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Both the fantastic and maéical-res;gsm require active
participation in the "game" of fictien. In the case of ** -
L]
"the reader succumbs to the disconcertment produced by c -
logical codes in the text, and the frisson of the inexrt

magical realism, he reconssructs two antinomic codes an-

integrate them on thefsame ontological level, in spite

L}
- - -

one of them c&ﬁld be disﬁissed as superstition or hall.

Although the fantastic and.magical realism are two dist:

modes, they have certain similar characteristics. Cohe: - =loped
codes of the natural and the supernatural are essential; otherwise the .
narratives enter the domain of the oneiric or the absurd. In both
modes, the reader is aware of the>antinomy between the t@do world views,

but whereas, in the fantastic, he is disturbed by the oétensiﬁiy
confli;ting logical codes, the r;:der of a magico~reglist narrative
must abandon his usual perspective of reality and adopt one in which
the natural and the supernatural are part of a single interpretative
code.! Finally. authorial reticence prevents the reader fram analysing ’
the fictitious world fram his éustcma.ry foint of view. In the
fantastic, he is disturbed by apparently supernatural events in whieh

he does not believe, because the narrator does not explain them

unambiguoﬁsly. If he did, the events would be perceived either as



- P 7
supernatural and acceptable within the fictitious uérlﬂ. or a8
1égically§§éssible and campatible with' a rational perspective. The

- narrative would then be an example of the igrve%lgus, such as the
fairy tale or fantasy fiction, or of a reClistic vork in which dreams,
hallucinations and superstitions are described and explained. In-
Eagisgl realism, an intruding suthor q@uldiemphaaﬁzg the difference
betwgen the two conflicting cgﬂegirby explaining what the reader must
si{n;{y accept. An unusual world view can only be présented a3 credible

if presented without comment by a narrator ggth an obviously different

e

rspective. Although the reader is always avare of the ambiguity of

E

P

an educated narrator recounting and asuthenticating superstition and
;] .

f view if the author

%]

fantasy, he can ;ﬁépt the characters' p@int
appears to‘remain ipvisible. *

We reach this hypothesis after discussing literary eritics and

scholars such as Caillois, Todorov, Bessidre, Flores and Gonzhlez

[«%

Echevarrfa, and demonstrate its applicability by analysing a restricte
corpus of contemporary Spanish American prose fiction and adducing
several examples of the two literary modes from European narrative.

-
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IRTRODUCTION s \
Every reader of Jliterature interprets the literary text on the

basis of information he fgs ge@iré‘? fram previous reaﬁing ,i' -and

with regard to a work of literature. As Jonathan Culler reminds u

in Structuralist Poetics, "To read a text as literature is not to

make one's mind 8 tabula rasa and approach it without precoﬂceptic;i;g;f
one must bring to it an implicit understanding of the operations of

. ]
literary discourse which tells one what to look fof. "> This : AN
"literary competence", or ability to situate a text within a particular

framework, is essential to the understanding of that work. The

reader must have developed a number of codes, or series of inter-

T

pretative rules, which he applies to every text he encounters. In
the case of literary genres, the reading codes are usually well

defined, and allow the reader to react taié text such as a comedy or
‘ ) F]

a tragedy in a gertain way. Literary modes, on the other hand, can

often overlap, and are foundin different genres. Two of the most

confusing are the fantasttei€nd magical realism, whose rules are

#

understood in so mf?y different ways that the terms are used almost

indiscriminately. In Cuentos fant8sticos argentinos, we find an

apocalyptic story about & deluge of fire ("la lluvia de fuego"), an

=

occultist actount of mind projection ("En memoria de Paulina™), an

ironic fairy tale ("Un cuento de duendas"), a fable ("El cuervo del



arca"), as well as stories which we voulé consider examples of the
fantastic or magical realism.2 Can such aiheterogenious body of
literature be grouped within one categary without the total loss of
significa;;e of the term classifying these works? Dboviously, a
definition like that proposed by Jacqueline Held does not help the
reader understand tﬁe fantastic. According to her, the term can be
applied to
toute oceuvre dans laquelle thématique, situation,
atmosphére, langage m@me, ou tout cela ensemble,
nous intFoduiront dans un honde autre que celui dg
la perception commune, dlf}érent, étranger. .
Ahe™ eoncept of magical realism is no less vague to most readers and
critics and it is frequently applied to any work that departs
"slightly from the depiction of conventiq?al reality. While some
scholars, "such as Angel Flores,hvsimply equate magical realism with
the fantastic, others see it as a)particular attitude tow;rds

reality. Luis Leal claims that a magico-fealist writer "sé enfrenta

a la realidad y trata de desentraﬂé&la, e descubrir lo que hay de

L]

v . . nd

misterioso en las cosas, en la vida, en las acciones humanas. The

term magical realism hng became so confusing that Enirﬂﬂ‘@riguez ‘
Monegal suggested that we abandon it altogether: "en vez de
estimular el difllogo crftico, lo paraliza; én vez de permitir 1la
ccmunicaciép, la interrumpe; en vez de iluminar al obra, la oscu-

h§
recg."6 Not only are the varioﬁs definitions of the concept
i{?econcilable, but thé words "realismo m&gico", according to
Rodriguez Monegal, "se aplican‘a £odo escritor hispanoamericano que

no sea crasamente naturalista, viajan por el continente colgfndose a

diestros y siniestrgi, tirios y troyanos" (p.27). Because the

¢

-
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concepts of the fantastic and magicgl realism are similar in certain
respecfs, they have frequently Seen_used interchangeably, &s was
pointed out by Celia Zapata in "LRggliSEc mBgico o cuento ‘fantfstico?”:
LCémo puede explicarse que los m;aﬁes autores y las mismas obras del
genero fant&stico figuren en conocidas Agtalggi;s del Realismo
Mfgico. .- ‘.7"7 In spite of the confusion s*urfaundigg these tgms,,‘
however, we feel that they could server% valuable purpose in literary
1
criticism, since there is a La.rg%x:dy of literature with common
trgits that differs frqn wefi es;ablishgﬂ gades sucp as realism and
the marvellous. Instead of finding completely new expressions to-
refer to this type of writing, it would be useful to define the
e}isting ;efminology, and to develop a viable readihg code or set of
norms-tha: would help us to interpret it. In this study we will ‘
clarify the ctncepts of magical realism and the fantastic, and esta-
blish a complex of guidelinei>that will distiééuish between the two
similar yet independent modes. The reader will thus be able to
identify the implicit framework upon vhi;h the author bases his text.
Just as the knowledge of a certain structure is necessary to the
creation ~work of literature --"nul ne peut cambiner (prga;irg)
An récif, sans se référer i un systéme implicite d'unit&s et de

régles”|--the recognition of that structure is essential to the

understanding of that text.
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The Fantastic

The fantastic has beem the object of frequent discussion and

4

study, but critics do not even agree vhether it is a mode, a genre or

an attitude towards reality. While Ana Marfa Barrenechea considers
it 'a gubagen;e,l Todorev calls it a ggz;rei and at th; game time

destroys the eoncept of ggnr‘é by situating the fgﬁtgsti;‘ between the
uncanny and tshe ma,rv’el_lcus? that is, on the‘ béf:iéfliﬁe of two

L

literary forms: "rien ne nous emp&che de considérer le fantastigue

Ao ]

‘ précisément comme un genre toujours évanescent." Harry Belevan

cleims that he is trying to ;escribe the "essence” of the fantastic,
"el ontos cans*_t}itutiva de lo fantﬁstic:ai litdrario”,> which is not a
genre, but an "objeto de intuicién" (p.100), and a form of expression
resulting from a certain te?’chﬂique (Eiléé)i For some critics, the
concept can only be described vaguely as a type of literature.
Bellemin-No&l sees it as a vi‘c:sr—izili!t or an aesthetic mode (p.19), but also
calls it a narrative technique (p.4) and a particular "maniére de

raconter" (p.3). According to lLouis Vax, it is found in various forms

of literature such as the novel or the ballad, and also in pictorial

art and architecture.’ In la S&duction de 1'Etrange Qe claims that

the f‘an}gstic is "une manidre de sentir"ié Maribel Tamargo considers



it an effect produced by a certain type of te:t;T vhile J.-B. Baronian

believes that it is an expression of the soul: "Le fantastique, & la

8

vérité, est plus un &tat d'@me, un &tat de coeur qu'un &tat de fait."
Rather than treating the fantastic as a genre, which is a specific and
‘historically identifiable form, or as a particular attitude towards
the world, which would be too vague to be useful in studying a
specific kind of literature, we §§%p@§e to consider it as a mode, or

a literary category that is less strictly defined than a genre. To
Robert Scholes' seven modes (satire, picaresque, camedy, history,
sentiment, tragedy and romance) we would add that of the faﬂtéstié,
and amplify his "spectrum of fictional pgssibilities“ig Ulrich Wicks
suggests that a modal approach would partially solve the problem of
wvhether the picaresque should be considered as a genre or a tradition,

since that type of ljterature could then be studied both as a specific

W

genre, historically and geographically restricted, or as a particular
quality of a fictitious world that can characterize works of several

genres, periods or national literatures., He 5&55 a gadal approach as
a reading code, which guides our reaction to a literary text:

A modal perspective can help to shape our esthetic
response to the concrete work before us. It can

orient for us the context of that work in terms of ., -
all the narrative possibilities that are contained

along the spectrum. To recognize that a particu-

lar work belongs, say, to romance (or that the romance "
mode daminates it) is to channel our response

to --and our expectations of-- that work. Modal

awvareness allows us to group the particular work

with other works fram our total experieage of

fiction that function in a similar way.l

The fantastic then is not a prose narrative of a certain length with
a well defined structure and identifying themes, which is how scme

eritics approach it (Todorov, for example), but a mode, or a broad



category with some essential characteristics.

Since any type of literature can only be defined satisfactorily

by comparing it with other forms, it is necessary to situate the
fantastic ;Ethin the context of a larger category, and briefly
caﬂgider same of its neighbouring literary manifestations. Although
many crities equate the fantastic with fantasy literature in general
' =-Rabkin, Baronian, Anderson Imbert, to name only a fewff,ll a
distinction is frequégzly made between the two. A fairy tale in
which monsters, witches and elves appear in a fictitious world
totally removed fram our conventional view of reality is obviously
different fram a starﬁ in vhich a human protagonist in an everyday

world §uddenly encounters an apparent y supernatural being. In the

¢

while in the latter, the protagonist is surprised and often terrified

i

impossible.

by a situaticn that his culture has taught him to reject a

The fairy tale belongs to the mode of the marvellous, which has its

but the second example belongs to the fantastic, since the world view

ccinci&esrwith our own, and is threatened by an event which does not

fit into the logical code expressed Ey the rest of the text. Roger |,

Caillois distinguishes in this way between the fantastic and the

féerique: -

-I1 est important de distinguer entre ces notions
_proches et trop souvent confondues. Le

’fﬁerlque est un univers merveilleux qui s' g.jaute
au monde rfel sans lui porter atteinte ni en
détruire la cohfrence. Le fantastique, au
contraire, manifeste un scandale, une déchirure,
une irruption insolite, presque insuppertable dans
le monde réel.l2 .

-
»



La ferie est un récit situé dés le début dans
l'univers fictif des enchanteurs et des génies.

Les premiers mots de la premiédre phrase sont déji
un avertissement: En ce temps—lg_ou Il y avait

une fois... C'est pourquoi les fées et les ogres ne
sauraient inquiéter personne. L'imagination

les exile dans un monde lointoin, fluide, &tanche,
sans rapport ni communication avec la réalité ade!'
chaque jour, ol l'esprit n'accepte guére qu'ils
puissent faire irruption. (p.11)

In the fantastic, on the other hand, supernatural beings destr@& the
harmon& of a world ruled by the norme of reason. There iz thus a
greater distance between the reader and the world of the marvellous
than is the case with the f;ntastic, where the represgntation of
reality is familiar to us.

The fantastic can also be distinguished from the kind of
literature in which thg'protagonist is terrified of sinister sounds
and shapes, but eventually discove%g that they have a ratianal

explanation. Thls is what Todorov calls the surnaturei expliqu

and it vas used frequently 4n Gothic novels, such as Ann Radcliffe‘s

The Mysteries of Udolpho. In such cases, there are no supernatural

events or beings at all, ‘:d the protagonist is merely in the presence
of the disquieting, or uncanny (l'étrggge). which Todorov conesiders =&

neighbouring genre:

Dans les oeuvres qui appartiennent & ce genre,

on relate des événements qui peuvent parfaitement
s'expliquer par les lois de la raison, mais qui
sont, d'une maniére ou d'une autre, incroyables,
extraordinaires, choquants, singuliers,
inquiétants, insolites et qui, pour cette -raison,
provoquent chez le personnage et le lecteur une
réaction semblable & celle gque les textes fantas-
tiques nous ont rendue familidre. (pp.51-52)

The uncanny can be produced either by mysterious happenings that turn

«

out to have natural causes, or by the presence of something that is



genez.-a.lly' disquieting. This is what Freud called das Unheimliche in

L o .
1 In this story, the lawyer

his study of Hoffmann's "Der Sandmann".
Coppelius terrifies the young Nathaniel, becsuse the latterlis reminded
'of the imaginary eandman who tears out the eyes of children reiuctant
to go to bed. His childhood fear and the unpleasant appearance of
Coppelius produce the sensation of the uncad:& every time Nathaniel
meets a man who resembles the old lavyere

Another type of "pseudo-fantas£ic" can occur in a story where the

apparently supernatural events are the result of a hallucination or

dream. Although nothing unambiguously superneatural has taken place,

.

the reader has the impression throughout the narrative that he is in
the presence of the fantastie, until the reason for the occurrence
of the extreordinary events is revealed at the end.

Science fiction can eastly be distinguisﬁéd from the fantastic,
in thatr£he fictitious world is a; extrapelation of our own, and its
norms of logic ere based bn existing scientific discoveries and
theories. Every situation is integrated‘vithin the perspective
posited by the text, and n ing surprises the protagonist or reader.
; What would obviously be regarded as supernatural in a different
context, is considered normal in the world of science fiction.

The fantistic differs from these modes of writing, because two
distinct -levels of réality'are represented in it. One is our.everydey
world, ruled by laws oﬂ'reason and convention, and the other is the
‘supeenatural, or that which is inexplicable according to our logic.

In both the uncanny and the oneiric, the strange events may temporarily
disorient the reader, but everything can be explained ratio;ally at

the end, while in science fiction and the fairy, tale, the fictitious



world is so different from our own that we do not question the possi-

bility of what happens. 1In the fantastic, on thé other hand, the

dominant world view of the text

J

§ very similar to our own, and the
lawvs of verisimilitude c;inci;E 1srg§ly vith ours® Against the
background of this logical world, the narrator introduces a level of
reality which rational éan cannct-accept. This ig the world of
supérstitigﬁ and myth, which contradicts the world of reason to wvh#ch
ve are accustamed. The occurrence of the supern&tur;i is often seen
as & breach of the normal order of things. Caillois define; the

15

fantastic as the "rupture de la cohérence universelle”,”™ " or

m

"1'irruption de 1'imsolite dans le banal® (p.12). It is an expression
of our fear at seeing our world of reason destroyed:

Les récits d'épouvante surnaturelle traduisaient
l'effroi de voir soudain la régularité, 1'ordre
'du monde si péniblement &tabli et prouvé par
. 1'investigation méthodique de la science expéri-
" mentale céder d_1'assaut des forces "irréconciliables,
nocturnes, démoniaques. (p.23)

In order to perceive the supernatural. as such, the implied author must

e}

reate a convincing level of reality. It is only if the reader can
identify with the fictitious world that he will bezsurgrised At
situations presented as different and uﬂ&gceptgble_ Gerhard Haas
stfesses that the most important éh;r;etgristié of the fantastic is
the simultaneous presence of the ‘real and the irrational:

. Im einfachsten Definitionskonstrukt zur Bestimmung
iz}g‘ﬁaérmﬂgsgnsmefhmgle phantastischer Texte steht einer
realistisch gezeichneten, empirisch-alltiglich
bestimmbaren Welt eine Welt des Irrational-unerklar—
baren gegenfiber, in der das aussergewShnliche
geschieht. Aus dem punktuellen Zusammenstoss beider
Bereiche entstehen Schrecken, Angst, Grauen, der
Schauder vor einem das Netz des Alltdglichen un
gesichert Erkldrbaren zerreissenden Geschehen.l1



He points out that the "objective reality” of the reader does not

determine his reaction to the supernatural events described in the

tex* . only the underlying fictitious world view provides the criterion
of what is to be considered as natural or supernatural (p.343).

”~ ‘ .
reader without destroying the effect of the fantastic will be discussed

in the next chapter. But it is essential that the text itself

creates the perspective against which the unusual is measured.
Bellemin-Noél calls the existence of this implied world view &n

"effet d'idé@légie", vhich is equated neither with the explicit
mediation of the narrator, nor witgrthe perspective of thevpratagcnigt,
but constitutes an intermediate stage of perception:

I1 consiste & instituer une sorte d'étage intermé-

- dimire entre le narrateur absent (abeentifié
1'énoncé proprement centré sur, orient& vers, aimanté
par les agissements du héros. Non pas un &cran
(= 1e Narrateur), mais un voile translucide sans
&tre transparent, qui assure le r8le d'un indice de
réalité au sens ol l'on parle d'un indice de
réfraction --par rapport auquel, donc¢, l'insolite
se définit comme tel,1l7 ‘2§\\

" The creation of a regliétic framework and the intradduction of the

ts it is in some way similar to the devices

L]

supéfnaturai that contradi

used by'thé narrator of the Vo e or popular legend. Max Liithi,

in his study of the fairy tale ‘-and legend, distinguishes between the

two on the basis of the dimensionality of the fictitious world. 1In

. the fairy tale, there is only one level of reality, since that of the
supernatural is treated as if it were part of the natural. Even

uth@ugh a human may meet an ogre, the two beings dc not consider each
other as coming from a different dimension: '"Diesseits und Jenseits

liegen im M&rchen auf derselben Ebenei"la In the legend, on the

presented ms essentially different from

w

contrary, the gupernatural 1



the pstural, and situated in adothes. dimension of reality. Although

men and monsters can interact, the gupernatural beings are strange and

usually terrifying to the inhabitants of this wvorld:

\
\

T

The fairy

Die Sage teilt die Welt in eine profane und eine
puminose Sphére auf; fusserlich kénnen beide
Welten ineinander {bergehen -=ein Menach kann
durch den Bund mit guten oder tdsen Jenseitigen
iiberweltliche Krifte erlangen-- aber geistig ist
die Trennungslinie &usserst scharf. (p.28)

tale is Ehus uni-dimensional, while the popular legend is

bi-dimensional. Several critics have recognized the structural

similarity of the fantastic and the legend, and some even claim that

one form has descended directly from the other. Vax calls the legend

19

the ancestor of the fantastic story, while for Haas, one is merely a

jiterary variation of the other:

Wenn man so will, ist in diesem Sinne die phanta-
stische Erz@hlung im engeren Sinne nichts anderes
als eine, meist psychologisch subtiler, genauer
strukturierte, erzdhlerigch ausgebaute und
geyissetmassen sdkularisierte Volkssage.©

In both forms, the effect produced by the story is one of terror in

the faoe of the supernatural, which cannot be controlled because it

. - belongs ta a different dimension. While the papulur legend and the

-f&ntggtic

story are analogous vwith respect to bl-dlmgnslaﬁallty,

. there is an essentisl differefice between them. Not only is one an

oral, apd

the other a literary form, but the pgpular legend is a

means of *tfanm;ttlng cultural trgmtmns. Although the supemgtur;l

in the legend is <onsidered d1sturb1ng, it is mot quegtiaﬁed ‘on the,

graunds of reasgn and 1@51&. The 115ten3f daea not reJEEt the irrss>

-

S, tional events, becauss they do no t céntraalct his total view of

renl;ty, even 1f they b:lgng tg an order that differs from that of his

own ‘world,

fhe supernatural is treated as unfamiliar, but not



logically incompatible with other beliefs, since there is no rational

distinction between it and the natural. It is held in awe because it
is marvelled ét, not ggcause it belongs to a different logical code. ;
In the fantastic, on the eaﬁtrgry, the supernatural is seen as
problematical because it cannot be integrated within the implicit
ideological code conveyed by the text. The irrational event or being

is described as range and disconcerting, or problematized:

les &véhements fantastiques sont problématisés
comme tels. Le héros ressent lui-m&me son aven-
ture comme faisant probléme; il en commente
1'étrangeté dans le temps méme aﬂlll éprouve des

émotions qui le dérangent. . ..

Not only is the supernaturalaperceived as belonging to a different
dimension, but the fact that it exists at all is relected on lcgi al:
»
grounds, and the inexplicable events become profoundly disturbing.
Vax c¢onsiders this effect of-the unganéy as characteristic of the.
fantastic, and él&imsith&t the uncanny and the fantastic are almost
synonyms.22 According to him, the fantastic is the result of the
mysterious, the ave-inspiring and the sacred, rather thgﬁ the threat
to a conventional view of reality (p.12L). However, his definition
does not distinguish adequately between the fantastic and the uncanny,
. dné the problem of defining the former by contrasting it with other
lmpdes is not solved. The uncanny should be considered as a category

diterature in which

in itself, and ;hé term applied to that kind of
the worlq‘apﬁeara strange- and mysterious without the occurrence of a
superngtural gient; TQ establish terror as the Rost important
character?stic of the fantasti, ig.to dreate an extremely vague and
therefore useless concept. On another occasion, Vax equates the

. A s .y 27 . . .
fantastic with the "merveilleux noir", 3 which confuses the issue even



more, As it situates ig in the domain of superngtural:harraf or
terror. The latter, hovever, is a completely different category
altogether. The author of such a tale stresses the horror of a
particular situation, without describing the supernatural as incom-
patible with a certain logical code. The reader of Edgar Allan Poe's
"The Mask of the Red Death” does not question the possibility of the

occurrence narrated at the end of the story. The figure of the Red .

%

[w]

eath inspires fear and repulsio

Then, summoning the wild caurgge of despair, a
throng of revellers at once threw themselves into
the black apartment, and, seizing the pummer ,
whose tall figure’ stood ereci and motionless
within the shadow of the ebony clock, gasped in
uﬁutterable horror at finding the grave-cerements
and corpse«like mask which they handled with so
viclent a rudeness, untenanted by any taﬂglble
form.?

Vax's characterization of the fantastic would aprly very well to

Poe's narrative: '"Les sentiments sur lesquels joue 1'Bmotion
fantastique sont des sentiments esthétiquement négatifs: peur,

7125

-

Not only does this criterion apply to supernatural -
horror, but to the uncapny of the Gothic romance as well,
We must therefore reject fear and horror as a eriterion in the

tase of the fantastic and reconsider the concept of bi-dimensionality
vhich we have already discussed. One of the most imp@rtant!distinguishing
characteristics of the fantastic is thus the presence in the text of

tvo different levels of reality, the natufgl and the supernatural.

Without this trait, a ha.rrétive cannot be fantastic, Tﬁ if‘ it

conveys an atmosphere Df!thé uncanny. These levels aré logically

contradictory, since one is defined by the laws of conventional

reason and empirical knowledge, while the other is characterized by
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the code of the irrational, superstition and myth. Rabkin uses this
criterion to distinguish between the unusual and the fantastic:
One of the key distinguishing marks of the fan-
tastic is that the perspectives enforced by the
ground rules of the narrative world must be
diametrically contradicted. . . . By virtue of
\}his notion of diametrie Qecanfiguraticﬂ, direct
contradiction of perspectives, we can distinguish
the fantastic from other non-normal occurrences:
the unexpected and the irrelevant.<®
Any narrative that is set in the realm of fantasy is to be excluded
from the mode of the fantastic, since only one level of reaiity is
described, and any story in which therg:is no supernatural dimension
is likewise not to be considered as fantastic, according to our
hypothesis for establishing a reading code for this literary form.
However, as we have demonstrated in our discussion of the
differences between the popular leggnd and the fantastic, the presence
of two contradictory levels of reality in the text characterizes not
only the fantastic, but other forms as well. We must therefore
establish an additional criterion for defining the fantastic. One of
the levels of reality ==-the natural-- must be pre-supposed by the text,
asserted by the narrator, and accepted by the implied reader, while the
other, the supernatural, is rejected as incansistgﬂtivith our normal
perspective and structuring of reality.  The juxtapesition of these
two codes --the natural and the supernatural-- creates an illogical
and disconcertiég world view. Rabkin calls the effect that such a
text produces astonishment "when the ground rules of a narrative worid
are suddehly made to turn.about 180°,"27 This kind of contradiction

creates more than just surprise, however. The implied reader

experiences disarray when he cannot interpre®. certain events within
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the framewvork of the narrative as a wvhole, Todorov claims that in

this case the reader hesitates between accepting an apparently

supernatural event, and finding a rational explanation:
Dans un monde qui est bien le nétre, celui que
nous connaissons, sans diables, sylphides, ni
vampires, se produit un événement jui ne peut
s'expliquer par les lois de ce méme monde

familier. Celui qui pergoit 1'&vénement doit
opter pour l'une des deux solutioms possibles:

ou bien il s'agit d'une illusion des sens, d'un
produit de l'imagination et les lois du monde
restent alors ce qu'elles sont; ou bien

partie intégrante de la réalité, mail alors cette
rénlité est régie par des lois inconnues de

nous. .

Le fantastique occupe le temps de cette incer=-
titude; dés qu'on choisit l'une ou l'autre
réponse, on quitte le fantastique pour entrer
dans un genre voisin, 1'étrange ou le merveilleux.
Le fantastique, c'est 1'hésitation &prouvée par un
&tre qui ne connait que les lois naturelles, face
i un Svénement en apparence surnaturel.<t

fantastic. It forces the reader to decide whether or not he can

N

accept the supernatural events described in the text, However, we

believe that it is not a question of accepting the supefngturalvcr
[ ]

not. In the fantastic, there are two codes of reality, neither of
i

which can be ignored. The implied author deliberately creates a
realistic world, vhile at the same time giving us indications of the

5
supernatural. The narrative is interpreted according to two codes

of perception, between which the reader does not hesitate. Moreover,

in many fantastic stories an occurrence is unambiguéusly supernatural,

and a rational explanation would be an unwarranted extrapolation of

[+

the text, or a direct misreading. Do we then leave the domain of

the fantastic because there is no Justification to hesitate between



a logical and an irrational explanation? Todorov's criterion of

hesitatiom is tGo restrictive in that it disqualifies all buE‘a very
-3 L
limited number of works fram the fantastic: Even in the case of the

surnaturel expliqué, we can argue that the disarray of the reader
faced with two conflicting codes of ?e;lity is @ftgg maintained
throughout most of the text, and that it can therefore be considered
as an example of the fantastic while the situation described by the
narrator appears to be supernatural. Since a rational explanation is
given at theAend, howvever, the fantastic is destrayeé, even though
the devices of that mode are employed throughout the narrative.

A far more satisfactory term than hegitation, which is a
reaction on the part of the reader to textual indications, is
antinomy, or the simultaneous presence of two Qﬂnflictiﬂé codes in
the text. Since neither can be accepted in the presence of the other,
the apbarently supernatural phencmenon remains igéxplicablei Con=~
trary to the marvellous, where every event can be integfgtgd in a
certain code of reality (or irreality), or the uncanny, where unusual
occurrences can be understood within a realistic framevork, the

fantagtic creates a world which cannot be explained by any coherent

ses prémisses, par la désignation d'un fait ou d'une
série de faits inconciliables avec les lois de la
nature et celles de la surnature, telles qu'elles
existent ou sont regues dans une aire culturelle’
domnée. I1 fait ﬂé la fauaseté son propre objet,
son propre mobile. 9

In some cases, the text does not prevent the reader fram finding a
rational solution, and discarding the suggestions of the supernatural

as deliberate mystification. The reader then hesitates between taking



[ -]
the implications seriocusly or immediately rejecting them. At one
p§§ng in the text, however, a rational solution is no longer possible,

and ve are left with two equally invalid codes. Bessiére claims that

the éécags;rﬁ;tian of the different codes is one of the most important.

characteristics of the fantastic work Le Diable amoureux:

Or 1'intéra&t du texte est de poser, dds son dftut,
l'ordre naturel et 1'crdre surnaturel (par le
théme de la cabale), pour les dé&construire
simultanément et installer l'incertitude sur tout
signe, avant de rétablir in fine leur coexistence
complémentaire. (p.57)

While it is certainly true that the code of the natural is progressively

aestraygd in the fantastic, the code of the supernatural is invaliddted

right at the beginning of the téxt, because the setting is conventional

reality.. By the &nd of the narrative, each code has been developed
to the point where it must be gccépted, even though it does not
account for the events occurring in the fictional world.

The ambiguity of the fantastic is not in the nature of the objlect,
but in the nature of a world which is ruled by certain norms. that are

destroyed by something we <cannot accept. As-Belevan explains it:.:

£ Eal

La ambigiiedad, entdnces, es evidente: instrito
permanentemente dentro de la realidad, lo :
fantfgtico se prefenta camo un atentado, camo
una afrenta a esa misma realidad qlm lo : o
circunscribe. Esta ambigiliedad es la que ‘ L ..
designamos con el término que, a falta de uno '

mAs explfcito, nos hemos visto precisddos a

acufiar: descriturs. - T ’ I

Many critics have stressed the igbcrtlncg<@f the disorientation .

'Préducéd in the rgadgr'gf the description of an smbiguous reality.

Bellemin-No&l remarks that the reader "s'en trouve déboussolé, ayant

'perdu le nord', ou désgrieﬁtéi déposs&d€ de son 'orient', de sa
31

puretd et de sa fois nalve en une origine repérable des-choses.”

b ]
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Vax believes that the d&sarroi of the protagonist in the fnnt;sti' is

more important than the experience of the superngtufalg32 The fan-

tastic is an "instabilité permanente" (p.160), since no set of norms,

vhether rational or irrational, can ever explain the functioning of

the fictitious world. It is incorr ect, however, to separate this

disorientation in the reader and sametimes the protagonist from the

ambiguity of the text, as does Vax:
51 la littérature fantastique est généralement
ambigué, ce n'est pas tant qu'elle nous laisse
indécis entre le pradigieux et le familier --car
une nuance importante s&pare l'indécidabilité,
entre deux théses clairement formulées, et
i'obscurité, voire l'incohérence interne, d'un
discours-- mais plutdt parce qu'il y a dans
l'expérience fantastique comme dans tcute
expérience vécue quelque chose de profond, d'o- -
paque et de singulier, un Je he sais quoi d'autant -
plus &nigmatique qu'il &chappe avec aisance & tous
les efforts de notre iﬁt&lligEﬂce-BB

mw

It is the anti%gmy of the text that produces the aibiguity of the

fictigggl world and thus the disorientation of the reader. If certain
s;tu&tians strlke us as uncanny, that does nat necessarily indicate

the presence of the fantastic, unless the sensation is produced by
the antinamy between the natural and the supernatural. The second
eriterion af our deflnltl@n of the fantastlc is the presence of th 15

type of antinomy in the text, and its pres entatlﬂn as such. A

supernatural event occurring in a world controlled by reason does not

autamatically make that text fantastic un%gss it is described as
co tradlctcry with respect to the logical code established at the
beginging, In the absence of obvious problematization of the resulting

incongruous world, the reader will accept a newv code of reality which

encompasses the natural and the supernatursl.

L]




Since the introduction of a single inexplicable event does not
produce a sustained antinomy, the structure of the text as a vhole is
.. — - . . - Lo . .

important for the creation of the fantastic. A motif must be suffi-

ciently well developed in relation to both codes in order to be
effective. As Vax correctly points out:

Le revenant n'ést rien par lui-méme. C'e

contexte qui précise sa forme et fait r

en nous le ton affectif qui convient. Ce n'est

pas le motif qpl fait le fantasthue, c'est le 3

fantastique qui se développe & partir du motif.
A narrative in which a ghost is briefly introduced at the end, without
any previous indication of such an ocutcome, can appear humorous or
inconsistent. The absence of arcanvincing realistic framework
‘y prevents the reader fram being disconcerted by a supernatural
event, since there is no obvious contrast betwsen the plausible and
the impossible. Finally, irony in describing. the supernatural can
destroy the fantastic, as it creates a distance tetween the reader and
the events described. A supernatural motif can thus be used in
different types of narrative: -

il n'y a de perception du fantasthue dans 1l'écrit
que si la "fantasticité&” est soulignée par le
discours lui-méme; car c'est le discours, non

1 evenement qui qualifie l'histoire: en théorie,
une "méme" aventure est susceptible d'étre contée
en registre fant;sthue, merveilleux, ou méme
.réaliste. . 35

- The fantastic must adhere to several strict narrative rules if it is
to exist at all, and ygt it is one cf the literary modes that makes
the reader forget its conventions. As Bessidre remarks: "Le récit
faﬁtastique est peut-é&tre le plus artificiel et le plus d&libéré,

mais qui provoque paradoxalement les réactions les plus nalves de la
' 36 , . . .
part du lecteur."3 Vax calls the effect of the fantastic seduction:

"Pour que le lecteur prenne le monstre au sérieux, il faut que le



monstre le s&duise. . . E“BT The reader is progressively carried

avay by the realistic development of a logically impossible situation:
"I1 faut que le sortildge devienne plausible, et que l'incroyable,
1'impossible prennent le visage de 1‘§vid2ﬁ¢e“ (p.29). Vax stresses
the importance of the "réduction de distance psychique" (p.1k0) if
the reader is 10 react emotionally and umeritically to the disturbing
fictitious world. The most obvious difference betwveen the effect
produced by the marvellous and the fantastic is that the preposterous
events of the latter are presented as real, and the reader temporarily

loses awareness of the 1mpﬂ§51b111ty of their existence. Bessiére

L
calls the Tantastic thetlgue, because it tries to convince the reader
of the veracity of the. narrative,za The reader, for his part, consents

to being disturbed by something he does not believe in by playing the

“leu avec la peuf“:Bg o
L'amateur de"fantastique ne joue pas avec l'intelli-
- genoe, mais avec la peur. Il ne regarde pas du
dehafs, el se laisse envoltfer. Ce n'est pas an autre
univers qui se dresse face au nftre qui, paradoxale—
mént, se m&tamorphose, se pourrit et devient agtre.hg

the reader's partici-

One of the most imgcrfant
pétiaﬁ is‘&uthggigi reticgnce, which makészéhe inexplicable and
mysterious evén more digiurbing! The ﬁérrataf gives us only enough
‘iﬁférﬁﬂtiéﬂ to create suspense, bgt leaves the rest to our imagination.
A logical antinomy loses its disconcerting effect, and is in fact -
destroyed, if it is explained. The fantastic is characterized .
precisely by the fact that the circumstances that are descrived cannot
be integrated within a logical framework. If they could, the antino-
mious world would be transformed into one that could be defined by a

new set of norms. The thlrd criterion of the fantastic is therefore
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authorial reticence, or the deliberate withholding of infaﬁgitian and

explanations about the discopcerting fictitious world.

Magical Realism

Magical realism, Just like the fantastic, is the name of a literary
" mode rather than of a specific, historically idgntifi;blé genre,

and can be foend in most types of.prose fiction. It does not refer

to a movement, whiéh is characterized E& particular historical and
geographical 1imitations, ;hd'g coherence which Magical realism lacks.
As Roberto Gonzflez Echaverria points o®t, this term is applied to
completely different "moments" in the discussion of art and
liperature.hl Franz Roh, whg introduced tge term iﬁ!lQES, considered

. . Ly . , iy .
it as an aesthetic category. 2 For the German art critic, magical

the mysteries inherent in it. fn Latin Amefiéa’in=the Forties, however,
<

it was a means of expressing the authentic Ameriecan mentality and
deQeloping an autonamous literature. Finally, after Angel Flores'
article on magical realism in 1955, it became a concept. in literary
criticism, and was applied to authors who adopted certain themes and
techniqués in their vriéing. Not only is the last category eitremely
vague, but the term refers to three distinect activities --pictorial

art, the expression of a national literature, and literary criticism:

Yres mamentos, y por coms
carece .1a cohesidn necesaria para podérsele comsiderar
como movimiento literario o critico. El tercer
mamento no est& directamente vinculado con el segundo,
ya que Flores evidentemente desconoce en 1955 los
pronunciamentos de Carpentier, Uslar Pietri y
Portuondo; ni con el primero, ya que Flores y sus
seguidores hacen caso omiso de.las teorias de Roh o



18 relacibn muy lejana y de trasmanc con

as. . . . La continuidad o la cohesibn no hay .

ue buscarla en una secuencia histdrica, pues ésta

= ' , 8inc en ciertas coordenadas de

Pn+> que subyacen a tode manifestacién del
SR mAgicc como prﬁgrgmg para la literatura S

kispancamericana.

i
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Although it is useful to know Hhatd\bg term "magicel realism" ori-
v
i ] . )
ginally referred to in Roh's theories, one cannot apply it to pictorial

art apd literature without causing confusion, since tke two belopg t
a different medium of expression. Thus the link established between

piinting and literature cannot be very specific. If it is to be S

considered as a "concepto tebrico", as Gonzhlez Echeyvarrfa claims (p.18),

and not as a vague and useless concept, we must distinguish betwveen .

magical realism in painting, and that found in literature. If a

term is borrowed from another medium of expreséﬁﬁni it acquires

entirely different implications, even if there was scme common grquﬁd

between them. The same definition cannot hold for painting as well
as for literature, and the attempt to explain ®hat is considered
magical realism in Latin America on the basis of Roh's art theories

inevitably leads to confusion. However, just because there does not

xist a satisfactory theoretical definition of the term, we should not

discard it altogether. Many critics may consider it "un merd—vacio

tedrico, un concepto ambiguo e innecesario en la critica hispanoamericana

o b e e .. - . P
a.ix:tu,as.l";.'Lt and Emil Volek gives a list of different ways in which the

ot
o
8
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*ammonly used: l' ~
en este término se siente hoy ya claramente cierta
dualidad entre su aspiracidn a principio ncaética
Y grtisti:a general de un ladé y den@minacian de

térrltarlal, hlstarlcg, 532151 vy artistlcamente,
de otro. En cuanto a lo primero, he aquf algunos
tipos de su empleo: 1) tipo de realismay

S
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2) no-reslismo; 3) anti-realismo; L) explotacibn

de cierta esfera temftica; 5) cierto aspecto no-

realista en una obra."*>
But we believe that an analysis af the various definitions of the term
will allow us to develop a useful critical éanéept,

Although critics do not agree on which characteristics are
essential to magical realism, certain properties are mentioned fre-
quently. One of these is the occurrence of the supern;tu:gl, or
anything that is contrary. to our conventional view of reality.
Gonzflez Echevarria believes that Eagieai realism gives us & world
view that does not depend on natural or physical laws, and is not
based on objective re,lityghé However, the fictitious world is not

had a great impact on scholars dealing with magical realism, considers
"o . . s o W

it an “amalgamation of realism and fantasy”, 7 and traces the current

to Kafka, with his "difficult art of mingling his drab reality with

the phantasmal world of his nightmares" (p.189). According to him,

the "practitioners of magical realism cling to reality as if to prevent

‘literature' fram getting in their way, as if to prevent their myth

» from flying off, as in fairy tales, to supernatural realms" (p.191).

Seymour Menton espouses the same view vwhen he claims that "en

literatura, el efecto mlgico se logra mediante la yuxtaposicibn de
'é .
escenas y de detalles de gran realismo con situaciones completamente

) LE ] , .. - ..
fantfsticas,” 8 The presence of the supernatural is often attributed
to the primitive or "magical™ Indian mentality, which cooexists with
European ﬁ;tian;lity. For Ray Verzasconi, as for many other critics,

magical realism is "an expression of the New World reality which at

onice combines the rational elements of the European supercivilization,



and the irrational Flagents of a primitive Aggr;cg." J Floyd Merrell

explains that magical realism stems "from the conflict between two
pictures of the wﬁfldi“ﬁo It is a "synthetic, totalizing activity"

(p.13), which offers the reader two campletely different perceptions
based on reality, or a world with which the author is familiar, while

expressing the myths and superstitions of the American Indians. The

themes treated in magico-realist narrative are often a more important
criterion than style or structure, and authors are frequently excluded

urpan centres rather than amongst the American natives. Lucila-Inés

na's attitude towards magical realism is prevalent in the criticism
this phenomenon:

También es notable el hecho de que aquellos autores

a quienes mAs comlinmente se denomina mégicorrealistas
cultivan una temAtica que enfoca insistentemente la
realidad americana a través de sus mitos y de su
naturaleza primigenia. Podrfamos pensar entonces

que el uso de lo maravillose que esta realidad
proporciona sea uno de los factores que nos lleva a
considerar a Rulfo, Carpentier, Asturias y Garcia

dudamos acerca de la filiacibn migicorrealista de
Borges, Cortézar, Sfbato y Fuentes.5l

Anderson Imbert also expresses this common view when he states that

"cuando los crfticos J&venes hablan de 'realismo mAgico' apuntan

, .y . . . no2
precisamente a una literatura rica en contenido americano."’

According to Flores, magical realiam is an "authentic EIprESiQﬂ“SB

;of latin America. Other critics, hovever, disagree that magical
realism is a uniquely Latin American phenomenon. If this mode of

literary expression is characterized by the presentation of two

different world views, why could it not be found in any country that
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has more than ong ethnic or racizl group? Valbuena Briones, for
example, eonsiders magical realism as a universal manifestation:
: " El realismo mfgico no se limifa, camo ha ecrefdo
algln critico, a los pueblos latinoamericanos que
tengan uria amplia poblacifm de indios y negros y
que con sus culturas pueden presentar una nueva
realidad en la que se funden elementos
irracionales y primitivos, sino que, bien
entendido, como lo hemos venido explicando hasta
aquf, es una corriente universal, y_ Ee puede
“afiladir que inherente al ser humane.
Even though Flores calls magical realism an authentic expression of-
latin America, he traces it back to Franz Kafkas and Proust, and ~
symbolism and magical realigmg"ss In fact, Kafka's detailed des-
cription of Gregor Samsa's transformation into a beetle, which is set
in a realistic atm osphere, reminds us of stories such as "Viaje a la
semilla”, in which Carpentier gives us a minute description of an
equally absurd event in a realistic setting —the reversal of time.
If magical realism is the amalgamation of a rational and an irrational

>(vr:)r;ld’vieavi then we can also include in this category works such as

Bulgakov's The Master and M argarita, in which the devil makes his *

appearance in twentieth century Moscow. This narrative, which has

been called an example of "fantastic realisa",sé can well be compared
F 3

to Miguel Angel Asturias' Hombres de mafz, where fantasy, such as the

transformation of men into animals, alternates withvthE'rgglity of

the maiceros in Guatemala. 1In é >th these cases, we have a coherent

code of the supernatursl), or a set of norms vhich guide the characters'
§
~ interpretation of their surroundings according to a world view that

differs from that of logic and reason. While the narrator of Asturias'

vork believes in nahualism and the power of sorcerers, the narrator in
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EUlgaké?“s novel believes in an immortal Satan and witches' sabbaths,
The é;fference is that the irrational vorld viewv in one represents

=
—

;;fss—the'primitive American mentality, while in the other, it corresponds

to Buropean superstitions. This is one of the. characteristics that

distinguishes magical realism from surrealism, in which heterogeneous

elements are juxtaposed by free association, without any ‘specific code

of the supernatural determining it. While magical realism is based
on an ordered, even if irrational, perspective, surrealism brings

woT

about "artifieial’ combinations: it is "eine reine Kunst der

Evokation, die einzig durch das subjektive Bewusstsein des Rezipienten
aktualisiert wird. Ein festgefligtes, das Individuum einbettendes

w58 1
Magical realism is thus characterized first of all by. twé conflicting,
but autonamously coherent, perspettives, one based on“an "enlightened"

and rational view of reality, and the other on what~we consider to be

. supernatural presented as part of everyday realitkx, Although

magical realism usually shows us & world view that is dominant in a
specific culture, or inherited from earlier generations, it would

restrict the concept unnecessarily to establish this as a criterionm.

The irrational but coherent perspective of an individual can be

perceived by the Western reader in the same way as the superstitious

world view of a culture that is unfamiliar to him. In both cases, he

is eanfrgnted with a point of view which is totally alien, presented by

& narrator of an otherwise recognizable world. While the readesr '
realizes that events described in the narrative are logically impésgible,

he must accept their integration within the fiectitious world. Obviously,



realism. This is why criticism of the view that magical realism is
not an amalgamation of reality and fantasy because the latter has
alvays existed in literature is erronecus. When Russell M, Cluff

mentions that Dggrﬁhmuggné and One Nights is an example of such

literature without, however, belonging to magical realism, he does not

‘ealize that for the implied muthor of that narrative there was no
59

distinction between the natural and the supernatural. Both real and

logically impossible events were considered to be on the same level

L]
e
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of reality, and théfefcre the concept of the supernatural did not even
,exist. The author Df-E magico-realist narrative, on the other hand,
implicitly presents the irrational vé?ld‘viei as different from his own
by situating the story in present-day reality, using learned expressions

and vocabulary, and showing he is familiar with logical reasoning and .

_ empirical knowledge. The term "magic" refers to the fact ‘that the A
A

fersinective presented by the text in an explicit manner is not

accepted according to the impliecit warié view of thgieducated implied
author. As GonzBlez Echevarrfa points out, "Toda magia, toda maravilla,
supone una alteracidn del orden, uéa alteridad =--supone al otro,

al mundo, que nos mira desde la orilla apuestai"ég According to him;
the very act of distancing oneself from the superstitions held by a
particular soci graup'makes it impés?iii! to be considered as a

representative of that society. This is why he agks vhether magical

realism can be an authentic expression of Spanish American Indians (p.38).

In his discussion of lo real ;;rnvillggaiél whose practitioners

LY

represent the "ontological” manifestation of magical realism in that

n itself, and not

(e

they considéf the American continent as marvellous

as a result of an outsider’s gtiitude. which he calls the "phenomeno-

i

A Y
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logical” manifestation of magical realism, he stresses that distancing
is essential for the perception of the marvellous:

Suponer que lo maravilloso existe en América eg

adoptar una (falsa) perspectiva europea, porque

s6lo desde otra perspectiva podemos descubrir la

alteridad, la diferencia --lo mismo visto desde

dentro es homogéneo, liso, sin aristas, sin

diferencias. Toda maravilla es una distanciacidn,

una separacibn. |
In this respect, the implied author Of magical realism is analogous
to the one found in the fantastic, since both describe situations
in which they do not believe, and introduce the supernatural into a
realistic setting. The main distinction between the two modes ig the
manner in which the irrational world view is perceived by the
narrator.

In magical realiam, the supernatural is not presented as prob-
lematic. Although the educated reader considers the rational and the
irrational as confliating world views, he does not react to the
supernaturél in the text.as if it were antinomious with respect to
our conventional view of reality, since it is integrated within the

norms of perception of the narrator and characters in the fictitious

world. Asg Flores points out in Regard to Kafka's Die Verwandlung,

the absurd metamorphosis is described as if it 4id not cdFadict our
laws of reason: ''the unreal happens as part of reality. The trans-

formation of Gregdr Samsa into a Eé%%FQEEh or bedbug. . .is not a
' gy

matter of chJéctﬁre or discussion: it happened and it wvas accepted

. . ' , L 631 _
by the other characters as an almost normal event." 3 In contrast to

the fantastic, the supernatural in magical realism does not disconcert
the reader, and this is the fundamental difference between the two

modes. Thg same phéqﬁmena that are portrayed as problematical by the
\ . 7~



author of a faﬁtgstic;n;rrative are rresented in a matter-of-fact
mgﬁﬂgr by the magical realist. Since whe supermatural is not perceived
as unacceptable because it is antinomious, the characters and reader

do not try to find a natural explanation, as is frequently the case

vith the fantastic. Arturo A. Fox stresses the importance of the

lack of précgnceived beliefs in magical realism. While the fantastic
story "expresa o implicitamente, contiene la asercibm de un modo de
ser, que generalmente coincide con el del lector, y desde esta base
se nos presentan hechos percibidos camo desviaciones de la norma
establecida"”, the magico-realist narrative presents the strange world

view without any judgment:
Los caracteres, en otras palabras, funcionan en un
plano de realidad autbnomo, carente de un "deber
ser”, es decir, de criterios ontolbgicos
preestablecidos. El autor magicorrealista no
discrimina; sencillamente suspende el Juicio ¥y
trata del mismo modo y con pareja atencidn tanto
la conversibn de Gregor Samsa en cucaracha camo
los trastornos que g%la trae a su carrera de

viajante de ventas.

£ ¥

Especially in the case of Latin American literature, the practitioner
of magical realism shows his interest in, and tolerance of, a different
perception of the wvorld:

Para &1.. sencillamente, esta mirada "vale la pena",
es equivalente y no "inferior" a la del hombre de
la civilizacién "moderna". Asi resulta que la
esencia de esta emancipacifn aparentemente
"art{stica" es pr@fundgmegte democrfitica y en
principio fevg;ucigggrig!fs ) )

This opiniof voiced by BEmil Volek is analogous to Gonzflez Echevarria‘s
claim that the magical realist, in the case of lLatin American fiction,
adopts the point of view of the Indians, and considers it as valid,

not strange and unreliable:
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El escritor hispanoamericano prefiere instalarse

del lado de alll de esa est&tica media o fronteriza
que describe Roh; del lado del salvaje, del creyente,
no en ese punto sgblgua donde el milagro se lustifica
por un acto de percepcién reflexivo, en que la
conciencia de la distancia entre el observador y lo
obeservado, entre el sujeto y ese 2gra exbtico,

genera la extrafleza y el asambro.-"

While Franz Roh used the term "magical” to refer to an authentic
attitude towards reality, the cancépt as used by ethnologists at that
time implied that the observer did not believe what he heard, and did
not consider the indigenous world view as acceptable. However, this
practice of exoticism was denied by authors such as Carpentier, who,
being an "ontological” practitioner of magical realism, as Gonzélez
Echevarrfa calls him, believes that faith in the marvellous is
necessary if one is to pcrt%ay the South American primitive mentality
accurately_S? This is what produces tﬁé ambiguous nature of magical
realism. While the author is educated according to our conventional

norms of reason and logie, and can thefefarefrgccgnize the supe rnatu:al

as contrary to the laws of nature, he tries to accept the world view

i

of a culture in order to describe it. He abolishes the antinomy

between the natural and the supernatural on the level of textual

representation, and the reader, who recognizes the two conflicting
p f 2

| o .
logical codes on the semantic level, suspends his judgment of what is

rational and yffAt is irrational in the fictitious world. This reso-
lution af logical antinomy in the description of events and situations

is our second criterion for the existence of maglcal regl;sm.

IQ‘"RE;lLSQD mégico versus literatura fantfstica: un diilégéede
sordos", Emir Rodrfquez Monegal explains that one of the reasons for
so much confusion in the Eppiicatianrcf the term "magicalg>E§lism" isx
that Angel Flores, whose article had a great impact on critics, sav

.



magical realish as an amlgamation of realism and fantasy, ﬁhi;é

- -~ Franz Roh, and those critics who based their theories on his ériginaié

definition of the concept, considered it as .the description of the

™

mystery of reality:

En el realismd mAgico los acontecimientos claves
no tienen una explicacidén légica o sicolégita. ' .-
El mfgico realista no trata de copiar (camo lo cr
hacen los realistas) o de vulnerar (camo 1o hacen
los surrealistas) la realidad circundante, sino

de captar el misterio que palpita en las césagyfa

This echoes Luis lLeal's <laim that in magical realism "lo rripcipal do

es la creacidn de seres o mundos imsginados, sino el descubrimiento -

de la misteriosa relacidn que existe entre el hambre Y su cirecun-

"69

stancia. . Magical realism is considered by Lucila-Inés Mena as a
way of’ acquiring a deeper understanding of reality:
Hasta -ahora, lo que més comfinmente se ha dado en
- 1lamar realismo mAgico consiste-en una cierta
penetracidn en la realidad, de parte de algunos
autores, que hace que su cosmovisidn sea mas
profunda, compleja y poétigg. Tal penetracidn
e . . en’la realldad produce el desdoblamiento de
. : ésta y se nos presenta entonces, no sdlo el
. aspecto sensorial y ob)éctivo de las cosas, sino
tambi&n .su lado .oculto, ambiguo y misterioso. 79

“These tvo Views.of magical realism ~--that which sees it ag the pene-

,tration’o{'ipe uyéﬁery of reality, and that which sees it as an ‘E¥ -
gmalgimation-of realism and fihtas?}- are fiot as irreeanciiéiié;as -

. they seém, hquever,.F;qfeq(‘gosition can be consiéired‘Eg'appliﬁab;é\j
to a iechniq&e,‘v@iie that of Leal déééribes the effect that a : .-

particular manner of writing produces on the part of the reader. The

£ N - -

mystery of life gbés not exisg

in“objective reality, but in the
subjective reaction to and interbretation of the world. By presenting
various different perceptions of reality, such as that of suﬁerstiti@us

i

{
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GQSFrigines, hailucinating city dwellers and children with a vivid

imagination, the narrator allows us to see dimensions of reality of

which we are not normally awvare. The supernatural, vhich is the

product of an gliegriﬁﬁginatian, is juxtgpasééiﬁith éveryﬂay reality
in order to create a more ca@pietgvgiétufe of the vorld. The "smal-
gaﬁ;ﬁi@n\af realisd iﬁd‘fnntgsy“ is the means to §n end, and this is
;ghe peﬁetrgti@ﬁ af the mystery afvréliity! Magical realism belongs
~ﬁei£BEf gﬁtirely to the daﬁgin of fantasy, by whi;h ve'ﬁegn the
creation of-a Qérla g@tally different from ours, nor to that of
reality, which is our conventional everyday world: It is a type of

’ 7

[

since it destroys

éesyegiizgg§§g. ag-lorraine Elena Ben-Ur ealls it,

our conventional view of reality. Gonz&lez Echevarris.links magical

realism to the concept o

=

deautomatization, with which the Russian

w

" Formalists referred .to an inhabitual presentation of a situation or
object that draws our attention to it because of its unconventionality:

"Lo que varia en todos casos es el acto de percepcidn, que al asumir

una perspectiva inusitada proyecta sobre la realidad un asambro o una

7 wie

\k—a}

The

devocacibn que hacen del gesto y del objeto un milagro. . .
£

s
-

narrator transforms reality and estranges the reader from it by

creating a picture which we cannot integrate within our normal codes

of pgzéeﬁtian‘ According to Flores, the "cammon aﬁd the everfdgy" is
transformed "into the awesome and unreal". - Anderson Imbert .equates

. magical realism with the uncanny, or what Todorov calls ;jétrgn;g:
.'“Un-uar?gﬂ@r'msgibcafealista, para crearnos la ilusifn de irrealidad,'’
finge escaparse de la naturaleza y nos cuenta una aecibn que por muy

7!714

‘explicable que sea nos perturba camo extrafia. He insists, however,

that the magical realist must remain within the realm of reality, and
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present the real as supernatural:

Visto con ojos nuevos a la luz de una nueva mafana,’ .
€1l mundb es, si no maravilloso, al menos perturbador. .
En los cuentos as{ concebidos los sucesos, siendo

reales, producen la ilusidn de irrealidad. La

estrategia del escritor consiste en sugerir un clima
sobrenatural sin apartarse de la naturaleza y su :
tActica es deformar la realidad en el magin de

personajes neurdticos. Nuestro cuentista se entre-
tendr&, pues, contando furores manifticos, trances
misticos, errores de percepcidn, pérdidas del

sentido del tiempo, desdoblamientos de la persona-

lidad, pesadillas, telepatias, paramnesias,

alucinaciones, locuras. .75

A;th;ugh we consider the uncanny to be a completely differéﬂt category,
since it refers to a certain atmosphere created in the text, and not

to a mode of writing, and since it can be applied to anything that is
considered as strange, éven if the supernatural is not involved,

Anderson Imbert's characterization of magical realism can be inter-

preted accorfing to our perception of that literary mode. The "ojos

-

nuevos"

refer to an unusual and novel intefpretatiéh of reality, that

"suce

os" are not events that occur in objective reality, but ones
that the narrator believes have taken plécei Nahuali=sm, as portrayed

by Miguel Angel Asturias in Hambres gs‘ggi;} does not tell us.anything

about the physical éeality of the Guatemalan Indians, enly about their

£

beliefs, since we do not find out that humans can be transformed into

tion. Since they are presented as real, however, and are logically

- .impossible according to our code of reality, they became "unreal®, or .~
incompatible with our conventional world vie?. Beliefs, vhich
actually exist, are treated as objective reality, and thus enter the

L]

damain of the supernatural. The magico-realist situations which
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Anderson Imbert menti ns, spch as trances, errors of perception and
insanity, do actually happet in everyday reality, and it is only the
L

figments of an altered #agination that would contradict our normal
view of reality if they existed outside the subjectivity of the
fictitious madman or mystic. However, the portrayal of hallucinations,

dreams and superstitions does not make a story into an example of

e

magical realism, unless the imagined events .are presented as objectively

real. If the situation is described as a dream, the supernatural is

=

invalidated, and the phenomenon explained. We are then in the presence

&f the oneiriec, and not magical realism. In any case, Anderson Imbert's

characterization of thét,méde would only hold if there is a psychological 7
explanation evident in the text, in the event that the supernatural

is introduced at ailg According to him, the magico-realist world is
one which has been deformed in thégmiﬁi of neurotic éha;éétérsi Hhe;
an‘im?cssible situation is presented fram the point of view of a.
non-dramatized ﬁar?atéri however, the narrative wauid belong to
fantasy fiction, according to this criterion. Magical realiﬁm should
not be defined specifically as the Juxtapa$it§an of a realistic world
and an unbelig?able one that only exists in tﬁé dreams and hallucina-
tions of strange characters. The different varlﬂ view that conflicts
with a rational perspective can bé presented directly by the narrator,
without the mediation of a dramatized pergéivgr. In fact, if hthe
supernatu%al is obviously the result of an alien mentality, the
narrator must susPEﬁd his judgment. ILeal correctly pcigts out thgt S

magical realism does not present an "anflisis sicoldgico de los

0s hacen f

[d
[y
b

personajes, ya que no trata de explicar las motivacione

) ii?g

actuar o que les prohiben expresarse.

que
£

If this were the case, the
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characters' perspective would be‘petently unreliable, and obviously
secondary to th;t of the narrator. What theimagical realist does, on
the other-hand, is to present a worid view that is radically different
'from‘ours‘as equally valid. He neither censures nor shows surprise.
This authorial reticence, or absence of obvious Judgménts about the
veracity of the events and the aﬂﬁhenticity of the varld view expresgsed
by characters in the text, is our third criterion for the existence of
magical realisﬁ. If the narrator stressed the exclusive validity of

his rational world view, he would relegate the supernatural to a

secondary mode of being (the unreliable imagination of a eharacter),A

S et]
e

and thus the Juxtaposition of two mutually exclusive logical codes,

which is essential to magical'realism, would become a hierarchy.
Both magical reelism and the fantastic are characterized b&
coherently developed codes of the natural and the supernatural (the ;
degree of development of the codes distinguishes magical realism from
surrealism and the fanfastic from the absurd, in which an event can
unexbeetedly occur that contradicts the rest of the narrative). But
while in the fantastic the suéernatural is perceived as problematic,
since it is patently antinomious with respect to the r&ticnaljframewcrk
of the text, the supernatural in magical realism is accepted as part
of reaiity. What is antinomious on the semantic level is resolved on
the level of fietion. Authofiel reticence plays an essential role in
each of these two modes, but it fulfils a differCﬂt function .in both.
cases. While it creates an-atmosphere of uncertainty and disorien-

tation in the fantastic, it creates acceptance in magical realism. 1In

the one, it makes the mysterious more unacceptable, and in the other,
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it is absorbed by the code of the natural, which must redefine its
borders. In magical realism, the mere act of explaining the super-
natural would eliminate its position of equivalence with.yespect ic
our conventional view of reality. Since it vould then be less valid,
and our criteria for what is possible in this world preclude an

alternative perception of reality, the supernatural would be dismissed
as false testimony. In the following three chapters we will further
discuss the three criteria for the presence of the fantastic and

magical realism, and provide examples from various novels and short

stories from European and North and South American literature of the

last two centuries, with the major emphasis on Spanish American

narrative since 19u5S.



CHAPTER TWO

THE NATURAL VERSUS THE SUPERNATURAL

4

The Role of the Implied Reader, Narrator, Focalizer and Implied Author

We have mlready mentioned in the introduction that the presence
in the text of the natural and the supernatural is the most important
condition for the existence of both the fantastic and magical realism.
This brings us to the following pféblémi. wvhat ie to be defined as
natural or supernatural? The norms of rationality change constantly,
and what ié'peréeiVéd as supernatural at the moment may be explained
rationally in the future. The supernatural must be seen as such by
the implied reaéer; who is not the real reader with his individual
beliefs, but a fictitious construct based entirely on the indications
given by the text. This concept, which was develgped by Wolfgang Iser

er implizite ggger,l presupposes the study of

the literary text

M.‘
o

system of signs, and that of the relationship bAtween author, text

o
[
]

t reader",

™

and reader as a communicative process. By the term "implic
¥

as Rien T. Segers translates ITser's "implizierte Leser", "is meant the

entire range of textual implications which instruct the real reader how

to read. Thus, the implicif reAder is a text-immanent factor which has

& kind of sign character, to y real readers can react in different =

ﬁaysi"g As Iser points out, the implied reader is "in der Struktur

deg Textes fundiert."z Even if the explicit textual indications are

vague about whether an event is supernatural or not within a particular.

i
z
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fictitious world, the presuppositions of the text usually provide an

answer. If the narrator is rational, educated, and holds the beliefs
of the majority of present day readers, thenvﬁe can infer that the
fictitious world he is presenting does not differ too much fram ours,
and that phenamena such as vampirism and lycanthropy, vhich do not
confo{;\)o our conventional view of reality, are also to be considered
as supernatural according to the norms of the narrative. The style
itself can give us this information about the narrator even if the
latter is unreliable. In the case of magical realism, the narrative

..voice may be that of a highly educated, rational and intelligent .

s,

person, in spite of the fact that the ﬁgrr&tar'describes the superngfur;l
events as if they were real. In.this case, we are faced with a dual
world view, which is presupposed by the narrative style and not by the
information given by the narrator, and this conditions the implied
reader's response to the question of whether an event is to be

considered natural or supernatural. Whereas the real reader's response.
vafies accordingAto his cultural background, that of the implied reader .
is based on the text. We are not adopting a theory of reception, but

one of communication, in which the effect on the addressee (the implied

reader) is one of the main functions. The real reader, moreover,
cannot be radically dgffgrent from the construct of the implied
reader.if he is to understand the text. He may interpret what

Roman Ingarden calls "areas of indEtEﬁDiﬂQGY"b in different ways, but
these must all conform to the norms of the text. The-readerAhas a

- certain ro£;>to perform if he is to appreciate the text as a work of

art. As Ingarden would put it, the reader concretizes and actualizes

the schemata presented by the text. Without this active participation,
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there would be no work of art. Iser formulates this very succinctly in
his discussion of the Leserrolle: ". . .das literarische Werk besitzt
zwei Pole, die man den kiinstlerische den vom Autor geschaffenen Text

-und der dsthetische die vom leser geleistete Konkretisation bezeichnet."S

This concretization is strictly limited by the indications given
by the texf. No matter how much the narr;to; triegggg\remain in the
baz&ground; the characters and actions are‘presented ta»the reader
from a certain point of view. The perceiver may be eipher a character ..
within the fictitious world, or an invisible spgg;atG;. A useful term
for this reflector is focalizer, which .is préferable not because it
lacks the visual connotations of point of view or perspective as
Gérard Genette claims, since "point of view" is rarely taken in this
restricted sense in literary criticism, but because of its linguistic
practicality. We can coin other terms such as focalization (the act
performed by the focalizer) and the verb focalize; This concept wvas
elaborated by Genette in Figures III6 as part of his discussion of the
mode of narration. Accogding to him,.a non-focalized narrafive is

one in which an amniscient narrator knows more than the characters

(focalisation 28ro); focalisation interne ocqurs when the narrator

adopts the view of a particular character; and focalisation externe
permits the narrator to describe only the actions an& external
appearances, but not the thoughts, of a character. Mieke‘Bal, in an
article entitled "Narration et focalisation: Pour une théorie des
ipstances du récit",7 objects that Genette makes no distinction betwgen

who is focalizing and who or what is focalized. This leads to much

confusion, which could be eliminated if one were to differentiate

_between focaligatiop sur ard focalisation par: in other words, between

.
1
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the object and the subject of focalization. For example] if a scene is

the object of a character's observation, then he focalizks the scene

1zed by the

(focalisation sur), whereas the scene itself is foc

character (focalisation par). This is a valuable distinction, and Bal

is alsoc quite correct in pointing out that focalization is always

present in any description, and that Genette's focalisation zéro does

not exist. But this does not invalidate Genette's distinction between
external and internal focalization. A tripartition similar to that of

Genette was already established by Jean Pouillon in Temps et roman in

8

19L6.

His vision par derridre corresponds to Genette's focalisation

zéro, in which the narrator is omniscient; vision avec is analogous

to internal focalization; and visfon du dehors is equivalent to external

focalization. It is important to distinguish between the various types
- v

of focalization, such as the focalization by an invisible spectator

of a character's thoughts, or merely of his external appearance. One
4

must analyse not only who focalizes, but also.gg! he focalizes, since
the manner of ?ocalizatio% largely determines the reader response.
An example of the role of the fo?alizer in determining whether
£
something is perceived as supernatu;al by the implied reader is the
description of the Indians' fear of aeroplanes in Chaptgr 33 of Alejo
Carpentier's Los pasos perdidos. The natives, who have never seen such

inventions, are "aterrorizados”, and "afillan de miedo",g -Although they

perceive the aeroplane as supern , the reader cannot share their

reaction since the focelizer population but the

vhite protagonist. The f#indians are the object, not the subjeet, of
focalization. 1If the focalizer were an Indian who has never seen an

aeroplane and who describes the phenomenon as supernatural, and if the
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narrator assumed the beliefs of this focalizer throughout the novel,
thereby not presenting the focalization by the natives as secondary
and invalid within the framevork of the narrative, the role of the
reader would be to react as the narrative code demanded and also
wonder at the phgﬁaﬁeﬁani Another example of the primary focalizer's
igvgiidatiég of Hﬂndegﬁin face of the ﬁgknaﬁn i the description-of
the villagers' reactién faiihe experiments of Jos€ Arcadio Buendfa in
Gabriel Garcfa MArquez' Cien afios de sgledad-lD In spite of the
Populace's bewilderment at the 1ﬁventlbns gnd new 1deas, the reader
shares the opinion of the primary focalizer (an invisible spectator

whose point of view the narra®or adopts), who does not perceive these

Phenomena as supernatural, When, on the other hand, the focalizer

experiments of Buendia, the facalizatian, conveyed by the narrative

voice, also determines the reactions of the implied reader, even though
[ ]

the identity of the fecglizer has changed drastically. An example af

this is the ascension of Remedi@s la Bella, which ig descrlbed in a

matter—of-fact way that causes no bewilderment on the part of the

haracters or the implied reader.ll Again, wonder is ggde impess;ble.
in spite of the fact that the phenomenon is clearly supernatural. In

this passage, the focalizer places a supernatural event on the same

level as an ordinary otcurrence, and the narrative voice fuses the
~» ' .
twvo levels (the logically impossible sscension and the prosaic washing

on the line),

The description of a supernatural event as normal eliminates the

antinomy between the real and the gaupernatural ﬂnuihsS{;vel of the
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text, and therefore also resolves it on the level gf the implied
reader. Although the latter still perceives this antinomy, he
suspends his normal reactions of vonder to conform to the requirements
of the textual c@dei- If the abnormal is described as normal, thenx
the reader response is deiermiﬁed-sgcérdingly. An antinomy which
_exists on the semantic level is resolved in the act of reading if the

focalizer does not perceive it and if the narrator invalidates the
contradiction between the real and the impossible by de;gribing both
kinds of phenomena in the same way. It is this resolution of semantic
anﬁinamy on the level of focalization vﬁiéh characterises magical
realism. -

In the early stages of Spanish American magico-realist writing,

the focalizer had a definite identity. He believed in the myths and

superstitions of th Indians, and interpreted the world he lived in

according to a primitive and archaic mentality. Whether this vorld

Héltagggﬁauunﬁ. In Miguel Angel Asturias' Hombres de mafz, it is the

e

author's interpretation of the Mayas and the Popol Vuh. In an interview
with Giinther W. Lorenz, he expounds his views on the indigenous world
view:

Un indio o un mestizo, habitante de un pequefio
_pueblo, cuenta haber visto cémo una nube o una
piedra enorme se transformd en una persona o en
un gigante o que la nube se convirtid en una ’
piedra. Todos estos son fenfmenos alucinatorios
los pueblitos. Por supuesto uno se rie del relato
y no lo cree. Pero cuando se vive entre ellos,
uno percibe que estas historias adquieren peso.
Las alucinaciones, las impresiones que el hombre
obtiene de su medio tienden a transformarse en
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realidades, sobre todo allf{ donde existe una
determinada base religiosa y de culto, como en el
caso de los indios. No se trata de una realidad
palpable, pero s{ de una realidad que surge de una
determinada imaginacién m&gica. Por ello, al
expresarlo, lo llamo "realismo mfgico”. .

' Entre 1la relldad que podrfa llamarse la realldad
real” y la "realidad m&gica" tal como la viven los
hombres, esiste une tercera realidad que no es
s6lo producto de lo visible y palpatle, no sélo
alucinacibén y sueiflo, sinlea resultante de la
fusibn de las otras dos.

-

L4

Although magical realism is considered by Asturidas to be the fusion .

of reality and imaginétion by the primitive Indian population, it

is in fact a particular way of writing for an suthor who obviously
does not believe in supernatural phencmena. For him there is a
distinction betwéen the real and the supernatural, but in Eis wvritings
he fuses these two antinomic levels in a coherent structure, which

he bélieves to be that of the Guatemalan Ipdians' world view.

It is at this point that we must stress the importance of the

distinction between the implied author and the focalizer. Since
-
Asturias seems successful in fusifg the views of the implied author

and the focalizer, it is easier to demonstrate this distinction in

13

Alejo Carpentier's El reino de este mundo. In the frequently

camented scene of Msciandal's execution, we have at first an
apparently perfect example of magical rpaliun. Before describing the
actual execution, the narrator adopts the view of the Haitian negroes
and informs the reader through free indirect discourse that Mackandal
has already u;dergone several metamorphoses, and that he will transform
himself into a mosquito in order to escape"death at the'stgkéii The -
scene is focalized by the negro multitude, who is certain that »

Mackandal will be saved, since he is protected by their gods. The
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-Although magical reslism is considered by Asturias to be the fusien
of reality and imagination by the primitive Indian population, it
is in fact a particular wvay of vriting for an author who obviously
does not believe in supernatural phenamena. For him there is a
distinction between the real and the supernatural, but in his writings
he fuses these two antinomic levels in a coherent structure, which
he believes to be that of the Guatemalan Indians' vorld view.

It is at this point that we must stress the importance of the

distinction between the implied author and the focalizer. Since

Asturias seems successful in fusing the views of t;g implied author

and the focalizer, it is easier to demonstrate this distinetion in
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In the frequently

‘commented scene of Mackandal's execution, we have at first an

apparently perfect example of magical realism. Before describing the

LY

actual execution, the narrator adopts the view of the Haitian negroes
and informs the reader through free ind;reet discourse that Mackandal
has already undergone several metam@réheseg, and that he will trénsf@rg )
himself inta-é mosquito in order to escape death at the stake. The
scene is focalized by the negro multitude, who is certain that

Mackandal will be saved, since he is protected by their gods. The

)
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narrator adopts the termimology of the slaves, thus authenticating

their observations., A narrator wvho did not believe in their religion

would not call Mackandal "un hombre ungido por los grandes Loas" (p.65).
The narration is subjective, and leaves no, doubt as to the charatter
and identity of the focalizer. Thééparagraph commencing with

"Mackandal estaba ya adosado al poste de torturas”, however, is

narrated in a more laconic and obJjective manner. The narrator-seems -

to present us with mere facts: the governor gives the signal to -
, ,

commence the execution, the executioner sets fire to the stake,

Mackandal lurchas forward, the rﬁpgs tylng hlm to the stake sllﬁ down,

and the vietim falls’ 1nta ‘the " pegra multitude. Havever, vhen wve
analyse the facallzer more élasely, we reallze that he has ehgngeﬂ his

position from that in the previous paragrarh. Whereas he ha& the samé

extent of kn@wledge 55 the ﬁiaves and éanveyed their bellefs, he

suddenly ﬂESCPleS events which the ﬁegraés could mot have possibly

,
known. When he 1nfarms us that thé g@vernar had fehearsed the gesture

of baring his sword the previous night, this is not- the sarcastlc

the measures taken by their white Fasterg, It is obJective information
given by an omniscient narr;tar;; Another iﬁdisatian of the change inmr
narratgve voice is the use of thé:vérd "mancg;; the aﬂéﬁgfmed,‘ﬁhichu“
seems more like a péja%ative term applied by thé masters to the viéti@; -
vho has previously been called by h#s real name by the negrces. Hg is

presented™as a nameless htman objJect, who is ‘only char ,ct zed by his

juros desconocidos"”, again

deformity. His shouts are described as "con
suggesting that th&# focalizer is a vhite not familiar with the

language and incantations of the slaves. The penpltimate sentence of

A
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this paragraph is a mixture of withheld information and poetic

description. We are not told how his shackles break, or why this might
have happened. This laconic ard elliptical style gives way to a

poetic rendering of hig>eseape: "L g; cuerpo del negro se espigd

en el aire, volando por sobre lés cabezas, antes de hundirse en las

ondas negras de la masa de esclavos” (p.66). Although the term "volando”
seems to sﬁggést:that the facg;izér is the black ;ultitude, vho seesg
Hackgndalfs fall as a glorious escape fram his téfmentgrs, the .

"

a masa de esclavos" appears like the

[

expression "las ondas negras de

observation of a vhite bystander, who sees the slaves at a distance

as-a seething mass. The description of the confusion amongst the
¢rowd is obviously that of a non-black narrator, who disparagingly

calls the slaves "la negrada aullante", and presents them as if they

were a swarming mass of black insects, tao numerocus to fit into the

space between the houses, and crawling up to the balconies. The
narrator is explicit in informing us that although the slaves believed

© that their hero had escaped, Mackandal was actually recaptured by the

Ecldigrs and

finally executed. This information completely invalidates

P

the reliability of the negro focalizer, and imposes a rational

 explanation of the event onto the_reader,gk:a-interprets it as an
attempted escape that was made possible by the burning of the ropes. An
omniscient narrgtaf finally comfients on the ignorance of the whites,

who do not understand thg apparent insensitivity of the negroes towards
their leader. The sarcasm of his portrayal of Monsieur lenormand de Mezy
is evident: the white man "comentaba con su esposa la insensibilidad

de los negros ante el suplicio de un seme)ante --sacando de ello

ciertas consideraciones filoséficas sobre la desigualdad de las razas
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humanas, que se proponia desarrollar enizgahis¢u:sg colmadd de citas
latinas" (pp.66-6T).

-,ﬁ‘

A constant shift in focalization, together with a continual
modulation of narrative voice, enables the reafer to perceive the
events of the seene in various ways: as a negro sympathizer and
believer in their cult, as a white and prejudiced slave-owner, and
finally as an impartial bystander, who takes a sceptical view of the )

opinions of both thé blacks and the whites. The latter position is
that of the implied author, who gives the réaﬂer’igfarmatign which
invalidates the observations of the characters. - If the text provides

*

& rational explinétién of Mackandal's attempted g,gapé; the reader
cannot adopt Ehe‘pﬁint of view of the blacks, who ascribe it to his
extraordinary powers. Neither can he miss the explicit sarcasmséf.the
narrative voice in the description of the white masters. Although the
focalizer is frequently a negro who believes in 1ycénthrgpy and other
éupernatural povers (the final paragraphs of the novel are an example

. o e
of consistent focalization of this kind), the reader reacts sceptically
to this because of the type of information given to him by the implied
author and the attitudercénveyed by the narrative voice. If the
identity of the focalizer remained cansistentithr@ughaug the novel,
and if this character or invisible spectator believed in the indigenous

cults, El ;giﬁ@ de este mundo would be an example of magieal realism. 3

As it is, the novel is unsatisfactory in its presentation of a
coherent magical world view and appears more like a literary exercise
o T .

in which the fluctuating focalization renders the obvious interest in

; E ]

o = : N 5
exoticism more original. The ambiguous mode of narration, in which an

obviously sceptical narrator periodically adopts the point of view of
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the superstitious slaves, only to invalidate it by his patent inability
to identify completely with the negroes, is appropriate for the por-
trayal of the chgrgcter of Ti Noel, from whose point of view most of

the story is presented. The black protagonist still adheres to the

beliefs of his race, but he has lived with the whites long enough to

understand their way of thinking. Since the implied author is fncapable °

o]

f fully identifying with the negroes, the reader glﬁgys remains

sceptical about the supernatural world in which they believe. This

novel fulfils none of the conditions posited for the existgﬁce af

éither magical realism or the fantastic. The supernatural exists
nor Tor the negroes, who consider what we call supernatural as normal.
- The antinomy between the natural and the supernatural does not exist’

for them; nor does it exist on the semantic level, since the implied

(0]

author never creates. a consistent code of the supernatural.-

The Natural anaiﬁhé_ﬁpggrnatufal in ME§§§§1,Reg;i§gg

Since the implied duthor in 'a modern nevel alvwmys: betrays his

(=

tura

, disbelief in the supern

v
o]

and literary man who lives an age which clearly dist%ﬁéuishgs
between reality and fantasy, his adoption of thg world viev’qf’éﬁ
unreliable focalizer such as a superstitious ighgbiFant élegtin.
America is invariably ambiguous. The leasning‘vﬁiéh iisvstyle:gng.
narrative technique presuppose.is contradictory to &n archaic mentality.
This ambiguity must be disguised so that the rg;dg?‘c;n identify with

the fécaiizér. In El reino de estgﬁmuﬂd@; the lack of authorial

reticence with regard to the credibility of the negroes only under-

v

£ i

we

"by the simple fact that he is an educated -
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scores this ambiguity. In Hombres gg_maiz, on the other hand, the

author successfully creates a coherent world view, according to which
events that are plaugible by o?r standards of verisimilitude are
considered to be on the same ontological level as those which are
clearly perceived as supernatural. The author never intrudes with a
rational explanation of an irrational belief. Although his style ine-
‘vitably reveals his own‘cultural background, the manner of focalization
epgbleé.the reader to identify with the protagonists, in spite of thgﬁﬁ_j
fact that their beliefs are completely different from his. Wayne

Booth's remark tﬁéf "even the greatest of literature is rgdically
depeSdent on the concurrence of beliefs of authors‘and readers"lS is
obviously not applicable to magical realism, in which the author

demands that the reader accept a world view that he would normally

reject. In order to appreciate the narrative as a work of art, the

reader of Hombres de maiz must adopt the role of identifying with the
bndians, wﬁéther‘he believes, as Asturias does, that the world v;eﬁ>'
presented by the novel is really tﬁat of ;he Indians, or merely a ‘
-fiction~based on fact. Nor does the reader have to ﬁeliévé that this
.is ag_alternaiive and legitimate way of.interpréting reality which
happéns to aiffer from our rational way of thinking. He is asked
merely tb‘Judge'the.ability of the author to depict a fictitious

world that is consistent with the norms of that particular narrative.

Since Asturias is able to mgintaiﬂ a coherent world view, the reader

has & different role to piay’xhan~in El reino de este mundo. His

function is not only to understand the mentality of the Indians, but
R ,

to perform a specific act of reading in"which he temporarily adopts

their way of thinking, and conceptualizes the fictitious scenes and
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events according to their perspective. He never questions.whether
samething is loéically possible or not, since those phefiomena which he.
would usually consider‘as-supernatural are described as normal and
plausiblé according to the code of the text. On the ontological level,
there is a constant antinomy 5etveen the natural and the supern;tural,
but on the textual level this antinomy is resolved, even if a close
stylistic analysis would immediately reveal the ambiguity present in
any magico-realist narrative. Since no rational focalizer invalidates
the authenticity of the phenomena as perceived by the indigenous
protagonists, the reader enters into a clearly defined and unambiguous
"contract" with the author.16

The poetic and highly stylized language of the first chapter of

Hombres gg_maiz prevents the reader fram analysing the narrated events
a7

and thoughts on an empirical level, The first three sentences appear
like an incantation, with their pé%sonificaﬂion of the earth, regular
rhythm and repetitious wording. This passage plunges the reader
stréight into the novel's mythical imagery and offers no explanation of.
the meaning of these images. -An explanatory introduction would
introduce a rationalizing narrator ana destroy the effect of unmediated
focalization by a "primitive mentality". The speaker of the first
lines is only identified as the earth, and the message is the
"acusacibn del suelo" directea to the Indian leader Gaspar I1&m. 1In
the next few paragraphs, the lyrical description of the surroundiné
countryside contains several indicainns of "real® e&ents, such as the
burning of v;getation and drying up of the rivers. There is no

difference in narrative voice, however, bethen the description of the

destruction of the forests by the maiceros and that of the mythical



serpent, the syﬁbgl of the enf;hi ﬁﬁich pgrsuaﬁes G;sﬁ;r I16m to take
actien: he is "atado dggsugﬁ@ Yy muerte por la culebra de seiscientas
mil vueltas de lodo, luna, bosques, aguaceros, montafias, lagos,
pAjlarol y retumbos que le martajaba los huesos hasta :cﬁQETtirlé en
una masa de frijol negro" (p.LéEs), This dyrical fusion of myth and
reality’ by the narrator prevents»the!rEGder fram distinguishing between
the two levels. The style is thus of utmost importance, as Ariel
Dorfman explains: |

El lenguaje exacerbado, su barroca sintaxis
de serpiente, un mundo que avanza culebreando,

unidén de elementos disfmiles, transfiguracidn -
por medio del verbo, sagrado, solemne, 1ejana€:j:;£f
1

entrevisibn de lo que sucede, todo recrea en 12
mente del lector el proceso del primitivismo
envolvente que el personaje mismo estf viviendo,
y fuerza a nivelar el suefo Y la realidad, lleva
a mezclar ficcibn y fgctg@‘siﬂ poder --y sin
querer-- separarlos.

The supernatural events in the folloving chapters, such as the marvel-
lous disappearance of Tomés Machojén's son in a ¢loud of fireflies
and his parents' death as fulfilment of the curse of the pggigs de

lgsr;géiérggggg, the mysteriocus ties between man and his protective

=

animal or nahual and thermetgmcrﬁhasis of the courier Nicho Aquino
into a coyote, are all accepted without questioning by the implied
reader, as they gfe;presented in a mgtterié}ifgct vay by a focalizer
who believes in them.

The supernatural events described in A magico-realist narrative
belgﬁg to an ideological E@de\iﬁ vhich they are not perceived as
supernatural. In Asturias' novel, this code is that of the
"primitivism" of the Indians, of their archaic and superstitious

world view as seen by the author. Hovever, if we limited magical
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realism to that kind of narrative in vhich such a code is present, the
term would be useless, since most writing that is cammonly considered
As magico-realist would be excluded from thics category. Fram the
structural point of view, moreover, there is no difference between

the rgsal%ed or fused antinomy of Asturias' narrative, and that of ﬁ
story in vhich normal and plausible events coexist on the same level

§ supernatural ones, even if the latter are not part of the beliefs

[

iy

of an entire culture. To a Western reader, the metamorphosis of a

man into a coyote is Just as impossible as the act of vomiting rabbits

in Julio Cortfzar's short story "Carta a una sefiorita epn Parfs".>’

story, the unmediated focalization of the supernatural events

In thi

L]

leads the reader to accept the preposterous situation described by the
narrator. He does not question its authenticity,  and reconstructs

the fusion of the real and the absurd as it is presented by the
protagonist. When the reader analyses the significance of this
strange perception on the part of the narrator, he may conclude that
the supernatural events did not take place at all, and that they are
mere figments of the imagingtiaé of an insane person. The narrator is
then seen as unreliaﬁle; and there is no validity in the gquestion as

" to vhether the events reallj occurred or not. The reader Accepts

them, just as he accepts the account of Nicho Aquino's metamorphosis in

s to reconcile the natural and the sﬁper!

[

Hombres de malz. His role

natural in ;;cahergnt code, whether it be that of an entire culture,

or that;éf a psychotic individual with a digease@ imagination. )
Whether we consider tﬁe treatment of the gﬁtinamy betveén the

natural and the supernatural -in Cortézar's story as an éxamplé of the

development of magical realism, or merely as a variation of the same
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basic mode of writing, they are both characterized by the same \\\
essential structure. The supernatural, as most contemporary readers \

X perceiveiit, is presented without any explanation, as if it were part
of oyr everyday world. It is not even described as something extra-~
ordinary, and is usually introduced casually into the narrative. At
the_éeéfﬁniﬂé of Cortfzar's story, the protagonist sends a letter to
the owner of‘én.apgrtment in which he is temporarily ;tgying, and

--ekpléins.his discomfort at having to conform to the strict order
imposed by the meticulous disposition of the objects in the rocms. He
rebels against the restrictions of his liberty in this "orden cerrado,

construido ya hasta en las mfs finas mallas del aire” (p.19), and

mentions the additional inconvenience of the "conejitos". After

without any transition to the account of the little rabbits which he
periodically vomits. This absurd occurrence is narrated as if‘it vere
"absolutely nofmal and understandable: "Justo entre el primero y
segundo piso séntf que iba a vomitar un conejito. Nunca se lo

habfa explicado antes, no crea que por deslealtad, pero naturalmente
uno no va a ponerse a explicarle a la gente que de cuando en éuanaal
vomita un conejito" (p.21). Whatever psychologica{ explanations

one may offer as to th; meaning of the protagonist;s obsession, the
fact remains that the s;pernatural events are presented without the.

mediation of a rational narrator who invalidates their authenticity.

The reader can only perceive-the situation from the point of view of

-

~

the protagonist, since no other focalizer is preéent. If the reader
adheres to the code of the text as presented by the focalizer, he

cannot legitimately discard the events as pure imagination and inter- .
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pret them symbolically. He must accept them literally, as he would if

he wvere reading a fairy tale. Both of these modes of vriting can be

iﬁFEFpTEtEd symbolically, hovever, if the reader n{%ly:es certain

details pertaining to the general semantic impiicati@ns of the narrative.

In the case of Cortfzar's story, the falsely ;epentgﬁt lang:
narrator, the contigual cr:ipi;iats';bcutlhi; restriction of freedam,
his obvious delight in describing the havoc that tﬁe rabbits have
wrought on the furnishings of theigpartment, and big general neurstic
behaviour, justify the reader's examinatign of the focalizer himself
-and conclusion that he :ebelé against the rigid order of society that
has driven him insane. But this interpr;taiiap, although necessary
for a fﬁil explication of the stary,*isrénly sgcéndary to the object

. . ; . s X . ; ") . 20 .
of focalization, in an obvious hierarchy éf'mean;ﬁg. The primary

. . .
interest lies in the plot, in.the masterful account of absolutely
. .
absurd events in a perfectly realistic setting. "o
it {Esghfgiﬁggsenée of a realistie framework that ;anstituxes

the primary difference between magiéal realism and ﬁure fantasy, such
as that found in fairy tales and various modern "literary aivertissements".
Ngt only is the story set in a normal, contemporary world, but>it also
contains many realistic descriptions of man ;néfsgéiety! In Asturias' —
‘novel, we see the injustice of the exploitatiom of the Indians and
their land, the problems facing an Indian ladino when he collaborates
vith the whites (see the chapter on Tomfs chhéjén), the conditions
‘inside the prison where Nicho Aquino is confined, and many other
situations which may well arise in a realistic novel. Cortfzar's

o

narrator describes in great detail the interior of the apartment, the

increasing problems he faces at work, and the destruction caused by the.
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fabbits. This realistic detail is essential to magical realism, but
it is impossible to determine the borderline between sufficient and
insufficient realism. Any definition of a literary mode or genre is
useful only if it is considered as a reading code or a guideline vhich
"is not too vague, and yet not so inflexible that it applies to a very
limited number of narratives. There will be many cases where a
particular work may fit into variogs categories, or where it does not
redlly fit into any. In the case of magical realism, there are many .-.
such borderline-n;r;atives. "El leve Pedro" by the Argentine writer v
Enriqar’ﬂ;derson Imbert,21 is a story in which there is too 1ittie s
realistic detail for it to be considered a model exaﬁplgg The plaﬁ is o -
vithoui any complicated ramific1}ions, and the description of the
events is as brief és possible. The narrator only tells us that Pedro,
after a grave aAd undiscloséd iilness in which he lost .a lot of veighé,
suddenly feels lighter every day until he finally "falls" into the sky.
The eventzgs'ho more absurd than the plague of rabbits in Cortfzar's
;tory, and yet there seems to be a great difference between the two
narf¥atives. Whereas the first person grataganigt/ga:ratgr:inhahits=
an obviously contemporary, well-defined world which is described with -
many realistic details, Pedro is hardly charaete#i;eé, l;?gs in a-
place which is so. vague that it could be aﬁyﬁherég and suffers an
ailment that is depicted in oﬁly very broad Gutliges! The it%lé is
not that of psychological realism, ag in the case af Cﬁrtéz;r'g étﬂrx,b,
but that of a fairy téle. The stbfygig tgid by:iighird pgrsén?g
na;rator wvho gives us onlf the bare essentials of ;hé;plat and adheres
to a "restricted" focalization where the resder ig nhot told what the

characters are thinking, except when these thoughts are verbalized in-

[N
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direct dialogue.22 The prdtagonists are more like fairy tale figures,

with a minimum of characterization, than complex literary characters,

s

such as in the case of "Carta a una sefiorita en Par{s" with its
> dramatized narra£or. L

Whereas "El leve Pedro" is a borderline case between an absurd
anécdgte and a mggiéo—realist sfory becﬁuse of a lack of realistic
detail in the depiction of the level of the natural, the short

23

narrative "El soff", also by Anderson Imbert,“~ falls into the same

indefinablé category because of lack of detail on the level of the
supérﬁatural. Since the framework of the story is exclusively .
re;lfstic, it\dées not prepare the reader for a supernatdral dénouement.
The order to manufacture a sofa for ; hotel roam in which two film
stars vill beAstaying, the realization of the cabinet-maker that the
actress is his formef wife, the meti;ulous preparations of #he ex-
husband who builds the sofa in such a way that he will be able to hide
inside, be smuggled into the room and kill the tv; lovers, and his
éyffering at seeing the happiness of the intended victims from his
hiding-place, set the scene for a realistic story of betrayal and
revenge. The sudden shrinking'ok the hidde; gan until-he has reached
the dimensions of a cockroach and is crushed by'his ex-wifefs lover is
. perceived as an absurd departure from the porms of the story. There

~ is no supernatural level coexisting witl the natural from the beginnipg
of the narrative, but a perfectly realistic story with an absurd

ending which lacks a coherent perspective, except from the point of

e

view of literary symboliém. -

This example illustrates the importance of a well defined code

of the supernatural in magical realism. The narrator must provide a
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consistent point of view so that the reader can accept the incredible.
Such is the case with Franz Kafka's "Die Verwandlung" ("The Metamorphosis™),
where the first sentence introduces the absurd subject of the story,

which is told with great realistic detail. The introduction immediately
fsgs’:x-.gxx‘
. , , , - .

sets the tone for the entire narrative: "Als Gregor Samsa eines

Morgens aus ugruhigga—xTriujep ervachte, fand er sieh in seinem Bett

oL -

zu einem ungeheueren Ungeziefer verwvandelt". The description of the
i ] P

metamorphosis itself is spxaatterﬁafsfgct and detailed, that the

2

regder uﬂfESEFVEdlY aceepts the incredible event. The insect into

vhicb‘the protagonist has been transformed is desc%ibed as having .a
back as hard as armour, a rounded, brown belly and innumergblg legs.
Samsa's surroundings, Wwhich are perfectly normal, are also described

in detail: his small room and its table covered with samples of

material used by the travelling salesman, the picture in its golden

-

frame and the rain outside are typical elements of a realistic

setting. Samsa's hideous transformation does not produce a reaction

of surprise on the part of the other characters so much as one of
horror at his ygly form, and consternation about the consequences,
T%g-metamérphasis is therefore perceived as a sad and shameful event,

and the reader's response is determined by the focalization, both by
the protagonist and by thé fgmily,

"Die Verwandlung" is undoubtedly a very different type of magical

realism from that found, in Hombres de mafz or "Carta a una sefiorita
fn Parfs". In both latin Amerfcan narratives, the focalizers have a
definite identity and are characterized by a particular world view.

- Although the reader must accept the role of identifying with the”
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considers the narrator as unri?iable,~or in any case, as having a
different perceptiom of realit&. He willingly adopts the point of
view of the Indians or the insane protagonist of Cortfzar's story,
but if he were to analyse the semantic content of the narratives, he
would be able to distinguish between the natural and the supernatural,
and ascribe the different way of thinking of the focalizer to a
particular type of mentality. This is the case whether a third person
narrator adopts the position of various focalizers, or whether the
main focalizer is also a first person narrator, as is "Carta a una
se?’riga en Par{s". 1In "Die Verwandlung" however, the protagonist

primary focalizer is a normal, rational travelling salesman, who
neither believes in mystical powers; nor suffers from a stage of
advanced .psychosis. The supernatural event which occurs is described
in aweat detail by Gregor himself, and is obviously accepted by the
other members of the family. That the metamorph031s is not a mere
figment of Gregor s 1maglnat10n 1s obvious at the end of the story, when
the grieving relatives experlence a Joyous sense of relief at the
salesman's death. The extraord1nary transfqrmatlon 1s'thus authentlcated
»by the third person narraﬁhr not only vhen he adopts the focalization
of Gregor, but also when he 8hifts his point of view to that-of‘the
parentsf This tragedy is consistently described througﬁéut the étory?
but it ;s imbpssible to ascribeAthe'events to a parficular Qorld view,
. a5 in the caée of Asturias or Cortézar. The'extraordinaiy event seems
eniirely abéurd, without any foundation either in the cultural back-
ground of.a certain people, or in the mind of en iqsane man. It is

’ A

the original creation of an author who realizes that in fictio

evgrything is possible, and that it is unnecessary to base h



imagination on tradition. Althéugr it differs in these respects fram-

the two Latin American narratives, it is still an example of magical

[

realism, since both the natdral and the  supernatural are present, and

both are fused ip a consistent perspective.
L ]
L J
‘In the case of the narratives discussed up to this point, most

rigiters would h;ve’na difficulty in-recognizing the presence Df the

supernatursl. %ie problem arises when the fictitious world can be

neither clearly rejected, nor accepted. IMuch occultist writing falls

into this cdategory. Whereas most re&ders would not lend crgdeﬁce to

taleg of r eincarnatlx:\ni metempsychosis or telepgthy, there are many

people who. believe in.these phenomena. 'Thé latter kind of resder would

obviously not consider a story about such things as magié@=realisti

but as quite.rea;isfic- From his point of view, there is therefore no

fusjon of the natural and the supernatural, since the éupe;natural

simply does not exist in these narratives. Is it legitimate, however,

to define a mode of writing according to the beliefs of individual

w

t wvere, the definition would be entirely subjeetive'&nd

('8

readers? If
useless. The presence of the ig?iiea reader- in the text partially
salveslthisgpréblem;i Although an author may sincerely ﬁelieve in

. ;cgu}tisﬁ.:éndladd%eés his stéry to receptive minds, the reader
"'the;téitigeliéves iﬁ‘ééﬂvéﬁtiGﬂE%}ﬁéﬁﬂs of reasotn, and thus
&iffE's" ai\the intended regdgr, Since any definition of the
supernatural is. ult;mately b&sed on the beliefs QT a CEFtElﬂ\
éulture, ;ﬁ 7 1 always be . arb1tr5ry ‘from an abéai&ie polﬁt af~v13w,

but less so than 1f;1§ dEPEﬁdag entirely on the individual. ‘A

gengral cﬁﬁsepsué must be régched if one is to be able to define

L]
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anything. Since most educated readers in this day and age do'not
believe in occult phenamena, then these should be considered as
zsgerﬂaﬁgrgli that is, something which contradicts the lawvs of nature
_aé ve know them. This kind ﬂf.definiﬁian is of course relative, since
the supernatural may be defined quite differentl; in the future; but
for our purposes, we define "supernaturai" im this wvay, and consider
occult phenﬁmena as such.
Whether the intent of the author is to demonstrate the possibility
gggssfaf a certain occult event in which he fiﬁmly believes, or wéether it
isiﬁerely to base his literary creation on concepts of occultism he
does not believe in, the resulting text is not necessarily affected
by these intentions, although excessive authorial jﬁstificati@n énd
' explanatory comments may be detrimental to its guality. 1In both

cases there is a fusion of the natuial and the supernatural ‘which the N
reader must recreate according to the code of the text. An exception
to this is occultist writing in which the author painstakingly and
pseudoscientifically explains the supernatural phenomena: in £hi5
case we have a treatise on demonology, metempsychosis, ar‘any other
aspect of the occult. The narrative @gst be written as a lite?ary
text, and not as a dacumgnt or as a scientific demonstration of a
p;iﬁciplé;f“éhese are simply occultist writings, with none of the

- éfféet of magico-realist narratives.

An example of magical realism which is on the borderline of
occultist literatute, but still falls within the category of the
former because of itsestatus asia literary:textitﬁs the greater part

2

of Adolfo Bioy Uasares' writing. The supernatural events in his

=

Q

stories and novels usually beiang to the doamain of oceultism with their



emphasis on telepathy, the simultaneocus existence of sevgrgl.plgnes

of being and metezpsycﬁggis. "En memoria de Pguiin;"gg begins as a
realistic story about a common situation --that o} a,rival vho wins
the affection of a woman who has been the beloved of another man since
Eeginning, vhen the protagonist and first person narrator expounds on
the identity af the souls of Paulina and himself: "Nos parecimos tan
milagrosamente que en un libro sobre la final reunién de las almas en
el alma del mundo, mi amiga egeribif en el margen: las nuestras ya

se reunieron” (p.7). When he discovers that Paulina could not possibly

have visited him on his return from Paris because she had been murdered

twvo years ago by her new admirer Montero, he is not at all surprised

"Lo cierto es que Pauline me visit§ anoche. Murid sabiendd que el

matrimonio con Montero habia sido una equivocacifn --una equivocacién

atroz-+ y que nosotros &ramos la verdad. Volvib desde lg mue%te. . .
(p;ED).E This explanation is given with such certainty that tﬁe readér;
does not question the incredible event, since it ébviausiy helgngs

to the code of the story, in which the natural and supernatural are
fuaea.'tﬁhen the protagonist suddenly realizes that this i& not the
right explanation and that Faulina's ghost never came to visit him, the

nevw expl&n&tiaﬁ he gives is accepted just as readily by the reader.

-

It was not Paulina's spirit which had visited him, but the "msns;riesa'
fantasma de loe celos de mi rival" (p.21). He reconstructs the
occurrence in great detail and deduces this explanation fram various
circumstances. Whether the reader considers the‘gpggritian 88 A

hallucination or dream of the protagonist, or whether he accepts the
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pdésibilitj of the fran;missioh of thoughts and images between two
people, is Immaterial for the classification of the story as magico-
realist. There aré definitely two ievels of reality according to aﬁr
definitiqn, even though these are not presented.as antinamious in the
text. The focﬁlization throughout the story is consiétént, and the
foqalizer,«vﬁosé thoughts are given to us’direcfiy_by a first person
narrator, has a hcﬁogeneous conception of the world, in which the
gouls of the. deceased can visit,the living, and thoughts can be
transmityed. The extraordinary events which occur in the narratives
of Bioy Casares are all supernatural from our.point of vi;w, but
perféctly plausiblé in the fictitious world of his stories. The
preservation of a de;d.mah's spirit within a small gadget ("leos
afanes"),26 the transmission of‘thoughts and their projectibn into-
somebody else's dreamé‘("Moscas y arafias"),?7 the existence of a man
“on two simultaneous levels of being ("la trama celeste")28 and the

transformation of a human being into a diminutive creature ("la

sierva ajena")29 are all supernatural events which are narrated as if

|
they were.quite possible, even if out of the ordinary and slightly ~

mystifying.' They &1]1 occur in a contemporary and normal world with
its usual variety of comman problems and preoccupations, and this
places the stories well within the realm of magical realism.

Another kind of narraetive which may be linked with this mode is

one in which an extraordinary, even if not exactly supernatural, event.

is focalized by an unreliable narratdr. The event, although highly ‘

implausible, is accepted by the reader in the same way as the vomiting

of rabbits in "Carta a una sefiorita en Parfs". 1In Cortfzar's

\"Bestiario",3o the strange presence of the tiger in the Funes' house



is‘ne?er exp}ained, but iﬁtrcdueed casually as if it were quite normal.
When Inéé voiceslher apprehensions about young Isabgl'é stay in the
Funes' house, she does not éven seem particularly wvorried about the
“tiger's presence: "A m{, c%éeme‘qué no me gusta.que ng; -=dijo

Inés--. No tanto par el tigre, después ﬂé;ﬁédé cuidan bien ese
_aspeeto. Pérg'la casa tan triste, y ese chico solo parizjugnr con
alla;'. l"-(p.13§)i The animal ig:égmenaée in the house, and one
member of the family must‘ali&ys find dut vhere the tiger is so that

the dtﬁers_caq.enter thé roam in safetyi>,Why the family keeps a tiger
is neverAexplained; and the Tagt that.they cannot lock igxﬁp or. do
anything to eliminate the danger is ‘even more éxtraordinary.. It ié

seen as a mysterious presence in the house, but accepted as unavai&able.
Isabel is afraid to ask Rema anytﬂsng about the tiger, bééausg theﬁlétter
"parecia éncontrar en eso algo tan obvio y necesario" (p.155). The ’
girl, however, realizes that in spite of Nino's explanations, 5§e>has

not been able to solve the mystery, since "las razones importantes

‘continuabari faltando" (p.156). The tiger is never déscribéd_ﬁy any

L 4

reader wonders whether such an animal efists at all in the house, or

whether it is just an obsession on AHié part of the whole ?amilyi Aftér_
Isabel has given false information BE Yo the whereabouts of the tiger’
and Nene has entered the library, which is empty according to the
testimony of the young girl, the family hears screams from Nene, Luis
knocking on the door of the library and don Roberto with his daggir
trying to get to the victim. It is obvious that an accident has taken
place, and the indications of the story lead one to interpret it as

. ~ .
an attack by the ferocious tiger. Although the situation can be

/
{
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uﬁdérstégd symbolically, it is presented as true on the literal level

as well, according to the focalizer and the narrator. No indication in
the story permits one to think the contrary. As far as the referential
level of the narrative is concerned, a tiger really exists. Since

its presence is so implausable and inexplicable, h@wever,‘the reader
sees it as something unreel, even if not supernatursal. Even if he
‘accepts it according to the code of the story, the situation in itself,
and not in the context of a fictitious world where anything is
permitted, is seen as highly unlikely. The tiger's presence and

menace ¥¢ as inexplicable as the transformation of a man into a coyote,
and whereas the unreal cannot bérequated with the supernatural, the
structure @f tvo antinomious codes which are fused in the narrative is “~
very much like that of the magico-realist works discussed so far.
Cortfzar's "anibus",31 in which the aggressive behaviour of the
passengers on the bus towards Carla is perceived as extraordinary and
quite improbable, would also fit into this category, in wvhich the
inexplicable event or situation is not merely the obsession of a
particular individual, but endorsed by an impersonal narrator, described
realistically, and set in a normal and plausible framevark: Ir
stories of this type were discarded from the mode of magical realism,
it would be very difficult to find another category for them. They
‘are not examples of the fantastic, of science fiction, of the occult,
or of pure fantasy, so it is only reasonable to take into account the
similarities between them and more conventional magico-realist
narratives,

What we have attempted in this chapter is to discuss and clarify



examine the importance of the presence and fusion in the text of the
natural and supernatural. On the basis of these antinomious coded(|)

1 .
have established something like a typology, which is far from complete,

It is not a thematic texinomy, but a typology based on certain narra-

I

tological criteria. Since th perception of the code of the super-
natural is determined by the focalizer and communicated to us by the
narrator, it is important to analyse the identity of the focalizer,

and the narrative voice. It is not the supernatural motifs in themselves

that distinguish one magiéaérgglist vork fram another, but the

coherent world view presented by the narrator. In Astufias' H@n§f25

de maiz, the identit} of the focalizer is easy to establish. He is
an indigenous inhabitant of Guatemala who believes in the superstitions
of his forefathers, and is at the same time acutely aware of the social
problems he must face. Sorcerers and nahuals are considered by him as
part of his everyday world, and he interprets his surroundings according
to a definite code of archaic thought. In Cortézar's stories, the
supernatural is not a social phenomenon shared by a whole culture, but
a psychologiéal and individual creation, even théugh it may be rooted
in a particular ethnic group. Whether the events are actually super-
natural or merely unnatural, as in "Bestiario", is a more important,
yet often move\difficult, distinetion, than that between the super-

{
natural deﬁcribza By a first person unreliable narrator, and that
presented %y a third person narrator who adéyts the focalization of the
characters, such as in Kafka's "Die Verwandlung". The focalizer may
believe in the occult as a means of broadening our experience, but still
be a sane, educated and balanced individual, as in Bioy Casares'

stories. The type of narration is an important way of distinguishing



between the various kinds of magical realism. Anderson Imbert's "I

leve Pedro" ig seen as a borderline case because the narrator does not

supply sufficient realistic details. He tells the story as if it were
a fairy tale, with minimum characterization and description. 1In
Kafka's story, on the contrary, the narrator gives us many detailed

descriptions of actions, setting and character. Hombres de maiz is

written in a highly poetic, expressionistic and surrealistic manner,
wvhich contrasts sharply with the precise and more objective type of
narration in "Die Verwandlung". Is these two narratives, the natural
and the supernatural are presented in different ways by the narrator,
and they also belong to different codes of percgﬁtian on the part of
the fQEEii;EF, but they are both examples of magical realism. »

In order to define a story as magico-realist, it is not a suffi;ieat
condition thaﬁ the natural and the supernatural are present in thé=t§:ti
The degree of presence of these two codes is essential in determining
to which mode a particular narrative belongs. If there is insufficient
‘realistic detail, the story tends towards the fairy tale or other types
of pure fantasy. If the supernatural does not constitute a coherent
c@dé,vit is perceived as out of place or absurd, or as a aream or
hallucination within a realistie narrative: A dream abggt the super-=
natural, narrated in the form of free indirect discourse within the

framework of a realistic novel, does not transform the’ narrative into

an example of magical realism.

The Natural and the Supernatural in the Fantastie

As in magical realism, the degree to which the natural and the super-

natural are present in the text is of utmost in?art;ncejiﬁ the fantastic,

1
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If a supernatural event is introduced at the beginning of the narrative

and not mentioned again, the effect of this extraordinary phenamenon

-

is quickly destroyed. In Cazotte's Le Diable amoureux (1772), 32 which

is considered to be the first fantastic narrative by ¢ritics such as *
Todorov and Bessidre, the apparition of the devil in the ruigg and

his &:Bfequent tfansformation from a hideous camel‘into g.spaniel @nd
then into a beautiful young woman is perceived as an utterly improbable
beginning hardly connected with the rest of the narrative, in which
the adventurés of a young couple are described. Although Alvare knows
that his belove& Biondetta is actually the devil, she behaves like a

) -’
normal human being, is emotionally and physically vulnerable, and gives

>

# no indications that she is the devil in disguise. Even when we are
told at the end of the story that Biondetta admits she is the devil and

temporarily changes into a monstrous camel ﬁgain, there is little
. '

apparent unity in the narrative, except on the symbolic level. Alvare

himself wonders whether he has been the victim of an illusion.

Although le Diable amoureux is certainly a fantastic story, the

code of the supernatural is not maintained throughout the book, and

the reader is not constantly remiﬁded of the antinamy between the
natural and the supernaltural. Wr Mérimée's "La Vénus d'Ille",33 on
the contrary, is A remarkably effective example of the interplay between
thé two codes. Thé reader can never forgét the presence of the super-
natural, although the story is narrated‘in the most realistic mannerv
possible. The first pe}son n;rrator, a distigguished and erudite
arch@eolbgist, stands in continual contrast to the beliefs of the

superstitious peadants and the extraordinary occurrences in the story.

The motif of the supernatural is introduced right at the beginning,
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vhen a Catalan peasant tells the visiting French archaeologist about

the idol which has recently been unearthed. The peasant is convinced

qu'elle vous dévisage. . . . Elle & )'air méchante. . .et elle 1l'est

a conviction shared by the host's wife and by & young loaut who hurls a
stone at the statue. The first mysterious event ﬁiiﬁessed bty the
archaeclogist is the violent rebounding of the stone, which injures
the young boy on the head. Even though the boy is convinced that the

idol deliberately threw the. stone at him, the narrator rationalizes

the event and explains that it is "&vident que la pierre avait rebondi

sur le métal, et avait puni ce dr8le de 1'outrage qu'il faisais 2 la

[s%

"~ déesse"” (p.ég). He campletely dismisses the superstitions of the

peaganté, and since we see him as a reliable narrator, we share his
point of view. But when he himself admits that the statue has a

"caractire &trange", and expresses "malice arrivant jusqu'd la méchanceté",
"quelque chose de féroce” and an "{ronie infernale" (pp.97-98), the '
. I .
reader ‘'no longer accepts the narrator's angry dismiggil-af his own
; oW

reactions, but dissociates the narrator from the impliedi author §hg is f
mdking him constantly méfé-gvare of thé code of the superpatural. Th;:
§u?2fstiticus fear of the bride about marrying on a Friday, the
association of this di& with Venus, and therefcre vithiéhe maleficent.
ZKEFatue and its "diabolique figufe? (p.106), cambine§ with Ehe terror !

of the groom Alphongg who claims that the siatue_tensed[her finger so f;
that he could not nove the ring he had placed on it vhile he was
playing tennis, cansﬁantly refer to the level of the supernatural.

When the narrator dismisses the alleggti@ns of Alphonse about the °



statue's desire to keep his ring since she is now his bride, the

reader cannot share his certainty that the groam only believes this

because he is drunk. The mysterious death of the groom, which appears
to have been caused by a huge iron circle crushing his chest, the

absence of any rational explanation of his murder, and the declaration

e that she had seen the statue kill him, affirm the presence

-y

f his wi
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of the supernatural, even if the narrator and his host rémaiq sceptié&ll
~about the irrational explanation which seems, hawéver, to.be the only
satisfactory one according to the code of the étary. The thgpe of the
!superﬂaturgl is developed subtly and coenvincingly throughdtit the
narrative. 'y _ .
Whereas Mérimée painstakingly introduces the supernatural by

means of the unreliable testimony of characters in the story, constant

-]

llusions to the strangeness of the statue, and the reliable narrator's

admission of uneasiness about it, the first person narrator of

2 T ' Py " L
Anderson Imbert's "Viento ngrté'z

starts immediately with a reference
to the uncanny. A "fuerza inexplicable" (p.21) impells Masaccio to
draw a sketch of a convict being sentenced. Since he has never been in

cguig, nor seen a man resembling the figure in his drawing, he is

bevildered by the content of the sketch, ;nd:fegls as if it had been
~dravn by someone other than himself, "éue se habfa metido en el
cuerpo de Masaccio y desde adentro le conducfa el brazo" (p.21). The

am of the setting and the detailed features of the criminal

15

real

surprise him just as much, since Masaccio is an illustrator. When the

13

astonished at hearing the blows of a chisel when everyone else is
. . . ' >
sleeping the siesta, he is horrified at recognizing the sculptor as the

criminal in the sketch he has just drawn. Even more inexplicable ig the
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céinciﬂenee that the sculptor Donatello is working on @ gravestone
with Masaccio's name and dates of birth and death engraved on it. When
Masaccio attempts to clarify the mystery of his sketch by asking
Danatello if he has ever been in court, the sculptor becames furious
at wvhat he considers toc be insulting insinuations and a breach of
hospitality. Inebriated and irritable because of the L5°C temperatures,
Donatello murders his visitor with a chisel, thus fulfilling the
fate that the tombstone had predicted. The code of the supernatural
can be interpreted in various ways. If we accept the explanation of the
dramatized narrator of the story, the event was an "embrollo de
tiempos: todavia en el pasado cierto presente fue ya un futuro.
Un misterioso cataclismo c&smico. Las vidas de Masaccio y Donatello
se entreveraron, camo si dos trenes que corrieran paralelamente
" descarrilasen, saltasen de las vias, chocasen en el aire Y cayesen

entrecruzados" (p.29). We may also see it as the mysterious force of
-

fate which, in ;ﬂrgnexpiiéable manner, drives both men to portray their
Aestiny through their particular medium of art. Whatever the explanation
may be, thé theme of the supernatural is emphasized throughout the
narrative, . |
The introdyction of the supernatural at the end of a story,
unless there have been sufficient indications throughout of the
@

possibility of an exceptional event or situation, leaves the reader

unprepared to accept it. What Louis Vax calls the "sfduction de
35

[« L% )

1'étrange" is essential in the mode of the f#ntastica The Btructure

] . .
and style of the narrative must develop the code of the uncanny, the

inexplicable and disturbing, before the reader can be affected by the
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description of the supernatural event. In Augusto Mario Delfino's
story "El1 teléfono",36 & realistic plot about a family tragedy in
which the father dies ends with the ungxpected information that the
de;d man has.telephoned his daughter from a railway station long after
the accident. The two simple words which Hebe pronounces after re-
placing the telephone receiver --"Era pab&" (p.156)-- appear ridiculous
rather than disquieting. Nothing in the story hes indicated or
foreshadowed the presence.of the supernatural, which therefore has
little effect. Hebe's . affirmation that she has communicated with her
father cannot be dismissed as the hallucination of a grief-stricken
daughter, since her reactions to the extraordinary telephone call are
clearly described by the third person narrator gnd observed by her
sister Berti@f She is the object, not the subject, of focalization,
when she realizes who is speaking, turns pale, and when the tonversation
has terminated, smiles tenderly; her responses to the caller are also
given, so that there is no doubt‘’as to the reality of the event.
Although this story falls within the category of the fantastic, it is
an unconvincing and poorly constructed example of the'mode.

Whereas it is relatively unproblematic to d;termin; whether the
code of the sﬁpernatural is sufficiently coherent ihta fantastic
narrative, it ‘is much more difficult to decide what is to be considered
as a supernatural event or situaiion. In.ourvpreceding discussion of
borderline cases of magical reiliam, we pointed out that Cortfzar's
-'ébétiafio" cannot be unambiguousl& classifieé as'maéico—reglist. since
there is, strictly speaking, no supernatural event, only an extraordinary
and implausible situation. However, since one can argue that this

v

situation is unrealistic in camparison with the remainder of the text,



it is Justifiable to include this narrative in the mode of magical
realism. A similar problem arises with respect to the fantastic. Do
we discard a narrative fram the mode because it is not unambiguously

supernatural, only unbelievable?

A case in point is CortAzar's "la isla & gedi@dig",jT in wvhich an
‘airline steward vhose plane flies over a certain Greek island every
day at noon finally resoclves to travel to the island and lead an
idyllic existence there. After he has been on the island for a while,
he rescues a fatally wounded man, who has managed to swim ashore after
his plane crashed. The rescuer Marini suddenly realizes thi% the dying
man is himself, and the third person narrator ends the story by
informing ussthat the Greeks "como siempre estaban solos en la isla,

y el cadéver de olos abie;tas era lo Qinico nuevo entre ellos y el mar"
(p.127). The reader must then reinterpret the preceding pages of the
story as the vivid day-dream of Marini, who continued his fantasizing:
even while he was struggling to reach shore after the crash. 1In this
case, there is no supernatural phenomenon, such as astral projection,
in which the body of Marini remains on the plane while his épirit
wanders around the Greek island. The surprising éﬁding is caused by

the ddept and realistic narration of Marini's day-dream, in which the

steward is the sole reflector. This interpretation, however, is not

idyllic existence on the island. Nor would he be Ble to see the plane
above him, as does Marini on the island, and vate it crash into the
sea. The focalizer of the tragedy is not in the plane, but definitely

on the island. The description of the dying man's bleeding throat is



too detailed to be only in his imagination: the rescuer looks at his

"cara lléna de espuma donde la muerte estaba ya instalada, sangrando

por una enorme herida en la garganta. De qué podfa servir la respira-

cibn artificial si con cada convulsidn la herida parecf{a abrirse un
poco mfs y era como una boca repugnante que llamaba a Marini. . ."

(p.126). >As the rgscued man dies;ithe narrative vcice:ehénges from

the fregrgniirgct discourse which coaveyed Marini's thoughts to the

commentary ;f an inviéible spectator. The super?aturﬁl code seems

to prcgid; a much more satisfactory explanation of the events: as

soon asréhe inJured man dies, his spirit which has been on the island h
: cén:ﬁé-lénger observe what is going on ‘arouynd him;&siﬁée it is

destrgyed!by the death of the man. This code is créated entirely by
. * . . =

‘the type of focalization and the narrative voice, uhicﬁ eliminate the

_poseibility of a realistic explanation. We cannot simply consider

these nsfrafive devices as a way of misles&iﬁg the reader inta '

accepting Qne:nafra£i¥e syntagm (Mgrini's:st;y on the islgﬁd),i&ndi.
then diséévering uneipgctedlyrthat a contradictory syntagm (ngin%’g;
accident) desfréys the validity:of thg:farmefi The sequential juxta-
position of two céntraﬁictary syntaghs is not merely a gratuitous )

=

trick played on the reader, but a means of cfégting the fantastic.
The consequences which are logically drawn from the detailed focaliza-
tion by Marini of his own body must be-unconditionally accepted by

the reader if he does not vant to misread the tgxtgi Thus an event

wvhich may appear as merely strange when interpreted as the excessively
vivid daydreaming of Marini while the plane is crashing becomes
unambiguously superngturgl’if one follows the indications given by

the text.
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A much more problematic example of what is to be considered as a
supernatural or merely uncanny eventAis Eduardo Mallea's "la rosa de
Cernabbig".38 The florist's daughter Berta, who hopes that one day
the promised and almost legendary rose will arrive from Italy to take
her awvay from her monotonous existence, ieveléps & paralysing-fegr of
the rose's arrival after she has EEEﬁahappily married and no longer
has any reason to desire a change in her 1ife,‘ As she becomes pro-
gressively more agitated, she persuades her husband to take her away.
But wvhile they areg@vaiting at the station, an inexplic;blé terror
overcomes her: 'se detuvo en mitad de .a frase, fulmin;dg camo
exanglie. Se 11%?5 la pflida mano a 1a‘gnréaﬁtag los ojos se le
salfan de las 6rbitas" (p.186). When her husband returns with the
bottle of gin to revive her, he ﬁeets-a mé;senger carrying the
beautiful rose of Cernobbio. The affirmation th&t "Ismael SUpo que
ya era tarde” and the preceding description of his wife who "dej '
caer la cabeza hacia atrés con los ojos fijos y abiertos, y la
frente fria y transpirante" (p.186) suggesﬁ that she has died of
terror. Her reactions could be interpreted as én absessign, in which
case the story wcild fal

entirely vithig the domain of the natural.
The extent of her fear and her resulting death may be considered as an
example of the uncanny, but this interpretation dgéggig%*gféﬁﬁs&tié-
factory. Her premonition of the rose's arrival turns out to be .
correct, and we can find no explanation of her apparent knowledge of
the fact. After so many years of waiting, there is no reason why

the rose should be expected to arrive at that precise moment. Although
a realistic explanation of the incident may still be sought for in

coincidence (Berta's obsessive fear reached its culmination at the



same time as, and not because of, the rose's arrival), the eode of the
superpatural is definitely indicated by the text. It is not unambi-
guous a3 in "La isla a mediodfa”, but the fact that it provides a
possible interpretation of the story Justifies our classifying the
narrative as an example of the fantastic.

ust as a coherent code of the supernatural is an essential

"Lm

characteristic of the fantastic, a realistic framework is indispen-

b In "la Vénus d'Ille", Méfiméerpaiﬂgt;;;ngly provides a wealth

]
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1

of realistic detail in order to make the supermatural more credible.

Ledrned discussions about the origins of the statue and the meaning

1

of the Latin phrase engraved on it, detailed descriptions of the

wedding preparations and general, obJective observations by the
erudite narrator about his surroundings provide a setting in which the

supernatural seems profoundly disturbing. The more the reader can

identify with the fictitious world, the more strongly he will react

to the supernatural events in the text, which are not merely dismissed

as symbolic or imaginary by the reader of the fantastic, because they

are presented in & convincing manner. The less credible the events

appear, the more the narrative leaves the damain of ~the fantastic to

Some authors go to great lengths to create the appropriate

effets de réel,BQ or elements of the text which do not advance the

B

plot or add to characterization, but simply provide an atmosphere of

reality in order to authenticate the extraordinary events. Federico

; ", ! . ; . . .
eltzer's "A E;rilachg"'g is an excellent example of the proliferation

yn
]

of apparently gratuitous details provided by reliable authorities in

order to lend credibility to the ghost. The story is a simple con-
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catenation of nine fragments and lacks any form of commentary by a
primary narrator. The reader must reach his own conclusions about
the events described in the fragments, as the singular® occurrence is
not explained. The first fragment is a brief note by the stafion master
that train no. 112 has departed aéé@rding to schedule. The second
paragraph contains a statement by the ticket inspector that everything
wvas in order, except that the passenger of a certain compartment seemed
extremely pale. In the third section, entitled "Expositibn policial
de Ceferino Troitifio", we learn that a passenger has left the dining
compartment without paying and disappeared the next day. The féllaﬁiﬁg
letter sent by another passenger, Margarita, to her friend, relates her
lengthy conversation with a pale young man called Hern&n JAuregui.
This information is Qﬁnfiﬁieﬂ by a passenger who offered employment to
Hernfn during the train journey. The sixth fragment is a brief
telegramme to the station master of Earllcche stating that the passenger
in the sleeping compartment 25/26 has locked himself in, and that the
police should be called immediately. A short fragment from Hernmén's
diary is followed by a telegramme that a dead man has been found in
the locked train cégpartmgnt. In the ninth and final szection of the
story, three doctors inform the police of the results of the autopsy
in writing: Hernfn JBuregui! died of a heart attack between L and 5
o'clock on January 20, a few hours after the d2p§rtur§?§f the train.
As we are given no other information, we must reconstruct the plot by
ourselves. We soon realize that the information contained in the

a
various frggmenté is contradictory. Hern#n spoke to Margarita on
the evening of the second day of the Journey, according to her letter,

and this meeting is confirmed by the man who offered him employment
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(fifth fragment). From the waiter's description of the passenger who
left the dining car without paying, we can deduce that the latter is
also Hernfn. The 1§gicgl implications afx§he information given are
that Hernfn indeed died soon after the departure ¢f the train apd that
his ghost was seen wandering around for two days. Although the story
is so constructed that the supernatural eve 5t is convincing according
to the norms of the narrative, too much emphasis is laid on realistic
detail and realiable narrators in proportion to the treatment given
to the supernatural event itself. The code of the supernatural is
reconstructed only after the reader has terminated the story, thus
losing much of its effect. .

A lack of realistic detail destroys the fantastié because there
is then no antinomy between the natural and the supernatural. The
norms of a certain code must be evident in the narrative before they
can be broken by a contradictory code. Stories in which the emphasis

is placed on the supernﬁtural, and which have no rea alistic framework,

belong to the damain of the absurd or the marvellous. Such is the case

)

Luis Borges' short stories and many selections

0

with most of Jorg
included in various anthologies of the fantastic. If there is no
realistic background against which the supernatural stands out, the
distinetion between magical realism and the fantastic also disappears.

In a short narrative fragment by Anderson Imbert entitled "Twice-Told
Ta.,]ke;%",’;‘l the brevity of the work precludes the development of any
convincing narrative code, so that the emergence of the supernatural

at the end is neither antinomious with .respect to the code of the
natural, nor integrated within it. It is impgssible to determine whether

the story is fantastic or magico-realist. The plot is very simple: =



man fleeing from terrorists finds a terrified boy hiding in a cormer,
persecutors. After the boy has closed the door which can only be
opened fram the outside, the boy disappears through the wall.

In conclusion, well developed codes of both the natural and the
supernatural are essential to the modes of the fantastic and magical
realism. If these codes are insufficiently developed in the narrative,
ve may leave the mode altogether, or have an gnsuccessful literary
text. GErard Genette points out in his chapter on "Vraisemblance et

motivation” in Figures II that one of the most important aspects of a

literary work of art is the fonctionnalit& of the individual elements

of the text. By this he means that each camponent of the text must

have an overall function in terms of the final effect of the work as a
vhole. Even if an action seems insufficiently motivated, it may be
valuable for the develomment of a key scene later on. Although it is
too simplistic to claim, as does Genette, that the "rendement d'une
unité narrative, ou, si 1'on préfére, sa valeur, sera donc la>aifféren¢e
fournie par la soustraction: fonction moins motivation", © his

X - _ . A _ . N N
insights are invaluable for the study of the fantastic and magical

realism, as well as of fiction in general. Each narrative unit in

the two modes discussed is useful primarily as a means of creating a

final effect of conflicting and complementary antinomic codes. Since
the reader must accept a more strictly defined role in these modes
ﬁhnn he would in a realistic narrative, and is therefore prepared to
read the text within the conventions imposed by them, elements which
may seem gratuitous or repetitive in realistic fiction enhance the

value of fantastic and magico-realist narratives, in which the

[P
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emphasis is on the contradictory world views.
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CHAPTER THREE

TWO TYPES OF ANTINMY

The Fantastic

Although the fantastic and magical realism are characterized by
the presence of coherently developed codes of the natural and the
supernatural, gndvare therefore structurally similar, the manner in
which these two codes interact in the text distinguishes the two modes
from each other. Whereas the antinomies appear to be fused in
magical realism, the contradictions between different conceptions of
reality are placed in the foreground by the author of a fantastie
text. 1In féct, the emphasis on cénflicting vorld views which cannot
be resolved according to the laws posited by the text itself is the
most important distinguishing characteristic of the fantastic. In
the first section of this chapter we will therefore identify and
describe, through consideration of a number of works of the fantastic,

the various ways in which the reader is confronted with the antinomy

5 —

between the natural and the supernatural. ﬁ%%‘%s%

The most direct technique of stressing a logical ‘contradiction
is the assertion of the narrator that a certain event contravenes the
laws of nature, but is not to be explained in terms of the supernatural,

in which he does not believe. He is therefore led to give a detailed

and moving account of something whose existence he denies. The

[

3
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contradiction in this instance is not only between an apparently
impossible phencmenon and a realistic setting, but alsoc between the
obvious uneasiness experienced by the narrator in the face of this -
event anﬁ'his categoric refusal to accept what does not cgnfarmité
his conventional view of reality, If the narrator flatly discarded
the evidence because he does not believe in the supernatural, then it
would be logical to assume that he does not feel threatened by it.

He would merely be confronted by a mystery which could eventually be
explaired rationally. However, this resembles a mystery thriller
more than a story of the fantastic. Such an unambiguous narrator may
be confronted by a phenomenon which he knows nobody can explain at the
mament because cmr knovledge of the world is insufficient. Yet he is
certain that the future discoveries of science will provide the solu-
tion. He might, fag example, witness several instances of apparent
telepathy, and even thaﬁgh he does not understand wvhat is happening
and does not believe there is such a thing, he will not bé distgrbed by
the phencmenon. The supernatural does not exist for him, but he does
not discard the possibility of something simply because nobody can
'explain it. He does not believe in it because he has no proof of
its existence, but if it were discovered eventually that telepathy
exists, he would then comwider it as part of the laws of nature. A
story based on such conditions would be neither fantastic nor super-
natural, We are in the presence of the fantastic when thé'narrgtér’s
pﬁiitude towards the supernatural is ambiguous, which occurs when he -
is disturbed by something whose existence he denies.

Such is the case in Maupassant's short story "la Main".l The

narrator is an examining magistrate who tries to solve a mysterious

1]



crime. One of his acquaintances was murdered by what sppears to be

the hand of a skeletony. Since all the doors and windows of the victim's
roam were locked when the crime took place, the only e;plangtién seems
to be supernatural. The magistrdte, however, vehemently denies the
existence of anything which does not conform to the laws of nature:
"N'allez pas croire, auvmoins, que j'aie pu, m8me un instant, supposer
en cette aventure quelque chose de surhumgiﬁ! Je ne crois gu'aux

cauées normales" (p.178). His attitude towards the crime seems to be
that of a calm,; sensible man who believes that everything has a logical
explanation, ;hich his duty obliges him to find; even though it mmy
sametimes'seem impossible. The contrast between his manner and that
of his audience is opvious.' Whereas he presents the case in an 5}
apparently objective way, his female vikitors are terrified. When he
talkgiabout another mysterious crime before he recounts the story
about the amputated hand, tke contrast in attitude is so e:aggergteé

»
that it seems to be artificial: |

M. Bermutier, debout, le dos & la cheminfe, _
parlait, assemblait les preuves, discutait les
diverses opinions, mais ne concluait pas.

# Plusieurs femmes s'&taient levées pour
s'approcher et demeuraient debout, 1'oeil fixé
sur la bouche rasfe du magistrat d'oll sortaient
les paroles graves. Elles frissonnaient,
vibraient, crisp€es par leur peur curieuse, par
l'avide et insatiable besoin d'&pouvante qui
hante leur &me, les torture camme une faim. (p.177)

In spite of the magistrate's calm and restrained manner, howvever, he
constantly betrays his emotions, thus implicitly contradicting his
repeated assertion that the supernatural was not involved. 'Mare

important than his confession that he believes that "quelque chose de

fantastique” (p.178) was involved in the crime or that he was "&mu"
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(p.179) by the circumstances of the murder is the implication of the

the crime must have a rational explanation, but on the @thér, he dwells
on facts and descriptions which clearly belong to the code of the
supernatural. He tells his visgtarg about the hideous, dessiccated
hand attached with an iron chain to a vall.af the victim's house, about
the occupant's assertion that these measures are necessary to prevent

. the ?and from escaping, and finally about the grisly details of the
murder. The victim's neck is pierced by five small holes and appears
to have been "gtranglé par un squelette" (p.182). Although the
magistrate does not voice his‘thaughts, it is obvious that he immedia-
tely suspected the hand and therefore briefly entertained the idea
that the supernatural was involved. At least this is vhatihis female .
audience and the reader are led to believe when the narrii?r tells

them about his initial redction to the fact that the hand is missing

[

and the chain broken:

Un frisson me passa dans le dos, et Je Jetais les

yeux sur le mur, & la place ou )'avais vu Jadis

1'horrible main d'écorché. Elle n'y était plus.

La chafne, brisée, pendait. (p.182)
Although the information he gives seems objective, the circumstances
of the crime all point to the same conclusion. The presence of a
finger from the dessiccated hand in the mouth of the victim, the
constatation that his room had not been entered by force, and the
servant's declaration that the victim had always kept a veapon with

%
him and often beaten the hand riveted to the wall, suggest immediately

that the author of the crime was the monstrous human trophy. This

conclusion becomes more credible when the hand, which is lacking a
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finger, is eventually discovered §n the dead man's tamb. The code of
the supernatural is even further reinforced when the mag&strgte tells
us that he had a nightmare about the murderous hand, which crawled
g\along his walls like a scorpion. B}
Although the narrator is profoundly distu{bed by the implications
of the crime, he refuses to accept a supernatural explanation. If he

did, the story would no longer be fantastic. It would be an example

of supernatural horror. In this case, howvever, the reactions of the

works. He is confronted by an event which he cannot explain rationally,
and is disturbed by fhe possibility of a supernatural cause. Since
he does not believe in the supernatural, however, he refuses any
explanation not based on his concept of reality. Instead, he tries
unsuc;essfully to attribute the event to natural causes. The magistrate
tells us that he believes "tout simplement que le légitime propriétaire
de la main n'était pas mort, qu'il est venu la chercher avec celle qui
lui restait” (p.183). But even he does not find this explanation
satisfactory. He cannot conceive how the murderer could have cammitted
t%e crime and dismisses the case as "inexplicable" (p.178). He even
admits that "quelque chose de fantastique“ (p.178) seemed involved in
the crime,. | |

The antinomy in this story is obvious. In an enlightened age
in which everything is believed to have a rational explanation, and in
wvhiéh cvq;y -y.£gry is finally resolved by meticulously searching for B
evidence, oarei‘lly analysing the situstion, and then arriving at a

conclusion, gp event suddenly occurs which does not seem to fit into

¥ this pattern. All the indications suggest that a severed human limb

\U
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has a will of its own and can commit a hideous crime. The antinamy

. betwveen these two codes is reinforced by the conflicting attitudes of

that the c¢rime ultimately has a rational explanation, his visitors

do not believe this. Although the narrator appears condescending
towards their superstition, it is obvious from a closer reading of the
text that @e antinomy betveen the two codes is reflected in the
ambiguous reaction of the magistrate. The rationality he professes
contradicts both his feelings of uneasiness and his train of thought
which constantly, albeit unintentiangllyiireverts to the code of the

F
supernatural.

In "la Main", the narrator creates a contradiction by describing
an inexplicable event and at the same time discarding the supernatural,
which is the only satisfactory explanation. The fact that hé tries
to explain the crime rationelly renders his assertion of the exclusive
validity of the natural redundant. The expression of this belief
merely reinforces the antinégy, In Anderson Imbert's story "iQué
voy a hacer yo con una guit;rra?“;g neither of the main characters
informs us explicitly that he does not believe in the supernatural.

The antinomy, however, is Jjust as striking as in Maupassant's story.
It is constantly emphasized by attempts on the ﬁart of the characters

rational explanation. To the protagonist

w

to find, at least initially,
Angel, the old man Fernlndez appears to have no extraordinary
characteristics. The former attributes Fernfndez' complete disorien-
tation to a number of causes, none of which is the real one. At
first, he wonders whether the old ﬁan has been hit or knocked over, or

\

vhether the tumult of the New Year's festivities has totally confused



him:

El estruendo del afioc nuevo lo ha dejado

atbnito. Como herido por un rayo. Es

natural. Un ramalazo de amnesia tal vez.

Poco a poco le volverf la memoria. (p.8)
When Ferné&ndez proposes the incredible explanation that he has
travelled 50 years into the future and, for this reason, is so surprised
by the changes between the city he remembers from the beginning of the

century and the same city in 1952, Angel simply concludes that he is

insane:
Hice esfuerzos para no refrme. . . . [1Qué
viejito lindo, éste! He pensado sucesivamente
que estaba perdido, borracho, enfermo, amnésico,
. i{C6mo no se me ocurrié que estl loco? (pp.9-10)

But this explanation is satisfactory only to Angel. He may be con-
vinced that the 0ld man is mad and forget all about the incident after
he has brought bim to his home. Fernéindez, however, remembers nothing
about the past 50 years and is horrified by ﬁhe implications éfgthisg
Af:er trying unsuccessfully to explain his predicament by the possi-
bility that he is dreaming, he admits that the situation is simply
inexplicable, just as Maupassant's narrator does: "No sé& lo que me
ha pasado. . . . No comprendo, no comprendo. . . . Vida lqué
misterio estfs tejiendo conmigo?" (pp. 5, 7). But, unlike the
explanation of the mystery. He is c@nvinéed that he has travelled
through time: "He dado un salto en el tiempo. Esto es todo" (p.9).
It would seem at this point that we are reading a science fictien
story, in which events we nov consider impossible are not out of place
within the logical code of the text. If this were the case, there

would be no antinomy between the natural and the superﬁstural, since

¢



thgestcry Preéenta a coherent world view based on an extrapolation of

our present view of reality. ernfndez, hovever, is not the narrator

ey

of the story, and his perception of the situation is sgc@nﬂgry~tg that
of the protagonist Angel. He is-focalized by the young ign vho believes
Fernfndez is insane. Since the reader must share the point of view
of the primary focalizer and narrator, he ;lsc suspects the reliability
of FernfAndez' conclusion. In this case, the supernatural has no
place in the story at all. If we accept Angel's explanation, the old éf
man is deranged and his perception of reality invalid? Even the
antinomy, from the point of view of Fern&ndez, between his knovledge
about himself and the extraordinary and unfamiliar state in which he
finds himself, loses its cogency. The story does not seem to belong
to t?e fantastic at all, especially when Angel dismisses the case
gftér having accompanied the old man home: "Lo ayudé a acostarse en
su camita de hierro, Eé@é a un nifio. Con la satisfaccidn del deber
_complido me retiré y ya no me preocupé més" (p.13).

iihe contradiction between the testimony of the old man and Angel's
explanation is easily explained at this point in the story. But the
antinomy between the natural and the supernatural is reestablished at
the end by the same reliable narrator who had discarded the possibility

of the supernatural throughout the first part of the story. Aﬁgel

himself is confronted by an apparently inexplicable situation, when he

explanation. The author Fernfndez probably made«d mistake, or if the

(¥
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guitar was indeed meant to be for him, it was an exaggerated token of
gratitude for having escorted him hame. The fact that Fernfndez had
drawn up his will before meeting Angel and the description of this
meeting in the will itself corroborate the old man's belief that he had_
briefly visited the future Bygnos Aires af 1992 fifty years before that
date. Angel seems to accepftis when he shows his displeasure at
having inspired an avant-garde author when he himself is a Marxist.
Even the lawyej apparently accepts tﬁe supernatural explanation of the
strange vilii’ But the fact that neither Angel nor the lgvye; is
surprised that such a leap in time has occurred does not eliminate
the ;nginsmy between the realistic framework of the text and the
supernatural event. It is doubtful that the two men believe that this
has réally taken place, since they both treat. the i;ttéf with obvious
irony. This is all the mare evident when wve remember the ironic
caments made by Angel aftgr the old man told him abauﬁ,his travel in

time on New Year's eve( They seem like a parody of the mode of the

Una mera irrupecifn de lo sobrenatural en el daminio
de lo natural. MAs natural no puede ser: lo ‘
natural, refarzado. Un simpAtico aventurero
emprende en 1901 un viaje vertiginoso y después
de luchar contra el ventarrén del tiempo llega a
1952 con la melena alborotada/ las barbas en remolino,
la corbata deshecha, la camisa polvorienta, un .
poquito envejecido y fatigado. . . . (p.10) ' -

. } R

Thg first sentence echoes Cailloia! definfki@n;of the fantastic:
“une irruption insolite . . . dans le monde réel“.3 -
This leads us to another problem. The antinomy is not destroyed

at the end of the story by the acceptance of the gpparentlyisupernatur%l

event within the logical framework of the text, which could make it an

~
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example of the marvellous. It is questioned, however , because of the )
ironié attitude of the protagonist Angel, and the equally ironic
statements by the lawyer. Tﬁroughout the stdry, the existence of the
fantastic has been threatened by the incorporatiof\of‘the supernatural
vithin the natural (Fernil®z' conclusion about his predicament), the
explanatfbn‘of all events according to r;tional lavs (Angel's inter-
pretation of the old man's behaviour), and finally the ironic attitude’
of the imrlied author with regard to the plot he has cre;%ed- It is
interesting to note here that Todorov considers one of the most coammon
facaprs in the destruction of the fantastic to be the reader's
questioning of the nature of the text itself. Apart fram the obvious
problem of the fantastic being considered as the maryellous or the
strange, according to whether the extraordinary events are accepted as
supernatural D™ explained rationally, this genre (aé Tcdarav>c§lls it)
is dissolved by a non-literal reading of the text:

Si 1'on passe & ;n autre niveau, ce}ui ol le

lecteur --toujours implicite-- s'interroge non

sur la nature des &vénements, mais sur celle’
" du texte mé&me qui les &voque, on voit encore

une fois ls faptastique menacé dans son
existence.

This distancing may be caused by the interpretation of the te;ﬁ aE
allegory or poetry. In that case, the reader is not merely carried
awvay by the plot, nor does he Pccept it only on the literai level. He
takes a critical pomition yith“regard to the text and analyses it on
several levels, such as the poetical, metaphorical, allegorical and
philosophical. These levels even take precedence over the literal
one, since the higrarchy’of !Faning is reversed. }n the fantastic,

however, the literal level is the most important, and as long as the

k]
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other levels remain secondary, the text still belongs to this mode.
In "iQué voy a hacer yo con una guitarra?", the fantastic is
indeed threatened by a self-conscious narrator, wvho recounts the

events in such a way that the rqﬁder-is prevented fram interpreting
-

them merely on the literal level. The obvious parody destroys the
effect of the antinamy between the natural and the supernatural.

Even the title of the story stresses the absurdity of the protagonist's

~

reaction at*the end. Instead of being amazed at the extfaordinary

events that have taken place, he simply wonders what he will do with a
guitar. If indeed the element of pafoéy is dominant in the story,
then it becames a parody of the fantastic, and not an example of the
fantasZic as such. The ironic attitude of Angel and the lavyér,
however, does not'necessarily indicate that the mode itself is

parodied. The stereotyped reactions of modern man when confronted

with an inexplicable event, and his dismissal of the case if he doés

not find a rational explanation, may be the object of parody. The
. N ) . . - - - . [} - L

»
title may point out the materialistic and utilitarian attitude of the
’ -
o e
protagonist, who does not care where samething comes fram, but to what.

use it can be put. Angel's apparent parody of the definition of the

fantastic may tell us more about the protagonist's attitude, which is
" oy :

condjtioned by literary stereotypes, than about the attitude of the

>
implied au‘thor towards the mode. -
The complexity of this story makes it obvious that the twentieth
century fantastic cannot be as easily identified as that of the
nineteénth. Does the irony in Anderson Imbert's story destroy the

fantastic, or does it merely offer a secondary level of meaning?

While Todorov's criteria for defining the fantastic may be useful in
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the analysis of one particiflar manifestation of the mode, they are
= L
= R
- clearly unsatisfactory for dealing with contemparafy narratives. There
. { . '
is no reason vhy a text which satisfies the essential criteria we have

the reader is able Hb distance himself fram it and interpret the
narrative on various levels. As long as the self-conscicusness of the
narrator does not reach a point where the reader cannot accept the plot
on a literal level, distancing such as irony, parody and allegory
provides an additional dimension to the text without destroying the .
Tantastic. In the Btory we have analysed, irony does n@ti@bscurg )
the antinomy between the supernatural and th§ natural. The strucfure
is bésed on this antinamy, which is developed throughout the' narrative.
Although itrié resolved fram the point of view c{ Fernfindez, and
rejected by Angel who refuses to admit the possibility of the super-
natural, it still exists for the implied reader. He is given con-
epilicting information, Eéﬁffént;d with an inexplicable situation
(Fernfindez' will), and: left with no explanation of the enigma at the

end. The fact that the narrator himself comments on the mode to which

h

m

is contributing, and distances himself from the story he is telling,
does not dissolve the antinomy. His self-consciousness merely
illustrates the devices of the fantastic:

Los escritores presumen de que con la fantasias
se liberan de la coercidn de las leyes fisicas
de lamaturaleza y de la coercién de las leyes
1l6gicas de la mente. 1Si ellos lo dicen! Pero
el placer de esa libertad es en el fondo el
placer de desconcertar al prd)imo con disparates.
La literatura fantfstica para mf{ es siempre
-literatura humoristica. (pp. 11-12)

- d ) : .
intersting phrase is "desconcertar al pr6jimo con disparates",

=
[y ]
H
s
w
L
I
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because this is exactly what the fantastic does. It disconcerts the
implied reader with its logical antinamy, even though he does not
believe in the supernatural "disparates”. He plays the gamg of
fiction according to the laws established by the implied aunthor.
There‘are several ways of introducing éhq'antinq?y between the

natural and the supernatural in the text. The most common is the

‘gradual insinuation of the unusual, the use of subtle foreboding, and

' s
-

the suggestion by the narrator that something extraordinary is going
to happen. The code of the supernatural can also be introduc;d.by a
minor characéter, whose testimony is suspect, but whose reactions are
remembered by the reader when an unusual eVent does occu?. This
anticipation of the unusual is most easily created by the reliance on
obvious inteértextuality. If the text is immediately situated bx the
;eader within a given literary mode, then any minor detail which
reinforces it is nqticed and integrated within the pariicular reader's
codez Textual indications which may otherwise be ignored thus contri-
bute to the overall effect of the narrati;e. Jean Bellemin-Noél
distinguishes beétween four main wvays of.announcing to the reader that

the narrative is fantastic.--two types of insertions of stories with

analogous plots within the main narrative (mise en abyme and effet de

miroir), direct statements that it is fantastic (effet de fantastique

proprement dit), and references to other practitioners of that mode

(effet de citation)_.5 A traditional supernatural motif in a realistic

setting also informs the reader that he must adopt a certain attitude

towvards the text. - Although there are no motifs that are fantastié in

themselves, we can identify particular motifs that are more prevalent
!

in the fantastic than in other modes of writing. The final charac-

7
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terization of the narrative as either fantastic or marvellous ulti-

mately depends on the context of that motif, and ite development within
N H - g

the text. But the nature of the motif does help ariemt the reader in

£ 1

a certainsdirection. The title of Maupassant's "La Main" informs the

reader that the primary focus of the story is on a hand. When the

narrator first describes the desiccated human relié, we ﬁimgdi;tel;

suspect that it has ;yétgri@ﬁs properties. The fact that it is

riveted to the wall merely confirms these sugpicions. The magistrate's

explanation thatgthé victim was killed by the man to whom the hand

gel@nged is unsatisfactory, because ?he indications of the text point
: S

to the level of the supernatural throughout the stdry.

o

13

A motif that is canstantly used in the fantastic is the animation
of a statue. The implied reader, who is acquainted with Western
~7 -
folklore and literature, hgsia predictable reaction when he peruses a
étary in which a sculp?ure evinces mysterious properties. This inter-
textuality is of utmost importance in the study of reader response. If
the sét%ing of the gtgf?fig realistic, then the antinamy between the
natural and ihe supernatg?glvis immediétely perceived. But it must
8till be developed gradualiy;;gézthat the reader cam actively recon-
gtruei the code of the fgnt;stig, and anticipate the outcome of the

) . g

plot. The subtle suggestion of the supernatural is more effective than
direct authorial intervention. The reader is thus required to
participate in a game where he is given an initial clue, such as a
wvell-known motif, géﬁ subsequent indications which enable him to solve
the mystery presented by the text. The fa&t»thaﬁ the solution of thé
mystery is never satisfactory in the fantastic is an essential

characteristic of the mode. The antinamy can never be resolved, only



o
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reconstructed by tgg;reader and analysed.
In Carlos Fuentés‘ story "Chac Hapl“,é iqﬁértextuglity and the
knovledge of the mééﬁing of the title lead the.implied reader to
identify t%e code of thebsupernatural within the first few paragraphs
of the text. Sipseithe title informs the reader thgt‘thé:ﬂgrrgtivg is

about the Mayan rain god, if he is familiar with Meso-American religion,

Y

he will probably associate the death éf the protagonist with htman
sacrifices to the rain g;d Chac Mool, a connection reinforced by the
drowning of the protagonist Filiberto. This information is provided in
the first SEﬁtEgEE of the story: "Hacefpaca tiempo, Filipertc mgrié
ahogado en Acapulco” (piT)!‘ The‘set;ing of the sta;y. on the other
hand, is realistic and almost banai. The narrator éives an unemotional
account Qr:the circumstances of his célléague's death. Like ﬁany
people. of his social class, Fiiiéertg spent his annual holiday at the
popular geasidg‘resartg His dggth hardly seems surprising to his
former co-worker. Although Filiberto was a good swimmer in his youth,
his middle mge and poor physiéal condition inevitably led .tca hlE
drowning when he attempted-to swim a long distance 32 midnight. The
Eligh@li ironig description of the corpse waiting in its coffin for the
morning train and being covered with a pile of coconuts so that the
other passengers would not be upset, as well as the sarcastic remark
that Filibe;tc could not resist the "bureaucratic)tgmptatian" of going
to Aéapulca to eat sauerkraut in the German boarding h@us!,' reinforce
the creation of a credible background. This is essential in the
fantastic, since the code of the real must be firmly established if

the supernatural is to be seen as antinamious. The slightest flawv in

logic stands out against a world which is ruled by it. Whg, for example,
3
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did Filiberto buy only a one-way ticket, when‘his behaviour is
othervise so predictable and conventional? Another note of mystery
is introduced when his friend decides to read the dead man's diary in

the Hope of finding out why Filiberto behaved so strangely at the

office before his.dismissal. The first few, paragraphs iﬂtraéﬂcg the

characteristic antinamy of the fantastid. An apparently inexplicable

s k]
. & :

event occurs in a conventional world, and the association wth the
A

supernatural isjtnresha<?ied bj the title and its connection with the
protagonist's death by drowning.

The antinomy is %evelapeé in Filiberto's diary by the descgiéti@g
of events which can be integrated within the code of the.éuperngtural,
s.n:i the account of the protagenist's gttaptgs at explaining thﬂ
rationally. The coherent pattern of the strange phenamena stand in

- . & }
contrast to this rationalfzation, and point to a supernatural explana-
tion. As soon as Filiberto places the stone figufe of Chac Mool in
his basement, hisentire house becames inundated Trom a tap he has -

—iefﬁ running. The logical explaﬁgtian.is that he was careless
("incauto", p.1k), but an association between the rain god and the
"F\flcgding is immedisately established. When Filiberto is woken up at
E%ight by a loud moaning noise, he briefly entertains the thought that
there may be burglars and then Eismisges the incident aé "Pura
imaginacifn" (p.15). As the strange sounds continue, he reacts like
80 many protagonist-victime of the fantastic: "No sé a q&é atribuirlo,
péro estoy nervioso" (p.15). He simply cannot find an explanation and
is disturbed by this. When the house is ;gain'inundgted and the
nocturnal noises stop, he dismisses this as a coincidence. The statue

subsequently undergoes several changes. It becomes covered with green
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moss, which Filiberto attributes' to its humid surroundings. When the

figure becames soft, he concludes that the man who had .s0ld it to him
had passed off a cheap clay idol for an authentic gtame'earvingi Soon
he can no longer find rational explanations for the sﬁrange properties

of the figure. Its surface feels like flesh and its arms are covered
with fine hair. His reactions are predictable: the vhole affair seems

 "increible" (p.17), and he wonders whether he has been imagining

. , , 4 ,

things: "Tendré& que ver a un médico, saber si es imaginacidm, o
delirio, o qué, y deshacerme de ese maldito Chac Mool" (p.18). This
is the only conclusion that can be reached by & man who believes only

in the laws of logic. If a phenomenon is logically impossible, .then

the perceiver must be unreliable.

friend, who comments on the
Ne natural aﬁd the super- o
code of the supernatural is
too convincing to be destroyed by & rational explanation. The prota-
gonist can éither accept it; in which case the story becames an
example of the marvellous, and in this case magical reglism, since the
conventional view of reality in modern society coexists on the
fictional plane with the world view of tﬁe irimiﬁige Mexican as
presented by the narrator, or he can dismiss the incident as inexpli-
cable. In this story, he accepts the evidence presented to him and
describes the statue's gradual transformation into an animate being.
He now has a completely different perception of reality:

Realidad: cierto dia la quebraron en mil pedazos,

«1a cabeza fue.a dar allf, la cola aquf, y nosotros
no conocemos mAs que uno de los trozos desprendidos
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de su gran cuerpo. Oc&ano libre y ficticio, sblo
real cuando se le aprisiona en un caracol. (p.l19)

&saiheﬁcg_a religion becames part of modern reality, as Chac Mool
becames an incarnation of thg;mythalagicgl being vho demands human
sacrifices in exchange for rain. The reference to the smell of
incense and blﬂ@%, and to theéblaﬁdsstgiﬁed belly of the rain god,
vhich are the characteristics of sacrifice, is followed by the
indication that another deluge has taken place. Chac Mool; with his

"barriga encarnada" and his, "cabeza anormalmente voluminosa" (p.23),

creates his humid eﬁgifanment in order to live camfortably.

* ?ilibgf’ta; however, is not the primary narrator of Ehg story.
Although most of it is focalized by him, the narrative is introduced
by another ch;rgcter vho influences the reader's response to the

protagonist's diary. Not only dcoes.the latter's testimony seem

preposterous; the primary narrator clearly states that his friend is

deranged. This renders Filiberto's account even more suspect. He
was discharged from his Job because of his unusual behaviour and
inability to perform his duties satisfactorily. There is no doubt in
hig friend's mind that he is insane when he asks questions such as
project to produce rain in a desert. He does not know wvhat caused
Filiberto's insanity, and tries to find a rational explanation. Rot
for a moment does he take his friend's diary seriously:

No supe yué explicacidn darme, pensé que las

lluvias exceptionalmente fuertes, de ese verano,

"lo habfan enervado. O que alguna depresién ‘

moral debia producir la vida en aquel caserdn

antiguo, con la mitad de los cuartos bajo llave

y empolvados, sin criados ni vida de familia. (p.21)

When the story resumes with the diary, in which Filiberto deséribes



the activities of Chac Mool, the reader cannot give mucl) credence to
his extraordinary accouht. It seems even more ridiculous when the

.\ ] , :
reincarnated god takes an interest in his host's silk dressing gowns,

LA ]

soap and l@tigns, His statement that "si el Chac se hgngnizg,
posiblemente todos sus siglos de vida acdumulen en un instante y caiga
fulminado” (p.26) appears more humorous thgn symbolical at this point.
The supernatural in Filiberto's account is mot presented as
antinomious by the primary narrator because the latter denies its
existence. Just as in "lQué voy a hacer yo con una guitarral?”,
the story has reached a point at which the rational first person
narrator dismisses all evidence indicating the supernatural as the
ramblings of a madman: 'De ah{ a Mé&xico pretendf dar coherencia al ~
egcrito, rglgzianarlé con exceso de trabaj)o, con alglin motivo sico-
16gico” (p.27). The antinamy is then reestablished at the ené of the\
story, when the realiaéle narrator is confronted with an inexplicable
phenomenon that éeeﬁs to corroborate the testimony of the secondary
narrator. Filiberto's friend finds an Indian in the deceased's
house who corresponds to the description of Chac Mool in the diary.
The human intruder is described as "amarillo, en bata de casa, con
bufanda. Su aspecto no podia ser mAs repulsivo; despedia un olor a
locibén barata" (p.28). Filiberto had noted that the humanized God
vas "dere" (p.20), had takep a liking to his dressing géﬁﬂg and lotions,
-and appeared extremely aged (p.27). His friend also notices the

Indian's wrinkles. If Filiberto's testimony coincides to a certain
extent with the observations of a sane and objJective narrator, then
it regains some validity. This is strengthened by the fact that the

presence of the Indian in Filiberto's house is hard to explain rationally,



since tRe narrator has told us that his friend had no servants (p.21).
One can find several rational explanations of the ending. The
Indian; for example, could }}QVE taken over the house after the
depgrtﬁre :;f Filiberto. But then, how would he )gncrw all about the
owner's de_gth before if wvas announced to him? However, a rational
explanation is not suggested by the text itself, and we would be
misreading the story if we tried to impose one. All the indieations

of the text point to a code of the supernatural, and the repeated

dismissal of this by the narrator crzates the antinmy‘which is firmly

established at the ends This does not prevent the rea!er f‘;:m inter-

Wthi’ story on another level. Just as Anderseon Imbertr‘s story
=

can be an example of the fantastic as well as a parody of it or a
L 4

cammentary on our society, Fuentes' narrative may be understood on ,the
‘symbolicalievel as well as the literal, without destroying the

antinamy between the natural and the supernatural, and therefore

; _
invalidating the code of the fantastic. - .
complexity'of "Chac Mool" makes it more than Just an example

'f 5° = N F T 5 o
Fantgstic, but does not exclude it fraom that category. A

of the

modern Spanish American narrative which lacks the symbolical dimension
T .

of Fuentes' story, and which can be analysed almggt exclusively in
terms of the devices of the fantastic, is Bonifacio Lastra's "Pi@ﬂiéﬁ"j

ﬁhin this story, the intertextuality of the title and the name of the

' A}

statue (Galatea) introduce the code of the supernatural, which is
[ §

developed throughout the text. The antinamy between the realistic
framevork and the constant mestiayf the mysterious constitute

almost the entire plot. The devdces of supernatural f@feb@diné &nd

rationalization by the narrator of strange phenamena are used to the
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Point of exaggeration. Here we have the techniques of the fantastic
mises & nu. The outcame of the story can be predicted right fram the

begiﬁning, To facilitate interpretation of the plot even further,

there is only one narrator, whose conventional view of reality is
. f

threatened by the occurrence of an apparently supernatural event. No
sécondary narrator, like Filiberto in Fuentes' stt:fy. disorients us

vith his gécepﬁgnce of the supernatural. Nor does an event at the end

corroborate the testimony of the unreliable narretor while at the same
v‘-
time suggesting a rational, even if unsatisfactory, explanation*of the

extraordinary circumstances of the victim's death. The simplicity of
.the story prevents it from becaming great literature, but it enables
us to isolate the essential characteristics of the fantastic. .

ohe antinamy betwveen the rationally explicable and the mysterious

is established on the first page of the narrative. The narrator
informs us that Ranieri's sculptures are gcclai;d for their "extrafla
vivencia" (p.123). He admits that he cannot explain the mysterious

quality of the figures' faces: "Esculpfa en-los rostros una expresibn

de misterio cuyo origen'nunca alcancé a precisar" (p.123).. Although

he tells us that critics ascribe this quality to the manner in which
;“ﬁ’ s
s their eyes, he does not necessarily share their
P

* explanation is not his, but that of the critics ("Segfin
5. ..", p;lE.,B)i The text, however, still provides a
rational explanation, even if the narrator does not éppgrently accept’
it. Bubsequent indications in the text will enable ‘the %eader to -

e;:g;ain strange events rationally. The sculptor is not a very balanced

Aindividual, and his extraordinary behaviour can be ascribed to his



emotional state. When the narrator visits him in his studio, he potes
that Ranieri is "en una de sus agudas crisis de neurastenia" (p.12L).
The sculptor himself admits that he has "antecedentes hereditarios

de locura" (p.125). This information attenuates the effect of his
strange proclamation that he is interested in an "extrafio arte de

vida y muerte” (p.125). However, the fact that the narrator informs

us that he does not understand the phrase at the mament, but that he

=

will .later on, draws our attention to the sculptor's assertion. The

latter's words are integrated in the code of the supernatural. Fram

this éoint on, Ranieri's strange behaviocur is gﬁ; simply explained by

his emotional imbalance, since we are told by the narrator th;t tgg

sculptor's statement has greater significance than is firstﬁgppgrenti

Any“tging unusual that occurs in the text is immediately noticed by the

reader, who éradually're-creates the code that thevauthér has developed.
TheAantinanioug code sf the rational is’ﬂevelaﬁéd simuthSEﬁusly:

"The narrator is disturbed by his friend's behaviour because he is

concerned about his health. Whea Ranieri voices his fears about

becaming insane, the narrator immediately ;atiﬁngli;es his mood: "Me

tranquilic&, atribuyendo todeo-a un estado de pcgtrgciéé y desaliento,

ccmﬁn en los artistas ante el fracaso en la ejecucibn de alguna de

sus obras” (p.125). Every .occurrence in the story is presented;in

such a manner that it can be exp;;zﬁéd rationally, even though it may

appear strange. The plot seems to be an almost deliberate illustration

. '
fantastic --the hesitation between a natural and a supernatural ' ‘\\gﬁ
s
explanation of a phenamenon by the protagonist and hence the reader,

8 ] : =

wvho identifies with him. No event is un;mﬁiguausly supernatural, yet
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the constant allusion to the strange and the absence of a satisfactory
rational explanation l=ad the reader to consider a supernatural
solution. When Ran%eri asks his host how far the cemetery is froam the
hoyse, his interestkcaﬁ have a perfectly logical explanation. The
contgxt, however, suggests that this behaviour it somehow connected
with the mystery which lies at the centre of the plot. Ranieri's
previous allusion to an art of life gﬂﬂpdeath and the detailed, even
if brief, description of the cemetery make it obvious that the sculptor's
interest 'in its location is nbt gratuitous. In the fantastic, maybe
more than in any other literary mode, everything that is referred to
has an overall significance in the development of the plot. This is
what B. TomaSevskiJ called "compositional motivation" in a beok

published in 1925-9 Although the Russian Formalist's theories apply

.

to short narratives in general, they are particularly appropriate for
the study of the fantastic. He describes compositional motivation as

follows:

Son principe consiste dans l'éconamie et

1'utilité des motifs. . . . Pas un seul : .

accessoire ne doit rester inutilisé par la

fable. Tchékhov & pensé & la motivation

campositionnelle en disant que si au dé&but B ,
s : de la nouvelle on dit qu'il y a un clou dahs

le mur, & la fin c'est d& ce clou que le héros

doit se pendre. (p.282)

All the motifs, which are the smallest independent thematic units of

a text, must form a coherent whole. Therefore they must be in same -

way Justified, either by compositional, realistie, or aesthetic

motivation. It is obvious that the author of "Pigmalién" is not too

interested in aesthetic or realistic motivation. The most important

facet of the story ies the development of .the plot, and thus compositional



motivation justifies the introduction of most motifs. The implied

reader's code requires us to remember details which ve can later

1ntegrate within the story as a whole. The various motifs (in the
sense that Tomasevskij defines them, and not in the conventional

understanding of the term) are not embellishments, but integral parts

of the plot. They are necessary for the denau, ement. If Ranieri, for

example, vere not residxng at close proximity to the cemetery, hi%

nocturngl excursions and supernatural FfﬁerimEﬂt wvould be impossible,
Although the motifs form a coherent code of the supernatural,

they can also have rational explanations, and this maintains the

antinomy. The importance of their ambiguous Justification (campositional

and realistic).in the fantastic is stressed by Vladimir Soloviov:

[Les] évEnements [du fantastique] ne doivent
Jamais contraindre 8 croire au sens mystique
des événements de la vie, mais doivent plutdt
le suggérer, y faire allusion. Dans le
véritable fantastique, on garde tcugaurs la
possibilité extérieure et . .formelle 4'une
explication simple des phéncmenes, mais en
méme temps cette explication est complétement
privée de probabilité interne. Tous les
détails particuliers doivent avoir un
caractére quotidien, mais considérés dans leur
ensemble ils doivent indiquer une causalité
autre.l10

WRanieri's extraorhinary behaviour, for example, is explained by his
t(hoaf in the following manner: "Pensé gué estaba seriamente enfermo
de los nervios. . ." (p.132). But this explanation would be contrary
to the coherencerof the text.l The narrator's insistence on the
fﬁ%{erioqs indicates a difrepent level of causalfty.” The “state of his
(:))<fri§¥d disturbs him greatly. When he hears Ranieri walking around his
room at night, he is obviously worried by more than the sculptor's

insomnia: "Me acosté nuevamente, pero no pude conciliar el suefio.
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pensando en el estado de mi amigo y rumiando algunas de sus frases

y la preocupacidm por su rara conducta me mantuvo desvelado hasta

las primeras horas de la mafiana" (p.129). ' The sculptor 's desire to
have his studio regrf§nged so that no light enters it, and nobody can
penetrate it without destroying the slats nailed over the doors and
windows, can mlsoc be explained rationally. But although it is
understandable that he requires absolute peace in order tc work, his
excessive pfecagtigns suggest that there is a more sinister reason
behiné his request. When Ranieri's host is invited to view the
sculpture he has been working on, he feels "una insoportable angustia
y ﬁna terrible curiosidad. . }ﬁ (p.130). The-stgtgé of Galatea is

in fact extraordinary, and the narrator admits that he is incapable
of understanding what imparts such a strange expression of life to the
fiéure's face: "Entre el hueco de los ojos me parecid ver unas
pupilas con vida, y la sugestidn o la realidad, no s& hasta hoy lo
que fue vgriaéeramente, me m@stré una mirada tan gxtraﬁa que ‘jamis

podria describir" (p.131). The sculptor's reaction of jealousy when

his host caresses the statue confirms that the creator has fa}len in
love with his work of art, just like Pygmalion, the Cyprian sculptor.
The intertextuality is obvious. Ranieri's Galatég,‘like the statue
in Greek mythology, bears an extragrdingry resemblance to a human
being. In Ovid's version of the legend, Galatea's face "was life -
itself”, and Fygmglicn asks himself whether she is indeed living:

Was she alive or not? He could not tell.
He kissed her; did her lips respond to his?



He spoke to her, them slipped both hands around her
And felt a living whiteness move; then, frightened,
He hoped he had not stained that perfect beauty.

’it is clear that any rational explan&tién of the qualities of
Rﬁnieri's statue is secandgr§ to the implications of the intertextual
motif. The izplied reader, who knows that the legendary Galatea was
transformed into a real vaman by Venus, is led by the textuslfiﬂdi:;—
tions to féreseerthe outceme of the plot. Although the ccherence of
the narrative can only be maintained by constant allusion to the
superniatural, the text provides alternative rational explanations
which have the function of leaving the reader in suspense. Authorial
intervention would destroy this "game". Therefore the reader is told
only as much as the protagonist knows, When the narrator describes
the reaction‘of the terrified dogs on thé!ﬂight of the climactie
event, he offers a solution to their behatiaﬁr; The discrepancy
between the dogs' fear, however, and the rational i;pl;natigﬁ of it,

is obvious. They would not cringe in terror simply because Ranieri:

has. committed suicide in his apertment. The contradiction between

event and explanation is carried/almost to absurdity:

A la madrugads, alrededor de las tres, me
despertaron los animales. Pero.esta vez mno ,
ladraban ni toreaban. S86lo escuch& sus aullidos

Salf al jardin y los llamé. Se acercaron
arrastrandose, con el rabo metido entre las
patas. Al acariciarlos noté& que temblaban y
tenfan el pelo rizado. (p.131)

Their extreme terror when they approach the sculptor's apartment
suggests that they can sense an extraordinary and alien presence, not

L1
Just the death of the guest.

The butler's revelation that Ranieri took frequent sketches of



105

the statue he ‘deceased twin daughter of Larraeta in the cemstary,
provides rationgl explanation of the life-like qualities of the

sculptor's work. The host almost decides to dismiss the mystery as

.

solved. This information does indeed explain the guest's nocturnal

visits to the cemetery, and the code of the supernmatural is temporarily

a

suspended : ‘

Esa revelacidn empezd a desvanecer en parte el
misterioc en que hab{a envuelto a Ranieri desde
nuestra llegada, y hasta se me borr5 un poco

la enorme impresién que me habfa producido su

obra, al enterarme de que trabaja en base a los
didujos tamados de una foto-escultura. (pp. 13L4-135)

When the host and his butler observe a woman identical to the statue,
dancing in Ranieri's atelier, the butle;’recognizes her as the twin of
Larraeta's dead daughter. The host's only reaction is one of |
annoyance at the sculptor's incorrect behaviour in smuggling a young
girl into his apartment. In spite of the fact that the narrator
cannot explain how the girl mana;ed to enter the house, or how Ranieri

made her acquaintance, a rational explanation is entirely feasible

at this point. The story could'end with the revelation that Ranieri

already knewv one of the twins, went into a state of shock and depression
after the death of the one he loved, accepted his friend's invitation

so that he could work“@k a statue of the girl buried in the local

I

cemetery,Aand finally started a lidison with her twin sister. It i
obvious fréiEbﬁé\(:xi\that he knew of the presence of the sculptu?e
in the cemetery, because of his interest in its lotation and his
inteﬁtion of working on a sculpture himself. Even the girl‘s-suigide

is understandable. When the host finds out about her throwing herself

under a train, he immediately concludes that she repented of her conduct:



‘Ripidsmente reproduje la escena de la ' .
muchacha arrepentida de su conducta y

arrojfndose bajo el tren de regreso de

mi estancia a la casa de su padre. (p.137)

However, this ex; .anation, while providing a very banal ending to
a second-rate story, entirely violates the norms of the narrative. A
rational ending is illogical after the develemment of a coherent code

)’ = N $ ,

of the supernatural. The sense of mystery surrounding Ranieri, the
host's uneasiness, and the insistence on the fact that the girl's
presence in the house is inexplicable, would be gratuitous. The plot
would then be an example of "fausse motivation":
Ce procédé figure trés souvent dans les romans
pollciers ol un certain nombre de détails est
donné afin d'amener le lecteur . . . sur une
mauvaise piste. L'auteur nous laisse supposer
un faux d&nouement.l12

This device may be effective in a detective novel, but it would be
entirely misplaced here. The "mauvaise piste in this case is not
simply an alternative rational explanation of a mystgfy, but a
different ontological level. The purpose of introducing the code of
the supernatural is not to distract the reader from the correct
olution, but to provide a logical contradiction. The g;E:fnaturl;T
_occurs in a world vhere it is iﬁpéssibl%.* In the fantastic?\the
antinomy between different intellectual codes is the most important
ch&racteristié_ In detective novels, on the other hand,ithé reader's

role is to resolve any contradiction and arrive at a logical conclusion.

If the reader is misled in the fantastic, it is ﬁat by the supernat, al,

7

but by the possibility of a rational explaﬁatiéni The title and
structure of "Pigmalifn", for example, indicate that the only logical

solution to the enigma is supernatural. The well-known intertextual



reference to the animated Greek statue would be out of place if the
story had a rational ending. It is the ambiguity of the fgngéstic
that the only logical solution with respect to the norme of the
narrative is the irrational. |

"Pigmalién" follows the traditional code of the fantastic by

_introducing an event which violates all lavs of reason. The rational

=

. explanation is infglid ted by the 1nfaﬁmat1an that Larraeta's daughter

ani{his butler saw her in Ranieri's studio. Their initidl reaction is
that of any victim in the fantastie. The narrator vonders whether he
is mad, and his butler is merely horrified in the face of the
inexp;icable and apparently supernatural. Like most narrators in

he fanfastic, Ranieri's friend tries to rationalize the occurrence.

(5t

He suspec cts that his butler may have confused larraeta's daughter with
another woman. Although he cannot underszané the mystery, he refuses

to accept the supernatural and desperately tries to find a rational

Me acometid una terrible ansiedad por ver a mi
amigo, por interrogarlo hasta desentrafiar este
misterio. El terror de encontrarme ante lo
inexplicable, ante el espanto de lo scobrepatural,
me incitd, como si me aferrara de algo para
salvarme de la locura, a desear 'con desesperacibn
que Ranieri aclarara lo ocurrido. (p.139)

When they find that the sculptor has committed suicide as well, the;
know that the mystery will remain unsolved. Sinég accepting the
supernatural would lead to insanity, as in the case of Filiberto in
"Chac Mool", the narrator can only hope ﬁhat he and his butler were
dreaming: "Tal vez, Dios lo quiera, nos convenzamos ambos con el

tiempo, de que esto ha sido una atroz pesadilla" (p.140). When they
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are finally convinced of the reality of the occurrence, they give up

the case as inexplicable. .

In the four stories we have analysed, the antinamy between the

nat and the'superﬁgturgl is created not only by the structure and
narratdr. The contradiction within the text is intellectualized by

the narfrator or protagonist himself. It is as if the author wvere
guiding| the reader, so that the latter cannot miss the implications
tﬁ . . -;

o obvious is this explanation of what the reader could
understand himself if he wete to read the story carefully, that it seems

to detract from the effect of the fantastic. The abundance of

authorial clues destrcys:the challenge of actively reconstructing the ggffg

codes present in the text. It seems an insult to the reader's
intelligence. The magistrate of "La Main" draws exaggerated attention
to the mysterious characteristics of the amputated hand, while plainly
contradicting the presentation of the facts by claiming that he does
not believe in the supernatural. A more subtle description of the
circumstances of the crime would seem to enhance the literary value

of the story. In "Pigmalién", the outcome of the plot is divulged

by the title and the initijal descfiptian of the sculptor and his work.
What then is the pufpééé of creating an atmosphere of mystery and

foreboding throughout the story? In "iQué& voy a hacer yo con una

guitarra?"”, the narrator informs us that he does not believe in thAe

intrusion of the supéfnatural in the real world. Yet the reader knbdw
fram the familiar motif of travel in time amd the structure of the
story what the outcome will be. 1In "Chac Mool", Filiberto's diary is

obviously not the product of a diseased imagination, but based on a:
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real occurrence vithin the f{ctitious world.  In each of these stories,

fhe narrator raises the predictable questions. Has the event occurred
E-

r not? Is the informer reliable? Were his senses deceived?

o]

But although the devices of the fantastic are laid bare, the
reader is not disturbed by them. Just as the narrator is conscious of

his artifice, the reader is awvare of the conventions of the fantastic.
&

Yet he ignores them while reading the narrative according to their
guidelines. It seems that in this mode, maybe more than in any other,
the reader consents to play a game. He observes its rules, but is not
hampered by them. He is a passi;e reader, in that he interprets the
story exactly as indicated by the obvious conventions of the mode. |

But he is also an active participant in the game of fiction, because

he must distance himself from his own beliefs and accept the code of
the fantastic. He allows himself to be carried away by something in

1

which he does not believe.
Since a stereotyped literary mode soon becomes second-rate

literature, modern authors have attempted to provide an additional

dimension. Fuentes, while observing the rules of the fantastic, has
created a richly symbolical story. Anderson Imbert has commented on
the mode in which he vas‘vriting while following its prescriptions.
Some authors, however, have chosen to remain entirely within the
fantastic, and to innovate vith respect to the traditional devices
themselves. No allegorical, symbolical, psycholbgical or social
dimension has been added to the f;ﬁtastic-in this case. These writers

have further developed the distinguishing Eha?&ctEfiEtié;zﬁfﬁfﬁE.
. - 7 B

fantastic. S )
. : .

Nowhere is this more obvious than in the creation of antinomy.



The modern reader, vhose cultural background includes traditional
fantastic plots and supernatural motifs, can dispense with narratorial
information which is redundapnt. A few textual indicatians permit him
to realize that hesig reading a fantastic narrative, and that he must
observe the conventions of a particular geader's code. He need not be
told that vampires are inexistent to perceive the gnﬁincmy‘betvzen the
real and supernatural. Nor need he be given such ébviéus%ues ag &
title which explains the whole story before he has even started re;dingm:
it. Agigxgnple of a fantastic narrative in vhich tﬁe reader hﬁs!
little authorial help in re-creating the sati%amy between the natural
and the supernatural is "la isla a mediodfa”, which ye have discussed
in the previous chapter. The ;gtbaf.'gartézgr, has repeatedly stressed
the importance of reader participation, and criticized literature that
(1963) is a somewvhat

encourages the reader to bg passive. Ra

exaggerated example of a novel in which the text cannot be read fram
the firat page to the lgst,;;n& wvhere the ré;éer is not simply carried
along by ihe plot. 1In this e:pgriment;l’vgrk; one is forced by the
jumbligg'afveh;ptgrs to break angtsftrsin of thought and search for

the next chapter, which may hg%eilittlg obvious connection with the
plot. The reader is disconcerted by the unorthodox structure, and is
thus able to miiﬁtgiﬁ an gsegthetic dis€s§ée towards Ehét he is reading.
A more successful example of this kind of forced reader participation is
"la isgla a Eé&iadig". The title does not refer to an obvious inter-

Bl

textual matif; and the style is that of any rg;liétic short story.
The author creates no atmosphere of mystery, does not intraduce'nny
strange character, and gives no indication wvhatsoever that the outcome
of the story may be supernatural. The reader must be very attentive
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to the story if he .is to perceive the antinamy between the natural and
the supernatural. In fact, the antinamy only becomes apparent wvhen wve
realize that there is a contradiction between two othervise logical
narrative sequences. The description of Marini's sojourn on the island
appears to be the relation of a vivid day-dream. What actually happéns
to the protagonist is that his plane crashes near the island while he
is engrosged by his id&lli: fantasy. As we have demonstrated in our
p}evious chapter, the two sequences are contradictory. Only a detailed
study of the use of focalization and narrative voice can enable the
reéder to perceive this. Once the presence of this contradiction ig
established, the reader must find a wvay of resolving gt‘ since the
narrato; gives us no explieit information about the nature of thé

Rystery. He proposes neither a rational, nor a supernatural explana-

= __ 1

tion, as in "La Main" of "Pigmalién", for example. Since it is

impossible to find a rational explanation on the basis cf the'tgxt,‘
the reader must deduce a supernatural one. As he is sufficientiy
- aware of the themejof the-daﬁble‘in 1iterg£ure, it is not difficult teo
ar;ive at the conclusion that Marini's other self was on the island,
while his real self remained on the plane. This is not merely an
extrapolation of the text, since there are sufficient indications that
this explanation is the only one which ccnf@nmg to the internal
cohereqce\of the story. At the same time it is antinamious with
respect to the realistic framewvork of the narrative. Just as there is‘
an implied author and an implied reader, there is an implied antinomy.
. .
The theory underlying these three concepts is the same. An author whc_
does not obviously intervene to explain the narrative is more effective

than one who explicitly tells the reader hov to interpret it. This



‘does not apply to literature in general, as authorial interventions

often enhance the quklity of the wvork. But they do detract from the

illusion of reality. Ian Watt correctly points this out in his

discussion of Fielding's ﬁovelsg “Fiﬁ Teaders would like to be withaut

the prefatory chapters, or Fielding's diverting asides, but they

undaubtedly/@eragate fram the reality of the narrative", and "such
/

autharia} {ntrusion, of course, tends to diminish the authenticity of
the narrative,"!3

In an attempt to dispense with any direct references to the mode
of the fantastic, Cortfzar has written a story where the antinomy
lies entirely in the discrepancy betwveen two logical codes. Whereas a
supernatural motif can explain this contradiction in "la isla a
mediodfa”, no such solution is given in his story "La noche boca

" 11"

arriba The reader is simply presented with two antinomiovs.

K

narratologieal sequences. The author uses none of the traditional
devices of the fantastic, such as foreboding, gjstEfy, references to
the existence or inexistence of the supernatural, or an intertextual
motif whieh igmediatgly‘griEEts the reader. Airéa;isti: degeription
of a young man who has a mz::tc:{cygle accident and is taken to hospital |
alternates with an equally fEEiiStlé d;;: iption of a.fu51t1ve Indian
vho is captured and sacrificed by the Aztecs. While no explanatory
sentences connect the two sequences, the Inéign protagonist and
focalizer of the second sequence E&gtiéﬂs several times that he is
dreaming, and tﬁgt he és delirious with {ever. This threatens the
antinamy, since the latter sequence is releghted to a secondary level

of fictional reality. Antinamy can only exist if the two contradictory

codes are on the same textual ,level; An absurd dream does not canfligt
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4
with the realistic framework of a stary. Although both sequences in
Cortfzar's story are presented by the same focalizer, and each one is

logical in itself, the account of the Aztec sacrifice is perceived as

a méta-récit.l5 Contrary to the textugl indicatiomns throughout the

/

\

story, however, the plot does not wit primary narrative
sequence. " The protagonist realizes that he is not in the hospital of a
modern metropolis dreaming about being p\u}'sued by the Aztecs. He is
actuslly a pre-Columbian Indian who is dreaming about the future --a
motorcycle accident and internment in a hospital. -Tzfs conclusion
lends itself to various interpretations. If we accept the vgyacity
of the first sequence, the protagonist has had delirious nightmares
about his cultural past, and the final realization that this past is ™
real instead of the present is merely the climax of the injured man'é
delirium. His testimony is unreliable, and the fantastic is elimiﬁatgq.
This explanation; however, cannot be accepted. The focalizer of th;
two narrative sequences-has the same identi?y-throughout the story,

~
‘but his rerspective has changed campletely, since he focalizes the

same obJects in different ways. In the first sequence, he consistently -
perceives t®e world like any contemporary man. large cities, electric
lights and motorcycles are, familiar to him. In the second  sequence,

however, this perspectivd changes. Even though it is easy to expiiin

the vividness of the dreaft by assumihg that the protagonist was well

-

inforied about his cultural heritage, the point of view of the sacri-
ficial vjctim at the end of the story dimgctly contradicts the motor-
ist's perspective. The lérge city and the motorcycle suddenly

~ .

ar strange and absurd:

. hadbfa andado por extrafas avenidas de una
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ciudad asambrosa, con luces verdes y rojas que

ardfan sin llama ni humo, con un emdrme insecto

de metal que zumbaba bajo sus piernas. (p.166)
With this device of Verfremdung, vhere the narrator describes a
familiar scene as if it were something new and unknown, the authér has
ea§plet§1y changed the attributes of the fée;lizer. The latter is no
longer our contemporary, but a pre-Columbian Indian. This invalidates
the surezﬂﬁat;;ral explanation that the Indian was dreaming about an event
several hundred years in the future, because his perspective throughout
the dream would be ccherent. If he understands the future in his
dream, then he would not suddenly revert to a primitive mentality at
the end of the same dream sequence.

In spite of the innovative use of the fantastic in this story,

the distinguishing characteristic of the mode is the same as for the

other examples we have analysed. The antinomy between the natural and
the supernatural is created by cagtrgdictary world views. In traditional
stories of the fantastic, the contradiction is between the belief in

the supernatural, gnd the belief that everything has a logical
explanation. In "La noche boca arriba”, the antiiémy is created by the
Juxtaposition of a primitive and a modern mentaliﬁy, vhich are.
contradictory because they occur in the same character. Just as the
reader cannot accept a fictitious world which is governed by reason but
threatened by the irrational, he cannot accept a character who professes

conflicting world views and assumes contradictofy personalities.

Magical Realism

Whereas the simultaneous presence of the natural and the super-

~natural in the fantastic creates a torn and disturbing fictitious world,



is the essential characteristic of a harmonious and coherent world

et
i
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in magical realism. Since exclusive validity is not claimed for the
conventional norms of logic and reason, supernatural rhenamena do not
threaten the harmony of the established world arder. The rational and

the irrational are not presented as antinamious by the narrator of a

magico-realist work. They are both part of fictive reality. The

can distinguish between the natural and

o

The implied reader, wh
the supernatural on the basis of his education and cultural backgfcund.
is asked to suspend this attitude in order to adopt the point of view
of a person with a comrletely different perception of reality. He
must allav“himself’h carried away entirely, without questioning,
ﬁy the alien world view presented by the text. It is nécessary for him
" to accept the reality of the supernatural. In both the fantastic and
magical realism, the reader plays the game of a naive witness. In;the
former, he unquegtioningly accepts the laws of logic, yet is carried
awvay by the narration of events which contradict these laws. In

magical realism, he simply enjoys the narrative without distancing
himself fram the events and pondering the validity of the fietitious
world. In both modes, he can only play the game with the guidance of

= L o

ﬁhg narratgr,u In the fantastic, traditional motifs, the suggestion of
mystery and implicit or explicit references to the supernatural lead
the reader to react to the plot in a certain way. The narrator of a
magico-realist story orients the reader in the opposite directiof.
Instead of being manifestly disturbed by the supernatural, he con-

siders it as normal. This temporary resolution of antinamy is achieved

by presenting logically contradictory events in such a way that the
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contradiction is not perceived. If the narrator adopts the point of view
of a distant observer who explains why the characters in a narrative
believe in the sup3fﬁatura;: or how they perceive certain supernatural
_events, then the validity of such events is implieitly questiocned.

The description of superstition, for example, becomes an exercise in
exoticism. The narrator must actually adopt the perspective of a
character wvho believes in a world ruled by laws different fram our own.
He must eliminate all textual signs of subjectivity which would invali-
date the content of his account. If he claims that a character believes
a certain»thing, then he is implicitly denying his own belief in it,

and thereby distancing the reader fram the narrated world.

The narrator can adopt the point of view of a focalizer with a

pecific identity. If he is the primary narrator, his account is not

L]

perceived as unrelisble, because it represents the only point of view.

The narrative is perceived as the description of the thoughts and
. =

=
attitudes of a certain character. The most effective method of
presenting such a story is by free indirect discourse, in which the

narrator apparently retires beéi%d the vords of the focalizer. An

example of a mggicaarealist narrative in which the focalizer has a

specific identity is "El fantasma" by Enrique Anderson Imbert.16 ' The

story begins with the simple constatation of a supernatural event:

Se d4i6 cuenta de que acababa de morirse cuando
vié que su propio cuerpo, como si no fuera el
suyo sino el de un doble, se desplamaba scbre la
silla y la arrastraba en la cafda. Csadlver y
5illa quedaron tendidos sobre la alfambra, en
medio de la habitacibén. (p.T1)

By using the phrase "se did cuenta", the narrator validates the

protagonist's belief that he has died and can see his own éarpge,- The

focalizer's realization becomes that of the narrator, and the reader



has no alternative but to accept the event.

The realistic descriptiom

of the dark walls, dismal rain and decrepit corpse is just as precise

and convincing as that of the initial supernatural event,

Ko change in

narrative voice draws the reader's attention to the difference in the

nature of the events. Throughout the rest of the story, the descrip=-

tion of the real alternates with that of the impossible. While the

v ,
body with its "mofletes y arrugas, las curvas valludas de la nariz Yy

los dos dientes amarillos, mordiéndose el labio exangiie" (p.71) is

lamented by his family, the dead man's ghost tries out his newly

acquired powers of flying and passing through keyholes:

Pudo colarse por el ojo de una
a duras penas: El, muerto, no

-de virus filtrable para el que

pasos; s8lo podia penetrar por
los hombres descubren a simple

cerradura, pero
era una especie
siempre hay

las hendijas que
vista. (pp. T2-73)

The world of the supernatural seems to be ruled by laws as rigid as-

those of the real world.

This story is a good illustraticon of the

. . . . . . n
"naturalization" of the supernatural in magical realism. Once the

protagonist of "E1l fantasma" enters the world of the dead, he realizes

that it is not too different from the world of the living.

He had

expected something else from life after death, and is disappointed by

the banality of his new existence:

IQué desengafio! Habfa querido
era el tr&nsito al otro mundo.
no habfa ningfin otro mundo!

avériguar camo
1Y resultaba que

misma acidad
de los muros, la misma distancidk entpe mueble y
mueble, el mismo repicar de la a sobre el

techo. . . . (p.T71)

Ya no tuvo esperanzas de una vida sobre-

No.

natural. No habfa ningfin

misterio. (p.72)

Whereas the supernatural in "El fantasma” is explicitly reduced to the

level of the natural by the statements of the narrator, most magico-



realist narrators situate the twvo antinamious codes on the same level

of reality merely by describing them in the same vay, as if there wvere

no difference in their percepti em.
In this type of narrative, thé protagonist's and focalizer's
point of view is never questioned. It is irrelevant to debate whether
the characters actuaslly have supernatural exp;}ienéési as in a fairy
tale, or whether the stery is merely an unmediated account of their
fantasies and hallucinations. Since the natural and the supernatural
are.inextricably interwvoven in the fictitious world, there is no
hierarchy of reality. The supernatural events are not pqueived as
part of & dream, and thus as belonging to a secondary level. They
are jJust as valid as the realistic framework of the story. It would be
an unjustifiable extrapolation of the narrative if we explained the
plot of "El fantasma" as the daydreams of a man who is bored wiﬁh life
and wonders what happens after death, how his family will react to
his passing away, and what they will do in the futuré,
Many magico-realist stories and novels iend themsgelves to a
psychoanalytical interpretation, or a symbolical analysis. But this
is a secondary lexvel of meaning, just as it is in the fantastic. It
should not overshadow the literal level, since this-is what deterﬁings
into which category the narrative falls.  If we analyse three litEfgyy
texts belonging to differen? modes such as magical realism, the
'fantastic and fhe marvellous, it is more i?p@rtgnt to Jetermine the
characteristicslﬁha distinguish ane-stéry:fram another thanrté coampare
the similarities in ‘'symbolical meaning, unless we are concerned

exclusively with a thematic study. Manuel MuJica Lainez' "La galera",

for example, can be interpreted as a symbolical story &baqigzgfuilty
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conscience. The woman who has murdered her sister for money is haunted
by her crime and sees the victim's'ghést, which is the creation of her
tormented conscience.. But this apparition is not explained by a
rational mediator. The narrator adopts the point of view of the
protagonist, and describes the ghost in the seme manner he would
describe any other character in the story. Catalina's perceptions are
not invalidated, but authenticated, by the manner of presentation. She
does not think that she sees a ghost --she actually sees one:

Catalina advierte dentro del coche 1a presencia

de una nueva pasajera. la ve detrfs del cendal

de humo, brumosa, espectral. . . . Catalina
reconoce, en la penumbra del atavio, en la

neblina que todo lo invade, la fizonomfia angulosa
de su hermana muerta. (p.162)

The words s¥vierte, ve, and reconoce could. be merely a device for

rendering her hallucination more vividly. But nowhere in the story
is the gxistéﬁcé of the ghost questioned. Even the other passengers

see it when they board the coach (p.163). Catalina is not surprised

at the appearance of the spectre, and her only reaction is fear. There
is no rational explanation of the phenamenon, as the narrator explicitly
states that nobody saw the veiled figure enter the caaehf Whereas

there is always the suggestion of a rational explanation in the
fantastic, a magico-realist text prevents the reader fram even con-
sidering a rational Salutianx There is no need to resolve a contra-
diction, since the events are not perceived as contradictory within the
framework of the narrative. ?hat is contradictory is the attitude

vhich the reéder ﬂﬁst adapt.ﬂraﬁ the ;ne hand, he considers the

focalizer as unreliable and believes nothing of what he perceives. But

on the other, he accepts everything in the story, and never wonders

-



whether an event is real or imaginary in the fictitious world.
Cortézar;s "LeJana”la is another magico-realist story in which

the focalizer has a definite identity, the plot can be interpreted
psychoanalytically, and the narrator prevents the reader fram per-
ceiving the natural and the supernatural as antinomious. Alina is
convinced of the existence of he; doudble in Budapest. Her realistic
description of this imaginary fighré alternates with that of the tedium
of daily life as a wealthy young woman in Buenos Aires. The theme of
the double is introduced almost immediately, but not in the form of
indirect allusion or mysterious foreboding, as it would be in the
fantastic. As the protagonist tries to overcame her boredam by creating
anagrams, she discovers that the configuration of the letters of her
name can be changed to read: "Es ia reina y. . ." (p.36). This
meaning suggests the.opposite to her --an indigent and shivering woman
in Budapest. From this point on, Alina constantly thinks about the
beggar, whose suffgrings she can feel while she is being entertained
by her well-to-do friendé. Her perception of her actual surroundings
is continuaily interrupted by the vivid visualization of her namesake
in Budapest. The latter is another part of her, which is distant both
physically and.socially. While she feels the cold penetrating the
rag@ of her double, her friends know nothing about this counterpart,
whom they wéuld hate if they did. Reality and imagination are
presented as a coherent whole, as Alina's mind is divided between her
two identities:

Porque a mY, a la lejana, no la quieren. Es la

parte que no quieren y cémo no me va a desgarrar

por dentro sentir que me pegan o la nieve me

entra por los zapatos cuando Luis Mar{a baila
conmigo y su mano en la cintura me va subiendo
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como un calor a mediocdia, un sabor a narapnj)as fuertes
o tacuaras chicoteadas, y a ella le pegan y €5
imposible resistir y entonces tengo que decirle a
. ‘Luis Marfa que no estoy bien, que es la humedad,
entre esa nieve que no siento, que no siento y me
est& entrando por los zapatos. (p.38)

Her day-dreams have become an obsession, and seem to be more real to
her thdn the insipid social life around her. As Alina is the sole
focalizer and narrator of the story, most of which is in the form of,a
diary, no objective observer establishes a hiersr;hy between dregm/é;d
reality. Contradictions such as "esa nieve que no siento, que no -
siento y me est8 entrando por los zapatos" are not perceived as such,
since Alina does not consider the simultaneous presence of two
different minds in the same person as antinomious. Even when the

diary form is replaced by third person narration, the point of view
remains the same. Alina is still the focalizer. Although she
temporarily becomes the object of focalization when she is described

as "rfpida y curiosa. . . buscando vagamente algo" (p.A7), the change
of perspective and narrative voice do not invalidate the point of view
of Alina's diary. Since the third person narrator uses internal
focalization, by which hef thoughts and feelings, and not only her
external appearance, are described, a coherent perspective is maintained
throughout the sto;;. The third person narrator does not present the
mgeting of Alina and her double on the bridge in Budapest and its
conééquences as a strange ;né inexplicable ghenamenaﬂiF?Since he has

no identity, he merely adopts the point of view of the protagonist.
Alina's transformation into a beggar appears like a logical conclusion

Ve , L
to the story. In the final sentences, the narrator cedes his position
= f ]

of focalizer to the former Alina, wvho suddenly feels the cold of the



vet snov and sees the usurper of her identity walk away, vearing the
;

/:f:i/ﬂliaaié clothes and appearing "lind{sima en su sastre gris"
(p.49). The change of narrative voice in the last few parsgraphs has
given authenticity to the diary of Alina Reyes and prevented the
reader from considering it as the unreliable account of an insane

. v e _
woman. The story is not a realistic narration of an cobsession, but

thé account of the supernatural materialization of it. The device of

authenticating the protagonist's point of view by introducing a third

person narrator is Just as effective in magical realism as it is in
the fantastic, but the effect produced is different. In "Chac Mool",

objective and rational. His

[T

for example, the third person narrator 1

f Filiberto's diary. Since

[n]

world view contrasts sharply with that
the realistic perspective is daminant throughout théxst@fy, the
description Q? superﬂgturgl events is perceived as an u%Feliable
méta-récit. The use of the third person narrator at the end of the

story serves the purpose of authégticgting some of the information in
Filiberto's diary, and thus making the latter's account more credible.
Since the primary narrator adheres ta“chventicnai norms of reason,

his constatation at the end of the story is seen as reliable. This ’
reinforces the antinomy between the rational and the irrational. Two
contradictory world viévs which are presented as mutually exclusive

ave validity in the story, lndbthe resulting antinomy is unacceptable,
In "Lejana", however, the tﬁird person narrator does not represent
exclusive ébgectivity and reaééﬁ. He has no identity which could provide
a contrast to Alina's obsession. Since only one point of view is
revresented, there can be no antinogy in the text. The change in

narrative voice authenticates the supernatural, but only within the

w
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particular perspective of Alina's diary, and not within the guidelines
of a rational vorld view. No conventional laws of reason are threatened,
as they are in "Chac Mool".

The three short stories we have just discussed are based on
supernatural motifs which could very well occur in the fantastic.
Astral projection, ghosts and doubles are cammon motifs, but they depend
on the context in which they are presented for their effect. In a
magico-realist narrative, thgfe is no discrepancy between them and the
realistic framework. In the fanta%tic. on the other hand, they con-
tradict the laws of that particular fictitiausxécflé, " In "Lejana",
for example, Alina's double is not presented as anyéhing out of the

ordinary. On the contrary,'it seems logical to her that the meaning

of an anagram of her name, "es la reina y. ", implies the existence

of the opposite. The dgﬁble, which is created by language in the

protagonist's mind and finally materializes, does not destroy the

coherence of her world. The double in a fantastic narrgtive; on the

other hand, threatens the stability of conventional codes of perceptian-

of reality. In-TheDguble’}P F. M. Dostoyevsky, the protagonist

Golyadkin refuses to believe his own senses vhen he perceives a figure >

vhich resembles him in every detail. The first time that he meets

his double, he wonders whether he is ireaming.lg The strange

phenomenon terrifies him:

*What's wrong vith me?' thought Mr. Golyadkin,
setting off on his wvay again, and still looking
round occasionally. He felt a strange new
sensation caming over him --a mixture of fear
and anguish. . . . A feverish shudder ran
through every nerve. It was an unbearably
dreadfy ament. (p.75%)

He entertains the suspicion that he has gone mad (p.77), and refuses to
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admit that he fecognized the figure as his double: "not for all the
" tea in China would he have spoken his name, or been willing to admit
that that over there was so-and-so whose father was so-and-so" (p.79).
When he finally admits that the stranger is his double, his reaction
is that of a typical victim in a‘fantastic narrative. Although he
refuses to believe in the supernatural, he is frightened by it, and
looks for a rational explanation:

But at the same time it was all so peculiar,

incamprehensible and absurd, it all seemed soO
e impossible even, that really one could hardly

credit it. Mr. Golyadkin would have been only

too ready to regard the whole thing as a deli-

rious fancy, a mamentary derangement of the

imagination or a clouding of the mind, had he

not fortunately known from bitter experience

of life the lengths to which a man may some-

times be driven by malice, and the furious

extremes to which an enemy avenging pride and

_honour may sometimes go. (p.83)
When traditional supernatural motifs are used in a story, it is often
difficult to determine whether*it belongs to magical realism or the
fantastic. In "Ledana" and The Double, the narrator explicitly tells
the reader how to intexpret the narrative. In "la isla a mediodia",
on the other‘hand, the reader must adopt a more ac'%ive role if he wants
to interpret the text as either magico-realist or fantastic. The .
narrator does not inform us that the existence of a double is logically
impossible. He does not even tell us that there is‘f double. The

- ¢

reader can only deduce this on the basis of certain textusl indications.
On the one hand, authorial reticence makes it more difficult for the
reader to classify the story, and Justifies his considering it as a
borderline case. But on the other, the introduction of the logical
contradiction without any explanation produces an antinomy which

. "

S
i
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cannot be resolved. In the cn.ée of nagical realism, the casual
introdﬁétion of the theme of the double at the beginning of the story,
as in the case of "lejana", informs the rea&gr that the supernatural
and the natural are not to be considered as antinamious.®

The presentation of a coherent world view in which the rational
and' the irrational are not perceived as contradietory is samevhat

easier if the author creates a specific code which can be identified

with a Weltanschauung characterizing a society radically different

fram ours. The focalizer is then not a particular individual living
in a world governed by reason, but an entire culture. This type of

magical realism is found in Hombres de mafz and in the narratives of

Demetrio Aguilera Malta. In the latter's novel Siete lunas y siete

sergientes;eo the real, the imaginary and the mythical are fused in a
coherent magical world iiev, as the narrator adopts the collective
perspective of the "primitive" inhabitants of a small Latin American
cammunity. Since they do not distinguish between the natural and the
supernatural, the narratér does not present these two worlds as
antinomious. A realistic situation involving the exploitation of the
indigenous population by a rich outsider, class and racial struggles
and general social Problems, is described from the point of view of a
society which believes in the devil, lycanthropy and anim;ls with
human properties. Both the real and tng supernatural exist on the same
level, and both are presented in the same poetic manner.

Cris8stomo Chalena mercilessly exploits the inhabitants of
Santorontén by selling them water to which they otherwise have no
access. He has a monopoly on gll the water because he is in league
with the devil, who makes rain fall only on special zinc roofs that

-
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have been installed to catch it. As the Indians cannot survive without
bodies, to Chalena. The descriptiom of this exploitation is detailed
and lyrical:

Més tarde, algunos dieron las piezas de mis valor
que posefan: Doblones que la marea habia escupido
sobre la arena de las playas. Piezas de orfebrerfa
prehistbérica encontradas en’ las tumbas de sus ante-
pasados aborigenes. Joyas iluminando los fémures Y
tibias de los esqueletos encuclillados en vasijas
funerarias. (pp. 141-1L2)

The realistic level constantly alternates with others, such as the

improbable, the metaphorical, and the impossible. Chalena's attempt

to grow a rose bush in Tolén's hand seems utterly preposterous, but
its description is no less lyrical than that of the Santorontefios'
increasing poverty:

Don Chalena regando el Rosal, IMaldito Rosal!

El Potro de Humo. IMaldito Rosal! ILa rafz en

la carne. iMaldito Rosal! Toldn medio loco.
IMalditc Rosal! La Muda clavada con manos y

pies. iMaldito Rosal! iMaldito Rosal! Enraizado
en la tierra. En la manc. FEn los suefios. '
iMaldito Rosal! (p.147)

f

Chalena is described as a huge voracious toad:

Una sonrisa voraz de rapina remecib la boca al
batracio. (p.143) : .
Sobindose las manos. Abjiendo la boca -- Boca.
Bocén. Boque®e? Boca-buzbn. Boca-pozo.
Boca—crfter -- (p.145)

La Boca-tonel. Boca-pipa. Boca-tanque se
arqueaba, Malévola. (p.l1u6)

Batracio crecido. (p.147)

Sapo hinchado de sapos. Aborto monstruoso de
un ventrépodo absurda. (p.148) |

His mouth, symbolizing insatiable greed, is transformed in the

Indians’ e&es into a bottomless well and crater engulfing their
possessions and their very lives. The rest of his body is c;l%ferateﬂ

s

" by the rapacious mouth. The poignancy of the poetical and express%aqiiiiiri )
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language portrays the Indians' feeling of frustration and utter

helplessness. The narrator gives us their point of view, not by

explaining and descri It by directly rendering their reactions

to the situation. Chhlena does not appear as A monstrous mouth =-he
actuélly becames one J as the grotesqueness of his ruthlessness prevents
one from noticing an\ human gualities in him. It is only one step

from the metaphorical des fptian of Chalena's greed and callousness

té the concretization of his evil nature in the devil. The Indians are
convinced that Ehalena is in league vith Satan. While all their wells

suddenly run dry, the houses which Chalena has equipped with zine

The figure of the devil is introduced as casually as if it were that of.
a human being. While Chalena is disconsolately grumbling about the
difficulties he is having with.the Indians, the devil appears and pays
him a visit:
»
Era el MismYsimo. La luz de sus ojos lYameantes
" le servia de linterna. Estaba medio encogido.
Melancélico. Con la punta del rabo se rascaba
la barbilla. (p.328)
Both are bewailing the failure of their evil plans. The devil com-
plains that poverty is so much more prevalent than é?ulence-that most
people cannot afford to have any vices. Just as in fairy tales and
legénds. the devil is ¢onsidered as part of reality, and nobody
doubts his existence. The description of his human attributes of
melantholy and infecisiveness place him on the same level of redlity
as the other characters in the novel. The devil's adversary is

humanized in the same way. Padre CAndido frequently has prolonged

discussions with the figure of Christ on the cross, who speaks to him
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ag if he were a human friend. The witeh doctor Bulu-=Bulu is meta-

merrhosed into a tiger, and disintegrates into various parts in order
to inform his friends and relatives in many places at once that his
daughter will be getting married. His transformation back into a
human being is described as if it weres pnothing out of the ordinary:
Cuando sintib que habfa avisado s todos los
suyos, Bulu-Bulu-Tigre se fue reintegrando.
Rehaciendo. Los pedazos del cuerpo volvieron
soldfrsele. Se marchd su cola. Se

marcharon, también, los moteados rojinegros
de su piel. (p.280)

]

The reader does not question the supernatural, as it is presented

reality, because they are focalized by a culture which does not

distinguish between the real and the imaginary. Their dreams and

myths are as real to them as the actual events taking place around them.

Nowhere is the coherent world view invalidated by that of an outside
observer. The reader need not question whether the narrator is

reliable or not, because our criteria of logic and perception do not

apply to the society depicted in the novel. The reader's role is to

~understand the working of a different meﬂtality, and not to judge or

th

[y ]
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criticize it. The author does not want to titillat reader with
mystery and suspense, but to inform him of his vision of Indian society

v . .
as well as to create a work.of art which can be appreciated for its

Lo

expressionism, lyrical style and coherent structure. The ;estnéki
motivation is as important ms the social and political.

The magico-realist author creates a convineing world view which
is radically different from our own. It may be based on Western

superséitién, such as ghosats and doubles, or it may be based on a



culture with a different perception of reality emtirely, such as that
of the Indians of Central America. Magical realism, however, is not

confined to these two tr;@iticnal manifestations. Since the author

¥
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is free to create whateverfhe wants, he need not limit himself to
conventional patterns of writing. The magical realist must not
necessg;ily use vellskng?n themes of the supernatural. Hg;can create
his own fictitious world frge fram lycanthropy, demons and ghosts, as
long as he adheres to the essential characteristics of magical
realism. 1In "Axalatl",gl for example, CortAzar demonstrates the

absolute freedom of the-writer. The'stéry defies all logic, adheres

to few conventions, and alludes explicitly to the act of writing. The

salamander, who is thé focalizer and first person narrator at the end

of the story, hopes that the man watching him in the Jardin des Flantes

will write a book sbout himi,

Y en esta soledad final, a la que &l ya no
vuelve, me consuela pensar gue ACASO V& &
escribir sobre nosotros, creyendo imaginar un
cuento va a escribir todo esto sobre los
axolotl. (p.155)

The narrator informs us at fthe beginning of the story that he is a
salamander, and proceeds to tell us how he became one. He used to be

a man, who became obsessed with the salamanders when he visited the

aquarium. After studying them intensely for many days, comparing them

to the Aztecs and feeling sorry for their gloamy surroundings in the
damp ;quarium, he suddenly sees his own face looking at him fram the
outside of the glass window. He realizes that he is now a salamander
and that there is no coammunication between his present and former
self. His only hope is that his species will be immortalized in

writing by the visitor to the aquarium.

£
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The preposterous transformation is mentioned casually in the first

paragraph of the story: | ’

Hubo un tiempo en que yo pensaba mucho en los

axolotl. TIba & verlos al acuario del Jardin

des Plantes y me quedaba horas mirfndolos,

observando su inmovilidad, sus oscuros movi-

mientos. Ahora soy un axolotl. (p.149)
Mo surprise is expresséd by the narrator in the face of such an
unusual event. The statement that he ig an axolotl is made in the same
way as that of his v;siting the aquarium. The real and the preposterous
exist on the same level, Just as they do in "El fantasma", "La galera"
and "Lejana". The ieader is told immediately that he must take the
information given at face'value. Thereiis no mystery to unravel, and
no suspense of the kind that we find in stories of the fantastiec.
The author presents a fictitious world ehtirely different fraﬁ our own
which is not supposed to be questioned. i'I'he reader, on the other hand, B
can only enjoy the narrative if he allows himself to forget thdt‘tﬁe
events that are described are impossible. The reader may find it more
difficult to accept the transformation of a human being into a
sqlamander than the appearance of a ghost, begause the latter theme
1s f4r more common in our culture and literature than that in "Axolotl".
But there is no logical reason why' two giories with preposterous
-themes, one of them well known and the other not, should belong to
different genres or modes. The author of "Axolotl" demonstrates that
the impossible in literature does not have to fit into a literary
tradition. 1In order to be considered as magical realism, it simply
has to appear natural, and coexist with the real. 1In "Axolotl", the

narrator explicitly states that he experiences no surprise when he

undergoes the transformation:
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Sin transicibén, sin sorpresa, vi mi cara contra
el vidrio, en vez del axolotl vi mi cara contra
el vidrio, la vi fuera del acuario, la vi del
otro lado del vidrio. PEntonces mi cara se
apart8 y yo comprendf. (p:lsl)
He even stresses the unexceptional nature of this event by stating
that the only thing he found surprising was that he still thought and
felt like a human being. Theré is no antinomy between the guperﬁatuggl
and the natural. At the same time, the realistic framework is presented
in same detail; We find out about the protagonist's visit to the Jardin
des Plantes, the information he obtains from an encyclopaedia, and his
reactions to the animals in the aquar%ggg There is nothing that would
differentiate the style from that in a campletely realistic ;h@rt
story. And yet.the supernatural does not appegr to be added as an
afterthought to the account of a man's obsession, It is the absurd
yet predictable dénouement of the plot. The obsession is carried to
its extreme, just as it is in "lejana". The transformation is merely
the logichl conclusion of a realistic situation, yet légical only
within a.fictitious world that allows the complete, éven if absurd,
development of a théme. ' .
Another example of the destruction of antinany by the ereation of
" a "magical" world view not based on any particular cultural perspective
is Carpentier's "Viaje a la semil_la".22 An old man, who is watching
the demolition of a house, uses his magic wand to reverse time. Just
as in & cinema reel played backwards, the stones and tiles of. the
mansion suddenly start flying‘uﬁwards until it is standing again:
Los cuadros de m&rmol, blancos y negros volaron

a los pisos, vistiendo la tierra. Las piedras,
con saltos certeros, fueron a cerrar los boquetes

\\\\\\ de las murallas. . . . La casa crecib, traida
nuevamente a sus proporciones habituales,
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pudorosa y vestida. (p.59)
On the level of the plot, an old magician reverses time. But his
"cayado", or magic wand, symbolizeés the writer who has the same
absolute power over time and matter. His wand is a pen, and £he
objects he transforms are conventional concepts. Just as a magician
is able to reconstruct a demolished house on the level of the Eﬂuﬂs*
“ci@ted, so the author can describe a familiar process backwards. ?h&

enunciation parallels the actions of the magician in the story.

narrator describes the process in detail. He tells the story as if
time were inéeed flowjing backwards.

In the;world of magic, there is no boundary between the real and
the unreal, because everything can become real. The impossible can
"be done, and the preposterous becomes ordinary. The world of fiction
..»is similar, and, just like magic, is restricted by ﬁ number of codes

which provide internal coherence. Every genre'adhéres to certain

guidelines, the departure from which leads to inversimilitude.

Although -some genres are rigidly defined, the restrictiéns are
frequently not noticed. .The structure; style and themes are so )
familiar that the reader does not question them. The hero of a
tragedy, for ex;mple, must behave strictly accbrding«to convention,
even if his actions are utterly improbable if they are taken out of
context. Magical realism also adheres tO‘conventions, but these are

"not as strict as in other modes or genres. The author of a magico-

. , ~

reali;t narrative has a great measure §§>freedan. He is working

within one of the most flexible modes, where the nature of the real

can be as varied as that of the supernatural. The two levels can be
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ju:tépased in any number of ways. The impossible may be described
with realistic detail, and the real may coexist with the unreal in a
uniséimensignal narrative. The narrator can be an inanimate object
or an animal, time may be reversed, and the laws of conventional logic
can be changed. 'Nélhing is questioned in a narrative which posits
nothing gﬁ exclusively real, since the latter is as valid as the
impossikle. Whether the perspective presented in the narrative is
that of primitive natives, a salamander, an occultist or a mentally
diéturbgd:persaﬁ, it must be accepted literally. It is not judged
according to é@nvgnti@nairstgndards of thinking.

"Viaje & la semilla" illustrates this freedam. The narrator -
simply chooses to reverse the usually accepted manner of dese;EEing
the vicissitudes of th; protagonist. ' Instead of telling the story of

his birth, youth, marriage, middle age and death, he narrates Dom

Marcial's life bagkwards. First the house is demolished, then filled
==

with mourners at the protagonist's death. Don Marcial g subsequently

shown on his death bed, afterwards as a widower, and so on Wntil he

returns to the womb and the house is transformed into a wasteland.
Tﬁ?ggghgut the course of the story the clock goes backwards, i?e
piano regresses to a clavichord, and wrinkles disappear as Don Marcial
and his wife grow younger:

El piano regres§ al clavicordio. Las palmas
perdfan anillos. Las enredaderas soltaban la
primera cornisa, Blanquearon las ojerams de la
Ceres y los capiteles parecieron recién tallados,
MAs fogoso, Marcial solfa pasarse tardes enteras
abrazando a la Marquesa. Borrébanse patas de
gallina, cefios y papadas, y las carnes tornaban
a su dureza., (p.63)

Time is actually shown in reverse as the trees grow smaller and the
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furniture appears larger to the shrinking child. In this story, the
narrator does not adopt the perspective of an individusl, as in "El
fantasma" or "La galera", or of a particular culture, as in Siete lunas

Yy siete serpientes. The focalizer is not specified or characterized

-except by thesability to perceive time in reverse. He is an
illustration of the omnipotent author. His point of view is not
restricted by obsessions or superstition, but by a temporary focus
of a particular type that is not based on specific cultural manifes-

tations. It is the structure of the narrative that creates the

supernatural, and gét the nature éf'the events if taken out of context
and not seen in relation to their unconventional chronological order.
‘The descriptions of the house and the fsmily residing in it would be
realistic and unexceptional if the time sequence were reversed.

Just as magical realism can be created by presenting otherwise

normal processes in an unaccustamed order, it can arise out of the
interplay of several realistic sequences in an abnormal way. The
resulting antinomy is resolved, however, by the ludic attitude of the

narrator. In Cortfzar's "Continuidad de los p;rques"‘EB two different

‘
levels of reality are Jumbled to produce an unconventional perspective

of the world. Fiction and reality, or what Juan Armando Epple calls
"realidad objectiva" and "realidad ficticia",gh converge at the end of
the story when a character fram a book that the protagonist is reading4
assaults the reader-character within the primary, "objective"

sequence. The ending is so §b¥§ﬂ951§ illogical that the reader is

not Justified in trying to find a rational explanation. Thézcaexis—

tence of the two different levels of reality is presented without any

of the devices of the fantastic which create antinomy. There is no
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dramatized narrator who believes in the exclusive validity of the real,
and no protagonist vﬁo tries to rationalize events. The two sequences
are presented without any narratorial explanation or obvious signs of
subjectivity. They are simply Juxtaposed and then‘Jumbled. The
Vnarrator appears as a "Magister Ludi, que ofrece al lector opciomes
nuevas frente al mundo, de' tal manera que &ste tenlfnc\otgeciéndose
ante sus ojos y su conciencia camo un laberinto que debe f?correr por

25

#f solo para entenderlo". The "world" which is presentgd in an

s
-

unconventional manner is the world of fiction, with/ifgfendless
creative possibilities. The reader of magical realism must be
willing to suspend any notions of what is possible or impossible, and
participage actively in the ludic creation of an absurd, yet ordered,

perspective. -



CHAPTER FOUR

AUTHORIAL- RETICENCE

Every text reveals the presence of its suthor. There is no such
thing as a completely impersonal narrative. As Wayne Booth points

—

out : "We must never forget that though the author can to some extent
choose his disguises, he can never choose to disappeaf;"l Absolute
authorial rétiQEnCE'iS a contradiction in terms. If somebody is an
author, then he obviously cannot be silent. "Authorial reticence” is
a relative term which applies to the absence of obvious intrusions and

manipulation on the part of the author. Explicit moral judgments and

camments on the text or act of narration are only extreme forms of

authorial mediation. Pvery selection of dialogue and every descrip-
tion of character Jpre-suppose a8 sublective creator. Fargdaxically&
one of the most effective forms of guiding the reactions of the reader

is suthorial reticence, not in the restricted sense of absence of

moralizing, but in the wider sense of withholding information and

explanations. An oblect whf%h is described in such a way that the

most important characteristics are intimated, but deliberately not %

mentioned, arouses greater interest than one that is described in great

detail. The reader faced with the \former situation wonders why the
narrator is silent about essential information. As he tries to

concretize the image of th’ fictitious object on the basis of in-

136
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sufficient data, his inZgination is aroused to a gfeater degree
than if he were reading a descriptionm in which the amissions are due
solely to lack of importance in the narrative. Similarly, withholding
important information at the beginning of a text and revealing it at the
end creates suspense. A mystery which is left unexplained‘incites the
réader te resolve ;t himself. In all these ca;es. uuthoriai reticence
emphasizes the object or situatioz by presenting it in an unconventional
way. This device is very similar to what éklovskij calls ostranjenje,
or singularization. According to the Russian Formalist, Qé normally

rébognize a common object by a few well known traits, instead of

actually perceiving it. This process is the autamatization of

perception. Through art, however, we are made aware of the details

which usually go unnoticed:

Le but deil'art, c'est de donner une. sensation
de l'objet comme vision et non pas comme recon-
naissance; le procédé de l'art est le procédé
de singularisation des objets et le procédé qui
consiste & obscurcir la forme, 3 augmenter la
difficulté et la durée de la perception.

If the word or salient characteristics that identify an object are not
used in the description of it, the reader's attention is drawn to the

unaccystaomed manner of presentation, and thus to the nature of the

ct. In this way, the object is not only emphasized, but becomes a
urce ér mystery. Either the reader is able to place the object or
ituation within everyday conventions, in which case the mystéry is
simply that of beauty of apeation, or he cannot integratﬁ it within
usﬁal norms of unde;standihg;.in vhich case the mystery creates

uncertainty about its nature, and a feeling of disarray in the reader.

The latter type of singularization occurs in the fantastic, where
. P
49



authorial reticence serves to maintain the smbiguity of an event,
objlect or situgtian throughout the narrative, and prevents the reader

fram resolving the antinamy betvggnithg natural and the supernatural.

In magical realism, on the é¥her hand, singularization is used for a
different purpose. The world is described in an unconventional way in
order to widen our perspectives of reality, without producing an
atmosphere of strangeness and uncertainty. Although a situation may

be focused from the point of view of a madman or a superstitious personm,
the reader accepts this perspective. Describing s:methiﬁg from an
unusual viewpoint is in itself singularization, but in magical realism,
our attention is not, paradoxically, drawn to the strangeness of the
object. On the contrary, it is presented as if that particular type

of perception were quite ordinary for the reader. The devices employed
are the opposite of those used in singularization. The reader is
carried away by the matter-of-fact descriptions so that he iaés not have
the opportunity of questioning the fictitious world view. Authorial
reticence plays an essential role in this naturalization of the

unusudl. If the narrator explained the beliefs of the strange -

focalizer, the reader's attention would be drawn to that particular
perception of the world. The focalizer would no longer be the‘
fictitious character who interprets his surroundings in a manner which
is different fram ours, but the narrator vho points out the strangeness
of the eharsctEf'é perspective. The text would thus be an example of

exoticimm, or even of anthropology. : : - w

The Fantastic

2
-
pu. ]
-
i
]
ot
n
]
—y

The antinomy between the natural and the supernatura
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the fantastic produces a reaction of uneasiness in the implied reader.

o
\
-

nable to give up conventional perception and logical reasoning, the
reader is disturbed by an event or object which seems to contradict
the normal order. The text, vhich affirms the orthodox wvorld viev
held by the reader throughout most of*the narrative, prevents him fram
accepting the apparently supernatural -occurrence within the fictitious
wvorld. If a rational explanation contradicts the codes of the text,
and an irrational one seems prepSStérng, the situation becomes
disturbing. On the one hand, it is an intellectual challenge to
resolve the impossible contradiction, and on the other, it is a
source of anxiety when the illogical and -the unacceptable occur. The
text produces a certain frisson or chill if the reader allows himself

i

to be carried away by the narrative. The unexplained situation appears
as uncanny jor unheimlic¢h. It is obvious that an explgnatiﬂﬁ of the
mystery would destréy the antinomy essential to the arousal of
disarray in t?e implied reader. By explaining an object or situation,
wve infegrate it within certain norms that fééulate our conventional
-
way of perceiving reality. The supernatural then becomes part of the
natural, vhich is largel& equated with the explicable. It is thus
essential that the author refrains from fesciving the antinamy. His
intrusion would destroy the uncertainty necessary to the fantastic.
This is one of the reasons why Maupassant rewrote his first version of
"Le HQFlE“;B In the story written in 1886, the incredible narration
of the mentally deranged patient is authenticated by his doctor,
Marrande. The latter confirms tﬁat ;hree of the prat;éanist‘s

neighbours underwent a similar experience, and that in every case the

milk and water wvhich they had left in a sealed container disappeared

4
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overnight. Although the dog¢tor affirms that he is uncertain about

wvhat has actually happened, the presence of the reliable witness who
confirms the strange circumstancee obliterates the uncertainty of ;he
text to a certain extent. ﬁareaver, the protagonist is not the only
person haunted by thg;disquigting presence. In the 1887 version, the
events are related in Fhe form of a diary, and no physician authenticates
the strange situation confronting the protagonist. No commentary is
provided on the HEEPTE and validity of the diary. Since the author

of the diary, contrary to the first version of the story, is the éﬁly
vietim cflthe mysterious horla, the authenticity of his experience

can be doubted. As Louis Vax points out, "le narrateur dm Horla-

nouvelle nous plonge dans l'incertitude: le rédacteur du journal
| ]

est-il un malade qui délire ou un hamme lucid e gagné par un mal
im;et:m'r;m‘5‘"Li
}

If the author intrudes to explain what is apparently supernatural,
we léave the domain of the fantastic. This is the case with Ann ¢
Radcliffe's romances, where the protagonist is faced with the uncanny,
the terrifying and the mysterious. They are examples of the surnaturel
expliqué, in which anything that seems supernatural is explained
rationally at the end. Authorial intrusion can also transform the
virtual fantastic into the occult. A pseudo-scientific explanation

destroys the mystery in the case of Bioy Casares' story "En memeria

de Pluiing"s. where the dead lover's ghost that appears to the

Jealousy:
. . . mi horrible explicacibén aclara los hechos
que parecfan misteriosos, .
Nuestro pobre amor no arrnncé de la tumba
-
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Pguling_ No hubo fantasma de Paulina. Yo
bracé& un monstruosc fantasma de los celcs

e mi rival. (p.21)

[~

The same technique is employed in Bioy Casares' "La trama celeste",é
in which the strange adventures of Captain Morris are explained at

a plurality of worlds

great lenéth at the end of the story. There i
" which are similar but distinct. Although it is usually impossible

to travel from one world to the next, Captain Morris was transported,
by 'an extraordinary stroke of chance, into a world which was almost
simi®ar to his own, but built upon the Carthaginian instead of the
Roman civiliz;ticﬁ. Many readérs would react negatively to such a
preposterous explanation given in a serious tone. Both "En Memoria de

Paulina”" and "la trama celeste"

might be good examples of the

fantastic without the final authorial intmsiokﬁi‘he explanation
déstroys the structure of the fantastic which :harécterfées the rést

~of the narrative. A supernatural situation that is intim;ted moves

us moré than one that is affirmed, but that we cannot accept. The.‘
uncertainty within the fantastic makes the supernatural more palatable
for the enlightened reader. What Horst Conrad points out with regard to

. the Schauerroman applies equally well to the fantastic:

T

Um dem aufgeklirten Leser den Geriuss des
Irrationalen vorbehaltlos zu ermdglichen,
musste das Gespensterhafte, Schaudererregende
ganz im Unbestimmten and Unklaren bleiben.
Die auf ausnahlmsloser Erkldrbarkeit aller.
Dinge fussende rationale Grundeinstellun

des Lesers durfte lediglich irritiert, aber
nicht ad absurdum gefGhrt werden.’

While the fantastic asks the reader to react to the apparently super-
natural according to his conventional view of reality, the occult

F

demands acceptance of the preposterous. Most readers would
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consider Booth's remarks about a "bad book” pertinent to this type
of story:

A bad book, on the other hand, is often most

clearly recognizable because the implied author

asks that we Jgdge according to norms that we

cannot accept.
Although we cannot condemn a book because the opinions of the implied’
author do not coincide with ours, it is more effective if he suggests,
rather than ostensibly trying to persuade.

In the occult, the supernatural is accepted and explained, and
thus becomes part of the natural order of things. An analogous
situation exists in the exotic marvellous. This term is used by
Todorov to refer to a type of literature in which the supernatural is
presented as natural in a foreign environment :

On rapporte ici des événements surnaturels

sans les présenter comme tels; le recepteur

implicite de ces contes est censé ne pas

connaftre les régions olu se déroulent les

#vénements; par conséquent il n'a pas de

raisons de les mettre en doute.
An example of this is Bioy Casares' "La sierva aJena",lQ in which
the supernatural is introduced right at the beginning of the story and .
treated as if it were merely extraordinary. Only the reader's
knowledge that it is impossible to reduce a living human being to the
size of a puppet makes this story supernatural, because the textual
indications lead one to believe that such a feat is possible, and
indeed cammon amongst certain African tribes. When one of the.
characters in the story tells the other guests about this type of
mummification, and about a young woman who became attached to a man

who had undergone this process, his account is not questioned. The

extraordinary, which is presented and explained, becomes part of
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accepted reality.

The fantastic, however, depends on authorial reticence for its

effect, and indeed its existence. Of the several types of reticence,
. .

the deliberate absence of an explanation is one of the most important.

Provided with the }aéts, but not with a selution of the mystery, the
reader must acti;ély reconstruct the various codes of the narrative
and search for an explanation himself. He thus becames a participant
in the game of fiction, fully aware of the author's intentions and
consenting to abide by the rules of that type of narrative. He

knows that he will never be able to resolve the antinamy in the text.

tation about whether

(1]
-

Todorov calls the uncertainty of the reader hes

[

an event is natural or supernatural. Vax refers to the same type of
uncertainty when he stresses the importance of ambiguity in the
fantastic. According to him, the most effective stories of that mode
are those in which there are two levels of interpretation --one that
is evident, and another that is suggested. The reader cannot decide
on the basis éf the text which is the correct one:

Or, si La Vénus d'Ille passe pour le modéle du
récit ambigu, c'est parce qu'il est impossible
au lecteur de bonne foi de décider entre le
normal et le prodigieux. Son embarras est
celui du Juge qui n'a pas assez de preuves
pour conclure & la culpabilité, mais dispose
de trop de présamptions pour trancher en
faveur de 1'innocence. L'ambiguité des

contes fantastiques ne porte donc pas sur le
sens des discours, mais sur la nature des
choses.11

Although hegitation of the protagonist or the narrat@gxis present in
many stories of the fantastic, the predominant reaction gf both the
fictitious character and the implied reader is one of general

uncertainty. Even if the situation described by the narrator is
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obviously supernatural, it is still unacceptable within a logically
ordered world. As long as the hgrfgtér does not explain the situation
satisfactorily, the regder is left with a serieslcf events vwhich he
cannot understand.

In "la Vénus d'Ille", the narrator expounds the mystery with all
its details, but withholds an explanation. The assertion of
M. Alphonse's wife that he was crushed by the statue is unacceptable
to a person who does not believe in the supernatural. The prose-
cuting officer believes that she is mad, and the narrator does not
deny this. The possibility that the man vho threatened M. Alphonse
killed him must be discarded because the suspect has an irrefutable
T the story, the narrator informs us that he has

. . i * L 12
ucidate the "mystérieuse catastrophe”.™

alibi. At the end

o

g

never been able to e
Although the only explanation suggested by the text ig supernatural,
the narrator refrains from verbalizing it. |
The same technique is employed in "Chac Mool", where the presence
of the Indian at the end of the story remains a mystery. Filiberto's
account of the metamorphosis of the statue into an animate being is
neither denied nor confirmed by the primary narrator. In both
stories, the supernatural is affirmed by an unreliable narrator,
suggested by the rest of the narrative, and not refuted by a
narrator wvho does not know how to explain the mystery.
In Corthzar's "La isla a mediodia", no explanation is offered
by a character within the story. The supernatural is created merely
by the use of logically impe:éible focalization. The reader is given
little guidance in finding a suitable explanation. Only a very close

reading of the text will permit the reader even to recognize the
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nature of the supernatural. "La noche boca arriba" offers even less

of an explanation of the confusing narrative sequences. The text

‘suggests no simple supernatural solution, as do "La Main" and "la

Vénus d'Ille". The reader is not told how to interpret the events
in the story. Authorial reticence reaches a point where the reader
must either be content with an unremediably inexplicable situation, or

extrapolate in order to find & preposterous supernatural solution.

‘The intent of the narrator, however, is obviously to leave the reader

in a state of absolute confusion.
In many examples of the fantastic, the supernatural is directly

presented by the narrator, and not by a secondary character such as

. Mme Alphonse in "La Vénus d'Ille”. The narrator adopts the perspective

of the primary focalizer, thus authenticating the story. In Amparo

13 the protagonist thinks about his past life

Dévila's "El1 entierro",
as he lies dying at home. When he knows that death is imminent, he
dezides to see the familiar streets of his city for the last time. He
leaves the hoﬁse without being seen by anybody and walks aropnd for a
while before noticing a funeral procession. The profusion of flowers
and wreaths reminds him of his own funeral, which he had been planning
meticulously for same time. His reflection ;bout the dead man is the
same as the one he had been hoping people would make about him‘after
his death: "entonces se trataba de una pe}sona importante"” (p.1Lu8).
The car carrying the mourners is identical to his, and the passengers

are his wife and children. Although the reafier already suspects that

the- funeral is his own, the text does not ,state this. Neither does
. ]

it suggest a rational explanation, such as the possibility of his

family's attendance at somebody else's funeral about which they did
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not tell him because of his serious illness. The final sentenée
of the story reinforces the supernatural interpretation. His vife
covers her mouth to stifle a scream. The implication is that she_
has seen her husband's ghost:
Al pasar el coche pudo distinguir en su
*interior las caras desencajadas y phlidas
de sus hijos y a su mujér que, sacudida por

los scllozos, se tapaba la boca con un
pafiuelo para no gritar. (p.148)

The sbsence of an explanation is essential to the effect of this

story. An explicit supernatural ending would appear absurd in a
realistic narrative in which there is no suggestion of another
dimension ﬁefore thg final scene. Even if the code of the supernatural
had been developed throughout the story, an uncertain ending is more
disquieting, because the Tegder;iS'canfﬁsed a@@ut vhat actually
happened. On re-reading the last few paragraphs, he will find the
possibility of a rational explanation. Before the description of the
sick man's excursion iéi@ the streets, the narrator informs us that the
protagonist was on the verge of fajling asleep, and thinking about

his final walk outside, Although the ﬂarratar-dags not aﬁapt a
different type of focalization ié the final scene to suggest that the
dying man is dreaming, the fact that he was falling asleep and had

been consgfntly preaccupiedsﬂiﬁéggis own funeral gives validity to

this inte;ﬁretaticﬁ, However, his wife's scream as‘she is driving in
the funeral procession makes us question the ratiéngl explanation.

She must obviously have seen something terrifyingi such as the man

who, she thought, was in the éaffin. But then, this could be part

of the dream as well.

In many cases, the narrator explicitly draws our attention to the
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absence of a sgtisfgétary explanation of the mystery presented in the
text. Tﬁis servesg thé purpose of reminding the reader hov to react
to the story. If the code of the supernatural is developed in a
convincing way, the reader may consider it as perfectly:gccépt*ble!

4 he narratorsmust snphégize the antinamy of the téxt by rejecting the
superﬂatur;i explanation and yet admitting that he has no satisfactory
rational solution to offer. This is the case in "Chac Mool", where
the primary nérrat@r rYefuses to believe Filiberto's account of the
‘animation of the statue, while being unable to explain the strange -

behaviour of his co-worker: <ij::;/¢

No supe qué explicacién darme; pensé que las
lluvias excepcionalmente fuertes dE ege
verano, lo habian enervado. . . 1

The magistrate in "La Main" inform# us that he had to leave the case
of the mysteriously strangled man unsolved because he did not have
enough evidence., He rejects the supernatural explanation, but admits
that he cannot understand how the murderer could have cammitted the
crime with the doors and windows closed: '"Mais jJe n'ai pu savoir

~ . . pn e e m wl5 e me

comment il a fait, par exemple. In ¢ : >

supernatural solution is suggested by the text, the narrator simply

expresses his inability to understand a certain phenomenon. The

e s .. ' . . wl6 e
narrator in Vicente Barbieri's ™Dos veces el mismo rostro' ~ describes

the image of a human face which appeared to him in his room, and which,g

he later found out, belq'ged to a patient at the hospital. Since he
.had never seen the man before he entered the hospital, the vision he
had in his home some time before the operation is A complete mystery
to him. He begins the story by admitting this: "Contaré el caso

exactamente como occurrib: para m{ sigue siendo un verdadero enigma”
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(p.43). He does not even know whether this vision occurred in a
dream or while he was awake: "Repito que no se trata de un suefio:
en (iltimo caso, un suefio despierto. No s&" (p.43). The last few:
lines of the story are a.n.example of the attitude of uncertainty
generaliy expressed or implied by the narrator in the fantastic:

LQué enigma es &ste? (Existe un mundo

anterior, olvidado por nuestros sentidos?

lLEs verdad aquello de que presente y futuro

son simulténeos? (Algln encuentro en el

vasto tiempo, que mAs tarde se repite ante

nuestros ojos asambrados de no poder

recordar?

" Ocurrib as{, y as{ o cuento. 7

iAlucinacién? S8lo puedo decir: No sé. (p.45)

Just as important as authorial reticence with respect to logical
explanation is reticence in presenting an apparently supernatural
event or situation. The detailed description of the irrational in an
ordered world usually destroys the fantastic. Instead, we have an
example of magical realism or the absurd. If the reader is to be
carried awvay by a plausible, yet extraordinary situation, the super-
natural can only be adumbrated, or affirmed by an unreliable character
whose fears are later partly confirmed by the rest of the text. The
most effectiie stories of the fantastic are usually those in which the
reader does not see the supernatural directly. Narratives in which
the supernatural is explained at the end are based on this principle
as well. In Anne Radcliffe's romances, for example, the reader is
titillated by the description of strange sounds and shapes that
suggest the presence of ghosts. According to Horst Conrad, the
enlightened reader can only experience "jiterary" fear if the

supernatural is intimated. Direct reference to it would make the

situation completely unacceptable:
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nggrch, dass das Unheimliche lediglich

audibel oder als trigerischer Eindruck

tachistokopistischer Phinomene hingestellt

wird, kann es ebenso gut glsrnuf potentiell

gedeutet werden. Wiare das nicht mdglich,

80 entginge dem aufgekldrtem leser der

Mitgenuss der Angst.lT
rThe technique of withholding essential information is employed
frequently in the fantastic. The narrator gives the reader sufficient
facts so that he can deduce the supernatural explanation without
actually describing the extré@fiinary event or situation.

Authorial reticence in the case of plot andigescripticn i used
very effectively by M;upgsggnti In "La Main", the result of the
mysterious murder:énijcertéin circumstances of the crime are described,
but the confrontation of the victim with his murderer isileft to the
reader's imagination. Without telling the reader what happened, the
narrator provides obvious guidelines as to how the crime should be
interpreted. The broken chain which normally secured the desiccated
hand, the five small holes in the victim's neck, and the appearance
of the hand on the dead man's grave, all ;uggest that the hand
itself was the strangler. A gimilar technique is used in Mérimée's
"La Vénus d'Illé%, vhere the narrator emphasizes the strange qualities
of the statue, describes the sound of heavy footsteps in the night,
informs us that the victim looked as if he had been crushed by an
iron band, but does not actually comment on the crime. The two
stories differ only slightly with respect to authorial reticence. 1In
"La Main", the supernatural explanation is suggested only by the
cifcumstances a? thé crime, where in "La V&nus d'Ille"” the irrational

solution is actually proposed by one of the characters in the story

wvho allegedly saw the statue killing Alphonse. But this information



is given by a secondary §§§ unreliable narrator, vﬁase statements® are
not confirmed by the primi?% narrator. In both cases, the supernatural
event is not directly shown to the reader.
authors of the fantastic. Anderson Imbert does not describe ’hei
leap through time of Fernandez in "i1Qué voy,a hacer yo con uji
guitarra?”; Bonifacio Lastra does not show us how thé statue created
by Ranieri was tfansfaﬁmed into a woman in "Pigmalién"; and Carlos
Fuentes' description of the humanization of the rain god in "Chac
Mool" is not given by the primary narrator. In some cases, the
supernatural event is not even described by an unreliable witness.
w 18

This occurs in H. A. Murena's "El gato", in which a man locks himself

into a hotel room with a cat, and gradually comes to r Semble the ™\
animal. After asking whether it is possible for asgét to change the

life of a person, the narrator describes the tré;éf@rmatian of the
s

develops a keener distinction of colour and sense of smell. One day

decfan, pero los tonos le bastaron. Fué _.
como si tuviera una enorme barriga fofa y
la clavaran en ella un pato. . . . (p.77)

LY . Lo
The transférmation of the man into a cat, which has already been
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suggested by his altered behaviour, is iﬁplié& even more strongly by
the fact that he is no longer capable of comprehending human speech.
The reference to his huge, soft belly reinforces this implication.
He is p;u-glbysed by fear and can do nothing to escape the threatening
situation.. Finally, in desperation, he opens his mouth and mevs 1like
& cat:

Entonces abrif la boca, permanecib un

instante sin saber qué buscaba con ese

movimiento, y al fin maulld, agudamente,

con infinita desesperacibn, maulls. (p.77)
In spite of the textual indications of the supernatural, the end of
the story rém&ins ambiguous. The narrator does not state that the man
"has “been changed into a cat. Nor does he provide information that
kmakgs an irrational ending absolutely necessary. One would be
Justified in cgncluq;ng th;t the prgtaganzst's behaviour is due to
’.1ﬁs;n1ty The narrator withholds the 1nfanﬂat1@n that would enable
us to interpret the story unambiguously as either natural or super-
natural. If he desefibéé:;he transfaﬂaatgan of the protagonist's
body, and not only of hié.pérsaﬁ&lity. the conclusion would be
obvious. In this case, authorial reticence makes the difference
between ghe fantastic and magical realism. One of the faetgrg that
distinguishes stories of thé fantastic from magico-realist narra-
tives such as Kafka's "Die Verwandlung" is the absence of essential
information about certain occurrences within the fictitious world.

The narrator's silence with tespect to the culminating :;-nt of

the stcry is very effective in Francisco Rojas Gonzhlez' "Mateo el
evangellsta".lg A public scribe, who types his clients' letters on

an old "Oliver", is asked by a strange man to write "No se culpe
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a nadie de mi muerte" (p.260). A shiver runs down the writer's back,
but he makes no comment and types the message. In the following
paragraph, wvhich is also the last one, the narrator only informs us
that on the day after this incident Mateo's companions deéide to
divide his belongings amongst themselves. The typewriter, however,
does not work any longer, and the repairman tells them that the machine
is so worn out that it would be useless to repair it. It is obvious
from this passage that Mateo 'has died, but the narrator does not say
30. PNeither does he explain the connection between the content of the
written message and the writer's own death. Was Mateo so terrified
of the implications of the note that he died of fright? All we are
told is that a chill ran down his back after hearing the stranger's
words, and that he became extremely nervous: ". . . sus dedos
L

siguieron tundiendo nerviosa y cruelmente las teclas” (p.260). Was
the man who dictated the message able to predict somebody's death, or
wvas he the symbolical figure of death that we find in many folk tales?
The latter explanation seems to be suggested by the description of
the gloomy appearance of the stranger:

Llegdé entonces hasta su mesa un individuo

sambr{o e impresionante. La tragedia se

columpiaba en sus pestafias como pfias y

habfa en todo su porte un aire macabro.

Antes de hablar, sus dedos tamborilearon

sobre la sucia carpeta. Luego, casi en

secreto, dictd unas palabras. (p.260) -
We have no information about the straﬁger's identity, of:the cause

‘ * . .
of the writer's death.
oy . w20 { .
In Amparo D&vila's ™Mfisica concreta the narrator withholds

information right from the beginning of the story in order to arouse .-

the reader's interest. He adopts the useful technique of restricted
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focalization, in which he gives us the point of view of a focalizer
with limited knowledge. The amniscient author hides behind the mask
of a person confronted with a mystery who knows only what he hears

or se

1]

s himself, so that the reader is given only as much information

as the "Feflector". In ™Misica concreta” the focalizer Sergio meets’

an o0ld friend whose drastically altered appearance surprises and
shocks him: ". . . no sale del asombro al camprobar que esa desalifiada

Yy ensombrecida mujer que mira con desgano el escaparate es su amiga

=
=

Marcela" (p.17). Instead of explaining her Eﬁﬁgéﬁicﬂi Marcela gives

a very vague answver, which leaves Sergic and the reader with the

impression that what is upsetting her is extremely unpleasant, and -

that she does not want to talk about it. Her reply, "tal vez se debe

a que duermo mal" (p.17), informs the reader that the real explanation
£

of her problems is not insomnia, but something more serious. We are
told no more about the case, however, while the narrator stimulates

our interest to an even greater extent by emphasizing the lack of an

explanation. A circumstance which is usually considered as quite
normal acquires greater dimensions when our attention is drawn to the
fact that nobody cem account for it. The narrator singularizes the.

distraught appearance of Marcela by describing the disturbing effect

it has on Sergio:

"{Qué le pasarf a Marcela?", se pregunta de
nuevo Sergio mientras se rasura, Piensa que
tal vez ese cambio se debe al tiempo, que ya
no tienen veinte afios y si{ estln cerca de los
cuarenta. Se quita la Jabonadura y se
4 " contempla en el espejo con detenimiento.
"No es eso, debe tener alguna cosa, algo le
debe ocurrir”, y le duele pensar que ha de
ser algo serio, tanto que ha ocasionado un
cambio tan desastroso, y €1 sin saber nada
"A lo mejor ayer estaba desvelada o
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un poco triste sin ganas de arreglarse y no
pasa nada; ella estf igual que siempre y yo
soy el gue est& haciendo una montafia, Iqué

bueno seria que sblo fuera mi imaginacibn'"

(pp. 18-19)

The passage is characterized by indications of uncertainty such as

qué, pregunta, piensa gue tal vez, debe tener, alguna cosa, algo le

debe ocurrir, ha de ser algo serio, sin saber nada, a lo mejor

Rather than a description of Sergio's attitude, it is the expression

available. The same stylistic device is repeated later when the

narrator tells us Sergio's thoughts after telephoning his friend:

" es indudable que algo anda mal en ella" (p.19). They decide
’ “

to meet in a café, where Marcela acts strangely and alludes to her

problems in a very confusing way without explaining anything:
1
No sé, todo ha sido tan confuso, tan ines-
perado, como un suefio desastroso, una
pesadilla; a veces creo que voy a despertar
¥y que todas las cosas estéin intactas. (p.21)

" ]
The situation disturbing her is only referred to as todo, or todas

¢

las cosas, while Sergib continues thinking about it as algo:
". . . debe ser algo de lLuis, algo que le duele ¥y le cuesta trabaj§
décir" (p.21). Our attention is again drawn to Marcela's silence

‘ wvhen, back in his apartmené, Sergioc wonders why she refuses to discuss
her problem: "ipor quégna habla, por qué no cuenta lo que le pasa?"
(pp. 22-23) ng reticence becomes oppressive to him: ". . . comienza
8 jgentirse cercado por el silencio de Marcela" (p.23). When she

tells him about her husband's infidelity, Sergio sees this as

sufficient explanation of her state of mind, but the reader's expec-

tations are frustrated. The creation of an atmosphere of mystery

\
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throughout the first fewv pages of the story suggests that an
extraordinary situation will be revealed|further on. If the main
theme Uefe conjugal igfidélity, it would be unnecessary to create this
kind of sug%enseg The unsatisfactory nature of the %fplanatign is
in this case only another type of authorial reticence, as the reader
still feels that the mystery is left unsolved. When Marcela finally
starts talking about the real cause of her problems, our understanding
of the situation is only slightly improved, as she intimates more than
she explains. To Sergio's question about her strange statement
"también me persigue” (p.25), she only replies "Ella" (p.26), and

. ¢ ;

proceeds to givg a preposterous account about sameone, presumably her

-,

f}husband's mistress, who persecutes her every night. Marcela recog-
nizes her voice in the garden and locks doors and windows to prevent

a

her from entering the house. When she tells Sergioc that the stranger
croaks constantly underneath her window ("ese croar y croar y croar
toda la larga noche", p:28), and that this persecutor is a tosd who
is ‘waiting to destroy her so that she can have Marcela's husband to
herself, her ffiea@ discards her account as a fantasy produced by
insomnia and grief. The narrator tells us neither exactly what
Marcela believes{ only intimating that she ig convinced of the

ion of her husband's mistress into a tosd, nor whether

In fact insane. He does not authenticate Sergio's opinion
ﬁh&t the perdecution is only in ﬁaréelg's imagination, but merely
gives it to the reader without comment: "sufre pegsééucicnes de la
amante de Luis, las cuales éi estf seguro de que s8lo existen en su

mente” (p.31). The narrator does not tell us what he is thinking,

and lets Sergio express his thoughts through free indirect diszcourse.
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The statement that "1 tiene que hacerla entender, despertarla de

ese sueflo absurdo y volverla a la realidad” (p.33) comes from Sergio

and is not overtly mediated by the narrator. The scene in vhich

Sergio visits the seamstress in order to persuade her to leave

Marcela's husband alone is presented almost entirely by means of

free indirect discourse, s0 that the reader is told nothing except

wvhat is in the character's mind. Sergio is disturbed by the sesmstress's
sneering smile and silence, and by the loud and unpleasant sounds of

the radio fﬁ?igfis playing same kind of ceﬁcrete music. As the

cacophony increases in intensity, the va9gn‘s appearance becames more
loathsome. It seems to Sergio that she has an enormous head with

¥t

almost no neck: la cara es demasiado grande para su corta

‘estatura, no tiene casi cuellc, como si tuviera la cabeza pegada a
los hombros" (p.ll). He notices her "ojos saltones, frios,
inexpresivos" (p.L2), and uses the same words as Marcela had done to
describe the toad croaking in the garden (p.26). Finally, Sergio

describes the deafening noise in the room as croaking, and notices

that her body becomes inflated and clumsy. He seizes a pair of

£h§t the toad will not bother her anymore. The narrator gives nb
information about what really happened, except that Sergio threw

awvay the scissors and cleaned his hands. We are not told explicitly
that he killed her, although we c¢an assume from the textual indications
that he iidg Nor did Sergio state that the seamstress w&%ﬁtrgnsféfméd
into a toad, even if his descripﬁian of her leads us to think that he

elieved that. Both Sergio and the third person narrator give us

o

imited information, suggesting more than they tell. Although the

=t
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reader may coﬁclude that Sergio was so upset by Marcela's fantasy
that he ended up believing it himself and becoming insane, the narrator
gives us no indications that Sergio is anything but ;Ayonmal person.
On the contrary, Marcela's friend makes it obvious that he feels her
story is preposterocus: '"Tiepes que darte cuenta de lo ilégico de
esta situacibn, no es posible que sea realidad esa loca fantasia

que ha creado tu imaginacién"” (p.36). The reader is left confused at
the end of the.story because the narrator does not comment on the
situation, and eveh Sergio describes his confrontation with the
seamstress in such an expressionistic manner that we feél his anxietyi
more than we can actually see what happens. We are given no infor-
mation which would enable us to interpret the story unambiguously.

Just as the narrator in the fantastic withholds essential infor-
mation that would allow the reader to explain thg*mystery or logical
contradiction, he refrains from giving a complete description of an
appargnp;y supernatural being. The detailed presentation of a
monster characterizes supernatural hor;or literature, or the marvellous.
The atmosphere of uncertainty that is essential to the fantastic is
destroyed if the unknown or unaccepted is categorized. The super-
natural can then be accépted as consistent with the fictional code
which admits both natural and supernatural, it can be naturalized and
congidered as~possible but extraordinary, or it can be seen as
absurd and out of place. In Horacio Quiroga's."El almohadéﬁ de

21 the description of the monstrous animal at, the end of the

plumas”,
story naturalizes the supernatural. The mysterious ailment of the
young wife is explained, and no ambiguity is left with respect to the

interpretation of the story. The reaction of the characters is one
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of horror, but never of disbelief and uncertainty, and their acceptance
of the monster's existence as well asg the unemotiona} description that
the narrator gives us'prevents the reader from questioning ts reality.
The animal with its swollen stoamach, hairy legs and slimy mouth arouses
loathing, nog surprise. The final justification of the monster's
existence destroys the supernatural campletely according to the

textual code:

Estos par@sitos de las aves, diminutos en el
medio habitual, llegan a adquirir en ciertas
condiciones proporciones enormes. la sangre
humana parece serles particularmente favorable,
Y no es raro hallarlos en los almohadones de
pluma. (p.23)

The mons?er caused the wife's death by sucking her blood every night,
and escaped detection by hiding in the large feather pillow. If the
narrator does not emphasize the horrible appearance of the monster,
descriptions of it frequently appear amusing, as in the case of Gérard
de Nerval's "Le Monstre vert".°2 The policeman who drinks from a
wine bottle belonging to the devil becames the father of a little green
devil with horns and a tail. No amount of effort by the doctors to
bleach ghe skin of the child can change the hue much fram its origiéal .
green. It is clearly anfoffspring of the devil, and thus produces no
anxiety and uncertainty in the parents, only chagrin at the mishap.
This story is'a goodyillustration of the lack of ambiguity that Vax
mentions when he stresses the importance of uncertainty in the
fantastic, vhieh is destroyed by familiarity:

Le motif inquiétant se dégrad;'en objet de

plaisanterie. Imaginez quelque ménagerie

fantastique ol 1'on puisse observer 3 loisir

le loup-garou dans sa cage, le phénix dans sa

volidre et l'ondine dans un aquarium: ils
étonneront un mament, came fit la girafe
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aprés sa découverte, avant _de prendre place parm
es curiosités naturelles.

=

As Vax correctly points out, what we cannot see often upsets us more
than what we can see: .

.« . 81 les ghost-seérs sont rares, les ghost-
feelers sont légion. FEt les fantames qui nous Valent
ne sant ils pas plus inquiétants que ceux que nous )
voyons?

=

According to Vax, a monster that is seen and identified produces less
fear than one that remains hidden, because we are then confronted with

"a known danger about which we can do samething. Lovecraft, the master

"

of horror fiction, claims that the unknown is essential to the "weird
tale, but his specifications about writing such literature apply more

to the fantastic than they do to most examples of supernatursal horror,
s

in which the terrifying object or situation is described in detail:

A certain atmosphere of breathless and unexplainable
dread of outer, unknown forces must be present: and
there must be a hint, expressed with a seriousness
and portentousness becaming its subject, of that
most terrible conception of the human brain --a
malign and particular suspension or defeat of thase
fixed laws of Nature which are our only safeguard
agalnst the assaults of chaos snd the daemons of
unplumbed space. a5

*
Edgar Allen Poe's "The Facts in the Case of Mr. Valdemar", which
Lovecraft gives as an example of a weird tale, inspires reéugnance
rather than dread of the unknown, and the emphasis is more on the
loathsome disintegration of the hypnotized body than on the question of
vhether Mesmerism exists. The "unplumbed space” soon becomes known
territory, and no doubt remains in the mind of the reader that the
extraordinary experiment desérib?d in ﬁhe story is presented as true.

!

The descr ipt on of Mr. Valdemaf s body at the end arouses disgust

rather than speculation abgh
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As I rapidly made the mesmeric passes, amid
ejaculations of "dead! dead!" absoclutely

bursting from the tongue and not fram the lips

of the sufferer, his whole frame at once -~-within
the space of a single minute, or even less,
shrunk --crumbled-- absolutely rotted avay
beneath my hands. Upon the bed, before that
vhole campany, there lay a nearly 1i%gid mass of
loathsome --of detestable putridity.©

=

of horror or terror in such an unambiguous way. The "monster” is

treated very much like the frightening object in Maupassant's "Sur
1'eau",27 vhich, although not strictly speaking fantastic because tge
mystery is clarified at the end, maintains the e‘igm; throughout most
of the story. The protagonist of "Sur 1'eau” senses a mystefidus
presence as he is crossing the lake in his cance one evening, and when
he tries to weigh anchor after having rested for a while, he finds that
his boat is held in place by an invisible force. He spends the night
in a state of extreme anxiety until a fisherman in the morning helps
him to pull up the anchor to which the corpse of an old wvoman is
attached. The description of the narrator's terror could well belong
to & fantastic tale:

v

Soudain, un petit coup sonna contre mon bordage.
Je fis un soubresaut, et une sueur froide me
glaga des pieds & la t8te. Ce bruit venait sans
doute de quelque bout de bois entrainé par le

envahi de nouveau par une &trange agitation
nerveuse. (p.92)

In ";ui?",gg the apparently supernatural object remains invisible,
and g;e’mygtery is never solved. The strange presence, which the
narrator is convinced haunts his home, is only referred to as "he",
and the initial cause of terror --a "vision" or "hallucination” of

& man sitting in an armchair but disappearing as the narrator moves
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closer-- is not explained. The mysterious being is neither seen nor r

<

heard after the first appearance, but the narrator knows that it is in

the roam:

I1 demeure invisible, cela n'empdche qu'il y soit.
\\\\\‘\ Il est derriére les portes, dans l'armoire fermée,
\ sous le lit, dans tous les coins obscurs, dans
' toutes les cmbres. (p.176)
A simi kind of invisible presence is found in "le Horla",29 wvhere

Maupas t describes the haunting of a man by an indefinable beiné,
which is all the more terrifying because it cannot be seen. In this
story of the fantastic, the "monster" must remain unseen, since it
does not consist of flesh and blood. Thé narrator is only visually
aware of its presence because he cannot see himself in the mirror when
the Horla is there, but the being hii_ii:bixed dimensions or visible
physical characteristics: "Ce qui me cachait ne paraissait point
posséder de contours nettement arr&tés, mais une sorte de transpﬁrence
opaque, s'éclaircissant peu & peu" (p.306). The Horla is not actually
seen, but its presence is suggested by the absence of the narrator's
image in-the mirror. There are several instances when he knows
something is there, not because he can see it, but because he notices
the result of its actions. When he finds out that the water has
disappeared fram the carafe during the night, he is terrified at not
knowing who emptied it:

Ah! qui comprendra mon angoisse abominable? Qui

comprendra 1'émotion ‘'d'un homme, sain d'esprit, " N

bien 8veillé, plein de raison et qui regarde

épouvanté, & travers le verre d'une carafe, un peu i

d'eau disparue pendant qu'il a dormi. (pp. 288-289)
On another occasion, he sees the stem of a rose being bent by an

invisible agent and the flower rising up into the air. The narrator

also notices the pages of a book turning by themselves and his armchair
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@ knocked over, vhile the mysterious reader remains unseen.

Just hov effective the technique of non-deseription is in the

fantastic can be seen by comparing tvo passages of Henry James' The

30

Turn of the Screw. When the governess appareatly meets the

ghost of a former servant, the spectre inspires.no more fear in her
than if it had been a human being, since she already knows of its
presence and is thus not surprised by it:

The apparition had reached the landing halfway

up and was therefore on the spot nearest the

windov, vhere at sight of me, it stopped short

and fixed me exactly as it had fixed me fram

the tower and from the garden. He knev me as .
well as I knew him. . . . He was absolutely,

on this occasion, a living, detestable, dangerous
presence. But that was not the wonder of wonder;
I reserve this distinction for ‘quite another
circumstance: -the circumstance that dread had
urmistakably quitted me and that there was nothing
in me there that didn't meet and measure him. .
The thing was as human and hideous as a real
interview: hideous Just because it was human,

as human as to have met alone, in the small hours,
in a sleeping house, some enemy, same adventurer,
some criminal. (pp. 3k1-342)

When the danger has been identified, it no longer inspires so great a
terror because one can search for a way in vhich to canfrént it. As
Vax points out, an undetermined source of danger can often be more
frightening than a known one: "Aprés que vous aurez identifi& puis
localisé le monstre, vous ;f, igserez la chasse au vampire comme uns
w3l

chasse au loup. The govefness does not even consider the ghost of
the servant Quint as a manifestation of the supernatural, and she
experiences no "dread" when she meets a figure she can "measure”; on
the contrary, Quint has no more effect on her than would any living
human being with evil designs on her or the children she is looking

after. The danger seems diminished because she can see vwhat is
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threatening her. More important than the attitude of the governess is

the fact that the narrator gives the reader the information to identify

the figure on the staircase., Immediately after telling us that there
was "someone on the stair" (p.341), he informs us that this person is
Quint, and thereby leaves nothing to the reader's imagination. The
Dppﬂsit%h;;ppens vhen the governess meets the ghost of Miss Jessel, vho
is not identified immediately. The narrator tells us that she and her

young charge have an "interested spectator” (p.327) as they are playing

at the side of the lake, and that she "began to take in with certitude,
and yet without direct visianl the presence, at a distance, of a

third person" (p.327). 1Instead of withholding the information about
the disturbing g}esence in an obviously artificial manner, the narrator
prolongs her reticence by elaiming that she is too frightened to look
directly at the figure whose presence she instiﬁﬁtively feels:

There was no ambifuity in anything; none vhatevar,
at least, in the conviction I from one momee® t
another found myself forming as to what I should see
straight before me and across the lake as a conse-
quence of raising my eyes. They were attached at

this Juncture to the stitching in which I was engaged,
and I can feel once more the spasm of my effort not

to move them till I should so have steadfed myself

as to be able to make up my mind what to do. There
was an alien object in view. . . . Of the identity

of the apparition I would assure myself as soon as

the right second. . . . Then I again shifted my

eyes --1 faced vhat I had to face. (pp. 327-328)

The constant allusion to the strange figure, the refusal to say what
create an atmosphere of great suspense. The object of horror is all
the more frightening because it remains unmentioned, precisely, one

feels, because it is too awful to be seerf or described. The vague



expressions referring to the apparition =—spectator, &

what I should see, an alien object, apparition, what I had to face--

tell us nothing about it, but convey an unidentified referent. What
these terms do express is anxiety and fear of the unseen énd unknown,
and they tell us more about the attitude of the narrator and thatr
expected of the implied reader than about the source of fear itself.
.The apparition is not identified until the next chapter, ~hen the
governess téils ﬁrs, Grose about "the woman in black, pale and dread-
ful” (p.329) vhom she sawv on the other side of the lake. The

narrator herself is more terrified of the unseen than of what she can
observé. When Mrs. Grose asks her whethE; she is afraid of seeing the
ghost of Miss Jessel again, the governess replies: "'éh no; that's
nothing --now.' Then I explained. 'It's of not seeing her'" (p.330).
The suspicion of what the ghost might do to the young girl Hith@ut her
knowledge upsets her more than the fact that she saw an apparition. A
visible ghost, just like a visible menace, loses much of its effect.

- L]

Whereas in The Turn of the Screw the ghost remains unseen only

for a while before being described, the source of horror in H. A.

* 5 I
Murena's "El1 sombrerd de .pg‘janzg

is never visible to the reader. The
proiagonist has a vivid dream about a girl he knew in the past, and
tries to reconstruct his image of her as he remembers it from reality.
In the dream she has a strav hat ("un sombrere de paja con grandes alas
y uma ancha cinta color 1lila", p.29), which he notices because of its
shabby condition. The emphasis on the hat makes the ;eader remember
that detail, and prepares him for tQinexpliC;ble occurrence at the

end of the story. Aftef thinking about the girl while he is lying on

the beach, the protagonistgreturns home and notices a straw hat with a
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lilac ribbon in the living room. The similarity between this hat and
that of his dreams is too striking to be a coincidence, sineg it not
only has the same shape and colour, but also small holes in the brim,
Just like the hat he was dreaming about. The remarkable circumstance
makes him shudder, and when he sees that his aunt's room is closed, he
hesitates to open it, presumably because he is afraid of what he may
find there, but finally decides to find out:

Y lo que contempl® entonces hizo que se quedara

el horror, mientras adentro de &1 algo se rompib

con tumulto sordo, y una especie de densa ola de

sangre negra lo inundaba, le llegaba hasta los

ojos, lo hacfa caer desvanecido. (p.33)
given any indications about what caused the protagonist's reaction of
horror, the extremely emotional description of the effect of an unseen
menace arouses his curiosity about the unknown person or thing, and
makes him look for some kind of explanation. A similar technique ig
used in "Lo que no ViEféﬂ";BB in which the title itself informs us of
the way in vhich the object of terror will be presented to us. The
protagonist spends the night in a reportedly haunted castle to show his
friends that he dées not believe the superstitious tales about it, and

is not afraid. When his friends come to pick him up the negt morning,

they find him in bed with his eyes vide?épén; holding his revolver,

]

and apparently dead with fright: "Su hermano intenté bajar aquello
H
(p.69). Since no marks of violence are to be found on his body, they

xcaﬁclude that some insignificant noise terrified him to the péinf'vherg

his heart stopped. The narrator, hovever, continues to give us



166
information which the victim's friends had not known: "Pero lo que no
habfan visto era que. . ." (p.70). The five bullets that had been
fired from his revolver were lying on the floor, pointing towards the
bed, and had obviously ricocheted off a very hard object. The expres-
sion "lo que no vieron" refers to the singular position of the bullets,
but in a wider context, it denotes the thing or person vho had killed
the man in the bed in such a strange manner. As in "El sombrero de
paja'", the awful object or situation is not described, only intimated
by the effect it has on the protagonist. What Irene Bessiére claims
is a general characteristic of the fantastic is particularly applicable
to these stories:

L'improbable est 1'indice d'une signification

absente. Les effets &motifs sont d'autant plus

marqués que la narration renvoie d& une part de .

silence. Ie récit fantastique peut alors se

définir comme une technique d'é&vasion s&mantique;

le systame de dénotation cammande 1'inachévement

narratif et l'incertitude des signes, il produit

ce blanc auquel s'identifie l‘%ggrgbable, parce

qu'il évite de nommer un sens.”
According to Bessiére, the fantastic consists of a narrative void

[]

("vide narratif", p.185), and therefore renders the introduction of a
monster unnecessary. She considers Lovecraft's horrors "autant de
maladresses” (p.185), because they destroy the "insignification" of
the text by Justifying the supernatural through the evocation of a
particular mythology. We may add that even in stories like Quiroga's
"Rl almohadbn de plumas”, in which the monster is not a common s
supernatural figure such as a vampire or a werevolf, the description of

it destroys the uncertainty that is essential to'the fantastic.



Magical Realism

The main purpose of authorial retidence in the fantastic 1s to

arcuse the curiaéity of the

singularize an object or event in order t

reader and to create an atmosphere of uncertainty and mystery. In
megical realism, on the contrary, authorial reticence achieves exactly
the opposite in that it naturalizes the supernatural and the strange
world view presented in the tei?. An explanation of the supernatural,
or an attempt to analyse the perspective that differs from our normal
view of reality, would only draw our attention té the strangeness or

even impossibility of certain events and beliefs. In the scene of

Mackandal's execution in El reinc de este mundo, for example, the

information given by the narrata;iﬁhat the negro leader temporarily
L )

escaped fram the pyre because the ropes broke invalidates the

perspective of the negroes, who believe that he escaped by undergoing

a metamorphosis. The supernaturel is in this instance naturalized, and

"also destroyed. In a magico-realist scene such as Remedios' ascension

explained away, but simply brought down to the level of, reality by
being Juxtaposed with a perfectly natural occurrence such as the
washing blowing away on the clothes 1ineg35_ In most examples of
magical realism, it is {mpossible to explain the supernatural, and no
attempt is made to do so. In "Axolotl", it would be preposterous
to look for a logical explanation of the transformation of the
protagonist into a salamander. The extraordinary reversal of time in

narrative techmique, and certainly not as a mysterious series of

events for which an explanation must be ,found. In these stories,
¢
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authorial reticence is necessary, because the gupgrn;tursi can only

be accepted as it is.

6

(]

In Silvina Ocampo's "Cartas confidenciales”, naturalization of
the supernatural is achieved not only through suthorial reticence,

But also by explicitly denying the strangeness of the phenamenon. The
protagonist Paula writes a letter to a friend in which she récéunts the

extraordinary story of the mysterious appearance of an old man, Toni,

vho gradually becomes younger as the rest of the family advances in

I

years. In spite of the unexplained presence of the stranger, the
family soon accepts him and considers him as part of the household.
' ¢
Paula stresses the fact that everybody sees Toni's presence in the
LY

house as quite normal: -

Nadie en la dmsa se disputd el honor o el horror

de haberlo encontrado, porque inmediatamente
estuvieron acostumbrados a verlo, y nunca se les
ocurrié que alguna vez no habfa estado ahi,

formando parte de la familia, compartiendo sus
penas y sus alegrias, sus bailes y velorios. (p.27)

This amcceptance of the improbable appearance of the old man is samewvhat

similar to the naturalization of the supernatural in magical realiam.

What would be rejected in a different context is in this case integrated

into the usual pattern of reality, and ceases to surprise or bewilder.
they do not notice his extraordinary rejuvenation: 'De tanto verlo a
don Toni, nadie en la casa advirtid, despu&s de unos afios, su
rejuvenecimiento” (p.27). This casual introduction of a upernaturel
motif prevents the reader fram considering it strange and contrary to

the norms of conventional reality. The fact that the protagonist/

narrator does not even attempt to give an explanation of the unusual
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phenamenon, or auestion hov such a thing can be possible, naturalizes
the supernatural io‘a point where we hardly see it as such. Authorial
reticence in providing an explanation or expressing surprise is of
great importance, as is the fact that the narrator provides no infor-
mation that would suggest an alternative reaction to the supernatural.
Toni's éransfonmation must be accepted on thé literal level, since there
is no justification for considering it suspect. Paula's perspective

is not invalidated by textual indications that would pcint to a realis=
tic explanation of the supernatural, and thus create uncertainty as to
how the events in the text are to be interpreted. Even the thought
that the reJuv;nation of the 0ld man is strange is rejected by the
members of the family with wham he lives. When a friend points out
‘the strange phencmenon, expresses surprise, and suggests a rational
explanation ("Supongo que no se hizo hacer la cirugfa estética", p.28),
Paula's greatgrandmother calls the changes he noticed in Toni a trivial
matter: "'Cuando se vive con alguien durante tanto tiempo, esas
nimiedades no se advierten'; (p.28). Nor is anyone in the family
surprised at his increasingly youth?ul behaviour. The only reaction

at his becoming an architecture student is one of mirth: "No falt}
quien se riera de €1 por haber empezado tan tarde el estudio de una

*

:iencia tan dirfcil" (p.29). 'This lack of surprise can be pgrtiallf
explained bw %he fact that people do not realize what is actually
occurring, and attribute Toni's strange decisions to natural causes.
Very few details are given about the process of rejuvenation in

Toni, and the narrator often just implies what is happening by

////gzzzzzzing his activities. The fact that the narrator does not dwell

on the physical changes in the o0ld man, and merely gives us the essential
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nformation in é matter-of-fact vay, makes the transformation Appear
very natural. A great amount of detail would only "singularize" the
process and draw our attention to the strange phenomenon. The narrater
thus gives only a brief account of the supernatural changes, which she

then immediately dismisses in order to describe his lifestyle as if it

"y

were that of any normal human being. We are told that,féni becomes
engaged, takes an active interest in sports, reaches puberty, adoles-
cence and infancy, and finally disappears when the “u-rntor/protagonist
gives birth. The reactions of surprise on the part of ... siders are
described without comment or implicit cgﬁfifmatian by Faula: "Mucha
gente sospechaba que don Toni se teifa el pelo, pero otros decian

que el pelo habia vuelto a su c@i@r natural, debido a las ilusiones de

). The

o

amor que habian despertado en &1, gracias a la novia" (p.3

g
narrator herself does not try to find any explanation of these events,

which she considers natural: "Me parecif natural, tan natural queé no
57

se lo conté a nadie; o bien me parecib tan sobrenatural, que no se lo
conté a nadie" (p.33). Her reactions are similar to those of the

reader, who finds the events so prepoaterous that he does not even

%

question their veracity, but merely aocepts them. Prilidiana, to whom

Paula's letter is addressed, considers the whole story absurd:
T
Lef tu cartd lcomo si me hablaras en chino' Y
pensar que somos tan amigas. Te complicks por -
nada, “eso es lo que a m{ me parece. . . . No
tiene ni pies ni cabeza. Por més que me rasgue
la rodilla, no entiendo ni palote, y lo peor de
todo es que me da miedo. 8Si & los hambres les
diera por vivir como a don Taﬁ;, para atrés
iqué pasarfa? (pp. 33,35)

But she can offer no s atisfactory explanation of Paula's account, and
does not even'consider her story seriously. Her reaction does not

disprove her friend's claims, since she provides no contradicting facts.



On the contrary, her lettéer reinforces our reactions to the Yest of the

story, because she gives no reasons for disbelieving Paula. She does
not point out that a reversal of the aging process is logically

impossible, and rejects the account simply because she cannot understand

it. At the end of the letter, she even concedes that such a thing
might happen: '"iSeria posible, vieja, que esto pasara?” (p.35). Since
"Cartas confidenchales" is composed of only two letters, and the

implied author gives us no information as to which one should be
*

)

believed, the reader has no basis on which to question the validity of

either account. The author hides behind two different masks, and
refrains from either authenticating or denying the stories of the two

ﬂarfgférs. Authorial reticence leaves the reader no option but to
LN

!

'

a%éept the two conflicting perspectives.

37

In Silvina Ocampo's "las vestiduras peligrosas"” we are given the

f/ perspezt of only one narrator, who is dramatized in the story. The

gseamstress Piluca is asked on several occasions to sew revealing

[

dresses for Artemia, who wears them in public to the consternation of
her dress-maker friemd. On the morning after the first time she goes

out in one of them, she reads in the newspaper that a girl in Budapest

m

vho was wearing exactly the same dress as Artemia was assaulted by a
gang of youths. Neither Artemia nor her séamstrggs shows any surprise
at the extraordinary coincidence, and the only reac£ian on the part of
Artemia is one of pity and shock at the tragic incident. She does not
evgnxc@nsider the fact that the girl in Budapest was vearing a dress

identical to hers as a coincidence, but simply sees the two dresses as

]
a8
&
:Ir::
&

being one: "'Comprenda que es mi jumper el que llevaba es

Jumper que yo dibu)é, el que me quedaba bien a m{'" (p.49). Piluca,

g
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the narrator, does not understand why Artemia would even be upset at
- such an occurrence. No explanation is given of the apparently super-
natural coincidence, and no circumstances are described which may
suggest a rational solution. The narrator does not even admit that the
incident was strange in any way. When Artemia goes out a second time
in a provocative dress, another waman, this time in Tokyo, is assaulted
because of the clothes she is wearing. Artemia believes that there is
a simple connection between the identical dresses in different parts
of the world, and does not quéstién how this could be possible:
"'No puedo hacer nada en el mundo sin que otras mujeres me copien'"
(p.50). vﬂhen a similar event occurs for the third time, the narrator
is again only concerned about the evil in the world: "Me dié pena y

horror 1

-]

perversidad del mundo"” (p.51). Finally, Artemia herself is

in the streets, even though she is decently dressed. The

(%)

kille
supernatural in this story isrnaturalized,by a narrator who shows no
out of the ordinary. Since it is accepted by the narrator and charac-
ters, and no alternate explan&iién ig given of the extraordinary
connection between Artemia's designs and the attacks on women in
different parts of the world, the reader can only accept the super-
natural. As the narrator refrains from caﬂmentiég on the inexpiieablei
the reader is not led to question it either. .

In some magico-realist narratives the perspective of the prota-

gonist, in which the natural and supernatural is considered to be on
. . a
the same level of reality, can be explained in a rational manner, as

the information given in the story does not contradict a logical

solution. However, the reader accepts the strange point of view of the
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narrator because there are no textual indications to distance him from
that perspective. If the narrator explicitly introduced a series of
events by informing us that they are merely the product of scmeone's
diseased imagination, and therefore not to be believed literally,‘the
reader would react to the story as he would to the account of a
hallucination, a dream, or insane fantasies. In this instance, the
factual authenticity of the occurrences in the fictional world would

be destroyed, and we would be in the presence of the oneiric or the
hallucinatory. If the narrator, however, presents the story without

any comment about its lack of veracity, the reader is not justified in
reacting to the narrated events with scepticism. In the absence of any
indications to the_éontrary, the reader accepts the story on the literal
level. It is then not only the type of focalization, but also authorial
reticence in regard to the adopted perspectivé, that characterizes
magical realism. Frequently, the distinction between an oneiric and a
magico-realist story can be made on the basis of authorial intrusion.

In "Carta a una sefioritalen Parfs", the incredible account of the
vamiting of rabbits could welll be attributed to the insanity of the
protagonist, who sustains one long hallucination. Since we have only
one version of what actually happened in the apartment in Buenos Aires,‘
and no meta-diegetic narrator gives us any information that would
contradict the contents of the protagonist's letter to his friend in
Paris, the reader must accept them primarily on the literal level.

The implied author limits his point of view:to that of the main focali-
zer, and does not give the opinions or reactions of any other character.
A story which is on the borderline between magical realism and the

account of a hallucination is Cortfzar's "Las puertas del cielo",38
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in which the consistent focalization of & supernatural event is
maintained throughout part of the narrative, only to be contradicted
briefly at the end. After Mauro's wife Celina dies, he and his frig§d<’%
Marcelo (who is also the narrator) spend the evening at a night clgg.

As they watch the couples dancing, Marcelo suddenly notices the Tigure
of Celina amongst the other dancers. She is described by the narrator

s if she were simply another waman, whose presence does not surprise

i

anyone :
- . otra vez los bailarines se immovilizaban

(siempre moviéndose) y Celina que estaba sobre

la derecha, saliendo del humo y girando.obediente

8 la presifn de su compafiero, qued$ un momento de

perfil a mf, después de espaldas, el otro perfil,

y alzé la cara para ofr la mfsica. Yo digo:

Celina; pero entonces fue més bien saber sin

camprender, Celina ah{ sin estar, claro c&mo

comprender eso en el momento. (p.136)
Although Marcelo and Mauroc tremble with emotion, they are not afraid
of the apparition: '"eso estaba mfs cerca del espanto y la alegria
y el est&mago” (p.136). The narrator does not remind us of the fact
that Celina is dead, and neither of the two men reacts to the figure
in the way that a victim of a ghost story would. They continue watching
Celina as she dances the tango with an expression of utmost happiness.
The only indication that she is dead is given by the narrator when he
remarks that she has at last found her paradise, in which no worry or
responsibility constrains her. But even this comment could refer to a
real person, who forgets her problems on the dance floor. When they
mention her appearance to each other, they comment only on how she
looks, and not on the strange phencmenon of her being there in the first

place. Finally, the narrator destroys his own illusion by admitting

that the woman they saw only resembles Celina, and he watches Mauro as
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he goes up to talk to her: "Lo vi levantarse y caminar por la pista
con paso de borracho, buscando a la mujer que se parecfa a Celina"
(p.137). Even though the presentation of the dancing woman as Celina
is not maintained throughout the whole story, the scene in which the
narrator describes the apparently supernatural apparition is a good
example of magical realism. (
Sometimes the world view in a magico-realist narrative is so

alien to the reader that the author must intrude in order to enable

him to understand it. This often happens when the perspective is that

of a different race or ethnic group of which most readers ve little
knowledge. The narrator in this case only explains ;ha the focalizers
believe, to the point where the reader ¢an integrate the narrated
events within a particular code. He does not tell us h4w the super-
natural is possible, as in some occultist writings, or edplain it by
natural causes, so that the events are considgred as the product of
dreams or hallucinations. He gives only enough information for the

reader to adopt the perspective of the unusual focalizer. This happens

in Asturias' Hombres de mafz, where a secondary character sometimes

assumes the function of elucidating the world view of the Guatemalan
Indians. Without this intervention, the novel would be quite confusing -
to most readers. Since the implied reader is not familiar with the
beliefs of the characters depictéd in the novel, he must be told about
their superstitions and legends. In the chapter entitled "Correo-
coyote”, the narrator describes an episode in the life of Nicho Aquijo,
a courier who is transformed into a coyote when he leaves the village
in order to carfy the mail faster. According to the beliefs of the

Guatemalan Indians, everybody has a nahual, or animal that protects
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him. In some cases, he can be metmmorphosed into that animal, or suffer

physically when it is injured. The curandero in Chapter 3, for example,

dies when his nahual, a deer (Venado de las Siete-rozas), is shot. 1In

the section on Nicho Aquino, we are given an explanation of this kind
of metmmorphosis, not by the primary narrator, vho usually adopts the
point of view of the indigenous population, but by a priest who cannot

accept the idea of nahualism. The idea that a man has a protective

animal does not seem as preposterous to him as the actual transformation

of a man into his nahual, because it is similar to the concept of the
guardian angel in his own religion. The priest's eluéidgtién of
nahualism functions as a meta-text, vhich is a commentary on the
primary text, and necessary for its comprehension. While it does not
advance the plot in any way, it is an essential part of the text if
the information given is nét self-explanatory:

t5 la almAciga de notas para tamar su breviario.

ahualismo. Todo el mundo habla del nahualismo y
nadie sabe lo que es. Tiene su nahual, dicen de

B3
o] ﬁ

cualquier persona, significando que tiene un animal
que le protege. Esto se entiende, porque asf camo
los cristianos tenemos el santo Angel de la guarda,
el indio cree tener su nahual. Lo que no se explica,

sin la ayuda del democnio, es que el indio pueda A

convertirse en el animal que le protege, que sirve
de nahual. Sin ir muy lejos, este Nichbén dicen que
se vuelve coyote, al salir del pueblo, por allf por
los montes, llevando la correspondencia, y por eso,
cuando &1 va con el correo, parece que las cartas
volaran, tal llegan de presto a su destino.>

What ﬂlstlngulshes his type of authorial intrusion from that in
Kl reino de este mundo is that it does not invalidate the information

{

given in the rest of the novel. In Carpentier's book, the 1@51:;1

explanation of Mackandal's temporary escape from the pyre renders the

negroes' point of view unconvincing. While it too is a meta-text



guiding the reader's reactions to the rest of the narratiye, it negates
the perspective‘that had been established previously. In éstu:iag‘
novel, on the contrary, the priest's explanation of nahualism corro-
borates the beliefs of the Indians as well as making them more accessible
to the reader. The priest does not deny the existence of protective
animals and man's transformation into them, but simplyéadmits that he
does not understand it. Although he obviously cannot accept nahualism,
which he expresses by saying that the Indian "believes" he has a nahual
and that people "claim” that Nicho Aquino becames a coyote, he does not
reject the possibility of such a thing. We see here that authorial
reticence is maintained up to a certain point, gsince the implied
author, who has been educated to make the distinection between the
natural and the supernatural, refrains from commenting on the absurdity
of nshualism to the conventional Western way of thinking. Even when he
intrudes to explain strange concepts, he adopts the mask ;f a character

E

in the text who does not share the world view of the primary focalizer,
Apart from this short explanatory paragraph in the words of the

A
priest, the author presents nahualism without any comment. In one

instance he uses free indirect discourse to inform us that Hilario sees
Nicho Aquino metamorphosed into a coyote as he looks for him in the

) -
mountains:

1Serfa o no serfa coyote? Cémo dudar que era coyote
gi lo vio bien. All{ estaba la duda, en que lo vio
bien y vio que no era coyote, porque al verlo tuvo
la impresién de que era gente y gente cdnocida. Se
chupd una muela viejo con todo y el pellejo del
carrillo. Se me rien en la cara, si les cuento que
llegué muy a tiempo & la Cumbre de Marfa TecGn, que
alcancé a ver al correo Aquine.en forma de coyote,
aullando. . . . (p.685)

later on in the chapter, the narrator again adopts the focalization of
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'Hilaric, who is afraid to tell anybody about seeing Nicho Aquino,
because divulging that information may bring him bad luck. This time
he does not express the courier's thoughts by free indirect discourse,
but describes his apﬁrehensions by conventional third person narration,
in which the mind of a character is focalized by a non-dramatized
narrator using his own words. If the narrator adopts the point of
view of that character, and gives us no informa&tion that contradicts
it, it frequently appears more authentic and reliable, as in the
following passage:

Pero, Hilario s6lo escuch$, sin contestarle y a

nadie dijo nada, ni a la Adela Cuevas, por el

temor de que si descubrfa que en la Cumbre de Marfa
Tecin topd al sefior Nicho convertido en su nahual,

la fuera a pasar algo grave, le acarreara mala

suerte: era tan sagrado, tan de {ntima amistad el
vinculo que entre ellos estableci el furtivo encuentro,
que revelarlo acarreari{a desgracia, porque era romper

el misterio, violar la naturaleza secreta de ciertas
relaciones profundas y lejanas. (p.TLk)

Finally; the narrator describes Nicho Aquinoc in his anihal form without
the mediation of any dramatized focalizer. When the courier is
accampanied by the sorcerer Venado de las Siete-rozas to the Underworld,
he goes ?F a coyote, "con sus dientes de mazorca de maflz blanco, su
alargado cuerpo de serrucho” and his "quemantes ojos de fuego 1fquido"
(p.756). HNo explanation is given of how he was transformed, or how his

'

companion turned into a deer. The scene is presented to the reader as
it no cldrification were necessary, and he accepts it without
questioning. Only the reason for their journmey is givenc¢ they go to
the Underwvorld in order to meet their nahual after a series of ordeals

and ceremonies.

Authorial reticence has a less complex function in magical realism



179

than in the fantastic, where it creates suspense, uncertainty, and
greater reader participation and acceptance of the contradictians

in the text. In magical realism, it serves the purpose mainly of
preventing the reader from questioning the narrated events, as no
attention is drawrr'to thé strangeness of the Hﬁf&d view. The unnatural
is naturalized by coammenting as little ag’psssible on it, and reducing

the distance between the narrator and the situation he is describing.

' This use of authorial reticence to eliminate distance is quite different

of the events and the fact that he cannot integrate the supernatural

within his conventional perception of reality, while at the same time

withholding certain details in order to arcuse the reader's interest.



CONCLUSION
Rgz =

In the preceding chapters, we have discussed the three charac- ¢
—the presence of the natural and the supernatural, the emphasis on
antinamy and its resolution in the fiétiti@us world, and authorial
reticencei‘ Our understanding of these tvo modes would be enhanced still
furtgfr, However, if ve examined some additional characteristics. Ve
have already mentioned, for example, that the narrator in the fantastic
must be reliable in order for the desired effect on the reader tc be
produced. If someone shares éur conventional perception of reality,
we are more inclined to accept his testimony than if his world view
differs from our own. Todorov stresses the importance of the narrator's
character:

En outre, pour faciliter l'identification, le

narrateur sera un "homme moyen", en qui tout

(ou prggqugl lecteur peut se reconnaftre. Ainsi
pénétre-t-on de la manidre la plus aireete
possible dans l'univers fantastique.-

F . .
We do not doubt the observations of the narrator, but try to find, Jjust

as he does, a rational solution to an apparently inexplicable problem.

As Caillois correctly points:-out, the most successful fantastic

narratives were written by masters of nineteenth century realism,
because the narrator was usually "exact, scrupuleux, réaliste".® ir
the narrator believes in logic and reason, an event which seems to

™ .
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contradict these norms is particularly disquieting, because we trust
his Judgment:

C'est qu'il convient d'abord d'accumuler les

preuves circonstancielles de la véracité du

récit invraisemblable. Toile de fond nécessaire

& 1'irruption de 1'événement effarant, dont le

héros sera le premier &pouvanté. Son scepticisme

humilif céde devant la manifestation irrecusable.

(p.22) &

The narrator must be reliable if the reader is to identify with him,
and identification is considered by several critics as a necessary
condition for the existence of the fantastic. André Targe, for example,
calls it "l'une des premidres conditions du récit fantastique et la
garantie de son effic;cité,"B In most examples of the fantastic, the
pnarrator maintains a certain distance with regard to the disconcerting
events he is describing. Although disturbed by the situation, he still
tries to rationalize the inexplicable. The fact that he retains his -
identity as a rational being, in spite of the presence of an apparently

supernatural situation, gives the story a greiter degree of "authenti-

ficatian"ib Bellemin-No&l calls this type of narigéar a relais, who
presents the supernatural from the perspective of reason: "Le récit
est ainsi toujours médiatisé, dans la simultanéité ou dans la durée,
de sorte que sa résonance participe 3 1la fois du 'surnaturel' et du
'rationnel’,"’
In magical realism, both reader identification and the reliability
of the narrator acquire different dimensions. Obviously, a narrator .
who adopts the.péint of view of superstitious cultural groups or
hallucinating individuals is not considered reliable in the same way

as the narrator of a traditional fantastic story, such as "la V&nus

d'Ille", who believes in the exclusive validity of natural causes.
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conventional world view, but he does appear to give an accurate por-
trayal of a different mentality. Whether his perception of an unusual

perspective of reality conforms to a certain Weltanschauung in objective

reality is not as important as the conformity of the narrator in a

fantastic story to our standards of thinking, but the world viewv he
;?

portrays must have consistency and verisimilitude within the fictitious
world. A narrator who describes his world ironically destroys the
validity of the characters' perspectives. Since the magico-realist
narrator adopts a point of view that differs fram our own, we cannot
identify with him to the same extent as in the fantastic. While the
reader aecepts the unconventional world view, he does so only within the
context of the fictitious world, and does not integrate it _in his own
perception of reality. Even if the perspective of the fictitious
characters corresponds, as in the case of Asturias, to his interpre-
tation of beliefs adtually held by a particular cultural group, the
reader considers the represented world as alien. The impossibility of
complete reader identification in the case of a magico-realist work
about American Indians is stressed by critics such as Dieter Janik,
and would provide an interesting topic for further discussion:

Die Lektiire indigenistischer Werke fordert vam

europdischen Leser einen Absprung von seinen

gewohnten Vorstellungen, ohne dass er jedoch

durch die Darstellung der indigenen Verhaltens-

weigen und der sie tragenden Anschauungen und

Wertsetzungen ihr Weltverhdltnig und ihre

Lebensauffassung wirklich nachvollziehen

: k3nnte. Selbst wenn eine Autorin wie Rosario
o Castellanocs durch die gewiAhlte Erzkhlperspektive

den Leser in die Innenwvelt indianischen

Vorstellens,indianischer "Brujerfa" einzubeziehen

trachtet, bLgiEE eine nicht zu {iberwvindende

Kluft bestehen.

In spite of Asturias' ability to create a coherent world view, which @&
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is lacking in most of the authors discussed by Janik, the reader of

Hombrés de maiz cannot easily identify with the Indian focalizers, but

must endeavour to suspend his own view of reality and imagine that of
another, on the basis of information given in the text.

Another area that could be explored in more detail is the
subjectivity of the narrator and the characteristics of enunciation in
both modes. The magistrate in "la Main", for example, emphasizes that
he‘believes only in natural causes, but a closer study of textual
indications reveals that he is disconcerted by the possibility of
a supernatural occurrence. The identity of the narrator in this case
is always ambiguous, although in a different way from that of a
magico-realist narrator. The latter reveals his erudition and
Western beliefs, while at the same time portraying and accepting a
completely different point of view. An analysis of the contradictions
between the mode of represeritation and the represented world in
magical realism should therefore be undertaken. Finally, the structure
6f the fantastic should.%e examined more closely. Suspehse, the
gradual introduction of the supernatural in a realistic setting, the
effect of an unexpected ending, and the suggestion of various explana-
tions of an'event, are all relevant areas of investigation. Before
embarking on an analysis of the additional areas, however, it is
necessary to establish a practical definition of magical realism and
the fantastic that does not impose exaggerated limitations and is not
80 vague that it appl;es to an unwieldy and heterogeneous body of
literature. By examining the essential characteristics of the two

modes, we have endegvoured to auggeat a possible definition that

avoids these pitfalls and provides a basis for further study which
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could effectively culminate in a more adequately camprehengive des-

cription of the texts we have considered.

£
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