes. Finally, the criticism throwsgitire becomes especially biting when discussing
the religious. In the two stories addressing refigthe tone is clearly critical, revealing thiaist
facet of life was especially interesting to Alfandafrom what one gathers from the novel, he

deemed it as particularly warped and deformed. Wwadnust remember that Alfau is not
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speaking from the position of the anti-Catholis kiding with Franco was partly dictated by his
religious sympathies.

This chapter also investigated the relationshigvbet Alfau and Valle-Inclan, who
developed the genre efperpentditerature. Therefore, in applying Valle-Inclamenre to
Alfau’s work, Alfau’sbufonegeflect a shared literary view of Spanish socibging those who
try, in a quixotic fashion, to rise above mediocand work for the advancement of Spain, those
who would call themselves “the religious” and figaSpain itself with its backward ways and
poverty. Within each story portraying Alfauisifones Alfau seeks to accomplish the
ridiculous, the absurd, and the inability to ackigveatness for these members of Spanish
society. His tone achieves both comedy and tragathywing a society that has become the
bufénof Europe. One question that remains is to whadribit is feasible to imagine an actual
connection between Alfau and Valle-Inclan, sincé&dlclaims that he had never read the
Spanish literary greats of his time. The similesitare evident, making the reader wonder if the
interviews with Alfau, conducted some forty yeaiterahe wrote the novel, are, in fact, reliable,
or it also calls into question whether Alfau dedite hide his literary connections in order to
appear more original and groundbreaking in his titHewever, given the fact that the author
stated his indifference toward his newfound fam@8ayears old, it seems unlikely that he would
wish to withhold information.

A further point of interest has also emerged thlothe meticulous descriptions of each
of the stereotypical characters represented itetkie Alfau seems to remain true to his scheme
of typifying Spanish society, taking on the predoamt stereotypes by having his protagonists
embody them in his stories, yet he strays fromftlisiework when confronting the topic of

religion. Alfau turns from his style of indifferea when representing stereotypes to more
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directly expressing a criticism, so one could se® &s a flaw in the novel, since he does not
remain true to his objective. However, | prefethimk of this shift in style as part of the
postmodern element in Alfau’s work, that he refuselse confined by anyone’s framework,
even his own. Perhaps then, Alfau embraces tleeléra to express himself on this particular
topic without constraints. Also, perhaps Alfawgtigious tendencies made it more difficult for
him to remain objective when representing thisipaldr stereotype.

Finally, as has become clear throughout the dsonof this chapter, while this study
has focused more specifically on the use of stgpestin the novel,.ocosstill remains under
the umbrella of the theory of the Third Space, obsly since Alfau was writing this novel on
Spain from New York City, inhabiting his own Thi8pace, but also because of his actual
treatment of stereotypes. By exaggerating andmdayith the stereotypes themselves, Alfau
breaks down these typified characters, just agpiopositions can break down through
perspectives of hybridity. However, especiallydevit in the story “The Wallet,” Alfau in this
novel does not create hybrid charactersanosas he does i€hromos pointing, perhaps, to his
own development as an author from the publicatidmfirst novel to the time of writing his
second Or, another possibility could be that Alfau himdekirned the importance of hybridity
on his own journey as an immigrant, and therefoeeidea is not only a literary style, but a self-

elaborated philosophy.
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Chapter 4: Form in Locos and Chromos

1 Theorists Divided: Struggling towards definitions

There has been much debate surrounding the litdnaory of the more recent
movements of Modernism and Postmodernism. Thetdeaamters itself on the issue of
defining a movement out of works of fiction withckua variety of styles, forms, and
content. Beyond the difficulties of creating aideion of these movements, some would
even argue it is too soon to formulate ultimatulmsud movements that are still part of
current society. This lack of decisive boundahas left some scholars positing and
guestioning “post-postmodernism” while others sfilim Postmodernism is only a
continuation of Modernism.

Therefore, much work has been done in attempgstablish a more definite
boundary separating Modernism and PostmodernissmeSssume the time period is
enough to distinguish between the two, placing wqgmkor to World War 1l within
Modernism and denoting fiction written after it@sstmodern. Others mark political
involvement as a distinguishing factor of postmod&orks, while others believe both
Modernism and Postmodernism are political. Thewsion surrounding these recent
literary movements have theorists fighting for au#f) nitpicking their colleagues’ work,
and losing sight of the goal of making these twepties clear for researchers and
students who come behind them.

Therefore, with the goal of coming to some conolis about the form and
structure of Felipe Alfau’s novels, the first tasko decide upon the main characteristics
of both the modernist and the postmodernist movéiaath, as much as is possible,

clarify what scholars agree constitutes each thediffer having done so, the next step
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will be to consider Felipe Alfau’s relationshiptteese two movements so as to better
interpret his work.
2 Modernism
2.1 Action and Reaction
Perhaps the clearest of all assumptions about diEmist movement is that it is a
reaction to the movements prior to it: the Enligiment, Romanticism and literary
realism. As this trend of reacting against thevjones movement repeats itself
throughout history, this element does not surpise Modernism was a reaction to
Romanticism in that it questioned the positivisi@atthad marked this previous
movement, as well as the certainty about a fewes$eit on a deep philosophical level
by Romantic authors. This would lead to a gengeakimistic mood that would envelop
the modernist movement, as well as the tendenquéstion and reexamine everything.
Having stated that Modernism is also a reactioi¢orational processes of the
Enlightenment, with its belief in a process of iimyEment, it follows that Modernism
speaks out against the rationality, harmony an@i@ite that characterizes this prior
movement, and that straightforward realism is myéy the foremost goal in the writing
of this literature (Goldman 2004: 22) (Lewis 2000)odernism therefore involves
experiments with time and takes away the expectdhiat the novel will follow a linear
chronological time sequence (Lewis 2000: 4).

Another important aspect of Modernism is thahialeenges some of the
assumptions that the Enlightenment worked from fasiadation. Mainly, this refers to
sources of authority, starting with religion, asheus challenge the idea of a traditional

God, although the Enlightenment had begun the ehgd, with its insistence upon
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reason and rejection of many medieval forms of aswa. Yet Modernism also negates
the absolute authority of science and even theesu@ey of the human mind. As Pericles
Lewis explains,

Modernist experiments implied that our perceptiofithe outside world and of each
other are so tainted by culturally specific or indually idiosyncratic values that there
might be no way of arbitrating fairly between tlwrpeting claims of various individuals
or groups— no eternal facts, no absolute truthclem absolute justice (Lewis 2000: 5).

As a result of the challenges intellectuals makeatd conventional sources of authority,
many modernist works of fiction undermine what hadome expected in terms of the
source of authority within the novel. This meamattthe narrator is no longer to be
trusted, the rules of novel writing are being bmokand the characters will not always
remain inside the roles created for them. The ddgaith in the traditionally held
authorities creates this room for experimentati®oldman 2004: 3).

In order to later make a contrast with Postmodennit will be important to
understand how the modernists go about experingeititheir writing. This
experimentation reflects the modernist sentimemjuafstioning an objective reality and
embracing the disruption that embodies subjectiypereence. Many of the modernist
experiments deal with the structure of the novelthe past, the structure met the
expectations of the readers and never gave thesomda pause and evaluate it, except in
some of the eighteenth-century satirists such asdree Sterne and his self-reflexive
Tristram Shandy1759-1767). Modernists, on the other hand, foeeglers to reevaluate
the structure of the novel by drawing attentioit.tol hey accomplish this aim through
unique style, use of varied techniques, and simftgenre. This means that discussing a
work of literature no longer focuses solely onititerpretation of the content, but also on

evaluating the structure itself and the break&ienform of the narrative. A famous
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example of experimentation in genre comes in Jalogse’'sUlysseq1922), where at
the outset of each chapter, the reader must grapgiiehe sudden shift in genre. The
experimentation would also find its way into thewkanguage in the text:

Linguistic experiment must be seen both as an éaketement of literary modernism,
and a symptom of how Western culture as a wholagdthin the first decades of the
twentieth century. The relation of language tditgaecame a central theme for the
modernists whose art was to reveal a constantglialbetween the artist and his or her
medium (Caneda Cabrera 2008: 55).

This sort of avant-garde novel would become reprtesige of the first wave of
Modernism, whose prominent authors include T.StEéspecially known for being
linguistically pluralistic, D.H. Lawrence and EZP@und (Caneda Cabrera 2008: 59).

These disruptions in form are also reflected anary plot of the novels, adding
yet another instance of instability present in Modtm. Authors play with the
constraints traditionally placed on character dewelent, creating shifts in personalities
and unexpected changing of roles without explanatibhe reader can no longer take for
granted that the narrator is omniscient, honestyen sane. The boundaries between the
fictional plot and the reader are removed by adingsthe reader directly or suddenly
referencing the author. Finally, whereas befaaders could depend on a decisive and
clear ending, during the modernist period authegrbto experiment with inconclusive
endings, again challenging the readers’ expectation

Since Alfau himself is a hybrid, with a backgroundoth Spanish and American
literature, the Spanish modernist literary sceradge relevant to understanding his work.
This is especially true since he has been linkededamousSeneracion del 98vhose
primary authors include Miguel de Unamuno, Ramigdheztu, Ramén del Valle-
Inclan and Azorin. While these authors mirror otim@dernist writers from other

countries in their criticism of the prior movemergspecially true in how they question
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the certainty in the tone of Romantic and Enlightent works, these Spaniards have an
added pessimism about the advancement of Spaineasilaof Spain’s defeat in the
Spanish-American war of 1898. This adversity leelgroup of authors to be highly
critical of Spain as a culture, especially whenstdering the nation’s potential to rise to
modernity with the rest of Europe. Maeztu in gautar focused on the decadence of the
national character, which he believed descended the national narrative of Don
Quixote, using him as a representative of Spalisrcomparison to England’s national
narrative of Hamlet, contrasting the foolishnes®oh Quixote to the philosophical and
passionate, albeit Danish, Hamlet (Gonzalez Cu20@8: 99). Maetzu'’s perspective on
this topic was echoed by many other works emphagitiis deficit in the Spanish
character, one important one being, “Espafa Inbeatia: Bosquejo de algunos
pensamientos histéricBsy José Ortega y Gasset (1922). He also spokiyban this
topic: “La rebelion sentimental de las masas, & ados mejores, la escasez de éstos —
he aqui la razén verdadera del gran fracaso hisgfar§j1922] 1997: 113). Therefore,
while modernist authors from other countries dodlke future of modern civilization as
a whole, for the Spanish modernist, the focus waerparticularly on the painfully
dismal future of Spain.

2.2 The Role of History

Many theorists emphasize the impossibility of dsstng the time period of Modernism
without engaging in the historical and politicakets that would dramatically alter daily
life and perspectives around the world (Goldmard2@3). Therefore, it is not

surprising that many view Modernism as yet anotrarsition, and one cannot expect

Y “Invertebrate Spain: An Outline of some Historiedlights” (1922).
2“The sentimental rebellion of the masses, theeldatif the best, the scarcity of such persons -ethes
the true reasons for the great Spanish failure.”
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works from the beginning of the movement to mimarks from the end of the
movement. One of the most significant events duitinms time was World War |,
creating two strong contrasting opinions. Someggaly outsiders, considered it “The
Great War,” and boasted that it was the war toahdars. This perspective creates a
rather optimistic view on humanity and technologglfton 2005). Typically, those more
directly affected by the war, or those more congaels of the loss of life, the mass
destruction and the horrors of war, developed aesehdespair about the future of
mankind (Scholes 2006). Writers at that time thadtir work must reflect these changes
in perspective. Questions loom over writers whamear: “What art, what music, what
kinds of writing might be adequate to express hmeigjhts and feelings of the new age
that so many people felt was coming into being adatiinem at this time?” (Scholes
2006: 121). Many artistic attempts to describettaema of World War | would center
themselves on the fact that progress is not neclyslsaneficial, focusing on the negative
effects of modern civilization and the monstrositié which the human race is capable.
This creates obvious changes in the styles andtstas of writing emerging from that
moment in history, usually referencing a breakd@ivexpectations or a mechanical
tone. Jane Goldman comments on this initial shiRlodernism and asserts that the
avant-garde movement at the beginning of the 18@@srwent “regroupings and
reorientations” after the war (2004: 28). The sttgphic events of the war also made it
possible for Modernism to become recognized asié¢fi@ing movement in the 1920s,
since more scholars found themselves agreeingthatisentiments of these modernists
after having witnessed the tragedy of war. Howgewethe 1920s there was still a strong

minority that critiqued the modernists for the des$ and mechanical tone of their
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literature. Although Spain did not intervene ie first World War, the devastation of
the final loss of the colonies at the end of theeteenth century made her participate in
the sense of bewildering tragedy that affected¢lseof Europe in all senses.

As the movement progressed into the 1930s, Moslermiorked itself into
popular culture, with critiques dissipating as mhaority accepted the movement since it
embodied the modern advancement in technologylendrisettling realities of living in
modern society. In the aftermath of World War Idahroughout the 1950s and 1960s,
the period marked by the uncertainty of the Cold Wes the borderline between
Modernism and Postmodernism. It is interpreteddoye scholars as still being
modernist, as they claim that the literature toolegen more dramatic turn toward the
new and innovative, whereby “formal experimentsenarked by a rethinking of the
relationship between the objective, omniscientatarrand individual characters with
limited subjective perspectives” (Lewis 2000: Dther scholars claim these dramatic
changes post World War Il are sufficiently distiastto mark the onset of a new
movement.

While World War | was a fundamental componenhia development of the
modernist period, many more transitional momenteweaking place around the world
which also contributed to the general mood. Froen1#®10s to the 1920s, Russia and
Mexico would become communist through violent remoins, while the United States
would experience the roaring twenties followed oy $tock market crash and the Great
Depression of the thirties. Spain would suffeesasktating civil war after its short-lived
Second Republic, resulting in a dictatorship. Wiaill this was happening, Hitler was

gaining power and support in Germany and beginhiagnvasions. With all of these
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tumultuous events taking place in such a shorbdesf time, it is no wonder the
modernist period is considered a time of transjteond it is logical that such a shift in
theory from the beginning to the end of the pexaaild occur. For those scholars who
state that Postmodernism reflects a political &ivthat Modernism lacks, considering
the amount of literature that has come out of edd¢he conflicts mentioned here, it is
impossible to ignore that Modernism included atpzal activism in its writing as well
(Goldman 2004: 19).
2.3 Industry and Literature
Beyond the impact of major world events, the changesociety would also impact the
literature of the time, especially the continuedtpaineteenth-century industrialization
and its effects on life in the city. Writers wouldlize the feelings associated with
industrialization as themes in their fiction, sashthe displaced individual, the loss of
ideals, and disillusionment (Lewis 2000: 14). tder to communicate these themes they
would mirror the sterile environment of industry tl®moving sentiment from their
writing (Scholes 2006: 124). Even in those stoc@staining sentiment, it is often
disguised or not stated explicitly so that it reftethe machine-like existence in the city.
With the growth of cities creating new people grewupth particular needs and feelings,
the modernist period often uses the marginalizetth@ middle class as the central point
in fiction (Lewis 2000: 11) (Scholes 2006: 41).

Another result of city life would be the emphasisthe individual through
stream-of-consciousness writing. During the modéperiod, stream-of-consciousness
writing became popular especially as it reflectsgl lbneliness that accompanies city life

(Lewis 2000: 4). Itis as if the authors, confemhtvith the cold life of the city, try to find
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a spark of life in the interior of their protagasisa criterion illuminated by Sigmund
Freud, as Lewis explains: “Perceiving a gap betwkemeaningful inner life of the
individual consciousness and an outer world thapeh that inner life but seems in itself
devoid of spiritual meaning, the modernists sowghteans to bridge that gap, to glean a
meaning from that apparently senseless outer w@2i@00: 4). In this way, the
modernist period does involve a crisis of belietdese the individual is trying to find
meaning in the midst of a senseless world. Thendis/ely modern aspect of this crisis
is that it is still searching for a solution. Whet it will find one is still unknown, but the
search continues (Ashton 2005).

3 Modernism and Postmodernism: The Issue of Differernting

To this point, the definition of Modernism seemdofairly straightforward, but this is
the issue of studying one isolated period withawhparing it to what theorists say about
the prior and later movements. It seems that gumwsémodern theorists have fallen into
the trap of defining Modernism as an extensiorhefEnlightenment, stating that
Modernism represents the rational, humanistic,eangirical, when in fact it is a reaction
against those very ideas. However, when one caapanat the modernist scholars have
to say about Modernism to what the postmodernlsblacs have to say about
Postmodernism, it sounds increasingly similar (Hatm 1988: 35). In order to provide
the clearest representation possible of the cusiamtion of literary theory, the next task
will be to identify the characteristics that haweh deemed “new” in describing
Postmodernism but in fact represent Modernism dis w®wever, it is true that often
within these common characteristics one can filghschanges in perspective that set

the two periods apart. After having establisheddbmmon ground, in the following
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section the discussion will turn to those pointt tre, indeed, new in Postmodernism,
establishing it as a distinct movement. Yet, atest at the beginning of this chapter, it
remains difficult to consider either period fromemtirely objective point of view, since
the current perspective is still very much influeddy both Modernism and
Postmodernism (Goldman 2004: 8).
3.1 Overlaps: Experiments with Form
One of the ways in which Postmodernism reflectssérae characteristics as Modernism
is in the use of experimental form. Both movemesisecially focus on drawing
attention to the form by breaking conventional subé fiction. As Linda Hutcheon
explains: “postmodern fiction manifests a certaimaversion, a self-conscious turning
toward the form of the act of writing itself” (198828). Instead of focusing on outward
events and communicating “truths,” these works ararthe very process of writing,
forcing the reader to evaluate the constructioreafity in fiction. Others have called
this “laying bare the device,” as if the fictioniter were a magician revealing exactly
how he performs each trick, the trick being theadiringing the reader into a story to
the point where the reader feels it is realityydhkese writers then turn to disrupt that
reality (Ashton 2005: 2). As Patricia Waugh exp&i“Metafictional novels tend to be
constructed on the principle of a fundamental arefasned opposition: the construction
of a fictional illusion (as in traditional realismahd the laying bare of that illusion” (1984:
6).

While this technique is used in both modernist postmodernist writing, many
scholars have noted that postmodern writers edpefoaus on breaking apart the

invented reality, since their intentions in doirggo beyond a simple critique on the
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production of fiction. While their goals in usingig technique will be discussed later in
more depth in the section relating to deconstragtio, for now it is important to see that
postmodern writers draw attention not only to thestructed reality of fiction, but the
constructed reality in the world around them. Aaulgh states:

Metafictionis a term given to fictional writing which selfsasciously and systematically
draws attention to its status as an artefact ierai@ pose questions about the relationship
between fiction and reality. In providing a critigof their own methods of construction,
such writings not only examine the fundamentalcttmes of narrative fiction, they also
explore the possible fictionality of the world ddesthe literary fictional text (1984: 2,
emphasis in the text).

Perhaps this is one area in which Postmodernisakbrawvay from Modernism, not in
the technique used, but in the purpose of usingtécanique. For modernists, a certain
playfulness with the form negates the logic anceoaf the Enlightenment. For
postmodernists, the playfulness with the form fesuthe readers’ attention on the fact
that the novel is constructed and that just asviiters construct novels with the facade
of reality, so human beings create the reality $eg/in the world.

Part of experimenting with the form of the novetans experimenting with the
genre. Waugh states that literature is incapabhes®ting the reader’s expectations of
the novel pertaining to one specific genre:

There is no one privileged “language of fictiorThere are the languages of memoirs,
journals, diaries, histories, conversational regsstlegal records, journalism,
documentary. These languages compete for privil@dey question and relativize each
other to such an extent that the “language ofdictis always, if often covertly, self-
conscious (1984: 5).
In these modern and postmodern fictions, the autbes not make room for one specific
“language” but constantly keeps the reader ondas,tcreating a chaotic narrative that
leaves no voice unquestioned. Derrida concludats‘éhtext would nobelongto any
genre. Every texparticipatesin one or several genres, there is no genrelgsstere is

always a genre and genres, yet such participageermramounts to belonging” (1992a:
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230, emphasis in the text). These fictions, tine@ke the reader see that fiction is not
only a novel, poetry or a script, but a combinatidicountless genres, just as reality, or
the official version of it, is actually a selectigemposition of written texts.
Postmodernism then adds the nuance that theseatextseated and compiled at the
whim and even manipulative drive of historians andticians.

Beyond playing with the structure through the tafgf of genres in order to create
uncertainty in fiction, postmodern authors are kndar resorting to styles that are
conducive to creating an atmosphere of doubt aedtepning. One such technique is to
disrupt readers’ expectations through the useeatisurd. Originating with the Theatre
of the Absurd of the late 1950s, postmodern autbapsure and incorporate the absurd in
order to force the reader into reevaluating whay thxpect to see in literature (Esslin
1970). Curiously, a contemporary of Alfau, Migh&hura, contributed to the Theatre of
the Absurd along with the other European authock si3 Eugene lonesco and Samuel
Beckett, and like Alfau, was misunderstood becdeseas ahead of his time. Irony
serves as an additional technique to help the ressereality with new eyes. This irony
may come through an unreliable narrator who doésammmunicate truth to the reader
or it may come through the actual plot of the stmmg how it undermines historical
events or progression (Ninning 2008: 38) (Hutchk2f8: 41). By defying genre
boundaries and stretching the limits of logic, éiughor hopes the reader will experience
instability; questioning his understanding of rgaboth inside the text and, moreover, in
everyday life (Waugh 1984: 5).

Interestingly enough, such techniques as the dlsurony were popular with

modernist writers as well, which is why they haeeib included in the section pointing
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out what Modernism and Postmodernism seem to sidre.question then becomes
whether there is a difference in the reasons whgiemost and postmodern writers use
these techniques. Both want to communicate unogfdut modernists hold on to the
hope that uncertainty is not all that humankind dnzslable to it, that there remains some
kind of purpose. The postmodernists seem to pradaite the opposite: that chaos is
all we have available to us and that one can chtmopkay with the uncertainty and swim
in it, or one can explore the depths of despairdmogn in it.

3.2 An Existential Crisis

Having discussed the instability in the form, geane style of both modern and
postmodern fiction, the next step is to explorertasons for the popularity of these
techniques and the philosophical origins drivingrsa style of literature forward. Many
theorists state that authors revert to this kindnating as a result of an existential crisis,
a concept that comes directly out of modernisttheocAs Waugh explains, “Post-
modernism can be seen to exhibit the same sersesisfand loss of belief in an external
authoritative system of order as that which prompi®dernism. Both affirm the
constructive powers of the mind in the face of appaphenomenal chaos” (1984: 21).
The question again becomes what differentiatesnib@ernist crisis from the postmodern
crisis. In many ways, it seems that the modernist® still searching for a way out of
this crisis, a search that either ends with a bwaksillusionment about the lack of a
solution (Virginia Woolf's suicide upon the brink another war comes to mind) or a
determined optimism about the future. The postmusdts, on the other hand, have come
to the conclusion that there is no solution to &sstential crisis, which creates a sort of

indifference toward ideological conclusions entirgMorrissette 1985: 11).
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With this crisis of existence ending in desperatibis no wonder that the
solution taken by many postmodern writers is simplwallow in the chaos around them
(Thomas 1989: 1989). Waugh, in describing the pl@&terne’sTristram Shandy,
explains that “progression is always digressio984: 95). This is often true of the
literature from postmodernists because there carobaovement forward. In a sense,
this allows the author a freedom to write as he $igeas there are no conventions worth
keeping and no ultimatums left sacred. As Brintspy “Postmodernism is— among So
many other things— a snake swallowing its own &ljt returns, playfully, ironically,
and with lighthearted seriousness, to what onceaagl to be its age of innocence”
(1998: 19). This existential crisis in some wagsambles a group of people stranded on
a desert island. The first efforts revolve arotmythg to find a way to escape from the
island and using the island only as a resourcéhfiirescape. Once the people have lost
hope in that escape, however, the outlook on tiveis on the island changes
dramatically. Instead of seeing the island asdaii of materials useful for their
escape, they see the island as a source of coraftwénture, and life. Beyond the grasp
of any external authority, they have the freedomémipulate those materials in
whatever way brings them enjoyment. In the samg w@ostmodern writer settles into
the desert island of uncertainty and writes witheedom from empirical constraints or
modernist searching.

To say that postmodern writers have stopped thelsdar stability is not to say
that society matches that point of view. In fécseems that often the writers’ job is to
push the readers out of their comfort zones aralantunsettling perspective. Having

already seen that writers draw attention to thenfa@enre, and characters in order to
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break down readers’ assumptions about realitg, fioi surprise that writers will also go to
great lengths to communicate this existential grisfostmodern writers often accomplish
this through writing about the marginalized, sitiie people group embodies the
instability postmodern writers long to communicatel externalize. As one author
explains: “One of the things we must be open tefigg to is what | have called the ex-
centric, the off-center. Postmodernism questi@mgralized, totalized, hierarchized,
closed systems: questions, but does not destraftéBs cited in Hutcheon 1988: 41). If
history is told from one closed perspective, thegtality remains that this perspective is
neither objective nor accurate. If history is thed pure truth it claims to be, then our
identity, which is so wrapped up in our understagdif history, is uncertain. If identity
becomes unhinged, nations suddenly become spadéfeoénce and the voice of the
marginalized becomes as valuable as any otherapiand no one voice can become the
center, because the center has been proven na lealge Theorists have begun to see
this as a new era of history:

Historians told the stories that legitimated arnyae the perpetuation of the powerful’s
control of the weak. For some, the collapse o thision is taken to have opened the
way to intellectual anarchism: to each his or hen tiistory. For others, it may be
opening the way to a new intellectual totalitarganj or at least to an elitist thrust that
divorces history from the perceptions of the gelnedlacated public (Fox-Genovese
1989: 219).

In other words, the common story that was saichitewnations, peoples, and the world,
has dissolved and left everyone trying to rewrigtdry, and finding that no one can
individually speak for everyone, and thereforet thtgective history cannot be accessed
as it does not exist. This particular aspect atodernism sounds immediately familiar

to the previous chapter discussing the Third Spaee, indeed, this is one area in which
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Postmodernism shares a great deal with Postcolemiaéspecially in the treatment of
“the Other.” This creates yet another overlap leetwrecent literary movements.
3.3 Politics in Literature
Perhaps the greatest challenge in separating dhfeosh the new in Postmodernism is in
the idea of politics in fiction. Many consider jials to be part of Postmodernism in a
way that was unprecedented from the modernistsulsecaf Postmodernism’s close ties
to Postcolonialism, which is a much more clearlitipally-driven movement in fiction
writing. However, while it may be true that Posttemism is more directlgolitical
than the modernist period prior to it, as previgussated, it would be impossible to deny
the politics driving many of the modernists to wribeir works of fiction, keeping in
mind the dramatic events that surround the modepeisod. All the same, it is true that
modernist authors present the political in a muchenabstract and indirect style than
other literary movements. We have already disauseee of these characteristics, such
as the industrialized tone in the literature, @ tise of stream-of-conscious narration.
Beyond the debate of the originality of includipgitics within the movement of
Postmodernism, some theorists debate whether Pdstniism can be connected to
political writing at all. This argument emergesrfr the fact that Postmodernism
associates itself with an inability to considerntdig or external truth objectively, or for
that matter, virtue and morality either althoughha last years of the twentieth century
there has been a “return to ethics.” Perhapshierreason, some authors have felt the
need to state that not all recent, that is, conteary literature, is necessarily postmodern
(Hutcheon 1988: 4). In attempts to justify thigbfpcal stance, scholars provide several

different arguments as to the reasons for thisbgdyeen political writing and
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Postmodernism. Some state that Postmodernism ghaivterature is not capable of
influencing politics, and that it is not a powerfaedium for those purposes (Ashton
2005: 26). Others state that the style of writmgostmodern literature is not easily
accessible to the masses and therefore is not sgteusly enough to have a wide
political influence (Hutcheon 1988: 210). Stilhet theorists state that postmodern
literature expresses an indifference to all thwgh an ideological end, one of those
definitely being politics. For these reasons mseiyolars claim that Postmodernism and
political writing must remain separate entities.

While these are the arguments of those who fiatlrostmodernism cannot
include political undercurrents as one of the ctiarastics of the movement, still others
would argue that Postmodernism is directly andossty political. One of the main
arguments for this position states that postmotimature sets up a system and then
undermines it to show its flaws. In this way ipwlitical when it constructs any form of
community and then reveals its inadequacies (Hottli®88: 180). As Mark Currie
explains, “the transition from poetics to politcasn also be seen as a deconstructive
legacy because deconstruction introduced new metftwdhe unmasking of ideology”
(1998: 4). As an extension of this debunking dftjpal facades, one author, Elizabeth
Fox-Genovese, emphasizes that New Historicism teVveav texts do play a role in the
formation of history, and therefore:

Ultimately, to insist that texts are products ofl grarticipants in history as structured
social and gender relations is to reclaim thenst@miety as a whole, reclaim them for the
political scrutiny of those whom they have excludgslmuch as those they have
celebrated, for all of those in whose names theg Ispoken or have claimed to speak.
And it is to reclaim them for our intentional patdl action, and ourselves for political
accountability (Fox-Genovese 1989: 222).
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By acknowledging history writing as a finite andgctive process, the political nature
of such texts surfaces along with their inhereases and beliefs. Furthermore, with the
so-called “turn to ethics,” or return to ethicstiog¢ last decade of the twentieth century,
Postmodernism has reclaimed a right to take sidésat remain neutral.
4 New Methods: Supposedly New Trends in Postmodesm
4.1 Deconstruction in Language
An essential starting point for a discussion ofaestructionism is Jacques Derrida’s
philosophical hypothesis, based primarily on hiblghhed work Of Grammatology
[1967] (1998), which essentially furthers otherlpbophers’ efforts. The first of these
predecessors is Nietzsche, who wished to reevalnateerspective from which we view
history in that instead of history being primamllgjectively factual, it is fundamentally
political, and therefore a manipulated and subjeatendering of the past. Derrida also
drew from Ferdinand Saussure’s discussions onrthitations of language as a system of
opposing signs. Derrida pursued the breakdowrppbsitions in order to arrive at a
higher and more accurate view of the world arousicauvorld of difference, both in
language and in our own limited perspectives ofityea

Therefore, one of the biggest differences betweedam and postmodern
literature concerns this deconstruction of languaberough Derrida’s theories of
deconstructionism, the ideas linguistic scholarsehaken for granted, going all the way
back to Plato, come into question and many assomgptiave to be reevaluated (Ashton
2005: 19). Before, there had been a strict onentorelationship between the signifier (in
most cases the word) and the signified (the olgette idea in reality). As Mark Currie

states, “Reference to language is, after all, fferéint from reference to the so-called

230



outside world. There can surely be no positiorsioetlanguage from which language
can be viewed objectively” (1998: 47). Language dlasys been assumed to have some
sort of true reflection of the world outside ofeifs but according to deconstructionism it
is only subjective.

When considering how this subjectivity impactsrhtere, Derrida focuses on
literature’s drive to represent reality throughdaage. He states:

With the exception of a point of advance or a pointesistance which has only been
very lately recognized as such, literary writing halmost always and almost
everywhere, in accordance with diverse fashionsagnolss diverse ages, lent itself to
thattranscendenteading, that search for the signified which weshmut into question
(1992b: 104, emphasis in the text).

Based on this perspective, literature, being comg@s language, cannot maintain a one-
to-one relationship with the signified. Waugh ttecentuates the reformulation of the
relationship between language and postmoderntiiteravhen she points out:

What has to be acknowledged is that there are thesf metafiction: one that finally
accepts a substantial real world whose significamoet entirely composed of
relationships within the language; and one thagests there can never be an escape
from the prisonhouse of language and either dedightiespairs in this. (1984: 53)

Therefore, with objective portrayals of reality des impossible, postmodern literature
may focus on this inadequacy of language as aalehtkme, whilst others dabble with
language on a secondary level.

4.2 Deconstruction in Society

As previously mentioned, one of the reasons forteamjzing the structure of the novel in
Postmodernism is to draw attention to the similarcsures in society, and by drawing
attention to them, question them and recognize thdijectivity. Again, Patricia
Waugh'’s insight on this topic adds some clarity:

Metafictional deconstruction has not only providedelists and their readers with a
better understanding of the fundamental structlirearative; it has also offered

231



extremely accurate models for understanding théeogporary experience of the world
as a construction, an artifice, a web of interdepan semiotic systems (1984: 9).

Therefore, one of the ways in which postmodermditee extends beyond the realm of
fiction to the created structure of reality is tiigh characters acting as novelists, writing
their story and the stories of those around them ftheir individual perspectives.
Postmodern literature also draws attention to &trohs of experience and reminds the
reader that he is not, and never can be, assur@gjextive reality (Waugh 1984: 3).
Waugh quotes John Fowles in saying: “Fiction is @minto all [...] | find this new

reality (or unreality) more valid” (1984: 2). K as if the world has known all along that
its reality is a sort of fiction, but owning up tloat fact becomes intimidating because one
must relinquish any authority or objectivity abandividual experiences.

It directly follows, then, that when every expee is subjective because it can
only be seen through subjective eyes, the authiorippstmodern fiction cannot belong
to the author, because the reader will never egpee the novel from the author’s
perspective (Hutcheon 1988: 90). The author haetain authority by shaping the
events and characters toward his own point of viaw,n the end, the reader will use his
own experiences to interpret what he is readindn{@s 2005). This aligns with
Heisenberg’'s famous formula: “It is impossible &sdribe an objective world because
the observer always changes the observed” (Heisgriied in Waugh 1984: 3). In past
literary movements, the reader was thought of dartyy as if all readers would respond
in exactly the same way. Postmodernism’s focutherplurality of culture and histories
can no longer allow this single vision of the raadéorrissette 1985: 120). True to
postmodern trends, the author will try to makerdeder aware of his own subjectivity

through the reading of the text by a variety ohteques, including multiple endings,
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different perspectives on the same actions, addigetise reader directly in the plot, and
countless more. The point they are purportingdeed unnerving: “It is chilling to be
reminded that our only access to the whole visnalaise of the narrative is through the
medium of writing, a medium that the narrative se@&veral times to be an unreliable
guide to the identity of the writer” (Currie 199824). This kind of doubt and

reevaluation is exactly what the authors are hopngeate by exposing these techniques
to the reader.

By prompting the reader to reevaluate his roltheinterpretation of the text, the
awareness that comes through that process expantiser assumptions one makes
about society, including the telling of historyutdheon emphasizes the fact that
literature and history are essentially doing thmes#hing in that they are interpreting
experience, and she clarifies that while Postmaserri‘Does not deny thexistencef
the past; it does question whether we can krewthat past other than through its
textuality” (1988: 20, emphasis in the text). Pastiernism demands that history be, in a
way, “rewritten,” because it cannot be thought ®fiaear, objective or authoritative
since “writers on postmodernism hold that, in e kwentieth century, grand narratives
ceased to be ‘grand’ any longer and that history m@longer sustainable by traditional
historical discourse” (Veeser 1989: xv) (Cobley 20089).

Another way in which reevaluating structure ied#éture has impacted the way of
perceiving literature as a whole comes from thestjaes surrounding genre. Many
postmodern theorists have argued that once onedagdeconstruct the structure of the
novel and look more precisely at its components ginre of “literature” begins to

disappear as it is overtaken by philosophy, jowndialogue, history, essay, and
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countless other genres. There is an interdeperdbat cannot remove literature and
make it an entirely separate thing (Derrida 1992%5 .Attridge attempts to summarize
Derrida’s perspective on this point, he explairat:th

Notext is wholly governed by the concepts and opsstof philosophyeverytext can
be read (though not necessarily without some t@mghextended intellectual labor) as
“literary.” Equally, no text could beholly “literary”; all acts of language and
interpretation depend on philosophical categonesmesuppositions (Attridge 1991.: 7,
emphasis in the text).

There is an essential blending of fact and fictlwat has led to a debate about whether
authors of fiction are “liars” in that they repraséheir fictional characters and stories as
fact to make them believable to the reader. Thveynaset them up as historical so that
the reader can situate the event in time. Sonwitis have created an idea called
“alternate worlds” in order to reconcile the faiction problem in literature, concluding
that fiction creates a parallel world to the reakld in order to exaggerate and thereby
critique certain aspects of life.

4.3 Creating Plurality out of Oppositions

Another way in which Postmodernism reacts against movements is the way in
which it desires to show pluralism as opposed matyi oppositions. The tendency is to
think that theorists are referencing morality whiegy speak about binary oppositions in
modernist theory, but that is not exactly the cadere than morality, the focus seems to
be on “the Other,” the marginalized, but in a muatrerestrictedsense than in
Postmodernism (Hutcheon 1988: 196). Postmoderraseats the mechanism behind
fiction writing in order to show that it is a humaanstruct, just like one’s subjective
perspective of reality. These human constructduem@amentally individual and
therefore vastly differentiated, depending on baskgd, personality, or culture. This

leads to the conclusion that the only perspectadiable is a subjective one, whether it

234



be in history, fiction, or philosophy. Therefobased on these theories, it logically
follows that the colonial “Other” cannot exist. & Other” suggests a singular, united
group of those who are different from the norm.isTib one area in which
Postcolonialism overlaps with Postmodernism, staté break down the singularity of
this group, or any group for that matter, and ehtido away with the idea of “the norm,”
for each person’s “norm” is entirely subjectiveosBnodern theorists relate this change
to the globalization that comes with the increas&avel and technology: “The existence
of an unprecedented cultural pluralism has meattgbst-modernist writers are not
confronted with the same clear-cut oppositions ademist writers were” (Waugh 1984:
10). This plurality fits very well in the pictud Postmodernism, which aims to open up
debate as opposed to searching for a solutioniamdgfor conclusions.

A final characteristic that sets Postmodernisnrtafpam Modernism is that
postmodern fiction usually leaves the reader wittopen ending, while Modernism still
strains for a closed ending. Again, rememberirag hodernism is not the
Enlightenment, modernist authors did not feel thay had the answers, but they had not
yet surrendered the search for answers. Manyidtedrelieve that this is essentially part
of what it is to be human in that “one of the mauralities we look for in art is what we
don’t find in life: order, form, integrity” (Sherah 2003: 9). The modernists were
essentially trying to continue the search to emdetkistential crisis they had arrived at as
a result of the dramatic events surrounding theemost period. Postmodern literature
takes this stance one step further, as Hutchedaiagp“The postmodern impulse is not
to seek any total vision. It merely questionsit findssuch a vision, it questions how, in

fact, itmadeit.” (Hutcheon 1988: 48, emphasis in the text).isTdgain reflects the
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indifference previously discussed in that postmoidés have given up the search and
resigned themselves to questioning and living steée of doubt. The authors are
challenging their readers to throw off what is cortdble and expose their own
limitations. As the role of the artist in society is often tinlgrthe people into an
examined life, this is exactly what the postmoderiter is doing: asking readers to
evaluate the assumptions they make about experibistery, and literature.

In turning from this background section dedicatethe differentiation between
the two movements, Modernism and Postmodernismndtances of overlap between
the two will be useful in evaluating the form offé&li’s two novelsL.ocosandChromos
The scholars who have written on Alfau have notgisvagreed when classifying Alfau’s
work within these two movements. Susan Elizabethe®y has been the one scholar
who has decisively placed Alfau’s work within tharhework of Postmodernism, while
Joseph Coates, who reviewed both novels, found_taiswas modern an@hromos
postmodern (Sweeny 1993: 207; Coates 1990). Huntive, several authors, including
Anna Shapiro, Mary McCarthy and Joseph Scott, fhaared Alfau’s work to be
representative of Modernism, with Scott even dditigea thesis to the topic (Shapiro, A.
1993: 203; McCarthy 1988: 205; Scott 2005: 1). &malysis of the two novels through
the distinct lenses of Modernism and Postmodermdhreveal, | hope, that, curiously,
the two novels embody more characteristics of tietrpodern movement than the
modernist. In fact, the very foundational drivetteé two novels along with their
philosophical framework, reflect Postmodernism.thia analysis in the next section,
therefore, these postmodern characteristics hame bken down into four essential

groups. The first of these is structural techngj@specially discussing the format of the
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novels; this will be followed by the second groubpieh will address the literary
techniques, contemplating the content of the noWemselves. The third group of
characteristics will focus on the deconstructiotesidencies and finally, the last section
will be devoted to the philosophical foundatiortloé two novels. This chapter will give
examples of these characteristics of Postmoderficam both of the novels, working
simultaneously with.ocosandChromos

5 Structural Techniques

5.1 Metanarrative

The first of these structural techniques, so cétr®ostmodernism and very much
present in the two novels, is the use of the metatiee. In the novelocos,the
metanarrative is immediately present in the Prodo@s in this passage seen in the
previous chapter, when the narrator “Alfau” states he obtained the ideas for the
following stories in the “Café de los Locos,” indish, the Café of the Crazies:

| should add: the author is lost.

And even as | write this prologue, | realize houetthis is, for | can find no connection
with that individual and official author of this bl who once while in the mad, fantastic
city of Toledo wandered one day with his friend, Dwsé de los Rios, into the Café de
los Locos (the Café of the Crazy) where he witngé$ismgs and saw people which in his
playful imagination took the shape of this bookowhith the lack of conscience typical
of an author advised an acquaintance there to triadasignificant, though real life in
this world for the still less significant and nditr@al existence in these pages, who at the
end of a chapter flung a window open and let i Irato take the stuffy and fictional

life of the one character who was his childhoodrfd and who in a persistent
confabulation with the characters found in thateDol café, is the abstract, but
nevertheless real, perpetrator of this experim&®8§: x).

While there are many points of relevance in thesggs, for the purpose of discussing the
element of the metanarrative in the novel, this pathe Prologue states explicitly that
the events are not real and that they have emagadnanifestation of the imagination

of the “author,” all stemming from a singular exipece at a café in Toledo. However,
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while this metanarrative states directly that thergs of the novel are imaginary, the
novel then goes on to mix “real” events with fictéd characters, making even this
supposedly clarifying moment in the Prologue p&d muddled confusion of characters
and authors.

The metanarrative continues into the first sttigentity,” as “Alfau” reveals the
“real” people he encounters while visiting the Cdéélos Locos, who will then become
his inspiration for the characters of the novel; UBing these doubled versions of the
characters in the stories, the author achievean@her layer of distance by placing a
filter over the reader’s future perspective of thekaracters when he will encounter them
in the text, emphasizing their fictionality. Aldgbe image Alfau creates of these
characters within the metanarrative focuses omthedane and the typical, in contrast
with the representation of these same characteéngvihe plot, altered dramatically
through Alfau’s use of the surreal and the grotesgine of the best examples of this is
when “Alfau” describes Dofla Micaela within the nmeearative: “Look at that pale lady
dressed in black sitting at that table with a ggmtin. Notice how she is going to sleep.
She is Dofia Micaela Valverde™ (1988: 8). In thesscription, Dofla Micaela reminds the
reader of the traditional role of the grandmotime$panish society. However, when
Doifa Micaela returns later in the narrative shiésdepiction of religious fanaticism,
engulfed in the surreal and the grotesque throabious symbolism and her obsession
with death (1988: 147, 156).

One final curious occurrence within the metanareadf the novel deserves
reference since it evokes the literary heritagehich Alfau is writing: it comes when

Don Quixote makes an appearance at this same €dés dlocos. With this reference,
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Alfau openly admits his knowledge of the very ttamh he is writing in: “I remember
seeing there a poor and shabby lean fellow. Heneldto have served Cervantes. Well,
the poor man could interest no author at the ptasement” (1988: 5). This appears to
be one of Alfau’s ironic declarations, which ocatiseveral different moments
throughout the novel, written with the intent ohdiing the reader’s attention to the exact
fact he denies. This is true of this referencBon Quixote, since as the novel goes on,
he appears in the story “Fingerprints” and eveesak prominent role in the story “A
Romance of Dogs,” since the character Garcia séeims a rendition of Don Quixote as
well. Therefore, while Don Quixote is not a reletvaharacter in the novel, his presence
remains in the ambience of thdseosthroughout the novel, sometimes taking the image
of a religious fanatic or at other times a depresfomantic poet. He is a pertinently apt
figure, as he waslaco himself.

In contrast, the nov&lhromosuses a metanarrative of a different style, timeti
much more based on the surreal. Don Pedro, wheedsve already seen, is portrayed
as the devil, leads “Alfau” down into the depthshaff own creative genius. Within this
novel, however, the emphasis is on the halluciyatature of this experience: “l was
dizzy and was sure that | was walking in my sleeg déreaming. The monotonous
beating of the bare end of his shillelagh agaimstgavement must have been
instrumental in the hypnosis” (1988: 18). In thassage, Don Pedro acts as a sort of
muse, only a tortuous and cruel one, refusinglease “Alfau” until he takes on the
daunting task of writing about the Americaniard$ie actual location of the
metanarrative remains a physical place, howevermémrator offers no details as to the

specific location. Later, the inclusion of thetdised and agedhromoswith the insects
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crawling out of the walls and across the books nelsithe reader less of an actual
physical space, placing more emphasis on the $wamneahe grotesque.

The metanarrative in the noveh@mosabounds with references to the devil and
the descent into Hell. Even the words of Don Pedanl like a death sentence spoken
over “Alfau,” as he descends down to his fate atimg about the Americaniards: “And
at last, to wake up from the dream or sink furih&w it, his fateful words: ‘Time to go.”
(1990: 19). The connection to a dream reversesupposed reality of the novel, giving
more weight to the metanarrative and less to teeafethe plot that transpires within this
frame story. As “Alfau” is carried away by Don Pedo his fate, the language, as
previously seen, contains even more diabolic refes: “Everything was foreordained
and all inevitable. The old but well-kept HispaBoiza that slid to a stop before us,
quietly, dark and foreboding like a hearse. Theammy timing, everything suggested
Satanism and witchcraft, the dragnet of Lucifel94Q: 20). Therefore, according to this
metanarrative within the nov€hromos the weight of the task of writing the inner plot
of the novel lays heavily on the “author,” as iflweuld have to die a death. This
reminds the reader of the same view of the arsistifl be seen in Alfau’s short stories,
as one who must “die” in order to give the giftrmdight and perspective through his
work.

Therefore, the metanarrative in the no@aromostakes on a much more
philosophical style than the metanarrativéatos In Locos the metanarrative reiterates
the stereotypical nature of the characters in theeh creating a contrast between the
mundaneness of “reality” and Alfau’s surreal iroartique. InChromos the

metanarrative speaks more directly to the writingepss itself, discussing the deep
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commitment necessary in order to achieve suchka tas already seen through the
theory on Modernism and Postmodernism, the soktexte of the metanarrative is not
sufficient for a novel to be classified as postnragdeut the metanarrative must draw
attention to the constructed nature of the textis TS true of bothocosandChromos
since both metanarratives reveal the text as aeatd do not pretend to be a diaphanous
representation of reality. The metanarrative ithlibe novels is, indeed, one of the
strongest clues as to the postmodern nature diub@ovels.

5.2Layering in the Text

While both novels contain a strong element of metaative, this is not the only example
of framing or layering within the two texts. Thiert of exponential layering is yet
another characteristic of Postmodernism, beconmogheer way of demonstrating
playfulness amidst the chaos. Chandler Brossasdlneady claimed that this aspect of
Alfau’s writing is part of what constitutes him as innovative writer: “A true visionary
fiction, like a myth structure, magically combinesgers, and dramatizes multiple
realities” (1972: 110). Alfau achieves this laygyithrough his constant muddling of the
lines between the main characters and real liféghvhhave already discussed in the
previous chapters. Therefore, as a brief recagtitn, this enigmatic narrator “Alfau,” is
easily confused with the author, yet the text rée/daat the two are not one and the same:
there is a delicate and discrete differentiationulgh postmodern playfulness. The
layering continues with the interactions betweas tlarrator and the main characters of
Locos Dr. de los Rios is most definitely a characyet,he appears in the frame
narrative, external and apparently on a highergpthan the rest of the other characters.

Later, “Alfau” himself is lowered to the level oharacter in Garcia’s manuscript, as the
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supposedly external narrator becomes the chanabieivas Garcia’s childhood friend.
With the conclusion of the final story, “A RomanaeDogs,” it is “Alfau” himself who
concludes the action of the entire novel by briggabout Garcia’s death.

This technique of layering is exacerbated throlngtsé two main characters in
Locos Dr. de los Rios and Garcia, as they become @septation of the Two Spains.
However, they are represented in the novel as pplposites that break down into an
equal state of madness. It is clear that Dr. d&Rli@s represents the progressive, anti-
Catholic and modern Spain. Interestingly enougbugh, Dr. de los Rios is, in theory,
rational and progressive, but in practice he revierold superstitions, or even worse,
absurd prescriptions of suicide. Alfau seems togberencing that this new “modern”
Spain eventually will lead to suicide, which coblel interpreted as being the rejection
and death of everything that was once traditioddso, just as this progressive Spain in
real life was the enemy of the Church and the senttal peasants, so Dr. de los Rios’
enemies are the religious woman, Dofia Micaelatla@goet Garcia. Perhaps the most
important aspect, though, is the fact that thedalgiprogressive Spain ends up being
neither logical nor progressive and in the endpeting to Alfau, does more harm than
good. His powers of deception are uncanny, howeinece all the characters in the
novel respect his judgment as he leads them todleaths. This additional attribute of
power reveals a harsh criticism against this pregjve Spain.

The second Spain is portrayed, then, through theacker Garcia, representing
the traditional, culturally-rich and contented Spavhose work ethic has often been
guestioned. Throughout the novel, Garcia appesnsching for means of gaining money

through the least amount of work, from his undeingrDon Gil and his fingerprint
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discovery, to his “work” of finding a benefactor@on Laureano. At the end of the
novel, he reappears in a similar situation: “heaMong hair, wrote poetry and asked his
friends for money. Garcia did not work and ledaamless life, a thing in which most of
his friends envied him secretly” (1988: 185). Tlaisk of work ethic aligns perfectly
with a criticism of this second Spain, traditiogdthown for a lack of enterprise and
irresponsibility. Garcia’s laziness is also linkechis role as an artist in the novel, since
he is the poet, the representative of culture.s @spect of Garcia furthers this
representation of the second Spain, since it partif@e rich cultural heritage of the
traditional Spain.

When Garcia goes mad, leading to his eventuahdédiecomes increasingly
clear that Alfau’s intention with these two oppastharacters is not to simply represent
the two Spains, but to reveal that, indeed, thel boeak down and fall into madness.
Therefore, he leaves neither character triumphaet the other, as both are equally
absurd, and what begins as a critique dissolvesaiiayful chaos. This is yet another
facet of the novel in which Alfau’s work alignseté with Postmodernism, since Alfau
leaves his critique incomplete and instead turrthécabsurd. However, while Garcia
dies at the end of the novel, Dr. de los Riosfisitehis position of authority, yet he
assumes the role of a crazed despot, with his ledaaisdom of suicide and coughing
houses left unquestioned. This could perhaps Al prediction for the future of
Spain, however, he still definitely prophesiestheakdown of the society itself through
the insanity of these two characters.

On yet another level of layering, the characterte various stories also find

themselves confused as to their own status asatbeasar as reality. This topic, in fact,
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becomes the theme of the story “A Character,” wdaston experiences some confusion
as to his own identity, as he explains: “In my aneay sister had the face of Lunarito,
you understand me? Perhaps in my dream Lunarisomyesister” (1988: 34). He is
unsure of what is reality and what is only a dreakifau creates yet another plane of
reality, explaining that Gaston was just a charaatel that Lunarito and Don Laureano
Baez exist on a higher level of reality, Lunaritdyomeeting Gaston through the text:

“Lunarito, did anything happen during my absence?”

Lunarito made no answer, she had not heard hine.w&ls not there. At that moment she
was living in the future, walking with Gaston Bejapo along upper Alcala Street on a
rainy night (1988: 38).

Alfau’s tactic of creating several planes of rgadind fiction within the stories creates a
level of inconsistency and confusion remindingtb&der of the chaos of
Postmodernism. While this same multi-level laygroould exist in Modernism, the fact
that Alfau does not seem to search for clarity wmithis muddling, but simply revels in
the confusion itself, points more to the postmodeavement than to Modernism.
Additionally, the characters in the novel do rexnain in their same roles from
one story to another. One of the best examplési®fs Lunarito, who in one story is a
lover, in another is a sister, and in yet anothesoimeone else’s mistress, with all of these
changes taking place with no clarification from gery to help the reader understand
these different roles. Don Laureano serves insbowy as a friend of “Alfau” and yet in
another story he is an infamous beggar. Thesdpteufiersonalities of the various
characters in the novel again show the sort ofdosfusion associated with
Postmodernism, especially since the author shdtkesilterest in clarifying the

constantly changing roles of the different chanacte
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In the novelChromosAlfau reuses many of the characters from his nbweebs
making references to the previous novel that atlosvreader to believe that these are the
same characters, howeverGhromosthese characters live in New York City and are
Alfau’s Americaniards. Despite the fact that thekaracters are different from the
characters in the previous novel, if in nothingeelsan their location, Alfau draws clear
connections between them and their defining charstics from the prior novel: “The
guarrel was due this time, | believe, to the ihiliy induced by the season of the year.
Spring in New York was the despair of Garcia” (1980). Just as the character Garcia
cannot withstand the coming of spring in Madridflss Americaniard version of the
same character has a fear of spring as well. Adwel also connects Garcia with dogs,
just as the prior novel reveals the link betweencaaand these unlikely companions, for
when Garcia’s mistress dies@hromos the narrator adds, “There was a dog nosing
about Garcia” (1990: 197). This consistent conpedbetween Garcia the poet and dogs
offers a possible link to Cervantes’ short storpl@gjuio de los perros,” especially since
the two dogs iLocossit at the foot of Garcia’s deathbed. Thereféé&gu seems to
allow the reader to conclude that these charaaterthe same, yet there are several
discrepancies that bring a cloudy comparison tedl@onymous characters, such as
Garcia’s novelistic tendencies @hromosor even more so, the very fact that his
character died at the conclusion of the ndeos.

One further element of layering in the texi@G@ifromoss achieved by mixing
what is presented in the novel as reality with digon. Throughout the narrative,
especially in the sections surrounding Garcia'sissp the existence of two separate

spheres of fiction and of reality seem to mix aeddime muddled. Garcia himself is the
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main culprit of this inconsistency, as he creaiettohal writing, yet still feels the need to
anchor his writing in reality: “That Virginia wasiy mother,” Garcia had said once to
me very solemnly, as if this lent matters an auib#y that justified anyone in crashing
the literary gates and then condoned his misconduace inside” (1990: 119)Within

this supposed fiction, Garcia equates these coimmsotvith reality as a way of validating
his own work. Further layering unfolds as a supga®sult of the lack of control

“Alfau” has over his own narrative, since much loé novel is interrupted by Garcia’s
stories. In this way, the representation of fictand reality are constantly confused yet
connected as the reader must wade through therfitdiaccess the supposed reality
within the novel.

5.3The Breakdown of Genres

A further characteristic of Postmodernism that egasithrough the two novels is the idea
of mixing genres within the narratives themselvieslLocos this aspect is clear to the
reader, since the novel is composed of a serishat stories, both independent and yet
undeniably connected through the metanarrativetl@mdepetitions of the same
characters. The loss of one specific genre avamiding and uniting factor escalates
since the final story contains within it a manustsupposedly written by one of the
characters, Garcia, and passed along through athe other characters in the novel, Dr.
de los Rios. The use of this manuscript is espgaemaportant because it achieves yet
another level of distance between its content hachtithor, and it also gives the
impression of the unfinished, the unedited elemetitin the novel itself. This idea of
the imperfect novel is yet another trend in Postenoidgm, intentionally revealing the

constructed nature of the novel itself.
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In the novelChromosthe main area in which one can perceive this breakdf
genres is through the inclusion of the manuscfipt® Garcia’s novels. These
manuscripts allow for an alternative perspectivmtasting the hybridized text,
supposedly written by “Alfau,” with a stereotypicale supposedly written by Garcia.
The inclusion of this work-in-progress, constaritgng edited by the author, places an
emphasis on the imperfections of the text. Thesmgnfients aside, there is also the story
of Don Hilarion, but the narrator “Alfau” claims taave written this story, creating yet
another contrasting genre to evaluate and evemdilével of distancing, between the
main plot of the narrative and the stereotypicahusaripts from Garcia. In the final
pages of the novel, Alfau allows the two characksra Pedro and Dr. de los Rios to
engage in a debate over music and mathematicsing@amother change in genre since
these pages contribute little to the plot, but Bmnafor a philosophical discussion on
unrelated matter.

Therefore, by mixing genres and including manussnthin the novel Alfau
reveals the construction behind literature, antlliteaature in itself is not a genre, but a
combination of other genres, some of which caralsednd others of which are fiction.
The author is purposefully allowing the reader tthess the construction of the text,
experiencing the weaving together of genres andntingdling of reality. Alfau especially
accentuates this breakdown of genre by allowinglfiferent competing perspectives to

be represented in the narrative through the usigese manuscripts by Garcia.
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6 Literary Techniques
6.1 Laying Bare the Device
The idea of laying bare the device, that is to sayealing the mechanisms and the
thought processes behind the writing, is an appréddi@u frequently makes use of in his
two novels. John Crispin has brought to lightitireovation behind Alfau’s use of this
technique, especially accentuating past and cutremds in literature: “Alfau’s narrative
is itself very self-conscious, filled with devictst would be in fashion only thirty years
later” (1991: 673). In both narratives, when Alfays bare the device, it is done with a
clear sense of irony, never revealing the authions intentions about writing the novels.
This, in a sense, exaggerates the postmodern blgicog the technique of revealing the
mechanism behind the writing with playful elusivese

We can see examples of this innovative techniqukeeamovelLocos,since, as
previously discussedhe narrator and supposed author “Alfau” makesegiee to the
organizational form of the book and his own purgasestructuring the novel as such.
While Alfau’s use of an unreliable narrator will desscussed further in the next section,
this technique also lends itself to laying baredbeice since “Alfau’s” instructions
regarding the novel are ironic, as is evident ia gassage: “This...novel is written in
short stories with the purpose of facilitating thek of the reader” (1988: ix, ellipsis
original to the text). Here he details the direetand logicality of the work, but upon
beginning the novel, one finds the stories are orly loosely connected. Indeed, as the
narrator continues to describe the novel’s orgdimaathe irony only deepens as he
directly addresses the reader: “Each chapter kecamplete story in itself, the reader

may pick up the book and begin it at the back amlieat the front, or he may begin it
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and end it in the middle, depending on his moo&8@&: ix). When, upon further

reading, this advice is proven to be delusive glleenent of play in the novel again
surfaces: “En suma, la novela juega con su pubtian,la realidad, con las convenciones
literarias” (Stavans 1989: 175). Therefore, Alfau playseatealing the structures behind
the novel; however, even these moments are pungbstfbricated and misleading.

The narrator “Alfau” further reveals the mechanisehind the narrative ibocos
when he claims to have lost control of the charact&he rebellious qualities of my
characters have prevented me from writing it.eiras that while | frame my characters
and their actions in my mind, | have them quitelwehand, but it suffices to set a
character on paper to lose control of him immedai@988: 19). While this is clearly
written as ironic, the supposed haphazard formrdfng gives the reader an assumed
behind-the-scenes glance at the workings of thelnovhis happens again within the
same story when the supposed author takes a balhis narrative, abruptly
explaining himself to the reader: “The doorbell haisg. | believe it is my friend Don
Laureano. If you will excuse me | shall proceethvny tale some other time” (1988:
20). This spurs on the action of the story asctieacters take control. While these
passages present a picture of how the novel isanriit is a false version Alfau the
author has inserted into the text, creating mostadce between the written word and his
true intentions for the novel. This particular g&ge also reminds the reader of the
second part of Cervantedon Quixote(1615) when Don Quixote and Sancho Panza
inform us that they are doing what they like andenasurped the control of the author.
Maria DeGuzman has noticed this similarity betwientwo works and how in both

novels, “the techniques of intertextuality and agpiation of others’ arguments are used

% “In short, the novel plays with its readers, wigality, with literary conventions.”
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to create a debate about national identity” (2@&¥&). No theme or technique is left
unquestioned and a chaotic sense of inexorabletithgudnd uncertainty envelops the
narrative, leading to a similar questioning of otsieuctures of authority.

The narrator also comments on his own presentteistories of.ocos
supposedly betraying his connections to these cteasand revealing the limitations of
his own writing. The clearest of these cases cdnoes the story “Identity” when the
narrator reminds the reader of what is going orohdythe words written on the page:
“Now I, as the author of this tale, can see alt thaano did after he went away, although
| am supposed to remain seated at the café tab®88( 9). The narrator draws attention
to the fact that the story is fictitious and thawould be impossible for the narrator to see
Fulano in this moment. By reiterating the basifiaion itself, the author removes the
reader from the action of the story for a brief neor) expanding the gap between the
written word and reality. A similar distancing &skplace toward the end of the same
story when the narrator refers back to his own wthkd in order to fulfill my promise
to that unfortunate and most unimportant of all pdrave written this story. Whether |
have succeeded in making a character or even agdymbof him, or whether he will
enjoy this poor revival, | do not know. | have éany best” (1988: 15). The author
accentuates his own flawed capabilities, reflectirggpurposefully imperfect narratives
that would come to be associated with the postnmogEvement as a reflection of
deconstructionism.

A further representation of this sort of layingdé#he device is the reference to
the supposed author’s participation in the very bexis writing. One such case is when

the narrator, in his description of the blackoutd/iadrid states: “I will not mention my
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personal actions during that week of darkness” 8198). In one short statement, the
author achieves both proximity between the narramak the text, while at the same time
reminding the reader of the invented nature ofstbey and even the artificial existence
of the narrator as well. Some of these referetwéise supposed author of the stories
move from the mundane and unimportant to fundanmentader for the plot to function.
One could say that the climactic moment of the hdw&ng the death of Garcia, is
brought about by the actions of the supposed alttingself, “Alfau”: “Mechanically |
moved, | felt that every limb in me acted regarsllesmy will. | threw the curtains aside
and a stream of light inundated the room . . .enThlifted the hook and flung the
window open . .. .” (1988: 200, ellipsis origirtalthe text). The narrator and supposed
author stepping into the text in order to concltleaction of the novel breaks the
dividing lines between the author and his creatiblareover, this is yet another example
of Alfau laying bare the device with an ironic tveehieved through the use of the alter-
ego “Alfau.”

The novel also contains several comments frooméneator “Alfau” as to the
implications of the novel as a whole. This is gebther way of laying bare the device,
for the reader cannot be absorbed by the plof,tsekce the author is constantly
dragging the reader back to the surface in orddrsicuss the novel being read as a work
of fiction, as in this passage previously referehnce

After this, and considering that the action of thi®k develops mainly in Spain, a land in
which not the thought nor the word, but the actigtlhh a meaning— the gesture— has
grown into a national specialty, | must beg thelezdo expect nothing but that, which in
this case, and due to the unreliable nature ofhiaeacters and myself, conveys no
meaning at all but only empty situations (1988: xi)

Gerard Brenan commented on the importance of theigeto the Spaniard and its

shallowness compared to action: “[...] it is a ch&gastic of Spaniards to be satisfied
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with gestures [...] and to neglect the real heathefmatter. The Arabs conquered the
whole of Spain in two years. It took the Spaniaeidht centuries to get rid of them”
(1950: 271). Returning to the reference both éordader and to the reading of the text
with a philosophical goal in mind, the use of irainaws attention to the critique of
Spanish society Alfau will formulate throughout theges of the novel, since as he asks
the reader to avoid any search for significancas edirectly asking for that very thing.
Alfau repeats this same sentiment once more ifPtbgue, as we saw before, subtly
promoting a cautious and conscious readership:

In other words, the reader is expected to sit laackwatch this procession of strange
people and distorted phenomena without even @akrigye. To look for anything else, or
to take seriously this bevy of irresponsible pupgetd the inconsistency of the author,
would not be advisable, as by doing so and imagittimgs that might lend themselves
to misinterpretation, the reader would only diselasmore or less entertaining comedy of
meaningless gestures, the vulgar aspects of a cartmagedy (1988: xii).

This second ironic reference that warns againgtegper meaning behind the writing
achieves this technique of laying bare the devinegesthe reader suddenly must think
about the novel as a whole, and decide how to atait In this way, Alfau makes this
technique effective through his use of satire asupposedly begs the reader to simply
enjoy the novel at face value.

While Alfau varies the techniques he use€momosthe same concept of laying
bare the device emerges from the narration of sveWthile the novel does contain some
moments of laying bare the device in the discussfolifau’s writing about the
Americaniards, most of the comments that fulfilsttunction materialize in the
confabulation of Garcia’s work. First, the meclsamibehind the writing is revealed
through the editorial process “Alfau” undergoesha@arcia and his novel. This

critiqguing, modifying and debating that takes plager Garcia’s work draws the reader’s
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attention to the instability of the text, the umabllity of its content and its inevitable
imperfections. Some of these comments come frori&as he discusses his own
work:

“I have this part pretty well worked out. Of coeyshe whole story is old-fashioned and
| would like to present it in some parts, espegitilis one,” he waved the papers in his
hand, “in a sort of old-fashioned— well stilted—ydu know what | mean, to fit the
period.” (1990: 56).

The “author” states his intentions in writing thesanuscripts, and the reader is allowed
to listen in on the conversation, undeniably atigiis experience when later reading
these very texts being discussed.

One further way in which this laying bare the devis applicable to the sections
in the novel that refer to Garcia’s manuscripts eswhen “Alfau” attempts to resolve
the inaccuracies in Garcia’'s work. Alfau the auttistances himself further from these
manuscripts through the narrator “Alfau” by congiyabarraging Garcia with criticism
and corrections:

“How did Fernando get there?” | interrupted. “Ridyone summon him, or did he have
the gift of premonition?” To be perfectly frankgid not care, but | was afraid that
Garcia might notice how sleepy | was and | wanteshiow him that | was paying
attention.

“Why, yes. Perhaps you are right.” Garcia madeiakgnote: “I will fix that later,” and
he went on undaunted (1990: 156).

This is one of several moments in the text in whikiau” intercedes in order to correct
some negligence on the part of Garcia. This monsewit particular interest in that it
portrays a certain apathy toward the editing ofviloek, giving the reader the impression
that “Alfau” would correct much more of it if helfét pertinent and of some benefit to
the author, but that the very quality of the wodesd not warrant such an effort. This

again provides an example of this technique, yenitains well enveloped in the layers
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of the narrative itself, since these examples croma the narrator commenting on the
manuscript within the novel.

The aspect of laying bare the device also revealpbdstmodern creation behind
Garcia’s manuscript, making it appear as if it wemérely lacking the drive and
direction that comes with purposeful organizatidine narrator reflects on this
haphazard conglomeration of notes and outlineglzatdt is a sign of the resulting lack
of success of the novel as a whole:

After this | did not mind what followed of Garciarmvel, which was a jumble of notes
with references and more references, sheets widll shps of paper pinned to them as
intended insertions, with red penciled marks andhmaf “this goes here and this there.”
| watched him as he tried to assemble all this lhougrk and make some sense out of it
(1990: 228).

This is again the revealing of behind-the-sceneskat is usually hidden from the
reader, yet in this instance, the narrator usadsldlek of organization as a further critique
of Garcia and his work on his manuscripts.

6.2 Unreliable Narrator

One of the most prominent literary techniques usdxbth novels reflecting
Postmodernism is the unreliable narrator. Whiig #spect has been mentioned
previously in this chapter while referencing oteguctural techniques, it deserves its
own category since it is so central to Postmoderni$he invention of this “Alfau,” the
author’s own alter-ego, as the narrator for botthefnovels creates a narrator that is, on
the reader’s first impression, synonymous withab#or himself. It is only upon further
reading and through attention to the absurd detéiisis “Alfau’s” narration that the
reader becomes aware that this is not the autleaksapy, but yet another character
present in the narratives. This particular asgeessential to the discussion of

Postmodernism in the two texts, since the technafulee unreliable narrator is prevalent
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in several different literary movements, yet thetptodern movement is renowned for
the narrator that is apparently reliable, yet abse glance reveals his inconsistencies
and his own ignorance. This is true of the narraddfau” in both the noveld.ocosand
Chromos

In the noveLocos the narrator “Alfau” first strays from the normy btating
explicitly his own narrative limitations, creatiagself-conscious narrator from the
beginning of the novel. One of the clearest exaspf this self-definition comes from
the story “The Wallet,” when the narrator statess 1 cannot describe any conversation
or action, | shall endeavor to set down some thtajghbad habit which writers have of
trying to convince the readers that they can stéaltheir characters’ minds” (80). The
narrator himself defines what kind of narration sughor has granted him, apparently a
first person omniscient narration, while under gnése of a limited narration. Another
example of the narrator stating what he is anaisapable of in his roles, comes from
the story “Identity,” when he follows Fulano to theer and watches the thief steal his
identity:

Fulano did not see what happened after he lefbtitige but I, of course, saw it, and if a
writer had the privilege of interfering or prevergithe incidents which he has the
misfortune to witness, | would have prevented wbak place, for the sake of my poor
friend, Fulano. However, if a writer could do thall stories would end happily and
justice would prevail in all literature. As thiowld create a great monotony, such power
has not been granted. Therefore, | had to starmhdysee the happenings in a state of
utter impotence and indignation (1988: 11).

Again, the narrator states explicitly his own rafighin the text, identifying himself as the
author of the tale, yet hampered by the limitatiohkterature and genre. At this point,
the reader is aware of a strange self-consciouatoarthat speaks about his own

participation in the action of the text.
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As previously stated, ibocos the role of the narrator is also mixed with thker
of the characters, creating an ambience of instyalilroughout the narrative. In
reexamining the moments just mentioned in whicHfdAl deliberately chooses to
abstain from interfering in Fulano’s destiny, bet gt the conclusion of the novel itself
he intervenes in order to bring about Garcia’s lileae finds yet another inconsistency
in this narrator who appears to be adjusting thesraf narration to his whim and fancy.
Also unique to the novel is the inclusion of therator in the manuscript supposedly
written by Garcia that “Alfau” includes in the ndveself. “Alfau” exchanges his role as
the narrator for the role of character, as is evidenen Garcia states in his manuscript,
as in this passage previously referenced: “Alfad the most absurd ideas regarding the
cause of her becoming a nun” and then when refargiice boys’ knowledge about the
priests in the school, Garcia adds, “Alfau seenoddhbw the story already” (1988: 174).
In this way, the narrator has stooped to the lefal character, yet he still maintains
some of his narrative privileges within the manydcrThis adds to the theme of the
unreliable narrator since he refuses to establisisélf in any particular role, constantly
breaking narrative rules.

The subtle unreliability of “Alfau” reemerges irshnteractions with Dr. de los
Rios, since he refers to Dr. de los Rios with cateptrust in his character and in his
diagnoses throughout the novel. “Alfau” suppoitsddvice that both Fulano and Doia
Micaela should commit suicide, and he accepts irarte surroundings at Tia
Mariquita’s house with the calming reassurance ofde los Rios’ explanations. There is

one point in the novel, however, when “Alfau,” eepses his momentaneous doubt of Dr.
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de los Rios, yet in the end “Alfau’s” commitmento. de los Rios becomes even
stronger:

So it was Dr. de los Rios, the man whom Garciadwatised of insanity, the same man
whose sanity | had doubted for a moment, who haall§i taken my friend to the asylum.
And | kept on thinking about the strange ironyitd Wwhile Dr. José de los Rios
explained to me the case of Garcia (1988: 192-3).

Therefore, while the reader sees Dr. de los Riogthimabsurd and irrational doctor that
he is, “Alfau” accepts his prognoses as the higtragt in all situations, giving Dr. de los
Rios complete reign over the narrative itself. sTélds to “Alfau’s” unreliability, as he is
incapable of seeing Dr. de los Rios’ illogicality.

In Chromosthe reader finds the same narrator, “Alfau,” gougy over the
events of the narrative with a haphazard and lagg sf narration that slips even further
into chaos than the narrationlajcos. While “Alfau” in Locosreminds the reader that
the events cannot be read in chronological ordértlaat the novel is purposefully written
in an unorganized manner, the narrato€bfomossimply proceeds with his unruly
narration and accepts his own disorganization asestapable reality:

By now | have allowed these things to fall out bfanological step, but it is just as well.
Possibly the order in which incidents happen mayahsays be as acceptable as the
pattern they form when seen in their totality. Batthat as it may, | go back now to
things | got ahead of in this haphazard accouneéodllections (1990: 193).

This admittance of the illogical ordering of eveimtshe narrative comes in the middle of
the novel, not at the beginning, as one would exjpélee intention was to make the
reader aware of the lack of organization. Thi$ gbmoment repeats itself throughout
the novel, with one such occurrence taking pladeeatafé: “It was then, | think, that |
realized that the Chink was there” (1990: 253) e Téader becomes aware that the

narrator’s description of the events in the nosetrevocably tied to the narrator's
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perception, and, as is revealed throughout thelntheenarrator is not a very attentive
one.

This lazy attention paid to the details of therggsehe narrator is portraying
becomes particularly evident when relaying the irgadf Garcia’s manuscript to the
reader. The narrator consistently disconnects élitrend thereby the reader as well,
from the reading of these stories:

Although his question did not startle me, | hadrbistening in a desultory manner,
allowing other thoughts to wander in and out, al asethe music from the radio and
other noises and disconnected phrases from thearadd had formed no particular
thought (1990: 30).

This lack of attention to the manuscript createso@d of fragmentation surrounding
Garcia’s work, emphasizing the imperfect perspeativboth the novel as a whole and
especially of the presentation of this manuscrigptiivw the novel. The reader becomes
especially aware of the imperfections of this namghrough his lack of interest in the
work Garcia shares with him: “Garcia began to talkne and although | can’t remember
what he said and don’t think | paid much attentiboreated enough of a distraction”
(1990: 255). While the reader cannot help but picttee narrator’s opinion that this
content is not necessary, it again creates a pogmdragmentation that does not allow
the reader a global perspective on Garcia’s work.

In regard to the reader’s limited access to Gartext, the narrator only
exacerbates this limitation by providing the readih his own perspective on Garcia’s
manuscripts, so the reader cannot objectively @egimbut the content of Garcia’s
narrative for himself. As already cited in the\poais chapter o&hromos after
allowing the reader access to a section of Garamsuscript, the narrator then

interjects: “l was not impressed. Garcia is git@exaggerations and to speaking

258



carelessly and claiming that many things, includangcdotes which have been known
for generations, have actually happened to him901%1). While the reader will not
trust “Alfau’s” opinion entirely, the mere expressiof these sentiments inevitably alters
the reader’s interpretation of Garcia’s work, assig it the stigma already provided by
“Alfau.” Therefore, the narrator i@hromospresents himself to the reader as the
ultimate authority on literary matters, yet thedeaknows him to be equally unreliable,
creating an uncertainty characteristic of Postmwdar. The intricacy of these
interruptions is only heightened when the narratdimes proclaims his own objectivity:

And there you have it. | have transcribed thimec@most literally so that the reader
may judge for himself and not accuse me of unfasndt bears its own and most
damning condemnation, evidencing an amateurishmesh should only help to

increase the sentence. It is obvious that Garaisted very much to be the literary
enfant terrible with delusions of being classifesdone who submerges boldly into the
depths of the human soul, behavior and depravgytling revelations of the abnormal,
lurid passages resolving into profound conclusishikh are never disclosed and all such
things which no one takes seriously and have la®nut of date. | could not help
saying all this to Garcia but will not report orr@nsuing argument because it was only a
repetition of previous ones and | have already nmagl@iews quite unequivocal. Instead
I will go on with his story, which after this becesiless reprehensible, if not from a
literary standpoint, at least in content (1990:)223

The narrator begins with a supposed distance ajedtobty that rapidly dissipates as he
again barrages the writing with accusations ofilaglany real originality or literary
acclaim. Therefore, the reader is forced to taéat’'s” perspective on Garcia’s work
as the frame surrounding the manuscripts themsehlesther the reader trusts “Alfau’s”
perspective or not.

The narrator “Alfau” further limits the reader’sa@ess to Garcia’s work by
removing certain sections from the reader’s grdepcertain moments, the narrator
abbreviates the plot for the reader in his own wprbt allowing the reader to hear the
author’s own voice (1990: 110). Upon returninghte manuscript, the narrator states,

“There followed another long-winded and pathetialgsis of Julieta’s feelings and
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Paco’s misbehavior. | select a few paragrapharatam” (1990: 116). This statement
from the narrator not only confirms the editingtakes upon himself in his presentation
of the text to the reader, but also serves as gession to the supposed lack of care as to
which parts of the manuscript he allows the reaol@énteract with. These deliberate
cuttings take place throughout the entire novetimas and again “Alfau” asserts his
powers to remove sections and comment on theirdatterary worth:

Here followed a scene between brother and siserwhich | pass hastily. Their strange
relationship had been hinted at clearly enoughauttnaving to throw the details in the
reader’s teeth. It ended somewhat lamely withtW@®cia must have thought the
palliative of an artistic tableau (1990: 221).

Therefore, the reader is subjected to the whintkisfunreliable narrator both in his
inattention to the text itself and his own literamyerests and perspectives. Even more
relevant is the fact that “Alfau” himself referelsataroughout the text his own limitations
as a writer, yet when discussing these manusdrgill forces the reader to submit to
his judgment.

6.3The Absurd

In addition to the ever-present irony so represergaf Postmodernism, we also find in
the two novels the concept of the Absurd. Whike Abbsurd addresses more specifically
the content of the two novels than the form, it wé discussed in this chapter because of
its importance to Postmodernism. The Absurd isroétssociated with Samuel Beckett,
another author who wrote on the brink of Postmodern This technique forms part of
the postmodernist tendency to play amidst the meglokuncertainty, taking the most
unrealistic situations to the extreme. In the maweos Alfau creates even more irony
by making the supposedly rationalistic characterderlos Rios the very personification

of the Absurd. Some of his more absurd diagnosdgeocedures as a doctor have
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already been mentioned, especially his tendenpyescribe suicide as a cure for all
ailments, as he states: “You know how | believeuitide as a universal panacea. Well,
suicide is also an abortion of death” (1988: 15Bhese irrational statements are
accompanied by the novel’s unreliable narratorfirsaing Dr. de los Rios’ genius: “Dr.
de los Rios was a strange physician. Listeningrol was often tempted to believe that
medicine was almost a science” (1988: 130). Timthérs the irony surrounding the
character Dr. de los Rios, since “Alfau” esteenms hs the highest regarded professional.
The absurdity surrounding Dr. de los Rios exterel®hd his obsession with suicide,
creating moments of absurdity throughout the t&xth as his diagnosis in Tia
Mariquita’s house, as previously mentioned: “Itsv@ot he that time,’ said Dr. de los
Rios. ‘That was the house coughing™ (1988: 132herefore, this character becomes
the most rational character in the novel whilehatsgame time the most absurd, creating
new heights of confusion and distrust.

Whatever Alfau’s intentions may be by combiningwa#y with the supposed
extreme rationality that Dr. de los Rios repres@amtbe text, they seem to rest heavily on
his use of Dr. de los Rios as a symbol for ondneffiwo Spains. Since Dr. de los Rios
represents this progressive, liberal and ratiopalr§ one could read Alfau’s portrayal of
this character as a sharp criticism of this natiomentality, appearing to be the beacon of
light leading Spain into the future but in real#ading Spain to its own death. This is
reflected even further through “Alfau’s” undyingtfain Dr. de los Rios, despite his
absurdity or the danger of his diagnoses. Wheweadefrom this perspective, Alfau not
only uses absurdity in a postmodern manner, heusss the technique of the absurd to

add to his criticism of Spain.
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However, Dr. de los Rios is not the only elemeralm$urdity throughout the
novelLocos since many of the stories use the absurd aoptre playful style. One of
the best examples of the absurd aiding the stottyarcritique of Spain as well as adding
a chaotic playfulness is the story “Fingerprintss”’Alfau ironically places so much
emphasis on the importance of fingerprints:

The origin of the theory of fingerprints has be&imed by several countries. Spain is
among these countries and the man responsibledatiscovery was a certain draftsman,
very skilled with the pen in all detail work, wh®also responsible for one of the series
of postage stamps bearing the image of the Kin§g§197).

The importance given to such an insignificant agashment, in comparison to
discovering America, for example, is yet anothearegle of using the absurd as part of
the criticism in the novel, especially focusingttbaticism on Spanish society. Further
instances of this use of the absurd come with titiy ®f Dofla Micaela and her obsession
with death: “Dofia Micaela considered it purely framaesthetic viewpoint. She liked
death for itself” (1988: 148). Her fascination witkath and her own deathlike
transformations are yet another example of therddsuhe novel, which Alfau uses as
the basis for a criticism of religion. Througholise examples, Alfau typically uses the
absurd inLocosin reference to some form of criticism, making o§@ostmodern
technique for his satire, yet maintaining playfsardity in its pure form.

In the novelChromosthe main example of the absurd as a techniquerwiita
text comes, once again, from Dr. de los Rios.hig movel, his moments of the absurd
generally come as a result of his own supernapowakrs. There are, in this novel, a few
references to his reliance on suicide as a rentbiytime spoken by Don Pedro: “It is
not the Aspca you are thinking of, but the Socfetythe Extermination of Men, of which

Jesucristo here is president.” The Moor was barmg&(i1990: 136). This aspect of Dr. de
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los Rios is an echo of his belief in suicide fraotos,but in this novel, it is
complemented by his supernatural powers, as innatance in the text he enables
“Alfau’s” ability to read minds: “Dr. de los Rios’eyes were sweeping from me to
Fulano and back again, not focusing upon us butggthirough, far beyond us,
expressionless, cold. His gaze was like a blayksbpon which we oscillated dizzily”
(1990: 139). This mind-reading will be of greafpiontance to “Alfau,” who uses
Fulano’s innermost thoughts as part of his novetlhenAmericaniards. Dr. de los Rios is
also responsible for minute miracles within therative, such as the incident with the
fly:

Then Dr. de los Rios waved his hand over the platee fly flew away straight for the
ceiling. Everyone heaved a sigh of relief. “TBis Jesucristo always to the rescue, but
the fly is dead. That is only her soul that hasegto the ceiling, which is the heaven of
all flies” (1990: 151).

In this instance and in several others like ithe text, the focus shifts from the ability to
perform these supernatural acts to the very altsusiresurrecting a fly. Therefore,
while Dr. de los Rios is granted supernatural pewirey only serve to exacerbate the
absurdity surrounding his character.

In a similar fashion as the previous referenc@rtade los Rios from the novel
Locos in this novel, Dr. de los Rios again represemesprogressive Spain as part of the
theory of the Two Spains, and in a similar wayjsne more powerful of the two, yet he
still embodies the same irrationality as in thevpras novel, and he is equally absurd
since he uses his sovereignty only in the servidarthering the element of the absurd in
the text, as we have seen in the previous examffitisere is any difference in the
representation of this character between the twelsoit is that irLocoshe is more

active in his work as a doctor, while in the secdnd profession remains in the
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background during most of the plot as he dedidaiteself to the Americaniards, perhaps
giving the reader the impression that these ariadn his patients.

Similar to the use of the absurd in the ndw@tos Dr. de los Rios is not the only
element of the absurd Dhromosalthough he is definitely the most prominent one.
Other examples of the absurd do exist, mainly withe stories Garcia shares in his
manuscripts. One of these examples is the charfdaer@os, who is able to travel in time
yet finds himself trapped within his own inability return to the past. Beside these
smaller allusions to the absurd, the other prina@gamples of absurdity dwell in the
story of Don Hilarion and his dead self being stdfby the undertaker in order to
maintain his family’s pride, as the family takestbe task of preserving this dead body
in the apartment:

Vicenta dusted Don Hilarion regularly like anotipggce of furniture. Once while thus
occupied, she noticed that the pen had fallen figtnand. She tried to replace it but the
fingers had contracted or separated and wouldit iho She tried to press them together
and one of them came off in her hand. Vicentaaroptated this minor disaster

stoically. She remained undecided with the firiggrer hand looking for an adequate
place to deposit the relic. At last she dropped ibhe wastebasket (1990: 189-190).

The absurd forms part of the critique in this st@ortraying the inability to find space
for one’s dead ego when deciding to become an imanign another country. However,
this incident also contains playful dark humor thaints ahead to Postmodernism in its
laughter over the absurdity of life and death.

7 Deconstructionist Tendencies

7.1 Deconstructing Language

The deconstruction of language is an essentialgbdmdth novels, especially relevant in

the way Alfau uses the breakdown of language asgparlarger criticism or theme.
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This could be another way in which Alfau’s work tans echoes of Cervantes, as
Malcolm K. Read has commented Bon Quixote

On a far more fundamental level, a careful readiinigon Quijotereveals a striking
alienation of man from words, thoughts, and thirzge] each of these from each other.
The gulf which separates Don Quixote from realdgrsely calls for comment. Equally
significant, however, is the alienation of man frtanguage implicit in the work (Read
1981: 275-276).

This same alienation is presentiocos in which language is most often deconstructed
through the naming of stereotypes and generalizsitias was explained in the previous
chapter. In this way, Alfau breaks down the cetiadof naming and labels by allowing
these stereotypical characters to degenerate thootighe plot of the narrative. This is
what llan Stavans references when he states thabtabulario de Alfau estd sembrado
de construcciones hipotéticas que expresan incembdd” (Stavans 1989: 175). The
search for identity pushes this deconstructioranfliage further as Alfau uses the
written word with the goal of breaking down our ception of identity:

Indeed, the reader who takescosseriously discovers that, for Alfau, individual
identity— especially as it is constructed by “papepassports, and other textual
documents— has a special meaning which resonataggtiout the metafictional levels
of his novel (Sweeny 1993: 208).

In Chromos as previously discussed, Alfau uses the decartgiruof language as part of
his theme of the Third Space, since most of thaketewn of language in that novel has
to do with finding a place of hybridity between tmative” and “the Other.” Therefore,
both of the novels rely upon the deconstructiolanfuage as a foundation upon which
to build the predominant themes in the novels, wificther defines the novels as
heralding the postmodern.

Little has been written on the linguistic aspedt€bromos which is surprising,

especially when considering how language play epgethe entire narrative. Through

“ “Alfau’s vocabulary has a sprinkling of hypotheticonstructs that express uncertainty.”

265



close attention to the text, one finds that theehdteelf is portrayed as a translation into
English from the original Spanish by “Alfau.” Omanous occasions, the reader is
indirectly reminded of this fact, such as whenctharacters converse with each other, as
in this passage | have previously referencedwafwere speaking English, | could say
that the drama was not ghostly but ghastly, g&t(@®90: 48). While the author does

not overtly focus on this aspect, the narrator deagn to remind the reader that he/she
is reading a translation (1990: 76). Thereforeilevime author takes great liberties in
creating layers of dialogue and reality on a Iitgdavel, he also extends this layering to
the linguistic world. Callahan differentiates betm literature containing artificial code-
switching, that is, code-switching clearly creabgathe author, and authentic code-
switching, in which the author portrays actual gipegatterns (2001, 2004Lhromos

fits within the category of artificial code-switelg, and, in a more general manner,
artificial language play as well, since the namrassures the reader that the dialogue
takes place entirely in Spanish, yet in the tedaArenders the experience hybrid by
switching codes. This contradiction could be a whgreating a Spanish ambience in the
text while marketing a greater English-speakingenck, or, as | suggest, Alfau is using
this technique as a way of stating that the motesntic voice available to these
immigrants is that of a hybrid. Since language/ fteims such an essential role in
creating this liminal voice in the novel, the negttions will spell out how Alfau

achieves this by incorporating the techniques deeswitching and phraseological

calques.
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7.1.1 Code-Switching inChromos

While Alfau’s use of code-switching in a novel wer in 1948 is revolutionary in itself,
by using code-switching as a fundamental aspeittacreation of hybrid identity he
pushes the limits even further, opposing the natidmetoric of the United States in that
day, in which Nativists campaigned for English Opglicies, hoping to maintain their
power and prestige by suppressing the masses afjnamts accumulating in cities like
New York. By incorporating code-switching in diktlayers of the narrative, from the
stories depicting lower classes to the languagbetducated intellectual main
characters, it becomes evident that the novehifaat, endorsing hybrid speech.
Therefore, in this section, the examples from éx¢ will be organized from the most
common and acceptable categories of code-switcpinogyessing toward the most
innovative and provocative forms. By arrangingdiaga in this manner, it becomes clear
that there is abundant foundational code-switclfiog the categories of places,
technical terms and low-brow speech, while the gptamof the more questionable
forms, mainly the well-educated narrator's own spea@re rarer. This reveals a
hesitation to include code-switching in high-brguesch, yet a prevailing insistence to

do so.
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The first fundamental category of code-switchimgrefore, comes when Alfau
chooses to leave the Spanish names and places aniginal language. According to
Lipski’s tiers of code-switching, these examplesilddoe included on the first level, as
they provide a foreign flavor within the text (1982However, even this most basic form
of alternating linguistic code is significant whexamined closely. Alfau’s half-
translations of streets in Madrid sometimes foltbe English structure of the adjective
preceding the noun, “Alcala Street,” while in othheoments he reverts to the Spanish
structure, “Street of Jardines” (1990: 226, 64he Bame inconsistencies emerge when
referring to locations and ethnicities, for wheferang to Seville he prefers the Spanish
spelling, “Sevilla,” yet when describing somethiingm the Basque country he avoids the
Spanish “vasco” or Basque “euskara,” and insteadimmees with the English word
“Basque” (1990: 313, 315). However, in yet anottese he inserts the Spanish: “the
parents of both were gallegos,” instead of usingligan” (1990: 11). Most of these

cases also fit well with Clyne’s theories, whichioi that the similarity of words in both
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languages can trigger code-switching, as couldyelsithe case for words such as
“jardin”® or “Sevilla” (1980, 2003). Additionally, traditial foods are usually left in the
original: “gazpacho,” “turrén” and the authentic Spanish names are stressedjthtioe!
traditional use of the diminutive “Ricardito” anddcintito” as opposed to “Ricardo,”
“Jacinto” (1990: 315, 165). As stated previoustys level of code-switching would

have been the form most likely to be accepted aetp at the time Alfau was writing,
perhaps based on the tradition of travel writind &g domestication of the exotic.
However, the rebellion in Alfau’s use of the tedue is already present through his own
inconsistency in usage, switching freely betweemayes and languages at his own
whim.

Similarly, throughout the novel Alfau establisheseral consistent loan words,
usually in the case of describing a characteribat is, by definition, Spanish. These
examples follow what Aikhenvald has found in herdstin Tariana in the Amazon, that
lexical borrowing often takes place when the othrguage lacks an adequate substitute
for the concept the speaker is trying to relay @00The first and most obvious of these
examples emerges through the repetition of the Waastizo,” in English meaning pure
or authentic, yet in the text it always functiomssaaself-defined word, with no translation
provided. The use of this word as an establisbad is logical since its definition in
English makes it seem broad and applicable to rsdngtions, yet in Spanish its
connotation is intimately interwoven with Spanisstbry and Spain’s long-enduring
pursuit of “la limpieza de sangre,” in English,ahiness of blood. By using the

Spanish, Alfau maintains the richness of the refeggo tradition that does not exist in

® Jardin: garden
® Gazpacho: tomato soup served cold. Turrén: noceayady.
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the translation. Another similar case is the waaballero;” repeated several times in
the text, as in this example, “a real and perfabatlero” (1990: 92). The argument for
establishing this word as a consistent loan is laés®d on Spanish history, since it
represents a long-lasting tradition of Spanishalmy communicated to the world
through CervantedDon Quixote(1605, 1615) Other established loan words focus on
cultural artifacts such as food and drink, exampleshich are found in the repeated use
of the word “porrén®, for a story from the Basque Country, or “tapitds)so consistent
throughout the narrative (1990: 37, 254). An Estgkquivalent is never sought for these
words, yet their widespread use could warrant suchnslation, hinting toward Alfau’s
intentionality in leaving certain words beyond tirasp of the monolingual reader.

Still within the bounds of acceptable code-switghiabundant use of this
technique emerges from certain “folk” fragmentsatilfiveaves into his multi-level
narrative. These fragments generally represenvélow population, and the examples
resemble the popular stereotypes of code-switchnarg the time in which Alfau was
writing, relegating hybrid speech to the impoveediand the ignorant. The fragment
from the novel that contains the most intricate emiasistent code-switching emerges
from the mind of Garcia, the least regarded ofdi&racters, and the story takes place in
the North of Spain in a place Alfau calls “Vizcaiti an apparent version of “Vizcaya” in
the Basque Country. The degradative story portaayge’s demise at the hands of her
husband’s lover through the scene of a bar bralltiple incidents of code-switching

can be found in a single sentence: “he hit it wagrdhe wall of the frontén and onto his

" Porrén: a typical Spanish wine glass with a spoutrinking.
8 Tapitas: light hors d’oeuvres served to accominks.
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wife's heredad® (1990: 38). The technique becomes especiallygieat for the use of
profanity within the story: “You can go and givew@erros chicos to some cheap
puta™® (1990: 222). As previously stated, the code-vifitg does not represent the
characters’ actual speech, since all the conversatvould be taking place in Spanish, or
perhaps even in the Basque language, thereforbehisy code-switching is intentionally
added as a sign of degradation.

Apart from this specific story fragment in whichdsaswitching adds to the
baseness of the events being portrayed, in otherents in the narrative, Alfau uses
different literary techniques to distance himsslfa author from the code-switching.
One of the main examples of this is the exaggenasedf code-switching in the
fragments from Garcia’s manuscripts, which, as iprgsly discussed, represent,
according to the narrator, an inferior text thamdwn. Invariably, this “novel within the
novel” contains more frequent unannounced codechwnig) than the main plot.
Additionally, as discussed in Chapter 2, the fragtmérom the inner manuscript are
labelled as “cursi,” in English, corny. The exagded use of code-switching as part of a
text labeled as inferior also aligns with the doamindisapproval of code-switching as a
literary or linguistic technique.

When the narrative attempts to explain specifituzal events such as
bullfighting, a technical use of Spanish emergglse fusion of Spanish and English in
these cases is validated by the specificity oivtih@abulary: “He mentioned that he had

seen a moving picture of a bullfight in Mexico ahdt the part when the torero kills the

° Here we have an additional example of a technisalof Spanish, since the term “frontén” comes from
the Basque game “Pelota.” There is also a potguitigt on words in “heredad,” which at first glarioeks
like “head” in English, while the word actually mesainheritance or estate.

19 perros chicos: literally translated as small dags meant as an insult toward the men in the gréupa:
bitch.
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bull as well as the placing of picas and banderiias been suppressed, but not the part
where a bull gored and killed the toretb{1990: 136). However, while the use of
technical terms such as “torero,” “picas” and “bamiths” may seem justified, Alfau
pushes the limits by extending the code-switchiegoind the essential technicalities: “I
never saw one of them break one of the three fuedtahlaws of bullfighting and get
away with it for long. Those laws are basic areludable: parar, templar y mandar”
(1990: 143). The infamous laws are left in Sparighstop, to moderate and to
command.” While technical speech is still an excigs including code-switching, the
low-brow degradation of the speech disappearsdselinstances.

Alfau takes yet another step closer to endorsimgeswitching within the text
when he begins to implement the technique in quspegch. Within Lipski's
framework, these examples pertain to a secondaey ¢& code-switching, moving
beyond a simple contribution to the ambience oinweative, to an active, although still
secondary, participation in the content of it (1P8&umperz, in his study on discourse
strategies, names quoted speech and exclamatitesrasfertile ground for code-
switching, and while this is the caseGhromos once again, Alfau is artificially using
code-switching for dialogue that should take placgrely in Spanish (1982). Several
examples can be found of code-switching for exctanygpurposes: “Caramba, sir! I'd

love it,"*?

or, “Dofia Dolores put her hands to her head. ‘AysDnio! Vicenta! Listen to
what this man says™ (1990: 28, 192). Terms of endearment are alspéeted

grounds for tag code-switching: “Do they keep yeorking very hard, preciosa?*

Y Torero: Bullfighter. Picas: lance or spear. Bemiiths: Decorated barbed darts.
12 caramba: wow, good heavens.

13 Ay Dios mio: Oh my God.

4 Preciosa: beautiful.
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and, “I did not mean to frighten you chavalds{1990: 42). Finally, Spanish is again
clearly the preferred language for both name-acgilind the use of profanity: “That
chulo, that thief is carrying on with that FrendH,§ *® or, “And your darling Paco has
brought that puta and the Celestina of her mothévé right here in the apartment two
flights up™*’ (1990: 153jbid.).

Moving past these episodes of “warranted” codeedwig to moments in which
the technique does infiltrate the narrator’s oweesyh, the very innovative nature of such
a move is evidenced by a noted hesitation whebahngers separating the narrator from
the text are removed. Inside the narrator’s owaesh small explanations are included
for the code-switchind’El Cogote was what is referred to in Spain as ratevibullfighter
and wore the badge of his profession: the colepagtail that when seen in profile made
him look like the old lady Dofa Felisa” (1990: 13@)hile within the manuscript,
fragments similar to this detail would have gon&amslated, here the narrator indulges
the reader with the word in English. At anothemneat, when the English translation is
inadequate, the narrator takes liberties to exptahlength: “Don Hilarion was a
notario, not a notary, mind you; that does notejadnvey the meaning, but a notario. A
notario in Spain, at least in Don Hilarion’s daygsaa title given to a man having
achieved the summit of his career in the fieldas¥1 (1990: 173). From these instances,
then, it would seem that the narrator has evegntnin of accompanying the reader with
helpful translations along the way; however, inwigf the novel as a whole, these

instances of translation and explanatory noteseaece.

15 Chavales: kids, boys.
®Chulo: pimp.
" puta: bitch. Celestina: matchmaker.
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Finally, in certain moments in the text, the layefslistancing and rationale for
using code-switching dissipate and the readernéronted with a direct switched code.
These examples would fit into Halliday's conceptafanti-language since the meaning
of the linguistic code is only available to readéument in both English and Spanish
(1976). Attimes the narrator reaches this pdirarti-language in a state of frustration
and defeat: “The man who had spoken the castightiagvas middle-aged, very happy
and antipatico—I can’t find another word(1990: 129). At other moments, the arrival
at a true impasse is portrayed as sincere andaid®] as in this statement previously
mentioned: “The word ‘cursi’ is difficult to traretle, its meaning almost impossible to
convey with any other word, and the closest | ¢ad fo it in English is the word ‘corny.’
| told him that | knew what he meant and he werit(@890: 56). At other times, the
buffering around this anti-language disappearsthadeader is directly confronted with
phrases such as “After having turned the gathérittgan open juerga® with no attempt
at translation or explanation (1990: 323). Thesm®les emerge from the highest level
of code-switching available in the text, in whitie tauthor offers no apologies for the
mixing and blending of speech. This level is dls®rarest in the text, reaffirming my
argument that the author uses the code-switchitigegimovel hesitatingly, a probable
consequence of the disdain for such speech in thed)States at that time.

Therefore, while it is clear th&hromosdoes not embrace code-switching with
the same fervency as many of the Chicano novafdtsday, such as Junot Diaz or
Margarita Cota-Cérdenas, Alfau’s cautious assestaircode-switching are none the less

innovative since they emerge from a much more leoatid closed environment. At a

18 Antipatico: mean spirited or nasty.
19 Juerga: loud and out of control party.

274



time in which the majority of immigrant narrativegoke of adoption into a new
homeland and passionate new-found loyalty to thisoNaAlfau’s linguistic creativity
reveals a very different agenda. By allowing cedgtching to infiltrate the novel on all
levels of discourse and by even daring to remogealtstance between the well-educated
narrator and this supposedly inferior form of speedfau creates an argument for the
inclusion of hybrid language in the academic waddvell as the irrevocable
essentialness of hybridity in identity. Indeed tfarrative’s insistence on providing
glimpses of hybrid speech is a subtle yet significabuttal of linguistic homogeneity,
and asserts a breakdown of the traditional conaglghguage as a simple one-to-one
relationship between signifier and signified.

7.1.2 Phraseological Calques ihocos and Chromos

Turning from the more straightforward and well-kmolinguistic technique of switching
codes, a further and more complex linguistic featound in both.ocosandChromosis
the use of phraseological calques. For the pugposthis section, a phraseological
calque will be defined as figurative speech thatlbeen translated literally into another
language. While phraseological calques could ef@nany types of figurative speech,
this study will focus primarily on those classifiad idioms. Therefore, when
considering which phraseological calques will beegsible to those who do not speak
the original language of the idiom, in the cas@lédu, Spanish, the linguistic terms
decomposable and nondecomposable will be helfdecomposable idioms can be
deduced, since the idiom is composed of words tijreelated to the meaning, i.e.,
playing with fire (Cieslicka 2010: 150). Howeveith nondecomposable idioms, the

meanings of individual words do not seem to pairthe overall significance (i.e. kick
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the bucket). Researchers also reference the eligiogmnature of some idioms,
acknowledging the central role of cultural backgrdun understanding idioms, an
additional illuminating aspect for studying the quehension of calques, for even if the
language is accessible, there may be culturaldrarfor non-native speakers (Catford,
1965; Agar 1991).

In order to provide a clearer picture of these pbotogical calques from the two
novels, | have included several tables highlightliferent aspects, separating the
calques fromLocosandChromosin order to compare the two novels. In Tableand
2.1, | contrast the calque from the novel with dniginal Spanish idiom, for the purpose
of examining how Alfau transposes the grammatitaksures from the original. The
other tables, 1.2 and 2.2, classify these calgoesrding to their defining characteristics,
and for the purposes of this study, | have focusedecomposability and oligosemy.
While some of the calques are on the borderlinghodseology (e.g. Table 1.1 #4, 5),
they are included in order to provide a full pietwf this technique. Also, | recognize the
subjectivity involved in labeling a calque as “@ggmic” or “hondecomposable,” and
surely some of these labels are inevitably debatdbérefore these tables only serve as a

preliminary visual representation of the use of tlechnique in the texts.
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Table 1.1 Phraseological calques ibocos and their translation

Phraseological Calque

Original Spanish Idiom

1. “If poor Gil should lift his heac” Si levantara la cabeza
(32).

2. “we only have one mothe” (43). Madre, solo hay una

3. “you cannot refuse me tha No me niegues el placer
pleasurée’ (50).

4. “The hour of acknowledgemen La hora de reconocimiento ha llegada
has arrived” (53).

5. “The hill of January, as they call La cuesta de enero

this part of the year, is always bad’
(63)

re

6. “That breeze from the El Guadarrama sutil, que mata un homi
Guadarrama, which will not put y no apaga un candil
out a candle but can kill a mari
(63).
7. “She said that she would stand for no Ponerle los cuernos
cheap putglacing horns on her
and all that kind of thing” (86).
8. “No mother has yet borne the man Tener bien puestos los pantalones

who will have enough pantalones
to hold me up” (87).

“They speak so much abaihtat
famous breeze from the
Guadarrama” (148).

El Guadarrama sutil, que mata un homi
y no apaga un candil

re
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Table 1.2 An analysis of the calques ihocos

W

Phraseological Calque Overtlyy Decomposable/
Oligosemic| Nondecomposabl
1. “If poor Gil should lift his head” (32). Decomgable
2. “we only have one mother” (43). Decomposabl
3. “you cannot refuse me that pleasure” Decomposable

(50).

“The hour of acknowledgement has
arrived” (53).

Decomposable

“The hill of January, as they call this parOligosemic

of the year, is always bad” (63).

Nondecomposabl

W

“That breeze from the Guadarrama,
which will not put out a candle but can
kill a man” (63).

Oligosemic

Decomposable

“She said that she would stand for no
cheap puta placing horns on her and al
that kind of thing” (86).

Oligosemic
I

Nondecomposabl

D

“No mother has yet borne the man whqg
will have enough pantalones to hold mg
up” (87).

Oligosemic

A} %4

Nondecomposabl

W

“They speak so much about that famou

sOligosemic

breeze from the Guadarrama” (148).

Decomposable
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Table 2.1 Phraseological calques i6hromos and their translation

Phraseological Calque

Original Spanish Idiom

1. “Itis told that he once saidH6rns are
like teeth; they hurt when they come in,
but after, they are good to eat with’ (57).

Los cuernos son como los dientes, al s:
duelen y luego comes con ellos.

alir

2. “This then was the chap who could
always get Garcia a job as a dishwasher

whenever Garcia suffered an attack of pride
and decided to leave the house with phrases

such aspride is more pressing than
hunger” (73).

El hambre tira el orgullo me levanta (¢,

3. “An old hen makes good brot, as they
say” (94).

Gallina vieja hace buen caldo.

4. "Don’t be such a donke” (99).

No seas burro.

5. “one could say that, at mo#tgir
ignorance has lagoons(124).

Tiene lagunas de ignorancia.

6. “Have some more paella. Why don’t you

help yourself? Go aheagpu are in your
house (138).

Estas en tu casa.

7. “I could not help quoting from Fray Luis
de Leon: As we were saying yesterday—
""(198).

Como deciamos ayer

8. “My Lord, | am not moved to love you
by the heaven you have promised,

Nor am | moved to fear you because of
the hell by all so dreaded (300).

No me mueve, mi Dios, para quererte
el cielo que me tienes prometido,
ni me mueve el infierno tan temido

para dejar por eso de ofenderte.
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Table 2.2 An analysis of the calques i€hromos

W

Phraseological Calque Overtlyy Decomposable/
Oligosemic| Nondecomposabl
1. “Itis told that he once said: ‘Horns are Decomposable
like teeth; they hurt when they come in
but after, they are good to eat with™ (57).
2. “This then was the chap who could Decomposable

always get Garcia a job as a dishwashg
whenever Garcia suffered an attack of

pride and decided to leave the house wi

phrases such as ‘pride is more pressin(
than hunger” (73).

“An old hen makes good broth, as they
say” (94).

Decomposable

4. *“Don’t be such a donkey” (99). Nondecomposaple

5. “one could say that, at most, their Decomposable
ignorance has lagoons” (124).

6. “Have some more paella. Why don’t Decomposable

you help yourself? Go ahead; you are
your house” (138).

in

D

7. “l could not help quoting from Fray Lui§ Oligosemic| Nondecomposabl
de Ledn: ‘As we were saying yesterday—
"”(198).

8. My Lord, | am not moved to love you by Oligosemic| Decomposable

the heaven you have promised,
Nor am | moved to fear you because of

the hell by all so dreaded” (300).

Even though the two novels were written twenty gegrart, the information from the

tables confirms that both novels contain a vardtgalques, showing little to no shift in

technique from the first novel to the second. Soifrtbe calques are more easily

interpreted, since they are not overtly oligoseanid they can be decomposed through

the meaning of the individual words. However, necmmposable calques can also be

found in both novels, and the inaccessibility afsh examples will become essential to

interpreting the role of calques in the greateesoh of the novels. Also relevant is the

oligosemic nature of many of the phraseologicajeas, as previously mentioned,
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distancing the reader from the meaning not jusiubh language, but through the
necessary lens of culture as well.

Analysing the syntax of each calque reveals alairtack of substantial patterns,
for some emerge from a more literal translationlevbthers contain variations.
Examples of directly translated text come in Tdble#3, 4, especially with the inclusion
of “hour” instead of “time” in #4, and in Table 2B, 7, the structures are also held
intact. However, there are other examples of nuwsely translated passages, such as
Table 1.1 #8, in which the author uses the woratgh” in reference to “pantalones,” in
English, “enough trousers” a grammatically awkweodhbination, or in Table 2.1 #2, in
which the translation is so vague, one cannot kieegncertain of the corresponding
original idiom. Once again, the search for treimdhe linguistic aspects of these calques
is frustrated by the author’'s seemingly haphazppt@ach. This could be a sign that the
calques emerge out of a more intuitive processpbgble conclusion given Alfau’s
notoriously capricious style as a novelist.

Narrowing the focus to the calques friwacos one distinctive feature is the
code-switching within the calques (e.g. #7, 8) wlmChromosthe loan translation is
almost always entirely in English.ocosalso relies heavily on one repeated idiom (e.g.
#5, 6, 9), and even at one point includes a shxmiteation, granting the reader more of
an opportunity to become familiarized with its miegn Additionally, this novel
contains more of the calques that were previousgtioned as pertaining to the
borderlines of phraseology. Also important to nthe calques are not restricted to
certain characters’ speech or a limited numbehoftsstories, but take place during a

variety of moments throughout the narrative. Hosveas one final caveat, the calques
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never come from the narrator’s speech, only froencharacters themselves, an important
detail considering the various levels of distan@ated in this text.

In contrast, icChromosthe calques are more clearly idiomatic, as opptsed
simply figurative language, perhaps a sign thatiltbor is more intentional in their use.
Furthermore, some of these idioms fall into thegaty of translated archaisms (2.1 #7,
8), a curious discovery considering a study by Mé&ngn the translation of archaisms in
Don Quixote(Ji 2009). While Alfau denied having read manytaf authors with whom
he has been associated, one correlation he nenddeas his alleged echoing of
Cervantes. Indeed, Don Quixote even makes an eppmainLocosand his name is
mentioned in both texts (1988: 5, 83; 1990: 9)erElfore, the use of a mystic poem from
the sixteenth century (attributed to Saint Terdsaula) or the famous statement by
Fray Luis de Leon, also from the sixteenth centaoyld be references to this cervantine
tradition. As a further point of interest, in caagt toLocos the narrator o€hromosis
the voice relaying these calques to the readergkiery some distance is still maintained
through the repeated phrase “it is said,” withiligariations (Table 2.1 #1, 3, 7).

Turning to Alfau’s reasons for the use of phrasgigial calques, if his goal were
simply to allow Spanish flavor to permeate the téxt reason for using
nondecomposable calques in the novels remains atignirhis is especially true of
Locos since hybridity in not a main theme of the nosedl in some cases Alfau does not
even palliate the calque for the reader througlgimgdor explanations (Table 1.1 #7, 8).
One reason could be that these calques revealkarsstiously liminal author, unaware
of the inaccessibility of his language use. Thgan, however, appears to be highly

unrealistic given the linguistic control Alfau dlags throughout his work. A second
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hypothesis could be that Alfau, aware of removirgamng from the grasp of his
monolingual readers, was already developing amiitteal liminal language use. This
would fit well with Bakhtin’s explanation of theemorable creation of authentic
language: “the language of the poetislanguage, he is utterly immersed in it,
inseparable from it, he makes use of each fornt) eexd, each expression according to
its unmediated power to assign meaning (as it werthout quotations marks’), that is,
as a pure and direct expression of his own intah{{p981: 285, emphasis in the text).
This creation of language goes beyond adding farexgpticisms to texts; it instead
actively participates in representations of idgnti€onsidering the unlikeliness of Alfau
haphazardly including such confusing elementsaasstated idioms, this option seems
the most logical explanation for these instancesooidecomposable calquediocos
Also, purposefully creating an ambience of chaakaathy toward all teleological
understanding fits well with what other scholargénalready defined as Alfau’s tendency
toward the coming postmodern (Sweeny 1993: Co&86)1 Therefore, perhaps these
nondecomposable phraseological calques in a naviedéwin 1928 are yet another
technique confirming Alfau’s prodigy.

These difficulties of interpreting the nondecompmsghraseological calques in
Locosdissipate when considering the calque€limomos since in this text, the main
theme is liminality and variation on language cimites to this motif. The
Americaniards constantly qualify actions and thdygditerns as either American or
Spanish, as they attempt to forge an authentiditgeancompassing their experiences,
old and new alike, as previously discussed in Glraht Therefore, as these

phraseological calques explicitly fuse two langusaged two cultures, they parallel this
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coalescing of identities. Schneider, albeit oncaergeneral level, has remarked on this
correlation between shifts in language and perfognaulture identity: “speakers keep
redefining and expressing their linguistic and abilentities, constantly aligning
themselves with other individuals and thereby acoouating their speech behavior to
those they wish to associate and be associated (@Q@07: 21). Including idioms in the
text reinforces the idea of a secret language, andylable to those of the in-group, but
offering a richness that would otherwise be lackiktpwever, by incorporating the
idioms as calques into the characters’ speechpAtdems a complex hybrid that chooses
to associate with neither the Spanish nor the Acaaribut instead creates a new
secretive language only available to fellow hybrids

Additionally, the very untranslatable nature obigis works exceedingly well
within the theory of hybridity since it relays tbgperienceof liminality to the reader.
While the calques are written in English, suddafts language structures from the
English to the Spanish jar the reader, creating#me jarring effect as hybridity, since
certain aspects of life never feel expected or mbimthe new culture. The
phraseological calques also communicate an unsgtlvareness of an infiltrating
sentiment or tradition, yet the reader lacks urtdaeding as to its meaning or origin, and
therefore experiences something similar to “otlggramd the tension of liminality while
reading the text. Even more so, as the readenptteto attain an intuitive understanding
of the calques, he is forced to grapple with laggua a similar manner as someone
communicating in a second language, sincddhmnasare understandable and yet, at the
same time, theuperlemmaemains beyond his grasp. Joseph Coates, whilesin

passage describing the no@Hromosin general, speaks poignantly on this struggle:
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“Chromos’ is about a disparate group of expatrigpaniards in New York City trying to
hang on to their ethnic identities while acknowliedgthe comic futility of that attempt,
and of trying to understand their new land” (199Bjs use of the word “futility”
encapsulates the sensation experienced by thernelda stumbling upon these calques.
In this way, the novel not only expresses themdsromnality through the medium of
language, but uses linguistic techniques in ordeillbw the reader to experience it for
himself.

However, perhaps the same sentiment of futility mastration could have been
accomplished by leaving the idioms in the origiaalguage, but by recreating them as
calques, much more is at stake. The combinatigheofwo languages could be an
example of what Christina Higgins has called “nudtality” (2009: 7). She explains:
“Multivocality refers to the different ‘voices’ grolyphony that single utterances can
yield due to their syncretic nature.” Calques comioate with different voices at the
same time: continuing one oral tradition through tiedium of another language,
resulting in a new hybrid of the two. This multoadity of the calque mirrors the
schizophrenic nature of hybrid identity: involvibgth the new and the old in a
combination that is at times bizarre. Derek Wadleaplains: “the only way to re-create
this language was to share in the torture of tiswation. This did not mean the jettison
of ‘culture’ but, by the writer's making creativeeiof his schizophrenia, an electric
fusion of the old and the new” (1998: 16). Whearstrom this perspective, the calques
in Chromosreveal Alfau as pursuing an authentic voice ferAmericaniards, even if the
voice is incomprehensible to outsiders. Given thmetomprehensible” fiction was not in

vogue at the time he was writing, let alone ingkare of immigrant narratives, perhaps
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his boldness in this area is an outward sign otlb@sion to never pursue publication for
this novel. This makeshiComosthe creation of a Third Space through literatureé a
language without concern for the audience. Andhges for this reason it is all the more
an authentic representation of Third Space liteeatu

7.2 Deconstructing Experience

The deconstructionist tendencies in the two noglelaot end simply with the breakdown
of language, as deconstruction also occurs oretred bf experience. Alfau appears to
play more with the idea of deconstructing expergeimd.ocos since it is constantly
breaking down the supposed reality created ingke tWithin the novel, several

different planes of experience exist, however, Alfimes not allow these different planes
to remain constant, as he consistently breaksdh#ebs between them to the supposed
confusion of the characters, and the confusionfdaders as well. One such character,
Gaston Bejarano, who has been allowed to beconnstgé&rson narrator in “A
Character,” suffers as a result of this plane jurgpas he explains his own perplexity
regarding his situation:

Had I truly been unfaithful to her? She could ne¢ith my fault so great with a being that
belonged to another plane, to another world arférgifit standards. An actor on the
stage cannot feel jealousy because his stage $tees out between the acts and falls in
love with a spectator. But was | coming back tagowith the next act of our eternal
comedy? And a mere puppet does not allow himseifdp out and live and love like a
human being between the acts. No, he must sinkibéx nonentity (1988: 25).

Such a struggle within the plot itself opens upsaussion as to how one can know with
certainty one’s own reality. While this passagdsewith the character begging the
author for his assistance in order to resolve teglipament, he receives no answer and
fades off into the distance. This conclusion ® story becomes essential to the

discussion of the postmodern aspects of the texde she idea of searching for an exit in
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the questioning of one’s own identity is represewaof Modernism, just as Virginia
Woolf's own answer of an exit to her existentidedima has become forever interwoven
with the search for meaning found in her last noBetween the Actd941). However,

in this case, the character is left with his prathent, and will reappear in other stories
without this conundrum hanging over his head. Thotic lack of resolve is more
representative of Postmodernism, in keeping wighgineral style of the novel.

The space between reality and dream is a rep#aatk throughoutocos again
casting doubt over the reality of experience. Tueurs in the story “A Character,” as
the narrator comments on the loss of reality: “that which is reality for humans is a
hallucination for a character. Characters havienssof true life— they dream reality
and then they are lost” (1988: 25). The differaindn between the characters and real
humans in this passage is contrasted from thefele novel in which the characters
and the supposed humans are constantly mixedr ibatiee narrative, Dr. de los Rios
presents another moment in which the division betweality and dreams is blurred:

“Yes,” he continued. “All this is absurd. Do yeae all these hungry people? They all
have been influenced by this environment and #imsafstic woman. They do not exist,
they are but shadows of her, they are the peréecily as seen from the viewpoint of one
of its individuals. Just a shadow, something tedhe individual a relative position
socially. They are waiting impatiently for her tiegor the day when she will shed her
identity and her inheritance among them” (1988:)132

Beside the direct mention of the absurd in the ggessthe existence of the other
characters is only a figment of the imaginatio i@ Mariquita, suggesting the power of
the individual’s mind over the perspective of raali

Joseph Scott, in his argument thatosis indeed a modernist novel, still cannot
resist acknowledging the construction of identitgyalent throughout the text. What is

striking is that Scott does not recognize the dsheword “construct,” especially when

287



in relation to identity, as an undisputable refeesto Deconstructionism. This is
especially true ih.ocos,as Alfau reveals the construct behind the varmisns of
identity in the novel and therefore renders themmaee illusions. Scott, without
mentioning scholars such as Derrida or the movemfDeconstructionism, agrees with
this idea: “One of the most striking featured.otosis its insistence on the instability
and constructedness of individual identity” (20Q06), yet he fails to recognize this
central aspect of the novel as part of its paritgn in Deconstructionism and therefore
as one of its postmodern qualities. Indeed, thinougmuch of the argument of his
thesis, he even uses the word “difference” in teofmdentity, without, again, referencing
the centrality of this word to the Deconstructiamsvement, and instead he tries to link
it to Modernism (2005: 36).

Chromoscasts a similar doubt over the existence of realiy the tainting of
reality through perspective; however the strategnepresenting experience is much
more subtle. Antonio Caudau has discussed the alemheeconstruction in the very
story that frames the entire narrative:

The scene of the dark room in the apartment remisds the Platonic cave, with the
chromos that hang on the walls barely illuminatgdhe light of the match acting as
weak copies of the true objects, places, and psdpéy represent, of the figures and
scenarios from the narrator’s past, the only imaesSpain lost in space and time
(1993: 225).

Instead of a simple one-to-one relationship betws®ect and representation, as Plato
argued, the light is dim and cannot allow for thiesaito create a clear picture. This
example again reminds us of how the immigrant egpee lends itself to
Deconstructionism since it naturally calls so mintb question. In another instance,
when Dr. de los Rios allows “Alfau” to read Fulasonhind, he references the lenses of

his glasses: “I caught sight of Dr. de los Riosrbieg with cheerful benignity. His eyes
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swept over the scene and then, almost unseeingnvend Fulano and for one moment
it was as if a very tenuous cloud had passed twestin. Instinctively, | looked at the
thick lenses” (1990: 324). Beside the idea ofrsgéine experiences of someone else
through this mind reading, there is also the changerspective from one person to
another, represented in the text by the thick lemgé-ulano’s glasses. Another similar
experience comes a few pages later in describm@tiinosphere surrounding Dr. de los
Rios:

For a few moments | could see nothing but that feaseging in front of me and then the
countenance of Dr. de los Rios floated in and daigarette smoke clouds, radiating
infinite clemency and understanding, and | coully trear the conversation all around
growing dim, as if it were receding and then reifugrand becoming banal (1990: 329).

This time, as the narrator is transported into kol mind, the very cigarette smoke
serves as a magic drug in order to lift “Alfau” aitreality. There is also an inkling of
abandoning high culture and education in exchaagte basic and primitive,
contrasting Dr. de los Rios with Fulano. Once maeality mingles with the surreal,
blurring the lines between the events in the npeetrayed as reality and the events
portrayed as fiction, which achieves the deconstinist goal of casting doubt over the
individual’s ability to objectively see reality tmgh experience. Peter Christensen has
referenced how these momentgCinromodead to a deconstructionist theme:

Alfau has told us that in the world of fiction, thevs of space and time do not have to be
obeyed. Through the self-reflexivity of his stanyd the dizzying, amusing identity
changes of characters, we come to an increase@a@gs of the artificiality of all fiction,
including the kind which would like to pretend te mimetic (1993).

Therefore, even the subtle markings of the constcliexperience ihromosbecome

reminders of the uncertainty of reality.
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7.2.1 Alfau, Unamuno and Pirandello

These examples from Alfau’s texts demonstrate amsouction of experience that
reminds us of other authors who undertook the dasie writing just slightly before
Alfau’s time. Carmen Martin Gaite, in her arti€lne Triumph of the Exception” makes
reference to Miguel de Unamunais/ola, Niebla(1907) and the striking similarities to
Alfau’s work in the way that he deconstructs expece (1993: 178). Ana Shapiro in her
own article, “Sixty-one Years of Solitude,” compawifau’s style to that of Luigi
Pirandello (1993: 205). Another author, Francodtain would go so far as to claim that
Alfau must have read Pirandello in order to write hovellocos. Zangrilli states:

In fact, Alfau, who decided to write in Englishdain a large reading audience, could not
have written his first novel,ocos: A Comedy of Gesturgaiblished in 1936 (the year of
Pirandello’s death), without a firm knowledge ofdfidello’s universe (1993: 216).

Indeed, just as these scholars claim, there ideniable link between Alfau, Unamuno
and Pirandello. However, we will never know wittrtainty if Alfau had actually read
these authors prior to writirigocos,or if his relationship with the two authors would
resemble Unamuno’s own discovery of Pirandelloyalknown contemporary:

Es un fendmeno curioso y que se ha dado muchas geda historia de la literatura, del
arte, de la ciencia o de la filosofia, el que dsrgus, sin conocerse ni conocer sus
sendas obras, sin ponerse en relacion el uno aroehayan perseguido un mismo
camino y hayan tramado analogas concepcionesaditeg los mismos resultados.
Diriase que es algo que flota en el ambiente. Pmago que late en las profundidades
de la historia y que busca quien lo refl§1923] 2012b: 290).

Therefore, it remains possible that these autldnge never coming into contact with
each other’s work, simply inhabited and wrote fritv@ same mood and moment in

history, discovering and dwelling upon the samentbe

#t is a curious phenomenon and one that has legated many times in the history of literature, Gfr
science or philosophy, that two spirits, withoubtuing each other or knowing each other’s workshuouit
having formed a relationship with each other, hawesued the same path and have created analogeass id
or arrived at the same results. You could sayithatsomething floating in the atmosphere. Qhea,
something that beats in the deep heart of histodyimseeking someone to reveal it [my translation]
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Since these three works share such unique sinesra short review of these
semblances must be discussed. First, all threksaammtain protagonists that usurp the
authority of their authors. INiebla the concept is first discussed by one of the
characters, Victor, as he informs Augusto, theggohist: “Es muy frecuente que un
autor acabe por ser juguete de sus ficcidh@d907] 2012a: 176). The idea of “play”
and a power reversal is closely related to Alfglés/ful chaos found ihocos As the
nivolaprogresses, Augusto makes Victor’s sentiment tseslud his plea to the author,
Unamuno, whom he not only visits, but even chaksngnd threatens:

—No sea, mi querido don Miguel —afadié—, que séedug no yo el ente de ficcidn, el

gue no existe en realidad, ni vivo ni muerto... Na gee usted no pase de ser un

pretexto para que mi historia llegue al mundé(2012a: 255, ellipsis in the text).
Claiming to possess more reality in himself asaatter than the author as a live human
being is a theme that would also appear in Pirdoidedork, “Six Characters in Search
of an Author” (1921), whose title bears a striksignilarity to Alfau’s work, as Abigail
Lee Six has commented in tHaicosis “the reverse of the characters in search of an
author” (1990: 86). Pirandello’s characters dispe reality of the actors and insist on
the fact that they are engaged in a game:

Father: No, no. This is not really what | meansay. | would like, rather, to invite you

to step out of this gaméopking at theLEADING LADY as if to anticipate hérof art!

Of art! Which you are accustomed to playing herbwour actors and seriously

reconsider the question: who are you?” ([1921] 1885 emphasis and brackets in the

text).

This time, both the characters and the real aci@submerged in the text, but the reality

of the actors is again called into question bydharacters. Alfau also joins in the

24t often happens that an author ends by becortiaglaything of his own inventionsMst or Niebla
2013: 85).

Z«Couldn't it be, my dear Don Miguel,” he continyéthat it is you and not | who are the fictitioastity,
the one that does not really exist, who is neitivérg nor dead? May it not be that you are nothingre
than a pretext for bringing my history into the Wi®” (Mist or Niebla2013: 149).
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dialogue when his characters usurp the author'sr@pas the narrator ihocos

recognizes his own limited power: “I also wanthank my characters in general for their
anarchic collaboration, seldom being disdainfulbedient to my will, often going off on
their own track and doing things, | regret to agmmtich better than | could have done
them” (1988: xi). “Alfau” even allows the charactenore skill and knowledge than
himself. Therefore, all three authors, each oviadiin a separate country, contain these
renegade characters, an idea uncommon at thenimkich they were writing, though of
course with reminiscences of Cervantes and evekeSpaare.

The three authors also express the idea of ada#ty, or at least an inability to
recognize reality as being such, creating thresiptesprecursors from literature to
Derrida and his deconstruction of experience. At@ugoon having met his creator and
discovered his inability to commit suicide becahsaloes not exist, replies: “jParece
mentira! —repetia--. jParece mentira! A no vexdo creeria... No sé si estoy despierto
o sofiando.?* (2012a: 254, ellipsis in the text). This ambigsaxistence between
illusion and reality is then echoed in Pirandellpfay, “Six Characters in Search of an
Author,” as the characters try to incur this sevfs& loss of reality upon the actors:

DIRECTOR hot having understood well and astounded by theisps argument]And
so what? And what are we supposed to conclude &tbthis?

FATHER: Oh, not a thing, sir. It was merely to shgou that if we §gain he indicates
himself and the othefHARACTERS] have no other reality beyond the ilarsiit would

be also a good idea for you not to trust in younaeality, the one you breathe and feel
today within yourself, because — like that of yeddy — it is destined to reveal itself as an
illusion tomorrow” (1995: 55-6, emphasis and braske the text).

This blurring of reality and illusion is the basiEAlfau’s short story irLocos “A

Character,” in which Gaston Bejarano, against titha’s wishes, falls in love with a

B4ps a lie,” he kept repeating, “it's an illusion shouldn’t believe it if | had not seen itddn’t know
whether | am awake or dreaming ..Miét or Niebla2013: 148).
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real person, Lunarito: “For that which is reality humans is a hallucination for a
character. Characters have visions of true lifldeytdream reality and then they are
lost” (1988: 25). Therefore, the theme of brealdogvn the boundaries of reality and
illusion can be found in all three authors’ wor&ach one wrestling with an existential
crisis.

However, while it would appear that the three atgrare mirrors of one another,
each in their own genre, the conclusion of eactkwpeaks volumes into the unique
endeavor of each particular author.Nebla, Unamuno’s conclusion to timvola
becomes a prescription for suicide and death. eSfugusto’s existential crisis has no
solution, both the author and the character seaisto(s death as the escape, and
Augusto, in his rage against his creator, proplsddieamuno’s own death as well:

—iUsted también se morird! El que crea se crdaguese crea se muere. jMorira
usted, don Miguel; morira usted y moriran todosqos me piensen! jA morir, pues!—
Este supremo esfuerzo de pasion de vida, de amsnerbrtalidad, le dejo extenuado al
pobre Augustt (2012a: 261).

Therefore, Unamuno’s solution to the existentiaisrseems to be death. In Pirandello,

this existential crisis is avoided by the Dirediaming on the lights and stopping the

play:

FATHER [getting up and shouting among tHelVhat make-believe! Reality, sir,
reality! [And he too disappears in desperation behind thédrap.]

DIRECTOR jo longer able to put up with it &lIMake-believe! Reality! You can all go
to Hell, every last one of you! Lights! Lights! lhgs! (1995: 65, emphasis and brackets
in the text).

Pirandello’s play therefore concludes with the ckdp escape instead of confronting the

crisis of reality and illusion. lhocos,however, the tone changes dramatically. The

24 «\Well, you too are to die! He who creates crediigsself, and he who creates himself dies. Yol wil
die, Don Miguel, you will die, and all those whartk me [sic], they are to die too! To death thenHis
supreme effort of the passion of life... of the thfts immortality... left poor Augusto physically wasl
(Mist or Niebla2013: 154).
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reader notes Gaston’s desperation in his situatiapped as a character and in love with
reality, but the author’s tone is one of lackadaikapathy:

If Gaston insists on becoming a real being in otdexttain his ideal beyond the
boundaries of his own world, | regret to admit thslhall not be able to help him. Itis
not in my power as a writer to create real beibgs,only characters and that quite badly
(1988: 27).

Even more curious is that the reader never dissaverend to Gaston’s story, as “Alfau”
concludes: “The whole thing has not come to a prepéing: it has been dissolved
rather than solved for lack of adequate interfeeiit988: 26). While Unamuno and
Pirandello must conclude their work with some farhescape, Alfau simply allows for
the dissonance to linger and makes no attempstive the dilemma. This again reveals
Modernism as an inadequate label for his work,eshis playing amidst the chaos is
characteristically postmodern.

7.3 Deconstructing Spain and Society

Returning td.ocosandChromospoth novels continue the deconstructionist tenaenci
on the level of society. Ihocos,one finds a conglomeration of these comments on
society; however, they do not align into an ovengdcriticism of the construction as a
whole, and are only momentary glimpses. One sostamnce comes at the beginning of
the novelLocos in the description of Toledo:

It was absurd. With all useful justification of xistence gone, the city sat there like a
dead emperor upon his wrecked throne, yet greatgisidownfall than in his glory.
There lay the corpse of a city draped upon a foegatill, history written in every deep
furrow of its broken countenance, its limbs hanglogvn the banks to be buried under
the waters of a relentless river (1988: 15).

This is one of many comments throughout the nomehe deconstruction of Spain
through a comparison to its prior glory. This smeint of a fallen Spain, no longer a

world leader as a result of the loss of the coleaied the failures of its army, deconstruct
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the nation by revealing its own lack of importandéese moments reappear throughout
the rest of the novel, as in this one particuladyic reaffirmation of the decline of Spain
as a nation: “He was a novelistic character arahltdhelp admiring him. With more

men of his caliber, perhaps Spain might not hasetlee Philippines to the United States
when it did” (1988: 111). The irony deepens wiik knowledge that the character being
referenced is in fact the Chinese man referred tGhanelato, as if to affirm that Spain
has reached such a dismal state that it can onlgdoeied through resources outside of
itself. Toward the conclusion of the novel, therator states more clearly these
sentiments on the breakdown of the nation: “Spaih produced too many forgotten
glories, too many unrecognized geniuses” (1988 Bigrefore, within the stories of
Locos,Alfau indirectly breaks down Spanish society omgnkevels. On a political

level, he states that Spain has lost its posittoa world power. On the level of the
characters themselves, these representative cherattSpain that together compose the
society, are defined by the author as madro@as once again revealing the breakdown
of society as each one loses himself to madness.

While in Locosthese comments are on a secondary level of relevanbe plot
itself, in Chromosthe deconstruction of society, space and natieroaforemost
importance, as was the center of the discussitimeiprevious chapter on the content of
that novel. Carol lannone expresses this ovegithieme of deconstruction @hromos
through her use of the word “failure,” as she déss how this sentiment permeates the
multiple layers of discussion in the text:

The novel is in a large sense about failure: tilaraof a transplanted Spaniard to render
his experience in English, the failure to be bothekican and Spanish, the failure of art
to transmute reality beyond the level of crudeisggmntalities, or chromos (the Spanish
word for calendar art), the failure of love (1993).
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The main technique used to show this breakdowciesy comes through Alfau’s
creation of the Third Space; however, there arerattoments of deconstructionism in
Chromosthat refer to this societal level of breakdowme®articular moment, emerging
from Garcia’s manuscript and therefore taking placgpain, shows one of the only
glimpses of the author’'s awareness of the evekisgalace in Spain at the time he is
writing:

“Listen, Paco: Madame Gerard is going to revolutierrrance all over again. She wants
to wear a Spanish shawl to the Opéra. What dadlyiok of that for asserting one’s
freedom in a republic?”

Paco was aware of the sharpness of her words aidedgo smooth out the situation by
taking it lightly.

“One does not have to live in a republic in oradewear what one likes where one likes.
Next year, when | go to America, | will return wiim Indian costume and wear it to a
bullfight” (1990: 95-96).

First, while the tone is light, this seems to ligeatle opposition against the supposed
gains and advances for Spain under the Second RepMbhile this novel was officially
written in the year 1948, it would be impossibl&ktmw the exact date in which Alfau
was writing this particular passage. Thereforeegms to fit better with an almost pre-
Spanish Civil War perspective from the author. Tdea of the mix of cultures and
disassociating cultural and artistic symbols frém tountries themselves fits well with
this idea of deconstructing society.

Another such moment comes with the discussiornutifigghting in the United
States, which turns into a discussion of Spairfficdit economic situation: “He claimed
that Spain was saved from this fatal error becafigs lesser degree of industrial
development, but that the true salvation of the dumace must lie in the opposite
direction, by becoming smaller and smaller in sid990: 141). This is similar to the

primitivist claims made by postcolonialists, that#urn to one’s roots is a cure for many
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evils, and yet also similar to the Romanticsstumbristditerature, which proclaims that
the rural and primitive is the beacon of light éosociety. However, the conclusion of
this discussion in the novel leads to the absuBlit‘what about so many other
dangers?’ | think this was Garcia speaking: ‘Peayeld be proportionately weaker,
and any animal, even domestic ones, would becotaeible monster, a source of
continuous danger’” (1990: 142). Carrying thisdadbrough to its consequences only
leads the characters further into the absurd, réimgnthe reader of Postmodernism once
more, and these attempts to use Spain as a piforexving the human race are quickly
discarded as not only futile but ridiculous. Evle usually serious and disengaging Dr.
de los Rios this time participates in the satir®lding:

“Wait a moment.” This was Dr. de los Rios: “Now tlyau mention bulls, and | am
confident El Cogote will back me up, how could vaxé bullfights without also
decreasing the size of bulls? And we don’'t know hloi shrinkage might affect their
other characteristics. We all know that the snsaldbanges in breeding may affect their
fighting qualities. You started all this claimititat Spain would be saved from the
horrible fate of countries developing big humamigsibecause of its lesser industrial
facilities, and now we are led to a Spain withauitflghts. The death of Spain! We
cannot attempt to save the human race at the expémmsir country. We would be the
hardest hit people by this policy, and as the \metiwn foreign black legend would put
it, Spain rises again to hinder progress and bjock brilliant solution of the problems
of mankind, but dispense with bullfights? Nev@t not so long as there is a drop of
Moorish blood in us, eh, my friend?” (1990: 142).

The satire from this Dr. de los Rios, once moresteg into his role of representing the
progressive Spain, shows not only a criticism eftiladitional elements of Spanish
society, but also a criticism of any attempt toohes the problems of the world at all.
Therefore, even the semi-serious political disarssin the novel deconstruct into the
absurd. Maria DeGuzman coins the term “postmopiearesque” as a way of
describing Alfau’s style of combining both critigaad absurdity (2005: 288). In this
way, postmodern picaresque works can forge somenuiactable attempts at entering

into ethics, yet safely back away through the distag of postmodern techniques.
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8 Playing in the Chaos

8.1 A Search for Meaning

Not entirely unrelated to these deconstructiomistiencies in both the novels, there is
also a strong sense in which Alfau is simply plgyamidst the chaos of this inability to
find a solution to the existential crisis resultingm the lack of external authority since
everything breaks down. However, before cominglfau’s reaction to this lack of a
solution, first one must verify that he is indeedy@ged in this search for meaning. In the
novellLocos Alfau expresses this search for a sense of stgni¢e in several different
ways, one of which being in the very literary teicjues he engages within the text. One
of the main techniques he uses is the inclusiamafes associated with searching, for
example, the labyrinth: “The narrow, crooked,doris streets fled from him, denying
his path, mocking, snarling, like snakes in a jengjl bizarre structures; he staggered
from one surprise into another, carried by this ense and irresistibly suggestive
strength” (1988: 10). This example comes from Rajan his way to the river to
commit his official suicide and surrender his idignt This reminds the reader of Borges,
as this is a representative image from his work.SAisan Elizabeth Sweeny has stated,
Alfau only offers “parodies of ‘official’ solutionto the riddle of being,” with no true
remedy given (1999: 254). In the story, “A ChaeagtAlfau plays with the image of
shadows to reflect the jeopardized existence ofwtloecharacters: “Our shadows were
shrinking and gaining on us and as we passeddghethey slipped under our feet and
advanced ahead, blending into one, growing largenense” (1988: 22). While the two

are merely walking along past the lampposts, tregerplays with the plot of the story,
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as at times their existence is larger than life, yet a moment later it is as if they no
longer exist at all.

Within the novelocos several specific characters embody this seanch fo
identity and significance. The first example is ttharacter Fulano. Fulano’s problem is
that he is entirely obscure and insignificant, viahie perhaps why he is called the
equivalent of “Mr. No Name”:

Poor Fulano’s unimportance had arrived at the aegfenaking him almost invisible and
inaudible. His nhame was unimportant, his facefanpde were unimportant, his attire
was unimportant and his whole life was unimportadntfact, | don’t know how I,

myself, ever noticed him. Sure enough that hehmdisny hand, dislocated my arm and
kicked me on the shin when | met him (1988: 4).

Within the creation of this character Fulano, Alfapresents the existential crisis of a
search for meaning, while at the same time he ledgahis character with the current
situation in Spain of having lost its identity agarld power. As Fulano engages in his
search for meaning and significance, his situadioly worsens, when he discovers,
through a twist of fate, “I do not exist” (1988:)12This sudden realization that he no
longer officially exists, leads to a further crisidnd | am nothing, | am absolutely lost,
looking for some loose identity in order to find seyf. But every identity has its owner
and | am nothing, nothing. | do not exist” (1988).1 This search for an identity leads
Dr. de los Rios to offer him the only identity watlt a soul attached to it, the one at the
bottom of the river. This desperate searchin@gfoidentity, for significance, leads only
to death and futility. In the case of Fulano, hoamrWAlfau does not leave the existential
crisis in this dire state; he gives Fulano thedfe character. The use of the literary as a
form of existence again reveals this playful inigpio find a solution, leaving no choice

but to enjoy the chaotic madness.
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One further character that exhibits this searcmfeaning and significance is Don
Gil, who pursues a name for himself through hiedgs invention of fingerprints. Don
Gil is yet another character who searches for rtttag mediocrity for himself and his
family, forever seeking to attain fame and forttm®ugh inventions and innovation.
However, Alfau has this character find his demis@ a@irect result of his dedication to
this advancement of his family:

Don Gil had regained his composure. He thoughisfvife and the children. He also
thought of Don Benito and then he thought of hieéaand of the work to which he had
dedicated his life, on which all his hopes of fiffihis name were founded and which now
threatened to sink him farther, away from medig¢cies, but into something worse...
Was it really worse than mediocrity? (1990: 73psik original to the text).

Alfau, in his deepest irony, suggests the idea@lwat Gil has finally achieved his status
of significance, only as an infamous criminal. g1 yet another example from the novel
in which this incessant search for meaning resultse demise of the character.
However, the demise of the two characters, whihk,da still playful as a result of the
irony in their own role in bringing about their destion.

In the novelChromosthe same search exists on a different level as the
Americaniards search for meaning after their idgrats Spaniards is slowly taken from
them as a result of the passage of time and sgane.comment repeats itself throughout
the entirety of the novel, emerging from almostla#l characters as they interact with
each other and the new society in which they fir@hiselves: the idea of knowing what
it's all about. In the passage in which the Amamiards confront the Green Man about
his assimilating behavior, they find that he betiehe has truly discovered the meaning
of life: “I still think that Spain is a country afarkness and | feel what every Spaniard
with common sense must feel when leaving: thatdsedome into the light,” to which his

compatriots respond: “That’s it; into the light atodn green—" (1990: 133). Therefore,
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in this search for meaning and identity, the Amaamiards find themselves confronted
with their past identities, their current situatioinn-between and their new country and
new identity. In the ongoing debate, Don Pedrdioaes the discussion over who
indeed understands the meaning of life: “The momgentleft Spain is when you were
plunged in total darkness and you don’t know whatall about” (1990: 134). He seems
to be claiming that the simplest and purest forndehtity comes when one inhabits the
place which he is from, and that leaving that plages inevitable strains on one’s
identity.

Even within the main theme of the novel, the imafythese “chromos,” faded
and tainted with time and lack of care, reflects ¢gkarch for meaning in the novel.
These images begin and end the novel, and theyimdatant with the reader throughout
the entirety of the plot, reemerging in the finagps with a synopsis of this search for
meaning when “Alfau” enters Fulano’s mind:

But the chromo persisted. It had faded somewhaé¢uthe veil of his more abstract
considerations, but now it came back as brightthace was a burro erupting with
madrofios and two more figures added to it. Onean@eshing soldier, complete with
mustache, sideburns, epaulets and shiny boots.offiee a rosy-cheeked and jovial priest
inspecting the divertissements and behind, likkugé clouds to animate an otherwise
limpid blue sky, the colossal inescapable shaddvidoo Quixote, Columbus and the
Gran Capitan. This was too much. It was grotesoukthe very picture pointed out a
way to escape the emotional by running into thtcatiand avoid this foreign infection
of his fancy weakened by so many years abroadjibiihg more like a Spaniard, which
at least he was by birth and right. He considénatiwhile his countrymen have been
depicted as flashingly bemustached, the membetsedivo most significant callings in
Spain, priests and bullfighters, were clean-shawgth, the irrelevant consideration that
while one boasts the coleta, the other bears tisite— His thoughts scattered (1990:
313-314).

While the entourage of images in this passage beggar and simple, soon the narrator
in Fulano’s mind contaminates these simple imag#s personal feelings that these
images serve as a misinterpretation of their cquniso, the idea of the chromo

persisting reveals that the narrator feels he modtattle with these images that will not
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allow a displaced person to be at rest. The passisg demonstrates that the narrator
recognizes this criticism as a potential way outheftension in which he finds himself,
trapped between two identities, since, as he puby icritiquing these images he can
distance himself from the nostalgia instead ofvailhg it to transport him to the past
through his emotions. The final words of this contation with the chromos show the
narrator then falling into his own blundering aadH of clarity, revealing the postmodern
in that the deeper and more philosophical thoulgtegak off as fragments, never to be
resolved.

In the final pages of the narrative, the entirergeshifts to a philosophical
conversation between Dr. de los Rios and Don Pasltbe two debate the ideas of
mathematics and music, yet the conversation inglyit@turns to the search for meaning.
In this particular moment in the discussion, adfdAf reflects on Don Pedro’s
conjectures on the formation of a stable idenhigyyecalls Dr. de los Rios’ thoughts:

Yet, when | left the Moor’s house that day, | was altogether convinced in the broader
sense. Perhaps | had not understood him wedlarlthat now, or perhaps | hope for it.
There is such a thing as preferring to be fooledmih suits our purpose. | think it was
Dr. de los Rios who said once: “Reason pursuegtitie whether convenient or not.
Common sense finds the convenient whether trualeef And that day also, de los
Rios had summed things up quite well. He saidwhegther it was motion or extension,
or time or fourth coordinate, it was only a matienames and what we meant came
down to the same thing, as | remember the Moor dlinheid implied in his notes.
“Whether we call a certain color a rate of vibrasmr simply red, we mean the same
thing; the vibrations strike us as redness evahefourth dimension strikes us as time
and the inclinations in it as motion or as all sitiaeeous universes, existences or
identities appear to us only as possibilitieswds not only a matter of names but of
thinking of things in different terms which mader @oncept of reality more clear,” and
then Dr. de los Rios said: “And what is reality?Pitlthe Moor looked at him with
mocking, glaring eyes and said cryptically: “Some@sked you a similar question about
two thousand years ago. What was your answer t{@890: 278-9).

In this text, imbued with deconstructionist langeatflfau” doubts if this simplified
manner of achieving a consistent and stable ideistin fact possible, to which he seems
to reply that it is indeed a euphemism and an istéalway of perceiving identity. As he
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continues with his argument, vicariously through @& los Rios’ thoughts, the
conclusion reached is that identity is indeed fitaelonstruct, and then the argument only
further digresses to an even more foundational iwtaen Don Pedro asks about the
existence of reality. This downward spiral in thecussion embodies the search for
meaning found both in Modernism and Postmoderngsnthe intent to know anything
with certainty always eventually falls apart, besmto quote the poet W.B. Yeats, “ the
centre cannot hold” ([1920] 2000: 124). For, ikas uncertain of something as basic
and foundational as reality, it is impossible tingasights into identity or significance.
8.2No Need for an Escape

As previously stated, the fact that both novelgaornthis search for meaning does not
necessarily make the novels postmodern, sinces#aich for meaning is emblematic of
both Modernism and Postmodernism. The point chsspn comes then, in the novels’
reaction to this search for meaning and signifieanBoth the novels respond to the
search with a hopeless form of play instead oféspair associated with Modernism,
again aligning both the novels more with Postmoidenrthan the prior movement. In
Locos the reaction to this search takes the form offplaess surrounding the plot itself,
especially within the thoughts of the narrator #melcharacters’ interactions. The
narrator, as with the example of Fulano in the Btery “Identity,” speaks of his role and
of his desire to create literature worth readingreat the expense of his friends or
characters, and allows Fulano’s identity to beest@lL988: 11). Another example of this
playfulness comes from the characters as they ragotith the rules of the narrative:
“But | am growing impatient of waiting and as thélzor is not present, | shall take the

liberty of upsetting the laws of logic and simplym@nate these two men” (1988: 20).
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Without any reason for the action except the puremand fancy of the character, the
plot continues forward in the direction the chagacltesires. This emphasis on the
directionless nature of the novel itself reflettis pplayfulness amidst the chaos.

In Chromos a similar playfulness occurs on several levekhetext, one of
which being among the characters in the narratiaen within Garcia’s manuscripts this
inability to achieve an objective perspective @l results only in failure time and
again: “Garcia had intended to make this chardwalthy and normal and a regular guy,
but he had only succeeded in making him vulgarrantpant and unconvincing. In
short, a fraud” (1990: 229). The word fraud useddscribe even Garcia’'s characters
refers to this sense of inability to arrive at aeagresentation of reality. On a deeper
level, in the story of Don Hilarion, in which hishele existence in New York City serves
as an attempt to prove his own significance, tteuahty of his final resting place falls
into a sort of dark humor:

A tramp was rummaging through and came upon a burfdilark clothes covered with
dirt and dust. He picked it up, shook it and maust dropped from it, mixing with the
other. Having found the clothes acceptable, h&&daway still brushing and shaking
from them the last traces of dust, without bothgtmthink whether it was the stuff
houses are made of, or the stuff men are made96D(192-193).
Don Hilarién’s search for meaning ends with thémsdtte level of insignificance as his
funeral clothes lend themselves to the use ofragra
This lackadaisical outcome of the search for meganepeats itself as the narrator
confronts the theoretical debate over his own ers, again slipping into a state of
haphazard passivity that fits well with the posterwdreaction to such a question:
At any rate, | felt that | was going back to thenfortable reality of my dreams or
illusions and that this idea of no motion and higtiemensions was, if anything, quite the

thing for a lazy world. No effort required exceptcondition the mind to realize that one
is there already, that one is everything one casipty be (1990: 279).
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The narrator reveals his own tendency to slip theosurreal as a result of the lack of
solution to the questioning of his own identity axdstence. He seems to imply that he
knows the downward despair this sort of questiomigug lead to, reminding the reader of
Modernism, but he chooses to avoid such uncomfiertalnths and instead simply
relaxes and dreams. He seconds this sentimenb#tex moment in the narrative when
he states: “I don’t know what all this proved, Hutertainly was convincing” (1990:
294). This reflects the same apathetic charaaben the prior statement, who refuses to
summon up the effort to wrestle with these exiséthoughts, so he avoids it altogether.
Another divergence from this existential searahni@aning and significance
found among the Americaniards is to slip into nigséa This takes place at several
moments in the narrative, especially through theeafsnusic (1990: 293). Again, the
music does not bring about a resolution to thistexitial crisis, it is simply an escape
much in the same way a drug would be. As the t@rraflects back on the moment of
trance brought on through the music, Don Pedroesoibeir shared nostalgic feelings:

“[...] the place is empty now but the recollectioriglee day still reverberate here and in
our memories. We all pass, go home, sleep, bigdbee remains here entangled in the
corners. The great music of Caceres echoes arigelsein our minds still omnipotent
when all the rest has fallen, making us createllestmns of things which perhaps never
took place but might have been if life were as vemwt, to build up a past that dissipates
our feeling of futility. Even | don’t know what#all about and yet it all must be so
simple— but | know that the scene still lives hangl | want to move along with it into
time.” His head fell forward and he regarded the flawers in front of him: “Wine for

the pretty Spanish flowers grown in another lari®90: 343).

He speaks of the lingering nostalgia in his mind asnstant companion that will not let
him rest. The inability to either return to thespand retrieve his old identity and the
impossibility of finding an entirely new one leav@as in an uncomfortable place, and so
his solution, in this passage, is to dwell in tlstalgia, to opt out of the search and just

to enjoy that one particular moment over and agahis mind. The last sentence of the
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passage references the fact that this nostalgisagirce of alimentation for the
Americaniards, a way of coping with their inabilityfind a place of identity and
meaning, as a comparison, it almost resembles mvbhaic would accomplish for inmates
of a prison in that it gives the hope of some otteer and other moment past or yet to
come.

In a similar way, in each moment that the narratddon Pedro attempts to tackle
this issue of identity, they lack the desire, @& #bility, to reach the solution or the
culmination of their thoughts, as they inevitabigrdss and lose their train of thought.
Another example comes from Don Pedro:

We Spaniards are preoccupied with ourselves asiéhdils and as a race. We know that
we are isolated, don’t belong to the civilized wiorMWe are in Europe but are not of
Europe— half Moor, half Oriental and half | donttidw what— we have more halves
than make one whole— Paradoxical, you know? Thet'sLook at me. Look at the
Chink. Look at the shawls. Foreigners call thgrarish shawls— utterly confused. We
call them what they are, or what they were oridynahyway— let's not overdo our
national habit of splitting hairs— We call them stsof Manila, of the Orient. There
you are and that's what we are, because we knowthase them as we know how to
use the cloak. That is our country: the cloak #redshawl, the mixture of Occident and
Orient, nobility and exoticism, a land of contraatel organized inconsistency, Don
Quixote disguised as Don Juan in a harem in oddeliver the odalisques, Calderén
eating angulas with chopsticks because it is mastizn, adaptable and Roman Catholic,
conceptualist and brachistological, traditional andmopolitan— So we have thirst for
understanding. What can we do? We have conquemed and want to conquer minds
now that we have lost the lands and that our giiity has asserted itself more with
age— the devil fed up on flesh. We must talk afselves of the fine points. That is our
obsession, points, points of honor, points of vipaints, points— All right, we are has-
beens and this is our only consolation, the finatpwhich is all that remains and at any
rate a has-been is better than a has-not-beerver-nél-be. A good point, see? Points
again (1990: 297-8).

What begins as an interesting discussion of theete of the foreign embedded in
Spanish culture and how that is applicable to thmson of the Americaniards since
they follow in the steps of the traditional “consfi@idor” Spaniard, then digresses as Don
Pedro becomes caught up in his own repetition@fatbrd “point,” becoming utterly

distracted from his original discussion, digresdiefpre ever reaching his conclusion.
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Soon after this digression from Don Pedro, as “&ifenters Fulano’s thoughts, he
encounters an echo of the same level of distragtioen attempting to speak on matters
of philosophical importance:

If the game itself was nothing, its implicationsfofility were frightening because, after
all, there were but two possibilities. This waelthe result of Spanish involved thinking
that had burned the brains of Don Quixote. It w@ssuper-Calderonianism of which
Don Pedro spoke. He recalled the Moor speaking atang similar lines. He had
mentioned a mathematical series that ran plusinusm, plusm, minusm Was it
converging, or diverging? He did not recall, biiavdid one get at the end,or

nothing? (1990: 300).

What begins with the possibility of having importamplications for the discussion of
identity ends with an entirely removed digressibowt the mathematical equation. This
is yet another technique of Postmodernism, to l@eagements only half resolved and
dangling in fragments throughout the whole of theative, as if the narrator could not
make the effort to bring them about to their cosma.

One further mention of this playing amidst theah&s necessary before
considering the conclusions of the two novels.c8ithhe noveChromosuses the
creation of the Third Space as such a primary théimedack of solution available
through this hybridity is yet another way of endthg search for meaning or significance
with a third solution to dwell between the two extres. One further articulation of this
lack of solution found in the in-between comes fribyld moment in which the narrator
jumps from the conversations in the café to Fulaniobughts, and back to fragments of
Don Pedro’s participation in the café conversation:

—Of course, it is Gongora with something of the anmem and mockery of Quevedo,
culteranismo and conceptismo— national system. riitiment of death held and
sustained for an eternity. The identity and agsedf a country; not before dying,
certainly not after, but exactly at the momentyhd. Puzzling, irritating point; the
same thing that worried Newton when endeavorirgxain his fluxions. He must have
known the despair that all our people know. Toceive of something that cannot be
explained. To be convinced of the truth of somrehirhich on explaining becomes
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obscure to the alien mind, absurd, full of contctidns, and will always remain
unbelievable but convincing— (1990: 309).

In this fragment, Don Pedro speaks of the “despHitieing caught between two truths
and the inability to fully inhabit either one. Hethe mood of despair envelops the Third
Space as Don Pedro states that to dwell in thel@piace is to live a contradiction. In
another situation, Garcia has the character Rapwsksout in his manuscript, once again
revealing the life in the in-between:

“Yes that is right,” he answered my mind. “l alsad this time a dull memory of things lived
between both moments of consciousness. It waslilakening and knowing one has
dreamed, but being unable to remember the dreasepefor some dim flashes. Some of the
visions took definite aspects but always like otfjeensed in the dark, or seen in very poor
light” (1990: 80).

These passages reveal the connection between Rizstiieon and the Third Space, since
the characters inhabit this Third Space when tkalize there is no escape route out of
their predicament of being trapped between twotites. The Third Space, therefore,
along with the breakdown of “the Other” through theation of that Third Space, while
typically associated with Postcolonialism, alsgabvell with the postmodern
movement.

Perhaps this is yet another moment in which ieisassary to engage with Joseph
Scott, who insists on Alfau’s modernist treatmententity. Scott contrasts Alfau’s
ideas with those of Judith Butler, whom he usethasingle reference point in defining
Postmodernism (Scott 2005: 25). While Butler’s kvisrmore directly related to feminist
literary theory, her push to break down the bingwpositions of identity does speak to
Postmodernism, as well as to Alfau’s work. Howe&att's claim that Butler's
postmodern performativity does not align with Affatheatricality does not take into

account the fact that Alfau’s characters, bothacosandChromos actively and
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subconsciously participate in (perform) the roldsveed to them by society, yet,
especially in the case @hromos.express a preference for a self-defined hybridized
identity. What Scott interprets as theatricalisy,in fact, Alfau’s treatment of these
characters, which he exaggerates in order to felifie roles society prescribes, yet this
treatment is external to the characters themselgegshom these societal roles are very
real. Therefore, Butler’s ideas of performatiwtyd the breakdown of binary opposition
only serve to reiterate what | have already argtleat,Alfau is, indeed, a precursor to
Postmodernism.

8.30pen Ending

One final aspect of Postmodernism reflected in bo¢hnovels is the open, unresolved
ending instead of either a contrived exit thatrnsealistic or the deep despair that would
be representative of modernist writing. Within tievelLocos many of the short stories
contain this open ending, including the storiestitity” and “The Beggar,” but
particularly the story “A Character,” which speaksectly and purposefully about this
open ending. The conclusion of the story begirik wiplea from this perturbed
character: “l appeal to the author to solve a goblhich is beyond me” (1988: 26).
With what this chapter has discussed thus far,glea is an appeal for an exit to the
search for an identity and significance, howeJss, rtarrator’s reaction to this plea
contains the postmodern element of the inabilitgdlve the problem: “The whole thing
has not come to a proper ending: it has been disdaohther than solved for lack of
adequate interference” (1988: 26). The idea optbe“dissolving” since there is no
solution is yet another characteristic of Postmo@en. One final statement from the

narrator confirms his own refusal to slip into tlesspair typical of Modernism: “It would
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be a puppet who, by falling in love with a persorthe audience, brought real life onto
the stage, broke loose from all the threads whiokied him and made a tragedy out of a
comedy” (1988: 27). This is the second time inntbeel that the narrator has referenced
tragedy and comedy in contrast, and twice he sthggghe novel will remain a comedy,
true to its title. While there exists the possipithat the author pens these words
ironically, it seems that the characters and tbheest themselves show humor amidst the
unresolved crises, maintaining the comedic aspbatgeveal the playfulness of
Postmodernism.

Beyond the intentionally disappointing resolutafrsome of the stories, the
ending of the novel itself also reflects this omered characteristic of postmodern
literature. However, before jumping ahead to the ef the novel, the narrator does offer
a projection of this open-endedness of the noselfitn the Prologue: “Sometimes the
threads of the book break suddenly and hang limm fmy fingertips upon an abyss of
futility; at other times they are joined togeth&rengthened and then bound about my
subdued wrists into some sort of fate and inewitdiplality” (1988: xii). The idea that
the novel itself will not serve the “author’'s” oypirposes but is both futile and
incriminating at the same time, reflects this idéthe open ending. The novel concludes
with the coming of spring, simultaneously portraynesurrection and return to life along
with the death of one of the characters, Garciaegfng in mind the moment previously
discussed when “Alfau” himself brings about thettes this character by opening the
window and allowing spring in, the ending of thevaeloseems to be a steady submission
to the fate of this character, also symbolizing Ratitism, however, the ending is not

one of despair, yet of simple progression forwarttme. The ending also leaves the plot
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unresolved, to be tied together by the reader asad would become of Garcia and the
others in this moment.

In the novelChromos the open ending is more elaborate thalbaoos since in
this novel the author returns to the metanarrativader to end the novel. While Maria
DeGuzman has stated: “Similarly, Alfau’s text, ig attempt to create closure, falls back
on an elegiac mode, a mode of lamentation abouegong irremediably tarnished,” |
find that Alfau takes the open-ending yet anothep $urther, past lamenting and fully
embracing the dissonance (2005: 283). The opearsalved nature of the conclusion is
reflected in the very language used:

“You see? Now it is all done and it did not takad. One knows these things— one
knows—" He held me when | turned to close the door

“Leave it open, man; that way they can escape msasdy, come out into the open, mix
with the other Americaniards. Get me?”

We started walking and then heard the door bangitizge wind as we went (1990: 345).

The frame story that has remained in the backgraditide plot for almost the entirety of
the novel reemerges in the final moments of theatiae as “Alfau” has accomplished
the task set before him by Don Pedro in sharingtbees of these Americaniards. Don
Pedro reiterates the importance of leaving the dpen at the conclusion of this work,
not allowing what “Alfau” has written to become éict or generalized, but a real living
text. The door banging in the wind as the finahga of the Americaniard experience
again reiterates the inability to escape from tlegligament, and just to allow the chaos
and the in-between to exist.

The novel itself finishes only with an image, s#igsig an attempt to resolve the
contradictions presented in the text, as the thrimeary Americaniards sit together in

mass:
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Sitting there next to Dr. de los Rios, | felt calgntly safe and looked at the surroundings
in the candlelight and, considering the other thihgad seen from the heights in the light
of day and in the lights of night and the othengfs | had remembered or imagined in the
depths by the light of a match turned into an Alagdamp, decided that | could do
nothing about it. | had seen only a kaleidoscdfarcies materialized by forgotten
chromos, dirty, discolored chromos. This is wihat possible visions of greatness
suggested by the conquistadores had finally comdhépsodic, nomadic incidents with
hanging tarnished threads of past splendor outnaf &nd out of place. Chromos in
disrepute (1990: 348).

In this passage, which was previously cited indhapter on the Third Space, the narrator
first portrays a scene of safety and comfort beeafishe company kept in this moment,
as if this playing amidst the chaos becomes mas#yeabtainable through true
community. The rest of the passage offers theealias the only concluding thought.
There is no search for a solution, just the remembef visions, some good and some
bad, along with the inability to alter any of themmd so the narrator remembers them as
if he had seen them in dreams. This slipping ithéosurreal at the conclusion of the
novel is not a technique of modernist searchingespair, it is a quiet and passive
acceptance that there is no solution; what igsdft play amidst the mess of existing.

9 Conclusions

The discussion of the two movements, ModernismRogtmodernism, at the beginning
of the chapter reveals the proximity of the two mments as well as the intricacy
involved in defining and separating them. Bothvemaents place a heavy emphasis on
the search for meaning and identity, focusing @nitiability to truly perceive objective
reality or experience. The two movements are eiswacterized by the breakdown of
roles and structures within the novel, disrupting teader’s experience and allowing for
constant fragmentation that dominates the workseyTalso grapple with a similar
existential crisis, and tend toward a sort of degpat comes with dwelling in

uncertainty. These shared characteristics aresalsieed in the two novels, initially
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opening up the possibility of the novels fittingtveither the modernist period or the
postmodern.

However, through the close assessment of the nwoitivesing these structural
techniques in both the novels, one discovers et both express themes of
Postmodernism, opening up the possibility of bo#se novels being precursors to the
postmodern movement. The use of the metanarnativeth narratives serves the
purpose of breaking down the guise of reality, edwg the constructed nature of the
texts. The loss of genre within the novels throtighuse of fragmented manuscripts and
unresolved short stories reflects the breakdowalldievels of fiction writing. There is
even more fragmentation as the characters in thelsghift roles and remain inconstant,
and moreover, the unresolved endings of the ndkelmselves materialize the sentiment
of being incapable of achieving any objective pecsipe on experience.

The literary techniques also remind the readétagtmodernism, especially
through the emphasis on play in Alfau’s use of siechniques. The first of these is the
unreliable narrator present in bdtbcos andChromos being “Alfau,” who fits this
postmodern frame of the unreliable narrator sireedems, at first glance, to represent
the author himself, yet he himself is another ctigra and an unreliable one at that,
offering a warped, twisted and at times inadequnateation. The use of the absurd and
the ironic in the novel also show this revelingimcertainty as both techniques are used
in such a playful and light manner that even thetbding criticism takes on a tentative
tone. Finally, both novels rely heavily on thead# laying bare the device, revealing the
supposed mechanisms behind the writing of theiteatder to show its constructed

nature.
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On a philosophical level, the themes and the igeagosed through the ironic
guality of the text display a postmodern assertibsubjectivity, especially in the areas
of truth and experience. One of the central thetimesighout the two novels is
deconstruction. Alfau uses many different techagjto reveal this theme, many of
which have already been mentioned, such as thefuke unreliable narrator, laying
bare the device and the use of fragmentation.ofthese techniques reveal the idea that
language, identity and society at large are alstoicted. While the novels do serve to
further this theory of deconstructionism, the tohéhe writing is one of uttermost
playfulness, as the events are portrayed with huneomatter how disturbing the
content. One final element of this philosophicdesf Alfau’s writing is the use of the
open ending to further the idea that there is hatiem to this existential crisis, with the
only solution available being to wallow in despaiiplay in the madness.

While defining the two novels within these litgrdheories is helpful because it
gives the reader a framework from which to readntbseels, especially given the
complex techniques Alfau uses in both novels, ¢htegorizing of the novels leads to a
much more significant discovery. Given solely tla¢es when the two novels were
published, they both, chronologically speaking,8tidit perfectly within the modernist
period. Hence the debate mentioned on the mafitetse modern and postmodern
periods, since these two novels, while chronoldbjica line with Modernism, given
their content, style, tone and themes fit much nageropriately within Postmodernism.
This classification of Alfau’s work as belongingttee postmodern movement makes
Alfau an author before his time, revolutionary ia groundbreaking use of what would

become known as postmodern techniques similaradixiir Nabokov, another
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“immigrant” to the United States. Therefore, Alfeamains an anomaly within literary
theory, an example of an author whose failing tpblelished reflects his own
misunderstood revolutionary work.

There is one further implication of these workgexsally related t€hromos
Alfau’s novel representing the immigrant experiettt®ugh a postmodern perspective is
a rarity amidst the immigrant literature being venit at that time. Alfau did not simply
use postmodern techniques that were ahead ofigs ke actually went one step further
as he harnessed those techniques in order to ypariremmigrant experience in a
different light. Therefore, at a time when mostrigrant narratives abounded in
language of sacrifice, progress and deep gratitmtlee host country, Alfau’s narrative
shows the breakdown of identity under the straimwhigration, combining a Third
Space narrative with the postmodern in an origieatlering of the challenges and
discomfort of being an immigrant. This places &ddal weight on the issue of identity,
already important in the postmodern period, butdgh Alfau’s work it is amplified

since identity is called into question.
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Chapter 5: Thematic and Formal Analysis ofOld Tales from Spairand La poesia cursi

1 Introduction to the Short Stories and Poetry

In the study of an author with only four publishedrks, each one takes on heightened
significance since the author has produced so f&ameles of his literary style and themes. In
considering the works of Felipe Alfau, they seerméceasily dichotomized into two groups: his
two novelsl.ocosandChromos which are both cast in an innovative postmodégyie as we
have already discussed, and his book of poktrypoesia cursalong with his book of children’s
stories,Old Tales from Spairwhich seem antiquated and more associated withaRbaism

than Modernism, and definitely bear little resemisiato Postmodernism. The fascinating part
of this division of Alfau’s works is that it is nttased on a chronological progression from the
prior movement in literature to the newer and mexperimental style, since his poetry was not
written first, but over the entirety of Alfau’s dtlife, while Old Tales from SpaiandLocos
were written almost simultaneously, according ®dhthor, since he finishéecosin 1928and
publishedOld Tales from Spaim 1929 However, from the variety of styles and themedef t
short stories, one wonders if the stories fromctbleection were written over a longer period of
time as Alfau came to maturity as a writer. Carrivintin Gaite also finds this simultaneous
writing of the two very different works to be cuns

Resulta llamativo que acometiese sucesivamentstigos tan dispares corhocosy el libro

de cuentos que ahora intento prologar. Si es degda se metio en las letras con la pretension de
ganar dinero (pretension, dicho sea de paso, tm ¢gaijotesca, como todas las suyas), eso
explicaria que probara fortuna con dos géneroseatratmente opuestos. De hecho, tuvo mas
suerte con el sequntlf1998: xxii).

Ytis surprising that Alfau would make two successive attempts at writing that turn out to be so disparate as Locos
and this book of stories that | am now supplying with a prologue. If it is true that he became involved in literature
with the aspiration of earning money (a rather Quixotic aspiration, | might add, as were all his aspirations) this
would explain why he wanted to try his luck with two diametrically-opposed genres. In fact, he had better luck
with the second. [My translations for texts from Old Tales from Spain]
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Perhaps, then, the difference between these twm$etritings simply arises out of an attempt to
find a way into the competitive field of literaty@milar to the struggle of the characters of
Chromos as they find that the trends and preferencesmiltie fine arts in New York City vary
from those in Spain.

Another possible rationale for this vast differentstyle among the works of Alfau
could be the multi-faceted persona of the autharskif, who, we have seen, has a scattering of
split characters across all his works that seepoiot back to himself. Martin Gaite also claims
that this concept of a divided-self author extetodthe book of stories as well, stating:

En una palabra, sobre los despojos de la patrizdabada, fecundadas por fragmentos de
olvidadas lecturas, estan germinando las hazafi&@abtiedor, El Principe Vanidoso, Urruchu,
Rolando, el Maestro, Juanin y todos los poétattes egode nuestro héroe, ese adolescente
catalan de ojos negros y pensativos que acabagie b Nueva York con su famflie 998: xx-
XXi).

While these portraits of the author seem lesssgaknd more idealistic, they could very well be
included with the likes of Garcia, Dr. de los Raoxd Don Pedro from the two novels. Keeping
in mind the entire oeuvre of Alfau, these storied poems seem to emerge from the Garcia self
of Alfau, the Romantic writer presenting his stéypacal narratives to his friends in hopes that
someone will claim them to be brilliant. The ttamhal Spanish quality of the stories in
particular also aligns itself with the discussidmst take place in the nov€hromosas to how to
bring the old culture aspect of their hybrid satbia place of relevance in the new space.

In moving in closer to focus on these two wolilks poesia cursatndOld Tales from
Spain one finds striking resemblances between thesdesaer works. However, at first glance

the two works seem separate and even opposingxéonpleLa poesia cursivas never

’Ina word, from the dregs of the abandoned homeland, fertilized by fragments of half-forgotten readings, we see
the germination of the deeds of Salvador, El Principe Vanidoso, Urruchu, Rolando, el Maestro, Juanin and all the
other poetic alter egos of our hero, that Catalan adolescent with pensive black eyes who had just arrived with his
family in New York.
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published by Alfau, instead, when he was redisa/an the 1990s, the poems were collected,
organized and translated into English, making thi@iphing date 19920Id Tales from Spain,
however, was Alfau’s first published worldlso, Old Tales from Spaiwas, during Alfau’s day,
his most successful work, wittbcosbeing a very small success @dromosnot being

published until 1990 (Martin Gaite 1998: xxii) (8a@s 1992a: xi). Another unusual and
noteworthy aspect in comparing these two workbkas the poems, written originally in Spanish,
are now published in a bilingual edition with thertslation by llan Stavans, whi@d Tales

from Spainwas originally written and published in Englisht bt version is now both out of
print and unavailable, except for three of theisgmrepublished byhe Review of
Contemporary Fictior{Spring 1993), and the only available versionhef éntirety of these
stories is the Spanish translation by Carmen M&tiie (1998). For this reason, | quote from
the Spanish and offer my own translation as a fatetn Thus | hope to offer a more
homogeneous treatment of the collection. Thisasguranslation in Alfau’s works shows how
he not only wrote about the difficulties of inhabg a Third Space in the lives of his characters,
but he lived out these difficulties first as a shator at the bank, and then as he struggled to
determine which language to publish in, only tafims own decisions reversed with the passing
of time.

With all of these factors to distinguish these tmarks, there remain several substantial
similarities making these two books more alike tddferent. First, both of these works differ
dramatically from the style in the two novels. \there are moments of irony in bath
poesia cursandOld Tales from Spairirony is not the main technique used in theseksjor
creating a contrast to the abundant irony inundatie pages dfocosandChromos. Another

similarity is the change in characters, as mathefcharacters are repeated from the first novel
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to the second, although with different peculiastsglded to their personalities, yet none of these
characters reappear by name in either the sheiestor the poetry. Finally, and perhaps most
importantly, both of the works are predominantlyrkea by Romanticism, with the majority of
the stories or poems within them explicitly disptegyRomantic characteristics. This is of
significance when considered within the oeuvre@fde Alfau, since he spends many pages in
the novels refuting the very idea of Romanticissing the character Garcia as the stereotypical
Romantic writer trying to live out the past in ghiesent.

2 The Stories:Old Tales from Spain

As Carmen Martin Gaite, the author of the introgucaind the translator @ld Tales from
Spain,stated upon the republication of this work, thiskof short stories has had little to no
critical review, which has remained true after@publication in Spanish. According to Martin
Gaite, this lack of criticism on the work must leetified, since the book is a notable literary
achievement, as she states: “Lo Unico que no mi&exgs que de este libro, para mi gusto el
mas original de los tres de Alfau, nadie hubiechadlihasta hoy ni una palabt#1998: xxii).

While other writers, such as Stavans and McCatthye alleged the very opposite, that the two
most original works and most worthy of critical ki areLocosandChromosthis opinion

from Martin Gaite brings the possibility of findimgore within the pages @ld Tales from
Spainthan first meets the eye. Martin Gaite seemsse her assertion to the originality of
these stories on the very Romanticism found in thtemuse of narrators and the ability to create
fairy tales of the likes of “The Ugly Duckling” dCinderella” (1998: xxiii). While these are
accomplishments worthy of mention, they are notipalarly innovatory, since many authors

have written in those styles. The originality loé ook, as this chapter will propound, comes

® With the exception of the quotation from Garcia on the dedicatory page of La poesia cursi (1).
* The only thing that | cannot explain to myself is why no one has said anything until today about this book, which
is, in my opinion, the most original of the three books by Alfau.
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then from the moments in which Alfau breaks tham®of the genre within which he is writing,
or when one can see the emergence of the novélai fhat will speak on issues of politics and
identity through irony and metaphor.

One further observation on the whole of this bob&hwrt stories is the kind of success it
found in the New York publishing scene. Littlekisown as to the reasons why this book was
selected to be published, as Martin Gaite explaind,the information available on this book is
extremely limited:

No tengo la menor noticia de la repercusion que aste libro en los Estados Unidos ni del

precio que le pagaron por él. Pero a la vistasdepeimera edicion de 1929, parece deducirse que
el texto debio interesar a los asesores literaéds casa Doubleday. Es una edicion muy
cuidada, dentro de la coleccion juvenil Junior Bokesta enriquecida con diecisiete primorosas
ilustraciones de corte modernista de Rhea Welks aquii se reproducg(l998: xxii).

The very fact that this book of short stories wablighed in a juvenile literature section means
that the stories were interpreted, on the wholsjragle children’s fairy tales, with an exotic
twist in that they were from Spain. The double meg clearly evident in some of the stories,
which this chapter will discuss later on, seemisaee evaded the publishers, who might, had
they realized this interpretation of the storiesyénfound a critique of the monarchy or political
metaphors for Spanish culture less relevant fddodm. Therefore, while Alfau attained success
with these short stories, he did not effectuategadtion for the author he truly was; instead, he
was only a teller of infantile tales.

As a final comment, despite the disparities betwtbe works by Felipe Alfau, separate

critics writing on each of his books have all comgabhim to Cervantes. In the case of this book

> | haven’t found the slightest indication as to the impact this book had in the United States, nor the price paid for
it. But going by the first edition of 1929, we can deduce that the text must have been of interest to the literary
assessors of Doubleday. It had been carefully produced within the Junior Books collection for young readers, and it
is embellished with seventeen fine illustrations in the Modernist style by Rhea Wells, which we reproduce here.
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of short stories, Martin Gaite makes this compariwben directly discussing these stories, not
only Alfau’s work at large:

Felipe Alfau ha declarado orgullosamente en muobasiones que se dedicé a la literatura de
forma autbnoma, y que no habia leido (y ha segiidbacerlo) a ningun novelista espafiol
posterior a Galdds. Frente a esta manifestagigiste en cambio en reconocer su deuda con la
literatura espafiola del Siglo de Oro, y sobre tmmoCervantes. En los cuentos aqui se publican
queda clara dicha delfdd998: xxvii).

Therefore, even within such diverse works as ABawo novels, his poetry and his short stories,
the influence of Cervantes is present in many défieways. In this book of short stories, just as
Cervantes coalesced stories from medieval timds avdriticism of his own society, brimming
with humor and yet morality as well, so Alfau mainis a Romantic style but he also
incorporates criticism through the use of a geintley or metaphor. The debt to the Golden Age
is present in most of the stories through the hwm®presentation of morality and an indirect
criticism of society, not unlike the plays writtbg Lope de Vega.

In Don Quixote Cervantes creates a character who was an idaatisivho looked back
to the medieval period for inspiration, and bothtase attributes were picked up by the
Romantic writers. However, Cervantes’ use of irang social criticism through ridicule looks
forward to the satirists of the Enlightenment. afsimilarly focuses his attention on the
Romantic past of Spain, to both reveal its gloaed make fun of the ineptitudes of the pseudo-
Romantics.

One of the aspects of Romanticism that will be melgvant to the discussion of Alfau’s
short stories is the idea of individualism. Durthg@ Romantic period, there was special

importance placed on the individual, especiallyttorse individuals that would rise above the

e Felipe Alfau has proudly declared on many occasions that he has been autonomous in his career as a literary
author, and that he had not read (and had carried on without doing so) any Spanish novelist after Galdds. In the
face of this statement, he insists, on the other hand, on recognizing his debt to the Spanish literature of the Golden
Age, and above all Cervantes. In the stories that are published here this debt becomes clear.
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norm to accomplish great feats, carrying the sgdmtvard. This form of individualism also
encourages and places greater emphasis on thédunalig imagination, also, in turn, elevating
the importance of individual experience. When ooesiders the exaggerated emotions that are
usually associated with the Romantic Movemeng é@dsential to recognize that these emotions
are held as important since they form part of titdvidual’s experience, making this emotional
hyperbole, of which Romantic literature is somesmecused, a technique used to draw the
reader’s attention back to the individual.

As one further area of background knowledge on Ruiméterature before moving to
the stories themselves, it is of interest to nb&egpecific characteristics of the Spanish Romantic
movement, since the Spanish writers from this gehiad their own perspective on this trend that
swept across the literature of Europe in the aarigteenth century. Alfau, as a recent emigrant
from Spain, would have been influenced by thisrgtraf Romanticism. Spanish Romanticism
added special emphasis on the aspect of destinghwiould be less prominent in other
Romantic literatures from Europe. The Duque deaRwould be the great example of this
Spanish Romantic literature, directing his characierough the plot but blaming fortune and
destiny as the culprits for the difficult lives thevould lead. The idea of star-crossed lovers
would also be prominent in this Romantic literafjuraking a happy ending unlikely for these
Spanish Romantics. Other relevant aspects of Spd&omanticism for the discussion of
Alfau’s work would include the element of the exdth Romantic literature, especially making
use of Andalusia’s Arabic influence (Wallhead 20R88). This reminds the reader of
Washington Irving'sTales of the Alhambrél832), a Romantic work that uses the setting isf th

Moorish palace in Granada as a framework for luses.
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Another important aspect of Spanish Romanticidevent to the theoretical framework
of this study is the use of references back tartbkdieval times, especially significant for
Spanish authors, since the late medieval peri@&pain, as it merges into the Renaissance,
carries utmost importance for the country. Thisqekenvelops fundamental historical moments
in Spain such as the voyages of Christopher Colsimine Reconquering of Moorish Spain, and
the religious fervor of the Catholic Monarchy oéliella | and Ferdinand (Wallhead 2008: 162-
164). One historian, Derek Flitter, speaks ofghdicular relevance of these Spanish medieval
themes to poetry by referencing José Caveda’s bp@eMedievalism, as he took up his seat in
the Spanish Academy in 1852: “concuerda admirabhéeneon el caracter de la época, y recibe
su carta de naturaleza de la lealtad castellahajidgcismo religioso, del entusiasmo guerrero,
y del respeto y el apoyo concedidos a la beldackinie y desvalidd” (Flitter 1992: 25). These
characteristics from the Spanish medieval periaglanthe emphasis on the enigmatic, the
transcendent and the mythic that are all synonymetiisthe Romantic period. Therefore, while
this reaching back to the medieval is charactertRomanticism in general, the importance of
this aspect is only multiplied in Spanish Romastitj based on the centrality of late medieval
times to Spanish history.

2.1 Examples of Romanticism inOld Tales from Spain
Of the ten stories that make Qyd Tales from Spajrmost of them reflect the Romantic literary
movement, with little room for irony or breakingetRomantic framework. Four examples of

these typical Romantic stories are “El Trebol,” ®nto del Cisne,” “El Sauce y el Ciprés,” and

7 “[The romance] is admirably attuned to the character of its age, its distinctive credentials being Castilian loyalty,

religious mysticism, enthusiasm for the warrior life, the respect and assistance offered to beauty and innocence in
their distress.” [Translation by Celia Wallhead]
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“Barcos de Vela® Martin Gaite offers an insight into the Romamtiture of these stories when
she claims:

Felipe Alfau en 1916 es casi un niflo. Seguro ggeeasofiaciones de futuro, al llegar ese dia a la
ciudad de los rascacielos, estaban imbuidas désichea del mismo enfoque romantico ante la
vida que presidira luego la conducta de los héde€ld Tales from Spairel tomo de cuentos

que hoy publicamos aqui en version espai{a@98: xx).

This fits well with the previous conclusion thatipaps these stories reflect the time period from
1916 to their publication in 1929, and could adiubE Alfau’s stories of coming of age.
Whether this conjecture is true or not, these &taries contain this idealism and Romanticism
discussed here by Martin Gaite.

“El Trébol”

The first of the stories in the collection thatieefs this pure Romanticism is “El Trébol.” The
story shows many signs of being Romantic, the &ifsthich being evident in the first lines, as
the story begins with a traditional song:

A coger el trébole,

el trébole, el trébole.

A coger el trébole

la noche de San Jud(1998: 29).

With the help of the translator, the reader becoavesre that this song was printed in Spanish in
the original edition, and that the translator hasd the spelling to fit with the original
pronunciation in the song. While not relevanttis particular discussion of Romanticism, this

is yet another example of Alfau not only writing the Third Space, but himself being a writer

® “The Clover,” “The Swansong,” “The Willow and the Cypress” and “Sailboats.”

° Felipe Alfau in 1916 is almost still a boy. Of course his daydreams of the future, when he arrived that day in the
city of skyscrapers, were infused with idealism, of the same romantic focus on life that would later guide the
conduct of the heroes in Old Tales from Spain, the volume of stories that today we publish here in Spanish
translation.

1% pick the clover

the clover, the clover.

Pick the clover

on St. John's Eve.
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within his own Third Space, removed from the cudthe attempts to describe. Returning to the
Romantic qualities of the story, however, the saginds the reader of tli@stumbrista
literature that gained in popularity during the Rortic Movement. This reference to legends
combined with reaching back into the medieval peobSpain in search of explanations is one
of the characteristics of Romantic literature Alfaploys. Beyond the use of the song and the
explanation of the legend, the events of the dimkg place during thReconquistathe
Reconquest of Spain in 1492, as Alfau choosesibisumental backdrop from medieval times
as the setting of his story.

The story offers even more elements reminiscetit@Romantic Movement than just the
historical setting alone. The element of the exisitypical of Romanticism, especially evident
in the descriptions of the Alhambra as experierimeduanin: “El interior de la habitacion estaba
iluminado por una sola lampara y decorado al estidouno. Las paredes eran de muchos
colores, y bajo aquel débil resplandor, los azslgjtas inscripciones en arabe desprendian un

brillo apagado™*

(1998: 33). The focus on dimness of the lightgnges an ambience to the
scene of the foreign and unknown within Spanislder®. Also, the story places emphasis on
the individual, since the action focuses on Juahismmost unlikely candidate for a hero, who,
however, is capable of rising above his circumstanio become a national hero who rescued the
young lady. Once more, the individual reigns iis 8tory, since Alfau decides not to have
Juanin marry the young lady he becomes enamorédawi rescues, again elevating the concept
of the individual above even that of love. Thigrgthas reminiscences of some of the tales in

Irving’s Tales of the Alhambrél832), translated into Spanish@sentos de la Alhambrat

especially bears a resemblance to the story diLiagend of the Three Beautiful Princesses,” in

" “The inside of the room was lit by one solitary lamp and decorated in the Moorish style. The walls were multi-
colored, and under that faint illumination, the tiles and the inscriptions in Arabic gave off a weak glimmer.”
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which the princesses are locked away in the Alharbloit fall in love with Christian men from
outside the palace. Both authors use the baclairtdpe Alhambra as the setting for a love story
involving a damsel in distress, adding a Romamtich of the exotic to a traditional tale
(Wallhead 2008: 296).

“El canto del cisne”

Another story that exudes many qualities of Ronegstti is “El canto del cisne,” in English

“The Swansong.” One of the main ways in whicleftects the Romantic Movement in
literature is, once again, through the use of aievatistory. The story is a fairy tale complete
with castles, princes and princesses, but in reyéos there is also a contrast between the poor
and the rich that is often associated with Romamticespecially in cases, such as this story, in
which the poor are praised for their simplicitye ghurity of their desires and their general
contentment. This is evident in the story throtlghfinal scene with the little girl and her
mother who finally succeed in teaching the spojladce about love. But the story also offers a
critique of the rich, or perhaps even of indusized cities, in which no one and nothing is ever
good enough, and in the end, the person that redftacking is the prince himself, since he is
incapable of love for anyone else. This is anoB@mantic characteristic, focusing on the
egocentrism of the prince, a quality that manyhef¢haracters in the short stories share, as
Martin Gaite explains by beginning with a look la author’s own situation:

Refugiado él mismo en una especie de tierra deepddsde la que parece estar haciendo sefiales de
humo a un publico inventado o, en todo caso, ageswnaufragio, Felipe Alfau nunca ha exhibido
tanto su predileccién por los personajes ebriasotipsismo como en est@ientos espafioles de
antafid? (1998: xxiii)

2 As he himself was sheltered away in a sort of no man’s land, from which it seems as if he is making smoke signals
to a concocted audience or, at least, one that is unaware of his own shipwreck, Felipe Alfau has never before
shown such predilection for these characters drunk on solipsism as in these Old Tales from Spain.
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Therefore, there seem to be autobiographical teneeim these young male protagonists that
are prevalent i©ld Tales from SpainWithin the framework of Romanticism, these self-
centered protagonists represent the elevationeoithvidual.

Upon the conclusion of the story, Alfau again fieafs his tendencies toward the
Romantic style since the story does not have ayhapging. In contrast to the true Golden Age
literature, one of the styles which Alfau is alsowating, the magic of the witch does not
dissolve in the moment the prince learns his lesand the punishment is carried out through his
death. Considering that this book is supposediygmaized as children’s literature and that
Alfau is writing at the time when Walt Disney’s thien’s cartoons would become the standard
for children’s entertainment, this unhappy endingates an even more drastic contrast between
Alfau’s stories and the style of the day. The Hedxtthe prince therefore becomes another
marker of the Romantic style in Alfau’s short sésriwhile the necessity of including a moral in
the story reflects medieval and Golden Age literatu
“El sauce y el ciprés”

One further example of Romanticism comes througtstbry of “El sauce y el ciprés,” in
English, “The Willow and the Cypress.” Martin Gaiharks this story as having an element of
surprise since the reader suspects the true igeritihe two characters, but Alfau only reveals
that information at the conclusion (1998: xxvi).hilé there is a small element of suspense, this
story is, once again, so representative of the Ram&lovement that there is little room for
surprise as the plot plays itself out in a veryidggpbmanner. This said, the story reflects the
characteristics of the love stories that were stoekerial during the Romantic period. The story
begins with two lovers that destiny separates sinegarents disapprove. The themes of

destiny and fortune run throughout the story ad asthe theme of star-crossed lovers that can
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never be united. The conclusion of the storyhaditees reveal their true identities, is once
again Romantic in the bittersweet manner in whighlovers will forever be together and yet
apart. Therefore, while this story lacks origitaglit is one more example of Romanticism
played out in this collection of stories.

“Barcos de vela”

While the story, “Barcos de vela,” in English “Senhts,” is also representative of Romanticism
as are the stories we have just seen, in thiscpéatistory, the Romanticism reaches a much
more exaggerated and dramatic level, placingdt category of its own. A long list of
characteristics representative of Romanticism egegmt in the story. The first of these
characteristics is the elevated sense of natidms i$ one of the defining characteristics of
Romanticism, since the emphasis on local custordsalture soon gives way to growing
feelings of nationalism. This is, in fact, exadly it takes place in the story, since the village
wishes to unite with other villages around the Meanean Sea in order to become unified
under one flag. This sort of conquest is not Hraes as the violent take overs of the traditional
Spanish “conquistadores,” instead it is the exganand unity of culture among peoples that
share one key factor, in this case, the sea. Alevation of the nation includes the clever
detail in which the very flag of this new nationcbenes the sail that both saves the seamen and
becomes an awe-inspiring invention:

La mision ha sido cumplida. Llegara un dia enlqaénombres inventen otros métodos de
navegacion, pero ninguno podré ser tan hermosozelaavivir para siempre en el corazon de
los auténticos marineros, como bandera que es platsa comun. Adornara para siempre el
horizonte de los recuerdos marinos, y por siemprefiejara sobre las aguas como el verdadero
y genuino estandarte del mia{1998: 60).

2 The mission is completed. The day will come in which men invent other methods of navigation, but none will be
as beautiful. The sail will live on forever in the hearts of the true seamen, as the flag of what is their common
homeland. It will forever adorn the horizon of the memories of the sea, and forever will be reflected over the
waters as the true and genuine symbol of the sea.
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While the concept of the nation as described is plaissage is more abstract, the idea of localism
and culture rising to the level of nationalism isgent here, making this is one of the strongest
characteristics of Romanticism present in the story

This story is yet another example of the protagioneing the individualistic hero as is so
predominant in Romantic literature. This hero, bwer, fits this profile in a much more
dramatic way than the other heroes presented isttnes. First, his name is “Salvador,” in
English meaning Savior, and the narrator deschibesepeatedly as being the most attractive,
the strongest, and the best seaman in the enllmgesi However, even as the village selects
Salvador as the leader of this expedition to uthi/sea villages, his own endeavor within this
mission is much more individualistic:

Salvador, que se habia quedado absorto en la golaigom de la bandera, desperto al oir su
nombre devuelto por el eco del mar, como si las lel@stuvieran llamando. Todo el mundo
volvi6 la cabeza hacia donde él estaba, y le abrieamind® (1998: 46).

Salvador is not motivated by the betterment ofpl@isple or the economic gains to be had by
unifying the villages, his motivation is entirelgggzonal and egocentric. It is his very name that
is echoed by the sea, and the whole world is, @otgto the narrator, watching him lead the
way. This is the sort of individualistic hero tltdiaracterizes Romanticism, reminding the
reader of the famous painting, “Wanderer aboveSt of Fog” by Caspar David Friedrich, as
the eye is drawn to the protagonist of the paintuhge he, the focus of the painting, ignores the
gaze of the observer and stares out into the unknow

Yet another way in which this story reveals Rornat@ndencies is through the
protagonist’'s mysterious origins. Alfau has thisu@cter wash up on shore and be raised by the

village itself, immediately accepted and loved hgge around him. This reminds the reader of

1 Salvador, who had remained absorbed in his contemplation of the flag, awoke to hear his name coming back to
him from the echo of the sea, as if the waves were calling to him. Everyone turned their heads to where he was,
and they made way for him.
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other protagonists from Romantic literature wh@dlave mysterious origins, such as Don
Alvaro in the Duque de Rivas’ plapon Alvaro o la fuerza del sind835) By creating a
character with mysterious origins, the role of agstomes to the foreground of the story by
revealing that some greater force has orchestthe=# events. Also, when the author reveals
Salvador’s true origins in the middle of the stat\summons up references to epic literature
such asThe Odysse{750 BC) in Salvador’s sea travelsevenOedipus the King429 BC) in
which a young child is exiled from his homelandhnat prophecy speaking of his return, similar
to Salvador’'s mysterious arrival on the shoresefiillage he had unknowingly left behind,
already expectant of his return. Martin Gaite drawe further comparison between this
protagonist and the protagonist of the story “Alt®,” in that both find their way to the villages
without any given explanation as to their originghe text (1998: xxiv). Considering that these
two characters reveal autobiographical overcasis,could say that this is Alfau externalizing
his own mysterious origins, as he has washed upegshore of a distant land at a young age,
and his writing would become the attempt to unlifg tand he has left behind with the land in
which he lives at that moment (Martin Gaite 1998vX

Therefore, an additional characteristic of Ronwlitierature is the emphasis in the story
on destiny. It is destiny that brings the childhe beach of the village, and even the way that
the narrator describes the scene gives creditdtnge

Nadie alcanzo a entender como habia podido lldgarasla playa. Parecia como si el mar lo
hubiera traido ex profeso hasta alli, y los magside la colonia dijeron que un nifio que llega al
mundo de una manera tan extraordinaria y ademésmingo por la mafiana, es porque lo envia
la Providencia y que no cabia duda de que habidmpara llevar a cabo grandes haz&fas
(1998: 44).

> No one could understand how he had made it to the beach alive. It seemed as if the sea had brought him ex
profeso to that place, and the oldest in the colony said that a child who arrives in the world in such an
extraordinary manner and even more so, on a Sunday morning, does so because Providence sent him and there
was no doubt in that he had been born to achieve great deeds.
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It is destiny that the protagonist is named Salvaalod that he becomes the captain of the
expedition to other lands. It is destiny thatfilag he carries becomes the first sail, and destiny
that he would return to his homeland. The idedesitiny in this story is not simply a literary
technique employed in order to smooth the jointghefwriting. Indeed, so many coincidental
situations in one short story would seem excessitleout the idea of destiny becoming a theme
within the text. Therefore, the story not only sisiestiny as a technique, but dwells upon itin a
way that eventually converts it into a trope, rednng the reader of Spanish Romantic literature
that uses the idea of destiny in an equally prontingle.

Within this story based on the invention of thi, seonly follows logically that nature
would also be one of the strongest images, eshetha part of the story taking place in the
storm, which exemplifies the image of nature heidRlomanticism, since it represents nature as
the sublime: wild, untamed and worthy of resped awe, even at times of terror. The
descriptive passages when the seamen lose hopadbfing their destination also reflect this
same perception of nature: “Alli estaban, lejosad®, abandonados a su suerte, en medio de
aquella inmensa soledad y negrura, a merced debnfiarecido™® (1998: 50). The choice of
words in this text exemplifies once again the Ratcasharacter of the story, first from the idea
of fortune, and then being at the mercy of the asalfau presents nature as being powerful and
merciless. Even earlier in the text, one can lseeort of awe associated with nature, and
especially with the sea, as Salvador, not oncentakth the women of the village, declares to his
friend, “Mi corazén no esta en la tierra; esta lemar, al otro lado del horizonte, preguntandose

que habra alla,” and when he continues, he stdsfyy enamorado” and to the great

® “There they were, far away from everything, abandoned to their fortune, in the middle of that immense
lonesomeness and darkness, at the mercy of the enraged sea.”
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disappointment of his friend, he adds, “De la aueit'’ (1998: 45). This love of the sea and
adventure overrules any other desire, even rombove

One final curious aspect of this story, whichlgaeflected in many other stories in the
collection, is the obsession with creating mythieglends in explanation of the origins of
inventions. Martin Gaite links this repeated thehreughout the collection with one of the
characteristics of Romanticism: “los atributos faanotes que distinguen al ndmada del
sedentario y oponen lo exético a lo convencidfigl'998: xxiv). Therefore, the invention of
basic things such as sails for boats contrastm#ledramatic myth behind the story with the
practicality of the sail. Martin Gaite also eqtieis focus on the origin of inventions as part of
Alfau’s surrealist tendencies which would becomeimmore evident in his novels (1998: xxvi),
like, for example, the invention of fingerprintslincos Therefore, this obsession with showing
the origins of things could be part of the Romasiitin the stories because it adds the exotic to
the everyday, but it could also be the return talism: to show the supposed origins of culture
and to reach back into the roots of identity.
2.2Glimpses of Alfau the Novelist in the Stories
“La rivalidad”
Having discussed the stories that best demonstratee form of Romanticism, the next set of
stories falls into the category of being, as a gamelle, Romantic, but with glimpses of the
innovative Alfau who would soon forge his own creatliterary style. The two stories are “La
rivalidad,” in English, “The Rivalry,” and “Entrecs luces,” loosely translated as “At Dusk.” At

first glance, the story “La rivalidad” fits well o the style of Romanticism since it opens with a

v “My heart is not on the land; it is in the sea, on the other side of the horizon, wondering what is out there.... | am
in love... with adventure.”

¥ “The fascinating attributes that distinguish the nomadic from the sedentary and set up the exotic against the
conventional.”
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grandfather telling a story to his grandchild, aga&aching back into medieval times for the
actual plot of the story. Martin Gaite commentgtaa introduction to the narrator who frames
the plot of the story: “La introduccién de narragaccesorios, que apuntalan el relato central y
lo enriquecen —muy cervantina también, por otréeparadquiere en esta coleccion de relatos
diversas modalidade®"(1998: xxv). While this additional narrator dazsate a form of
metanarrative within the story, it does not achitheesame ambiguity that Alfau would achieve
in the novels through his narrator “Alfau,” sintestframe narrator in the story still fits well
within the paradigm of traditional storytelling.h&re are more details in the story that remind
the reader of Romanticism, for example, the wit¢towyoes on to govern the outcome of the
story itself, putting magic on a level higher tistial class. Even the fact that these two
protagonists find themselves turned into animalgHe rest of their lives reflects the sovereignty
of nature over human effort.

However, while the structure, style and literaghniques Alfau uses in the story are
clearly Romantic, the larger message of the stooyvs the rebellious satirist bbcosand
Chromos. The difference first comes through a few commerashfthe narrator within the story
that distance the reader from the medieval contknthe other more conventional stories, the
narrator gives the events little to no frameworlképarate the present-day reader from the
medieval culture and society. In this story, tingt instance of the distancing comes from a
generalization by the narrator about the peopladivn medieval times: “Entonces Don Pero se
enfurecid. Por aquel tiempo la gente era dadacci@nes un tanto turbulentas. Asi que,

anhelante de venganza, sediento de la sangre ddllftm se escondié detras de un arbol, a la

¥ “The introduction of complementary narrators that support the central tale and enrich it- very much in the style
of Cervantes as well— also takes on different modes in this collection of tales.”
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espera de acontecimientd%{1998: 64). While keeping in mind that the nasras, supposedly,
an uncle, who seems to have folkloric or even sipieus tendencies, the effect of separating
the present day narration from the events takiageln another less real and more stereotypical
time, still remains. The second example of thidaticing takes place when describing how Don
Nufio comes across a woman locked away in Don Peaste: “En aquel tiempo, y por razones
que serian muy largas de exponer, los hombregodedi¢ Don Pero siempre tenian encerradas a
las mujeres en su casa con llave y canddd®998: 71). This is not the only example of a
woman being locked away, since in “El Trébol,” Junarescues a girl locked away in the
Alhambra, however, in this story, the narrator $e¢bke need to create a generalization about the
treatment of women in those times, again creatisgparation between the reader and the events
portrayed. This use of distance as a promoteawolyiis a technique that will become typical of
Alfau the novelist, showing one instance of therisatAlfau otherwise unrecognizable in most
of these stories.

Moving further into the use of satire in the nak@tthe supposed moral of the story on
the level of the metanarrative is another sourdeooly. The information given to the reader
from the narrator at the beginning of the stomykiing a child to inventors, makes the reader
suspect an ironic tone: “A Pepe, un estudiante daspejado, que estaba veraneando con su
familia en los montes de Aragon, de algun tiempguella parte le habia dado por aplicar su
brillante ingenio a los invento$® (1998: 61). The irony comes to us through then&aarrator,

as would become a typical technique for Alfau, trelexaggerated emphasis on the child’s

20455, Sir Pero became enraged. In those times people tended to react quite violently. Thus eager to take his
revenge, thirsty for Sir Nufio’s blood, he hid behind a tree, waiting for action.”

L “|n those days, and for reasons that would be very lengthy to explain, men like Sir Pero always kept the women
of the house under lock and key.”

2 “Pepe, a very bright student, who was spending the summer with his family in the hills of Aragon, had for some
time been applying his brilliant ingenuity to inventions.”
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genius raises the reader’s suspicions as to theeeleof satire present in the narrative, which is
quickly confirmed by the irony of the following degyue in the story: “—Mira, Pepito, tu

invento es absurdo y no tiene nada de practicaneSatiendes un momento, te explicaré por
qué”®(1998: 61). With these harsh words from the urttle story thus begins of the two lords
with their multi-generational feud. At the endtbé story, the uncle returns, this time with the
irony from the author all the clearer: “—Y con ebtibras quedado convencido —continud el tio
de Pepe— de lo absurdo y poco practico que sarzarcpalomas mensajeras con loros. La vieja
rivalidad ha sido transmitida a la progenie de ardspecies y jamas podrian llevarse bien entre
si”?4(1998: 77). Clearly the legend and the logic héhhis conclusion are absurd, the one
having nothing to do with the other. The irony twones with the moral of the story: “—Lo cual
también te ensefard, Pepito —concluyé el tio—, mekerte en cualquier tipo de inventos,
porque algunos, como habras podido comprobar percesnto, resultan desastroso{1998:

78). The moral of the story is, then, never teemvand never to step out of the norm. This is
clearly an ironic message, but perhaps Alfau cbeldritiquing the role of society in directing
youth away from innovation and progression intoftitare, a position that fits well with Alfau’s
criticism of the traditional Spain in his allusioms other stories, to the Two Spains. Therefore,
this story steps away from the traditional Romastyte through the irony of the moral of the

story, creating what could perhaps be a critici$rducation in Spanish society.

2 “ ook, Pepito, your invention is absurd and not at all practical. Listen to me for a moment and I'll explain why.”
4 “And with this | think | will have convinced you, continued Pepe’s uncle of how absurd and impractical it would
be to cross carrier pigeons with parrots. The old rivalry has been transmitted down to the offspring of both species
and they would never be able to get along together.”

%> “Which will also teach you, Pepito- his uncle concluded- not to get involved in any sort of invention, because
some, as you will have learned through this story, turn out to be a disaster.”
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“Entre dos luces”
The title of the story “Entre dos luces,” in EnglisAt Dusk,” but literally “between two
lights”— the bright light of sunlight in the daytarand the twilight of sundown and darkness of
moonlit nighttime— has a play on words, develodrin the internal story “The Garden of
the Two Lights.” While very different in style,aso reveals aspects of the Alfau one would
expect from his workkocosandChromos only this time not through the aspect of satg,
nostalgia. Once again, this story fits the Ronwast of the other stories, especially through the
stress placed on the individual location of Sevillgart from the aspect of myth in the narrative
within the story, the story itself is an ode to eydescribing the local and traditional as
paradise: “Cuando estaba acercandose a la ciudsal,ika ya muy bajo. Vio las hermosas
vegas los suaves contornos aterciopelados de los ¢gmiosero verdes, luego rosa y por fin
azulados® (1998: 27). This elevation of the primitive sincjtly of villages in years gone by is
one of the defining attributes of Romanticism. Witthe narrative of “The Garden of the Two
Lights,” the message of the story is that destaynot be forced, and the idea of “star-crossed
lovers” takes on a new and more literal meaninghasSun and the Moon simply cannot be
united. Even when the old man reveals the medsalgead the legend of the garden, he
ambiguously declares that the garden is what camesnkind to bring “romanticismo y paz,”
in English, “Romanticism and peace.” The very wB@manticism is mentioned in the text,
again revealing the intentionality behind the stfi¢hese stories.

The story, therefore, is very Romantic in stylel aeen in message, but when considered
within the oeuvre of Alfau, it connects well witislgreater, more representative works,

especially in the sense that this story seems todiep toward literature from the Third Space.

2% “When he was nearing the city, the sun was already very low in the sky. He saw the beautiful meadows, the
smooth velvet contours of the hills; first green, then pink and finally blue.”
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The very fact that the story takes place in Sevélainds the reader of scenes from the end of
Chromos when “Alfau” enters into the mind of Fulano, find him lost in a train of nostalgic
thought:

Knowing that she had really been there only madefeel worse. He was Spanish also and felt
entitled to as much regret as the others. Sewdisinot only a town. It spread out to all of Spain
as an invented symbol of a desirable way of lifeg dreamed way of being, but he had never
been to the real Sevilla. Even this had been ddrira. He would have wanted to say something
about Sevilla or Madrid, or anything acknowledgedsaanish, but he would have felt like an
imposter. If he had uttered a set phrase, he wuaNeé been a traitor to himself. If he had uttered
a word with fresh meaning, he would have beeniotrp his people (199(B13-314).

First there is the apparent autobiographical rediitd this sentimental connection to Seville,
and given that Alfau was from the north of Spaid aroved at a very young age, this could very
well be true of himself. However, beyond the pbkesautobiographical content, in both stories
Seville becomes more than a town; it is a symbaloofiething deeper. In the nogtromos,
Seville is a symbol for Spanish culture, and ig@spnted as an epicenter of Spanish society. In
the short story, Seville becomes a symbol, on ewel] of the same idea:

El corazon le dio un brinco de alegria y se sintiy feliz. Porque en toda aquella belleza que le
rodeaba, en aquella paz, en aquella regidén espd@dafecomparable hermosura que vive la vida
como una novela, habia reconocido al fin, entastauridad del pasado y el resplandor del futuro,
el jardin Entre dos Luc&g1998: 27).

Therefore, in one sense, the two accounts of endflect the same sentiment of it being a
symbol of what it is to be Spanish, a sort of Sglaparadise.

However, both passages reveal it to be true tifatAloes not speak of Seville as just a
location, and that Seville in itself is paradisestead, Seville is a place of the mind. This &dds
the aspects of the Third Space when one compaeeshtrt story with the novellCGomos The
boy in the story has already achieved this senSBahanticism and peace,” or in other words,

nostalgia, because he has been to Seville, nottbaliown Seville, but the “Seville” of

*’ His heart leapt for joy and he felt very happy. Because in all of that beauty that surrounded him, in that peace,
in that Spanish region of incomparable beauty that lives life as if in a novel, he had finally recognized at last,
between the darkness of the past and the gleam of the future, the Garden of the Two Lights.
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recognizing and contenting oneself in the beauwty shirrounds the present. However, Fulano
from the novelChromosbemoans the fact that he has never been to Semilidying more than
the fact that he had never set foot in the towntat he had never known this contentment, or
this “dreamed way of being” that comes with recagrg the beauty of the present, instead of
dwelling in the past or the future. One possildeatusion is what the narrator states throughout
Chromosthat to know oneself and thereby obtain contentraadtpeace is possible in one’s
own country, as is the case in the short storyfdatep away from one’s own identity is to lose
one’s equilibrium, and therefore fall into a tragiestalgia for a place where one has never been,
seen in the character Fulano fr@hromos This concept of nostalgia is both a depictiothef
Third Space as well as representative of Alfawtesas a writer of Third Space literature.
2.3The Outsider Represented
“El arco iris”
With the theme of the outsider, referred to as @ker,” in Third Space theory, being so
prominent in Alfau’s writing, the story “El arcast” in English, “The Rainbow,” gains
relevance as much more than a traditional talee mirks of Romanticism are present in this
story as well, from the mysterious origins of tlietpgonist to the tragic ending. However, the
main characteristic that stands out as originghéstory is Alfau’s critique of the treatment of
“the Other,” although the style he chooses in thisque differs drastically from the fragmented
ironic critique he offers ihocosandChromos since he leaves the traditional form of the story
in place. The setting of the village becomes tdgat metaphor for society at large, and the
artist becomes the equivalent of all those whoa@sdithemselves to the fine arts.

Alfau therefore uses the image of the artist astaphor for the difficult position of

being an artist in society. This idea of the atiming removed from society in order to gain a

339



different perspective could come from the liked.ofd Tennyson and@he Lady of Shalott
(1842), as the artist must either die a creatiatdm order to associate with those below, or
remain solitary in order to gain the gift of persfpee and insight. With this literary tradition in
mind, the comments from the artist on his own ws@km to fit well with idea of the artist as the
prophet to the common people, one such examplengpfrom his visions of rainbows, invisible
to everyone else:

TU no lo ves por falta de costumbre. Pero untarsiempre lo puede ver. La gente normalmente
sélo lo ve cuando llueve y sale el sol, porque® &is esté cubierto de polvo y la lluvia, al
lavarlo, lo desempolva y le saca brillo a sus @sorPero el arco iris esta siempre ahi, y los
artistas nunca dejan de véefl(1998: 8).

While the style of the writing is one of childlikkenocence, the idea remains that the artist is
capable of seeing beyond the ordinary. His dowafadl demise comes when he tries to share
his visions with the village, especially when hel$ethat his work has attained supernatural
levels: “El maestro estaba desesperado. Corrgaeetido de unos a otros, tratando de
explicarse®® (1998: 12). The artist deemed crazy by thoseratdim because of his success in
uniting his work with reality forms a perfect mekap for the work of the writer, who tries to
merge the literary world with the reality he fingi®und him. Alfau chooses to deliver this
message directly when he has the nobleman at thefahe story explain: “Muchas veces,
creame, el genio es muy dificil separarlo de lafat® (1998: 14). Such a statement is
altogether appropriate coming from an author whatker simultaneous project is nameastos

and whose own style would be fragmented, confusddr@sunderstood by his audience.

%% You do not see it because you are not in the habit. But an artist can always see it. People normally only see it
when it rains and the sun comes out, because the rainbow is covered in dust and the rain, when it washes it,
removes the dust and brings out its brilliant colors. But the rainbow is always there, and artists never stop seeing
it.
*® “The teacher was desperate. He ran about crazily, from one villager to the next, trying to explain himself.”
30 up s L . L. . ”

Believe me, genius is often very difficult to distinguish from madness.
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Apart from the idea of the artist in the storyeréhnis also a running commentary on the
treatment of the outsider. From the first entrapicehe artist into the village, it becomes
immediately clear that the villagers treat him @ “Other”: “Segun iba andando por la calle,
todo el mundo se volvia a mirarle, porque —hayrgaenocerlo— la gente de aquella apacible
aldea era francamente chismt$41998: 3). Soon the artist begins to accumukels that
concrete his role as “the Other” as the peoplerbegcall him “Maestro,” meaning “Master or
“Teacher” in English, rather like Christ, and thelow him to coexist within the village in his
role of “Other”:

Representaban diferentes barrios del pueblo o ®det gente, pero sobre todo paisajes tomados en
la campifia de los alrededores. Al final, cuandtog®a el mundo sabia que era pintor, remitio la
curiosidad en torno a su persona y la gente acaisitanbrandose a su preserfcja998: 7).

While the painter remains in his role of offerimgtvillage a service without achieving too much
success or changing the mentality of his studetsltastically, he is allowed to live within the
village peacefully, although, from this passagegitomes clear that while the village tolerates
his presence, he is not accepted as one of their @8 the story progresses, they later call him
“un muerto de hambre,” in English meaning, “Onendydf hunger,” and their distrust of the
artist grows as the villagers feed into one anddHear by sharing their own suspicions (1998:
10). In fact, the very labels they give him catlsam to begin to fear him, creating more
distance between the two groups, until they havieedpnisolated him and left him desolate, even
incarcerating him as a form of protecting the iotgy. Seen from the perspective of the theory
of the Third Space, this is precisely what thearatioes with those to whom it assigns the role

of “Other,” thus creating a distanced adversaryeurtde guise of maintaining social purity.

31 “As he walked down the street, everyone turned to look at him, because, one has to admit, the people from that
peaceful village were frankly gossips.”

32 They represented different neighborhoods of the village or sketches of the people, but above all, the landscapes
taken from the countryside in the surrounding area. In the end, when everyone knew he was a painter, the
curiosity surrounding his persona died down and the people ended up getting used to his presence.
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Therefore, Alfau could be reflecting on the expecie of immigrants in New York City,
tolerated at a distance when fulfilling their rale “the Other,” since they contribute to the
stability of the city itself, but also feared asungents who might gain too much power and
success, an anxiety that would prompt the majtoityrive these outsiders into isolation.

The ending of the story offers another glimpsalfdu’s style that would later define the
novels ofLocosandChromos The moment comes from the scene of the artigzdh, as it
contains characteristics of the Biblical Passiomateves:

Pero a medida que avanzaba el cortejo, estallbrava tormenta y se puso a llover
copiosamente. La lluvia dur6 poco, y en seguidaklolvid a salir y a brillar con méas
esplendor que antes.

Y entonces todos pudieron contemplar un espect&stitaordinario. Contra el cielo, de una
cima a otra, se podia ver un arco maravilloso tteres resplandecientes desplegados en rayas
paralelas. Era el arco del que el maestro lesatiaiilad®’ (1998: 14).

The fulfillment of prophesy through nature at tleeywmoment he dies reminds the reader of the
narrative of the crucifixion of Jesus in which theather changes violently at the moment of His
death. This use of religious metaphors and symigofsnds the reader of the story of “The
Necrophil” fromLocos which abounds in religious symbolism, or thegielus discourse Alfau
uses to describe both Don Pedro and Dr. de losiRiGaromos. Therefore, in his other works,
Alfau uses religious references as part of a lacgacism, similar to his use of a Christ-like
artist in this story.

Another glimpse of Alfau’s innovative style in $hgtory comes at the very dénouement,
when the reader discovers that the story is, if) fast a dream. Alfau achieves this illusive
metanarrative by separating it from the rest ofdfoey through the use of one of the illustrations

in the book, so the reader must literally turnphge, expectant of the beginning of the next

** But as the procession advanced, a brief storm erupted and the rain started to pour down. The rain lasted only a
little while, and immediately after, the sun came back out and shone with even more splendor than before.

And then everyone contemplated an extraordinary spectacle. Against the sky, from one peak to the other, one
could see the most marvelous arch of shining colors unfolding in parallel rays. It was the rainbow that the teacher
had told them about.
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story, only to find that the story has not end®dhile this is not the only case of Alfau using a
metanarrative in his short stories, this particukse of the metanarrative is once again more
similar to the ironic Alfau of.ocosandChromosgsince it appears out of nowhere, with no
indication from the text as to when it began. I$baaligns itself more with the picaresque Alfau,
since it adds a surprise to the ending not unlikatvene would expect from O.Henry. This
moment of playfulness and surprise is an imped#eimpt at what would abound in Alfau’s
novels through different layers of reality and tise of the surreal in line with Magic Realism. In
the struggle of the artist or intellectual agaswmtiety, there may be reminiscences of D.H.
Lawrence’s 1915 nové@lhe RainbowWhile banned for several years in Britain, it waaikable

in the U.S., so perhaps Alfau heard of it or eeadrit.

Before moving ahead to the next story, while dregxgoncrete conclusions will forever
be impossible when discussing the autobiographialre of Alfau’s works, this particular story
reflects so many levels of Alfau’s own experienttes it is impossible to ignore. First, Martin
Gaite has already drawn attention to some of thas#biographical details in the text. As she
states, the painter, as he sits in the plaza wéhbys, mentions some of the stories fOlt
Tales from Spaimas his own (Martin Gaite 1998: xxiv) (Alfau 1992). This is the first clue
that equates the author Alfau with his charachter artist. Also, the artist is never named
throughout the story, having the effect of broadgrhis experience to all those under the label
artist, or even making it possible for this artsbe Alfau himself. Martin Gaite also mentions
the use of the word “locos,” and the possibilitytled double meaning surrounding the word
when she deciphers that Alfau is stating: “los kson los que no han sabido apreciar el valor de

34

su obra™" (1998: xxv). This again reaches back into Alfaae experience with his difficulty

in getting his works published. As one final aubtgppaphical possibility, the surprise ending of

* “The crazy ones are those that have not been able to appreciate the value of his work.”
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the story seems to be the author himself debatieglangers of success as opposed to the
comfort of mediocrity, as the majority of peoplesiociety are friendly to the mediocre “Other,”
but defensive to the point of violence when “thé€t gains success or even usurps the natives.
2.4 A Critique of the King
“El gusano de oro”
Moving away from the stories that are more Romaantid traditional in style to those that have a
stronger sense of double meaning, one of the Bast@es of this is “El gusano de oro,” in
English, “The Golden Worm” (or “The Worm of Goldyt even “The Gold Worm” by analogy
with the silkworm). In this allegorical story, tparallel between the gold worm and the political
situation in Spain regarding the exile of the kimglear. This is not a question of a traditiomal
previously-existing tale; indeed, all Alfau’s stesihere are original. So to establish these
parallels, Alfau sets them up in the form of amaalifable in order to criticize both Spanish
politics and Spanish society. The relevance isfstory to Spanish politics becomes clearer
when one considers the delicate situation of trensp king at the time when Alfau was writing
this book. These stories were published in 1928 King Alfonso XlII's exile from Spain
coming in the year 1931, along with the establishinoé the Second Republic. However, while
Alfau wrote this story in the years prior to theviCWar, the great dislike for the king was
building up during the final years of his reignpesially since he was no longer leading the
country, having already succumbed to the demotiedofcssupporting the dictator Miguel Primo
de Rivera. What is perhaps surprising is thahis book of supposed children’s tales, one finds
Alfau’s direct criticism, even though still an ajl@ry, of Spanish politics and society at large.
The first moments of criticism come as Alfau begmslescribe the insects in the story.

The fact that he has chosen the insect kingdorepiesent Spain, especially since within the
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story there are human characters as well, revdaiting criticism toward the intellect of
Spaniards or even the political importance of Spaifithin the insect kingdom, Alfau chooses
the moths to represent the aristocracy, mothsattegainfamous for destroying things by eating
away at them, creating a comparison with a sotaaiscthat does nothing to contribute to society,
but instead tears apart what others have or haite Biven more cutting is that these moths
dedicate themselves to eating books from the rdy@ry instead of reading them, another
attack on the aristocracy’s intelligence or their@et® learn and progress. Alfau even attacks the
very existence of the aristocracy when he states,

Aquellos insectos se consideraban a si mismogikis@atas de su gremio, porque vivian en un
palacio real, mientras los demas se veian obligadegiabundear por los campos, los bosques,
los jardines de la gente plebeya o los parquesqa&bdionde a todo el mundo le estaba permitido
entrar, sin distincion de clases, lo cual era afastente una vulgaridad. Total, que los insectos
que vivian alrededor del palacio miraban por enaeldhombro a todos los demas insectos
%(1998: 129).

Their true status simply comes from the proximigveen them and the royal palace,
eliminating the potential of any real criteria fwging aristocrats. This is yet another criticism
Alfau lodges in the direction of the Spanish agsagy, that there is no solid reason to support
their supremacy.

The reasons, then, in the short story, for hagikghg come as an extension of this search
for a support to the aristocracy’s claim of supetyo The realization of their own weakness in
this area comes from one of the aristocrats, hoyrensure his position of superiority, and with
it, a life of ease:

Una polilla habia declarado sentenciosamente quoodia existir verdadera aristocracia sin
tener un rey. Hay que advertir que las polill@asguzgadas como el sector mas ilustrado dentro
del mundo de los insectos. Tenian la costumbidedkzarse furtivamente dentro del palacio y
de pasarse las horas muertas en la bibliotecditeed|mente comiéndose los libros. Aquella

** Those insects considered themselves the aristocrats of their class, because they lived in a royal palace, while the
rest were left compelled to wander through the fields, the woods and the gardens of the common people or the
public parks where everyone was allowed to enter, without any distinction of classes, which was indeed a
vulgarity. In sum, the insects that lived around the palace looked over their shoulder at the other insects.
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polilla, como es natural, sabia muy bien lo qudaleaando emitié aquella desconsoladora
opinion que castigo el orgullo de sus congéneryy sobre ellos como una acusacion. Sino
existia verdadera aristocracia sin un rey, estktva que ellos no eran aristocratas, porque rey no
tenfan ningund (1998: 129).

Therefore, the desire for a king does not come thighhopes that he would, in fact, fulfill any
real duties, but that his existence would ensweg ttwn. This again reflects the dilemma of the
aristocrats of Spain who were left without a figugad when the king was forced to submit to
the rule of the dictator Miguel Primo de Riveral®23, leaving the aristocracy in a vulnerable
position with no claim to their own social classlfau carries on with this very same argument,
stating: “Y era una cosa muy triste, como le comleatuna abeja a otra amiga confidencialmente
mientras estaban libando de la misma flor, porqueearistocrata que duda de su aristocracia es
como una persona normal que duda de su identidfeduso de su propia existencid’(1998:
129-30). Once again, the irony is obvious as Alttacks the existence of the aristocracy in
Spain as well as the reasons for the return okitigeto power. Another glimpse of the
existential writer in Alfau emerges through the ti@m of doubting one’s own identity or
existence, both of which, as previously discusaaild be themes in his later novels. Also,
claims to power and authority are linked to idgnéihd existence, another theme that would
become especially prevalent@hromoswhen considering the immigrant’s loss of identity.
Alfau’s attacks on Spanish politics only contirnieen the insects begin to discuss the
attributes of a king. The first line of criticisoomes from the insects’ observations of the real

human King as he appears in the garden. Theirassons of him show their ineptness in

*® One moth had declared gravely that a true aristocracy could not exist without having a king. One has to point
out that the moths were judged as the most illustrious sector within the world of the insects. They had the custom
of furtively slipping into the palace and spending hours on end in the royal library, literally eating the books. This
particular moth, as is natural, knew very well what she was saying when she proclaimed that disconcerting opinion
that hurt the pride of her fellow moths, which fell upon them as an accusation. If a true aristocracy didn’t exist
without a king, it was clear that they were not aristocrats, because they had no king.

¥ “And it was a very sad affair, as one bee commented to her friend and confidant as they were sipping from the
same flower, because an aristocrat that doubts her own aristocracy is like a normal person who doubts her identity
or her own existence.”

346



understanding the true function of the king, hawiogdea of his work, and observing him only
for a matter of minutes. In fact, much of the agous judgment these insects make reflects
Alfau’s criticism of the Spanish king: “—Es enormante importante— exclamé una mosca—.
No hay nada que parezca merecer su atencion. édajcie se dé cuenta de nada ni vea a nadie
que no sea él mism&”(1998: 133). Alfau’s criticism of the Spanisigis egocentrism and his
lack of involvement in matters of state seem todflected through this insect version of
kingship. This ties in thematically with the stdBl canto del cisne,” in which the prince there
could be a fledgling Alfonso XIII. Alfau’s critism carries on to the public reaction to the insect
king, with a critique not only of the king’s behawj but of society’s worship of the king as well:

—ijQué guapo es!

—jQué simpatico!

—Es lo que se dice un rey. A él tenemos que tonearoo ejemplo.

—jOlé tu marelexclamé un escarabajo andaluz

—iEs tanchic! —dijo una mariposa que acababa de volver de l&anc

—Si, si, pero muy elegani€1998: 134, emphasis in the text).
The outright worship of a being that serves, adogrtb the opinion portrayed in the story, no
apparent purpose, is the criticism pursued heputir the insects’ reaction to seeing a real king,
which, in the end, only spurs on their endeavorfitibtheir own king. This creates a parallel
critique of the Spanish nobility, unmindfully praig the monarchies of other countries without

really understanding their function, yet nonetheManting to adopt these fashionable forms of

government as their own.

Bu_He's extremely important— exclaimed a fly—. There is nothing that seems to deserve his attention. 1 don’t

think he pays attention to anything or sees anyone except himself.”
**_How handsome he is!

—How nice!

—That’s what you call a king. He is the one we must make our example.
—Bravo to your mother!— exclaimed an Andalusian beetle.

—He’s so chic!— said a butterfly that had just returned from France.
—Yes, yes, so very elegant.
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As Alfau’s critique continues through the arriwdlthe insect king in the story, Alfau
turns to the naivety of the Spanish people in teong belief in the king. The idea of faith
enters the story as the insects pray for their,kamgl even upon his arrival, Alfau has a single
sound announce the coming of the king: “jChistanglish, “Shush!” sounding all too similar
to “Christ,” which embellishes his critique as ke tabsurdity of using religion as the basis for
choosing the monarchy (1998: 136). His criticissaras directed towards a long-held belief that
the kings have always been appointed by God, etidlken the narrator states, “De repente
sucedio6 el milagrd® (1998: 136). Even the fact that the king is amwoeflects the negativity
this story expresses toward the monarchy. Alsevesit is that because the insects are so
misinformed and uneducated in the criteria thegteréor the king, they are incapable of
recognizing the fact that their “miracle” is notegvalive. This again creates a clear attack not
only on the monarchy itself, but on the role tlegt tnonarchy would play in Spanish society,
being one of superfluous irrelevance.

As the story continues, the satire through anthmogrphism carries on as the insects
meet their own demise as a result of their infabmatvith the king. In this sense, Alfau is not
simply criticizing the idea of the king becausgulfills no practical role in society, he also
believes that obsession with the monarchy will leathe demise of the people. The narrator
thus relays how the insects bring about their oestrdiction:

Pero como estos visitantes no eran aristécratasegtaban versados, por lo tanto, en los
exquisitos usos de la vida palaciega, se portabamd forma grosera y escandalosa, ante la
irritacion y censura de la corte insectil. Queffiagar por todas partes, y entraban en el palacio
real en tales bandadas que hubo que disponer ngitejge criados para echarlos fuera. Pero no
se lograron resultados apreciables, porque no vad#ato en el mundo que no ansiara ver a su
rey, y siguieron llegando en nubes sobre el paladiasta que la familia real, ya desesperada,
opt6 por trasladarse a una de sus residenciasiegadh (1998: 139).

0 “and suddenly there occurred a miracle.”

* But since these visitors were not aristocrats and were not, as a result, used to the exquisite manner of palace
life, they behaved in a rude and scandalous manner, to the irritation and rebukes of the insect court. They wanted
to snoop about everywhere, and they entered into the royal palace in such droves that the palace had to arrange
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This obsession with the monarchy means that thexiastop their work entirely to come and see
the king, once again disrupting the entire sodietysomething that would hold little realistic
change or significance for the lives of those itsedpparently, this is one of Alfau’s concerns
for Spain as well, that the presence of a kingaiiss the citizens of a nation from matters of true
importance. This negligence eventually lead$iéinsects’ destruction, and the disappearance
of the king:

Uno de los criados sali6 al jardin a rociarlo carptoducto quimico para exterminar la plaga.
Cuando paso cerca de los arbustos que habia enfleid escalera principal vio brillar algo en el
suelo a laluz de la luna. Se agachd a cogeroquedo atonito al encontrarse el broche de la
princesa metido en una cascara de nuez. Entoe@oedd de que ella lo habia perdido la tarde
de su cumpleafios. Entr6 en el palacio y se le@gatal mayordont4 (1998: 139).

Therefore Alfau’s critique is not just of the ireelance of having a king, but also that the
presence of a king opens up the nation to outstdeks by distracting the people. After the
“king” disappears, the insects still do not becomge to their own folly as they spend all their
time in search of the king instead of carrying athwheir own lives (1998: 139). Alfau’s
critiqgue of the need for a monarchy in Spain reache level of a prophetic warning as he
speaks of the supposed dangers of wanting or spekinthe king’s restoration to power.

As the conclusion of the story reaches back torte@anarrative and the situation that
brought on the storytelling, this is yet anothemneat in which Alfau dramatically exchanges
the traditional storytelling style for an ironicdadry final twist to the plot:

—¢ Crees, papa, que por fin encontraran algun sliar@y de oro?
—~Claro que no, hija mia.

for an army of servants to kick them out. But they did not achieve appreciable results, because there was not an
insect in the world that did not long to see the king, and they continued arriving in clouds above the palace. Until
the royal family, already desperate, opted for moving to one of the summer residences.

*> One of the servants went out into the garden to spray a chemical product in order to exterminate the
infestation. When he passed close to the bushes that were opposite the main staircase he saw something shining
on the ground in the light of the moon. He bent down to pick it up and was struck speechless when he saw the
princess’s brooch placed in a nutshell. Then he remembered that she had lost it on the afternoon of her birthday.
He went into the palace and gave it to the butler.
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—¢Y por qué?
—Porque el cuento que te he contado no es VEr(EADS: 140).

In stark contrast to the other stories in whichldggends and myths presented are held intact to
the very end, in this case the fairy tale is ndtalg. The irrelevance of telling such a story to a
child, and what is more, not even bothering to aae the story, again reveals Alfau’s use of
the story as a fagade to critique Spanish poliiw®n more so, the very fact that the narrator
claims the story is not true reinforces the reaityhe message behind the story, alerting the
reader to the irony of the statement. This intaral diminishing of the importance of a text
becomes a reccurring theme in Alfau’s writing, fdun the Prologue frorhocosor the
manuscripts irChromos.

2.5%The Two Spains”

The final story left for discussion is “La leyenda las abejas,” “The Legend of the Bees” in
English, and it is pivotal as it comes exactlytet halfway point of the book. It also stands out
for being the most directly political story in thasllection, and perhaps in all of Alfau’s work.
Martin Gaite comments on the direct symbolism iehem this story: “Y el resultado es un
cuadro simbolista, muy en consonancia con las gesanes que el autor, en otros textos suyos,
nos ofrece de Madrid y Toledt(1998: xxvi). While the story presents the diéiece between
the two villages as being one from the North areddtiner from the South, it seems that the
actual comparison Alfau is after is much more car@nd also more in line with Spanish
literature, being that of “the two Spains.” Inghvay, the comparison becomes not just of the

North and South, although traditionally, they hameompassed each one of these two Spains,

*_Do you believe, Daddy, that they will finally find their king of gold some day?

—Of course not, my dear.

—And why not?

—Because the story that | told you is not true.

* “And the result is a symbolist painting, very much in agreement with the descriptions in other texts of his in
which he shows us Madrid and Toledo.”
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but two different mentalities which separate Spaia two very different, almost opposing sides,
as previous explained, one being the progressiesnational and innovative Spain and the
other being the traditional, cultural and emotio8p&in. In fact, in the very text itself, Alfau
lays out the symbolism he wishes the reader toegjmde in this comparison: “Me estoy
refiiendo a dos pueblos que encarnaban respedaivi@nsendos ideales de la mas elevada
civilizacion y que un buen dia entraron en la Psulnpor extremos opuestos. No se sabe de
doénde venian ni sus razas han logrado determinarseerteza'® (1998: 79). His portrayal of
the two Spains is also fascinating, revealing Wigaholds to be their origins, the traditional
Spain coming from the Moors and the progressiveianavative from Europe.

As Alfau moves into a description of the two Wijés, the characteristics of each one are
a depiction of the representative traits of the 8pains. First, he enumerates the beneficial
aspects of the North:

Tan pronto como se instalaron en Espafa, empremdéidesarrollo del pais bajo las estrictas
ordenes de su caudillo. Trabajaban con inexowdibtgplina de sol a sol, sin tregua,
constantemente. No qued6 campo sin cultivar, sstag/eron hermosos caminos y fueron
levantados los edificios méas practicos y funciosialdi el tiempo ni el espacio fueron
desperdiciados. Todas las casas eran muy pargoetdaban disefiadas con la intencién de
proporcionar la mayor cantidad posible de estantibes gastando la menor cantidad posible de
material. Ninguna decoracién ni adorno superflodig encontrarse en ellas. Todo estaba
planeado con arreglo a criterios cientificos y, veallevado a cabo, satisfacia exigencias de
orden materi4f (1998: 79-80).

Besides the lists of all of the accomplishmentthete Northern villagers, Alfau seems to be

referencing the Roman civilization in Spain, spagkof their abilities to create roads and

4 am referring to the two villages that incarnate respectively the two ideals of the most elevated civilization
which one day entered onto the Peninsula from opposite ends.”

*® As soon as they established themselves in Spain, they set about the task of developing the country under the
strict orders of the commander. They worked with inexorable discipline from sun up to sun-down, without
ceasing, constantly. There was no field that wasn’t farmed, they constructed beautiful paths and they erected the
most practical and functional buildings. Neither time nor space was wasted. All the houses were very similar and
were designed with the intention of proportioning the highest amount of useable space while spending the least
possible amount of material. Neither decoration nor superfluous adornment could be found among them.
Everything was planned in accordance to scientific criteria and, when they were finished, they satisfied the
demands of the material order.

351



buildings. However, his praises of the North edtbryond the material outcomes of their labor,
reaching into the impact such hard work has orstiugety:

Las personas mas honradas y laboriosas colaboealyr@nsi hasta el limite de sus fuerzas,
ayudandose siempre unas a otras. Ningun indiviéuaquella sociedad tan bien organizada
pensaba nunca en si mismo, poniendo, en cambéxistiencia entera al servicio del bienestar
comunitarid’ (1998: 80).
The attributes of this society receive from theraiar the highest praise, showing perhaps a
partiality toward the North, especially as the bdsr the advancement of society and of the
nation as a whole.
In what appears to be a most objective accoutiteofwo villages, and respectively the
Two Spains, the narrator then turns to the berafaspects of the South, focusing on the deep

cultural richness of the South as one of its b#sbates:

El otro pueblo a que antes hice referencia llelgoderiva costeando el Mediterrdneo y se asento
en la zona meridional de Espafa. Sus gentes asadbaor de todo lo que significara placer y
cultura, y fomentaban todo lo tocante a cosassistieu. Adoraban las flores como simbolo de
lo mas exquisito de la naturaleza. Una vez quapesentaron en Espafia, no volvieron a
ocuparse de nada que oliera a negocio o0 a deleetigdicaron por entero a las bellas artes y a
pasarlo lo mejor posibi&(1998: 80).

However, while the description of the beneficigiests of the North also reaches into the
positive outcomes for society as a whole, the dgson of the South ends with a listing of
cultural products, from wine, to endless orchatdshe fine arts (1998: 81). This seems to be a
bias on the part of the author, in that while heksdo portray the two Spains equally, which

becomes evident through the conclusion of the stheypositive aspects of the South seem

* The most honest and industrious people collaborated among themselves to the limit of their strength, always
helping one another. No individual in that highly organized society ever thought about himself, on the contrary,
placing his entire existence at the service of the well-being of the community.

*® The other people to which | referred drifted down along the coast of the Mediterranean and settled in the
southern part of Spain. These peoples were in favor of everything that meant pleasure and culture, and promoted
everything related to things of the spirit. They adored flowers as a symbol of the most exquisite in all Nature.
Once they were settled in Spain, they no longer occupied themselves with anything that smelled of business or
obligation and they devoted themselves entirely to the fine arts and to enjoying themselves as much as possible.
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limited to the products it produces, and it appédiau praises of the benefits of the advancing
and modern Spain over the benefits of the tradali@pain.

As the critique of the two villages continues, tfarator turns to the negative aspects of
the progressive Spain. Here Alfau seems to claateritique around the idea that the North is
more prone to existential crises as a result ajuttook on work and pleasure, which reminds
the reader of the existential crises among thead@rs ol_.ocosandChromos except that this
time, the reason for such a crisis is the lacleisure:

Sin embargo, y a despecho de la aparente prosgeatgdaquel pueblo, en el alma de cada
individuo anidaba una profunda insatisfaccion. cAdgtaba fallando en cada una de aquellas
vidas. No hacian nada a lo largo del dia aparteaty@jar y dormir con objeto de recuperar las
fuerzas precisas para trabajar mas al dia siguigkdemas, muchas noches ni siquiera dormian;
se quedaban despiertos preguntandose por el seletilos vidas. No conocian placer alguno, no
sabian lo que era un rato de ocio o de diversiglg $e reducia para ellos a trabajo y mas trabajo.
¢, Qué objetivo perseguian? ¢En nombre de qué salaarasi? ¢A qué les llevaba todo aquel
progreso si no tenian tiempo para saborear el freitsu labor*? (1998: 80).

This critique of the North viewed as a symbol tog progressive Spain aligns well with what
other authors have stated about this particulamSgiee progress that is its advantage is also its
destruction. Alfau also points to the repercussioihsuch an outlook on life, which parallels the
critique Spaniards have always made of the Northleamnacter:

Y el sumo caudillo de aquel pueblo empez6 a versgsesubditos se dirigian al trabajo con cara
malhumorada, sin entusiasmo, y como queria muettuella gente y no se explicaba lo que le
estaba pasando, también él empez6 a sentirse felig’th(1998: 80).

9 However, in spite of the apparent prosperity of that people, in the soul of each individual there dwelled a
profound dissatisfaction. Something was missing in every one of those lives. They did nothing in the whole day
apart from work and sleep with the objective of regaining strength to work even more the next day. Furthermore,
many nights they couldn’t even sleep, they remained awake asking themselves what was the meaning of their
lives. They hadn’t experienced any pleasure, and they didn’t know what it was to have a time of leisure or
enjoyment, everything, for them, came down to work and more work. What objective did they pursue? In the
name of what did they work like that? What was the end goal to all that progress if they didn’t have time to enjoy
the fruit of their labor?

% And the high commander of that village started to see his subjects going to work with grumpy faces, without
enthusiasm, and since he loved those people very much and couldn’t explain to himself what was happening, he
himself also started to feel very unhappy.
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The dry and serious characteristics usually astmtiaith the North are explained in the story as
consequences of their very outlook on life, in feiog too much on production and materialism.
In depicting the negative characteristics of thatBpthe narrative contains equally as
tough a critique on the South as on the North, ggestonly with the consequences of the South’s
weaknesses being greater than the North’s. ltsieguabove all, on the lack of planning for the
future among these Southerners: “Vivian sélo patzelleza, pero estaban malgastando su
tiempo y consumiendo sus reservas de felicidadiaguna prevision para el futuro. No tenian
ni la mas remota idea de lo que significaban ldashpas obligacion o trabajo; sélo tenian tratos
con el bienestar y la indolencta(1998: 81). The critique of the South, howevéso goes
deeper into the character of these SoutherneAfas even labels them as selfish: “Aquella
gente sin planes de futuro no se ocupaba mas ¢peogéo bienestar. Ni se ayudaban ni se
molestaban unos a otros. La comunidad se mostfzdzdutamente indiferente a las necesidades
de sus miembros, y vivian en un estado de anacgsidotal® (1998: 81). Associating this
way of life with anarchy alerts today’'s readerhe tifficulties the political Left were to have in
the Civil War as it attempted to organize the ahists who resisted all authority. Alfau’s
critigue again seems to be an attempt to be fdiotb sides; however, his own leanings seem to
be toward the North, since he speaks of the Noghfyport networks while referencing the
South’s selfishness. His final statement reiteratenore biting criticism toward the South: “Se

encaminaban hacia la ruina mas absoluta. Al ihgabo, sus logros artisticos no iban a

>t “They lived only for beauty, but they were wasting their time and eating up their reserves of happiness without
any provision for the future. They didn’t have even the remotest idea of what the words obligation or work
meant; they only had commitments to well-being and laziness.”

> “These people with no plans for the future were only concerned about their own well-being. They neither
helped nor hindered one another. The community was completely indifferent to the needs of its members and
they lived in a state of almost total anarchy.”
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proporcionarles comida ni abrigo el dia de mafi&r(a998: 81). The lack of care for one
another and the lack of responsibility are thevah@ad of his criticism of the South.

Within this somewhat typical retelling of the twpans, there are a couple of mentions
of interesting characters, which, when comparetiégolitical events of Spain in the 1920s,
take on new significance. The first of these notiis the “caudillo,” in English, the
commander, who represents the government of Spéie ame. From what we can assume as
to the span of time in which Alfau might have beetting these stories, the reference to the
“caudillo” is most likely a reference to Miguel Rro de Rivera, the military leader turned
dictator at the time Alfau was writing, underminitige Spanish Constitution in 1929. There of
course exists the possibility that Alfau is desiagba different political leader, or that his
reference is unspecified, but the inclusion ofwloed, “caudillo,” seems to make this unlikely,
since this term aligns well with the dictatorshipa$h was experiencing at that time, and would
be an anachronism were we to think it referredrem€o. This particular leader in the story had
the backing of the political Right, of which Alfavwould consider himself a participant, and
considering the depiction of the “caudillo” Alfaugsents in the story, his image of this leader is
not one of extreme negativity: for, as seen ingiteviously-stated depiction in the story, Alfau
describes him as a leader concerned with the mofdlies people (1998: 80). However, Alfau
does have the “caudillo” take responsibility foe tildleness of the South, or at least for having
allowed them to reach such a state:

Y su caudillo, que les habia dado alas para saguella vida de desenfreno, que habia alentado
sus locos anhelos de placer y belleza y su profdedprecio hacia todo lo necesario y Uutil, los
miraba ahora hastiados y bostezando, veia desapeml@s todos los hermosos frutos de la tierra,
y al pensar en aquellos stbditos bienamados s sevadir por la pesadumbBf¢1998: 82).

>3 “They were heading for complete ruin. In the end, their artistic achievements were not going to feed and clothe
them for the morrow.”

>* And their commander, who had given them wings to continue that life of excess, who had encouraged their
yearning for pleasure and beauty and their profound lack of appreciation toward all that is necessary and useful,

355



Therefore it fits that Alfau’s representation oé tltaudillo” would not be a negative one,
especially since he represents the political bekgth which Alfau would always associate
himself. However, the depiction of the “caudilig’not one created out of blind submission to
authority, since Alfau does assign him flaws, oamg the lack of ability to change the lifestyles
of these two villages and another the indulgeneatds the South’s idleness.

The other important additional character in tlogysis the prophet that comes to offer a
solution to the two villages. This prophet, agaimost likely candidate for autobiographical
connections to Alfau, represents the role of thigewor the artist, removed from society and
capable of unique perceptions: “Estando las casaaretriste estado, un famoso profeta llego a
Espafia un buen dia. Hay un proverbio espafiol iggeqde ‘nadie es profeta en su tierra,” pero
afortunadamente este que digo venia de alguna tiesconocida, y por eso le hicieron caso”
(1998: 82). The mysterious origins of this propéuet fitting with Romantic literature as well as
biblical references, since the idiom quoted is alégifrom the Bible, in reference to Old
Testament prophecy and even Jesus Christ. Théagrapalso coincidentally similar to the
author’s own background, as he was living in Newky@ity. The prophet’s solution to the
polarity of the two villages is for them to mix aslkare their cultures so as to arrive at a place in
which both are valued: “—Ninguno de vosotros estagletamente en lo cierto ni
completamente equivocado. Ambos pueblos, vostisodel Norte y vosotros los del Sur,

debéis reuniros y mezclaros, porque tenéis muatses@ue aprender uno a otro y muchas que

saw them now bored and yawning, he saw wasted all the beautiful fruits of the earth, and when he thought of
those beloved subjects he felt himself invaded by sorrow.

> “And with things in this sad state, a famous prophet came to Spain one fine day. There is a Spanish proverb that
says that ‘no one is a prophet in his own land,” but fortunately, this prophet of whom | speak came from some
unknown land, and for this reason they listened to him.”
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ensefiar el uno al otr’(1998: 84-5). There is nothing original in thiea, with no great

insight available from this prophet, except, pegidpr the final comment comparing idealism

to reality: “Todo esto lo saben los hombres desdeaj mundo es mundo, pero su aplicacién a la
practica requiere una tolerancia de caracter qaerdiumano no suele pos€é(1998: 85).

The idea that the practical application of thesagdwould be the difficulty in uniting these two
Spains, does seem to reach the level of propheasn ¢hat Alfau wrote this analogy for the two
Spains only a few years before the outbreak oSienish Civil War.

While the story represents a drastic change frdfiau/s ambiguous and ironic narratives,
the actual content he delivers through this analsgwt original. Several authors, including
Mariano José de Larra, Miguel de Unamuno and Aotiechado have used the image of “the
Two Spains” in their literature. However, perh#éps originality in Alfau’s use of this analogy
comes from the conclusion of the story as the haeralips into the surreal:

Vuestra cultura os ha llevado demasiado lejos mtcibnes opuestas, y ya no queda mas que
una solucién para vuestro problema, aunque no 8salbumano. Puedo convertiros en un
nuevo género de insecto que aune las buenas adidadambos pueblos, es decir, que trabaje
para aumentar la belleza de la VW 998: 85).

This solution, which is more accurately a lack sbtution, is an instance of Alfau’s tendency
towards the surreal when confronted with insurmabhilet political or social predicaments. The
absurd continues to play itself out in the plotnt&nces el profeta hizo una amplia sefial, y el

milagro se operd. Al bajar el brazo, se habia edito en un jefe sobrenatural encabezando el

*® None of you is completely in the right or completely wrong. People of both villages, those from the North and
those from the South, you should meet and mix among yourselves, because you have many things to learn from
each other and many things to teach each other.

>” “Men have known all of this since the world came into existence, but the practical application requires a
tolerance of character that human beings do not normally possess.”

*% Your culture has gone too far in opposite directions, and now there is nothing left but one solution to your
problem, although it is not of the human kind. | can transform you into a new species of insect that combines the
good qualities of both villages, | mean, that works to increase the beauty of life.
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extrafio y armonioso zumbido de incontables enjasntheeabejas® (1998: 86). While there is a
certain logic in choosing the bees as a symbdhehybridity of the two Spains, this narrative
twist seems more a move toward the absurd, reneinisef Magic Realism, and the playful
chaos of Postmodernism. Using the surreal asui@olin this story represents the difficulty of
resolving the predicament in Spain. In this wanwerting the peoples of the two villages into
bees is a prophecy pointing toward the drastic gbsand transformations Spain would have to
undergo in order to find a middle ground betweenttto opposing sides.

2.6Form in the Stories

Turning to the form and structure of the shortisgron the whole, the techniques used remain
primarily conventional. While most of these tedues have been mentioned throughout the
discussion of the specific stories, it is importemview them as a whole, especially since they
dramatically contrast the experimental technigueslfau’s novels. As a theoretical foundation
for this discussion, | will refer to the three assa& qualities of a good short story, as set qut b
Kilduff et al in Working with Short Storie@991), which are: unity of impression, moment of
crisis and symmetry of design. This triple natoael been set out by Allen in Rikie Short

Story in Englisi(1981), and the definitional paradigm he suggestsat: “we recognize a short
story as such because we feel that we are readingthing that is the fruit of a single moment
of time, of a single incident, a single perceptiom terms of these criteria, Alfau seems to
fulfill these qualities in his stories. Therefonethe remainder of this section on form, | will
expand upon which stories best represent thesareliff characteristics, and then I will return to

the significance of these patterns within the oewifrAlfau.

2450 the prophet made a broad sign and the miracle was performed. When he lowered his arm, he was
converted into a supernatural leader in charge of the strange and harmonious buzz of uncountable swarms of
bees.”
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Unity of impression is a rather abstract concegstidally referring to how well the
separate components of the story work togethereiate a cohesive and pleasing result. Edgar
Allen Poe, in his essay, “The Philosophy of Compaost (1846), called this the “unity of
effect,” focusing on the drive of the story and tbee the author maintains throughout. Poe also
pays special attention to how the reader will reshbim the story, and identifies this as an
essential aspect of story writing. @id Tales from Spaijras previously mentioned, Alfau does
achieve unity of impression through his heavily Rotic tendencies; however, | would argue
that this unity of impression is at times forced awversaturated with romantic imagery. One
particularly blatant example of this heavy-handexn@nticism is “El Sauce y el ciprés,” since
the tone remains nostalgic and melancholic throughwaith the drama of the story enclosed by
mirroring images of the two trees side by sidentfE dos luces” contains similar symmetry
since it begins and ends with a young boy’s adventet in the middle transitions into a myth.
The themes also contribute to the unity of imp@sssince the myth provides a sort of moral
lesson about contentment, which the young boy #épgties to his particular situation. While
these are only two examples of how Alfau unifies $tbries through the use of Romanticism,
Romanticism can be found throughout the storiebaaseen previously discussed. Therefore,
we could say that Alfau’s stories are highly susbdlsn this category since they consistently
cohere to the rules of Romantic literature. Howeitdoecomes very clear that Alfau’s
Romanticism is an intentional copy, and the doabtains as to what extent creating a replica is
as praiseworthy as creating an original rendition.

The second category laid out by May, that of a minof crisis, is perhaps the category
most easily recognizable in these short storidéaufsucceeds in this category by incorporating

these moments sometimes metaphysically (“La leyeledabejas,” “Entre dos luces”) or through
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situations of physical danger (“Barcos de vela,l'tfébol). Many of these moments are
reminiscent of fairy tales, such as in “La brujaAdaboto,” in which one brave individual must

kill the evil witch, or in “El canto del cisne” whethe prince must choose between selfish gain or
sacrificial love. Yet while these moments are lgadentifiable in the text, the question still
lingers as to whether the presence of these daasmsficient in order to claim the success of
these stories. For while these moments of crisiexdst in every story dDld Tales from Spaijn

the conflicts Alfau chooses to portray are so tgpthey almost fall into the category of cliché.
Therefore, the reader does not experience the moohensis as if he was living the experience
with the characters, for the outcome is almostanelt foreseeable. Perhaps, then, this is the
main point of failure in these short stories, foe tirgency and suspense is lost upon the readers
who are comfortably witnessing the playing out diaivthey already assume will happen.

The final aspect of form that May considers essgfiithe success of a short story is the
symmetry of design. In this aspect Alfau is mdbagly aware of structure, and many stories
contain patterns and design that reveal this attend detail. As previously discussed, the use
of frame narrators and frame stories lends itself % this symmetry since they ease the reader
into the story and also equally lead the readerpoint of conclusion. These frame narrators
can be found in “La rivalidad,” “El gusano de omid “Entre dos luces.” While other stories
lack frame narrators, Alfau uses other techniqodwihg about a sense of symmetry. The motif
of the rainbow in the story “El arco iris” is cl&acentral to the story since it titles the staapd,
even more so, it appears in a moment of foreshadpamd is key to the denouement. As
previously mentioned, in “El sauce vy el cipres” syetry is achieved through the bird’s-eye

view of the two trees with which the author begansl ends.
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In the discussion of each one of these charaats;ishe one repeating pattern is how
Alfau recycles techniques already common in shoriess, such as Romantic imagery, or cliché
moments of conflict, creating a respectable volainghort stories, but less than innovative or
noteworthy. He tends to use forms already estaddidy other authors and movements, relying
on genres such as fairy tales or the retellingggéhds as techniques for developing his own
work. The Romantic style of the stories also rataithe reader of the typical Romantic form
often associated to Washington Irving in his wdrélles of the Alhambraand this stock form is
especially notable in Alfau’s stofyEl trebol.” Also, the addition of the surprise ergl crafted
meticulously in “El sauce y el ciprés,” reminds tieader of the class of story told by O. Henry,
gently startling the reader, but never shockingpa#ticularly weak point of this volume is the
use of allegory as a thinly masked political essihys quite clear to the reader that in these
stories the priority has shifted from quality steiiing to political expository writing. One
highlight amidst the mediocrity of the form of te®ries could be the use of his frame narrators
and the creation of the story within the story,ezsally important in “La rivalidad” and “El
gusano de oro.” In these ever-so-slight deviatfoo®s the standard form of these short stories,
one can see the novelistlafcosandChromosemerging, as these particular techniques allow
the author to distance himself from the story beoid and remain anonymous in the
background. However, apart from these two techesgthe form of the stories is unoriginal,
further demonstrating Alfau’s schizophrenic persasan author, or, perhaps, this is an example
of his desperate attempts to publish, which in ¢ase, worked in his favor.

Curiously, Charles May has stated that the shory $$ especially useful in minority
writing, and has become the preferred vehicle afiyvsauch writers. He states that such writing

has “the magic suggestiveness of music,” perhapse subtly and appropriately alluding to the
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challenges of life as an outsider (May 1995:15her€fore, it is somewhat disappointing that
this particular work by Alfau should contain littie none of his Third Space writing, but perhaps
Old Tales from Spaireveals more about the author in his formatives/éaan his definitive
style found in his later works. Evéimcos which could be considered a volume of short etori
(although this study has claimed otherwise), ig@®al on Spain rather than liminal experience.
In the end, Alfau’s two genres of choice for limimaiting are the novel, which, as | have
previously discussed, he succeeds at, and poetighws the last of his works to be analyzed in
this chapter.
2.7 Conclusions
Having discussed the styles, the techniques amdafioAlfau uses in this collection of short
stories, it becomes increasingly clear how vertirtis this work is from the two novels.
Whether or not this is due to the simple changgeimre or the fact that Alfau was complex in his
own persona, these short stories reveal less oftiovative author fromhocosandChr