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e ABSTRACT

g

To date, the total f Carlos Fuentes' fiction

‘amounts to nine novels and two volumes of short

storles. On the ba51s of thelr thematlc content and

2

the narrative technlques e ployed in them, we dis-
tinguish two significant’ perlods among them and, in

this study, focus on the wotks that constitute the

’

3 , ,
earl;gr period: Los dfas egmascarados (short stories
T : g

1954), La regién mis transpafente (1958), Las buenas

‘conciencias- (1959), La‘muerte de Artemio Cruz (1962),

and Aura (1962).

The purpose of this study is-tohanalyse the
function of time in the structure of thesé works and
the relationship‘of this“strudture to fnentes' con-

cept of time in general. Our first three chapters

are devoted, respectlveiy, to the flctlve present

the fictive'past, and the fusion of past and present,

and glve a descrlptlon both of the con51stent patterns
that detetnane the nature of time itself and of the
manner -in which time is an integralrpart of the
organization of the'narrative; Our‘fonrth chapter

focuses on the pr1nc1pal thematlc elements of Fuentes'

flctlon and shows the relatlonshlp between certaln

o

aspects ‘of contentband narrative form.

On the basis of our analysis, we conclude that, .

‘V



o b
departing -from a ficti&e present initially character-
ized by an objective chrondlogy, Fuentes has explored
théﬁpnaerlying natﬁre of time and its signif%cance
- b&th fé: thé individual and for Mexico. His inter-
preﬁation of the'present'by means of demonstrating
its rélatiOnship‘to the past allows him to describe.
how time progresgses in aécordgnce with a cyclical
pattern:"?sﬁcﬂ a battern“is indicative of a tendency
in Hum;n~beﬁaviourhto consist of a cohstént repeti-
tion of the past in obedience to the long established

archetypal patterns of myth.

/

i
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INTRODUCTION

‘The study of.time can scarcely be considered

. superfluous in any context since, as many}thinkefs
have affirmed, there is no experience in life

whic¢h is not attached’té,a temporal index. Hans
Meyerhoff sﬁates that "Time is'particularly sig—_
nificant to man because it-is inseparable from the
‘concept Qf éelf"]l Migﬁel Lebn-Portilla, in his"
study qﬁ_the concept of time,in g:&én thought, com-
‘ments, "el tiempo . . . de fantas formas ha cautiVado‘
la atencién del hombre, ser témporal por excelencia,
porque viviendo en el tiempo{ tiene conciencia de

2

_ello".? A. Cornelius Benjamin speaks of "the

unique pertinence of time to the basic concerns of
man".3 From the moment man became conscious of him-
bself, hé“has been obsessed with time and with
himself inkrelation to it.

Accoraingvté theoreticians,4 the obsession with

\ 2 S
time has been accentuated in the twentieth century

more than in any other period. A.A. Mendilow,
writing on the subject of thisvpreoccupation in an
attempt to analySe the reasons for it, suggesté that

the anguish of modern man with respect to time is

1



.partly the result of radical changes }n the

structures, such as religion ‘and philosophy, which

5

sustained him in the past. Mgndilgw proposes, .

“
L

‘moreover, that the anguished concern with time is a

¥

result of the general instability produced by the

rapid changes in_éll aspects of modern life:

{
-

It would seem to be not unlikely, there-
fore, that what is widely referred to as
the 'time-obsession of the twentieth
century' is conditioned by the increas-
ing pace of Yiving, by the widespread
sense of the transience of all forms of
modern life, and more particularly
perhaps, by the rapidity of social and
economic change. These factors have
taken from people that feeling of
stasis in society, that assurance of per-
manence that appears to have marked more
confident and more slowly -changing
periods, : : '
. Disintegration is menacing every
form of life . . . : v
Everywhere the old configurations
have broken up.6

. Furthermore, the suggestion has been advanced that

the twentieth century interest in time is not new:
it is simply that in the present century there has -

been a more conscious attempt to formulate a

philosophy which has alwaysubeen implicit in the

T

7- Onithe other'hand,'

total perspective of the West.
J.T. Fraser sees the.Second»World.Wai as a key to

the problem in the present century:

In that upheaval, more, than in the

..{
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routine existence of organlzed soc1ety,

ideas related to time, such as inevita- "~

) blllty and the freedom to dispose of
- one's time appeared in no. “uncertain
terms ‘as. the fundamental aspects of
existence; reminders of the irreversi- :
bility of death (a knowledge of temporal.
nature) were the order of the day.8"

Whatever the causes may be, the profouﬁd pre-
occupatlon with tlme ‘is manlfested in. several ways

ié‘all forms of llfe. Mendlkow observes,

. , Where the very. modes of thinking and
' feeling beéar the mark of the time-
obsession of the twentieth century,
it is but to be expected that the
_forms of artistic expression will do
likewise. The concern for time
reveals itself- in every art.9

—

‘As Mendilow also points out, literature is

_ particularly sensitive to time because, ‘as  ,a tem-

N

© poral art, it describes,eVents that’takefplace in

time. 0 Time is espeCially relevant’to/the nirra-
_tlve and has become an obse551on of moéern
novellsts in partlcular, the result,\FS_Mendilow
afflrmed, of the "sen51t1vit§ of Ege-govel to the

forms and pressures of the age" ly

Because of the 51gn1f1cance the dlscu551on of

<y

~time has assumed in the twentleth centdry and
because of 1ts partlcular relevance to flctlon and

the. 1nterest shown in it by various contemporary

writers, it has become 1mportant to study the



function- of time in the works of modern novelists.
Margaret Church points out that "the understanding
of the form, content, thought and motif  of fiction
depends on the understandiné of an author's

12

attitude toward time and space". In other words,

the novel:in its totality reflects “‘the author's
attitude towards time.13 »By the s;me token, Georges
'Poulet considers it essential to focus on the
‘writer‘s-sense of man's time and space in order to .
aisc0ver the total significance.of his'work.14
Mendilow, too, agrées that "time affects every
aspect of fiction: the theme, the form ana.the

A5 1n order to understand a

medium ;¥language“
writer's work fuliy, it is therefore as important
study the effect of time'on hrs technique and his
form as it is to study its effect on his themes
1

In the llght of these and other, more particular
hconcérns,’we have chosen toretudy the problemsjof time
~in part of the work of Carlos Fuentes. Carlos Fuentes

is one among many contemporary writers of fiction in

~ Spanish America for whom problems of time are of great

=~

o

- interest. Their 1nterest is not unique, ‘but 1s part
“of a'tendency that originated ln western literatures,
in the work of Proust Joyce, Faulkner and Dos Passos,
for example, whose novels have had a. 81gn1f1cant

" influence on contemporary writers in Spanish America.



/
/

/ ] , :
But Ivan A. Schulman offers a more essential
‘ i .

explanation for the preoccupation with time in the

Latin American novel:
|
J - E1 hombre goza de la libertad, afirman
‘ Jos tebricos del existencialismo: pero
una libertad sin tradiciones y sin
armazén platénica es, en verdad, una
- libertad aterradora,. pues impone sobre
el individuo el deber 'de escoger y de
detegminar su destino individual. '
Para ‘el hombre americano este atolladero
se complica debido al problema cultural,
. « « s decir, el de la resolucién del
problema de la autoidentificacibén y la
bisqueda de rajices en el pasado. De
allf que pueda ‘explicarse en un contexto
hispanoamericano, como vigencia y no
como imitacién, la obsesién por el tiempo
~casi universal entre los novelistas de
América. El tiempo es para ellos
historia, identidad, el peso de problemas
soterrados y de latente explosividad. La
temética del tiempo en la narrativa '
contemporénea, y sobre todo, su movimiento
inverso como en.Viaje a la semilla y Los
pasos perdidos, de-Alejo Carpentier, son
un reflejo del dilema cultural
hispanoamericano.16 :

\

5Among the major contemporary writers of Spanish

: g :
America most concerned with time are Jorge Luis
Borges,‘Aléjo Carpentier, Juan Rulfo, Miguel Angel

TN

Asturias, Gabriel Garcfa Marquez and Carlos Fuentes.
Although tﬁere afé consideréble differences in their
treatment ofythe subject, the cultural dilemna of
which Schqlman.writes is réflected in éll:their

works.

Carlos Fuentes is. one of the best known among



contemporary novelists of Mexico. In his fiction

he discusses some of the-most critical problems bf
Mexico and, by implication, éf Latin America and
the world in general. His novels and short stories
are,chafacterized by an obsession with time, at a

) superficial as well as at deeper levels. Moreover,
it is evidept inlall)aSPects of.his work, for even
the other themes he treats are, to some‘extent,
closely related to his concérns about time. The
structures of his narratives do not revolve around
»the'conyentibns of beginnings, climaxes and dénoue-
ments, but around time. In fact, time’appears'to be
the most siénificant factor both of the themes ana

- the form of Fuentes' novels and short stories. To
this extent, it could be argued that an understanding
of how-time“functions in his narratives appears to bé
- essential to én understagﬁing of his works.

A7 ' .
To date, Fuentes has published hine novels and

two volumes of short stories: Los dfas enmascarados -

(short stories, 1954), La fegién mas transparente

(lSSSY, Las buenas conciencias (1959), La muerte de

Artemio Cruz (1962), Aura (1962) Cantar de ciegos:

(short storiesﬂ 4964),‘Zona‘sagrada (1967), Cambio

de Eiél (1967), Cumpleafios (1969), Terra .nostra ,

',(l975).and La cabeza de la hidra (1978).%7 However,

this study will deal only with his early fiction; and



will consist of an analysis of his first five_Works.

Although there is an eVident continuous

!
{

line of development throughout Fuentes'' works, there
is also_a significant differenee between his earlier
"and’later fiction that permits us to identify the
former as a relatively homogeneous group constitut-
ing an appropriateveofpus for the study of hri use,
of time and its relationship to narrative structuref
For the most part, our diuision of his work into two
distinct periods (195441962 and 1964-1978) is founded
‘on two basic criteria: on the one hand, the nature
- of the content of his fiction end, on the other, his
treatment of time as a‘significant element,of‘
structure. It is probaily not acc1dental that each
of the periods described is "introduced" by a volume
of short stories which anticipates many of the
narrative techniques and preoecupations‘developed at
greater length in the novels .to follow, Ir this |
sense, they not only 1ntroduce the novels but provide
a general focus, both in terms of the style and -
themes, |

The nature of‘Fuentes{ writing itself is'the
‘principal factor inwdiViding them as ih&icated.
In the first instance, the division.is a product‘of
their subject matter. Thereerly houels'ahd short
stiries.areudeoide&ly Mexican ihlcontent. The

-



principal characters, the majority of the minor

ones, and the settings ofihiS’narratives are all pre-

I

dominantly Mexican. Moreover, as can be expected ¢
from.the_use of Mexican characters aﬁd.set@ings, tHej--
early works_aealqwith themeé pertinent to the
Mexican situation, suqﬁ as the society of ngico City
and the regioﬂal;capfkals, the péét, present and -
future of the nation, and Mexic¢an ﬁythology. n
Anothér.of the major themes which clearly
sepafates theée éarly novels and short stories as a
group from the later fiction is their relationship to
history, a theme which is so prevalent in Fuentes'
early writings that they coula almost be. called
historical works. This does not mean that'hiétory is
not treated in the later fiction; it may even'be éon—l
sidered to have a_mére.fundamental importance in some

later novels, such as Terra nostra. What distin-

guishes the earlier‘works as a group is that they all
deal with Mexican history, starting from the modern
beginnings of Mexico and leading -up to the present.
The fact that much of tﬁis historical material deals
witﬁ thé Mexican Revolution of 1910 and'the;charac—
teristics of its deﬁeLOpment is another unifying
factor in the early works, and one which dééidedly
seéarates them from the latervfictiQn. In fact,

there is only one example of non-Mexican history in



the early works, the reference to the Spanish Civil
War in which the son of Artemio Cruz is killed (La

muerte de Artemio Cruz). ‘ ‘ : >

U;like the‘earlier works, beginning with Cantar
de Ciegos and idcreasingly in the novels whiCh follow,
the'formerly "closed" environment of thé novels and
ghortVStories iS'"opehed“. In terms of characteri-
zation, sett}ﬁgs and content, there is a tendency to
look towards the world outside Mexico. "'In Cantar de
ciegos, although for the most part the major chgrac;
ters are still Mexican and many of the stories are
set at least partiy in Mexico, there is a general
broadenigg of the fictional environment. The younger
Elena portrayed ‘in "Las dbs Elenas" is a liberated
woman, not unlike\hef'tdunterparts in countries of
the world other than Mexico. 'Thé'actfon of "Un'al;a
pura" takes place in Switzerland, and one of the
major characters, Juan Luis' wife, is non-Mexican.

"A la vibora de la mar" takes place on board a crﬁise
'ship ;nd involves all non-Mexican characters except
Isabel, the protagonist. Although the major charac-

ters of Zona sagrada areﬁMexican)~many of the other

important characﬁers, such as Giancarlo, are not.
And even Claudia. and Guillermo do not appear to be
typically Mexican, particularly when one considers

the,glamoious, cosmopolitan 1lives they lead.

i
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‘the action, except for one minor incident in the Gulf

2 ' 1o
- ? ‘. "n
Moreover, only a portion of the action takes place in

Mexico; much of it occurs in Europe. Similarly, while

two of the major ‘characters of Camblo de piel are

Mex1can, the other two, equally important, and all of
the minor characters are foreigners. Although the
basic action is set in Mexico, the majority of the

flashbacks, which are extensive, deal with action

"which takes place in other countries such as thel

Unlted States, Czechoslovakla, Argentina, Greece.

None of the "reincarnations" of the characters in

Cumpleafios appears to be Mexican, and the majority of

R,

of Mex1co, takes place in Europe and in England The

content of Terra nostra is similar: the characters

are Europeans and, except for the chapter entitled "E1
nuevo mundo", which takes place in a location in the
Americas, the action is based in Europe.

The later fiction reveals much- broader thematic

.perspectlves, which not only encompass con31derat10ns

of a universal nature, but, in many cases, establish

a2 contrast between life in Mexico and life in other

parts of the world. The basis of Mexican mythology in

Los dfas enmascarados is placed in the broader context

of a more unlversally recognlsed mythology in Cantar

de c1egos, Zona sagrada, Camblo de plel and Terra

‘nostra; for example, the classrcFl myth of Ulysses and

114
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Telemachus,bPenelope and Circe, and the Judeo-

"Christian myth of Adam and Eve. Concern for the

<

individual in Mexico and his direction --in La regién

més transparente and La muerte de Artemio Cruz--

becomes concern for the direction of man in general

-

--in Zona sagrada, Camblo de piel, Cumpleafios and

Terra nostra. By the same'tokenp the three major

"historical® works of the later period --Cambio de

piel, Cumpleafios and Terra nostra-- all deal with
European of ﬁniversal.history, and wheré Mexican
concerns are dwelt on, they are also placed in a
broader, universal context.

In terms of the aspects of time which must be
discussed with respect to Fuentes' writings, there are-
also 51gn1f1cant dlfferences between the two'groups of
works whlch would, to a great extent make it diffi-
cult to treat them in the same manner. The later
novels have a looser form and appear to be much less
deliberately‘"structured" than the earlier ones.
Moreover, it is clear that the methods employed to

Py

dlscuss time in La muerte de Artemio Cruz or La regién

mds transparente would need to he elaborated and

srefined if applied, for example, to Cumpleafios or

. Terra nostra,

In light of*these,observations,on the division

of Carlos Fuentes' works into two periods, and also
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because a detailed study of time in his entire work
would be a very lengthy, if not unmanageable, under-

taking, we propose limiting our analysis to his

-~
™~

‘first volume of short stories and his first four
nov@ls. Much has already béen~written on Carlos
Fuentgds, in countiess afticles, nuﬁerous dissertations
and /Several books. Our study, however, is inténde@:td
comgghsa%e for a Significént lack in critical liter;;
ture on Fuentes. Timg and its importance in nar;atiéé
structure, in all or in a major part of Fuentes'
fiction, has not yet been the subject of a systemétic
and comprehensive analysis. Some major studies on
Fuentes have appea:ed, with chaptérs dedicated to time
as a theme, and thése have also included some discﬁs—
sion on related aSpéCtS'Of structure. In his disserta-

tion on time in the Spanish American novel, Armand F.

Baker studied this aspect of La muerte de Artemio

Cruz in comparison with other contemporary novels.;8
More-recently,.Liliana)Befumo Boschi and Elisa

Calabrese have studied time and myth in three novels:

La muerte de Artemio Cruz, Zona sagrada ahd Cambio

19 20

de piel. The work of Rene Jara, on myth in La

muerte de Artemid Cruz, was found to be‘éSpecially
pertinent for our Chapter IV. Although they do pro-

“vide-interesting'insightsnintovthe novels discussed,
_ 1

.hone of these studies is an attempt at a comprehensive
~
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view of time in Fuentes' work.

The purpose of this study, then, is to analyse

the function of tihe in the structure of Fuentes'
-early fiction and the relationship of this structure:
to the major thematic eleménts concerﬁing time
expressed in his works. Such an analysis will not
only éllow us to understand how time has given shapé
to the novels and storieé discussed, but will also
provide some insight inté the meaning of time in
Fuentes' works. We wili not attempt to discuss the
natq;e of‘time as a universal or‘ﬁetaphysicaL concept,
buti&ill endeavour'td focus on the constant indica-
Qtiong of his cbncept?of time in order to arrive at
some idea of its impértance in hié works and what it
means to fhe author himself.

Our discussiofi of the role.of time in the works .
ofAFuentes.to be anqused will be presenéed in four
chapters. Under the headings of the fictive present,
the fictive past, and the fusion oflpastyand present;A
corresponding to our first th:ee chapters, we will

‘describe the manner.in which time is an integral part
of the organization of ﬁhevnarrafive‘énd how several:

- consistent patterns emerge that deﬁermine‘the nature of
time itself. Our fourth chapter will deal with the
principal thematic elements of Fuentes' fiction and

4,

will show what rélationship exists between certain
~ ' ' '



aspects of content and narrative form.
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CHAPTER I

THE FICTIVE PRESENT

It is thesgeneral nature of narratives to adopt a
'1céu5al“p§ttern governed by the uhfolding of time. 1In
 £he.m6de£n ndvel,Jhowever, theuharrative oftén develops
alonévalnumber of diffgrent'lines, ali governeq, in |
‘varying dégrees, by the mévemeﬁt of time. Yet, éveﬁ‘in
modein hovéls, there is often one 1evel of the narra-
£ive'whi¢h serves as a p;int ofideparturg, a basis to
which_all other aspécts of £emp0ral.étructurg are
relatgd. Thié,level ofjtﬁé'narrative, and its function
- as é poiht_of‘deparpure, are3des§r;bed by A.R. Méhdilow

in Time and the Novel és the “fictive'present":

There is as a rule one point of time in
the story which serves as the point of
reference. ' From ‘this point the:fictive
present may be considered .as beginning.
" In other words, the reader if he is -
engrossed in his reading translates all"
that happens from this moment of time
onwards into an imaginative present of-
‘his own and yields to the-illusion that ,
he is himself participating in the action
or situation, or at least is witnessing
it as happening, not merely as having
happened. Everything that antedates that
point, as for instance exposition, "is
.felt~as'a'fictivefpast,;while'all that
succeeds it, as for instance those -
~ premonitions ‘and anticipatory hints that
.. novelists find .so useful for directing
" the attention forward to the climax or:
evokingﬁa,feeling;of-suspense;:are fe1t‘_

'l ' . . .

31f”as-fupur€,;
T e
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To sSpeak of the "present" in the term "fictive

_ Present" is, however, deceptive. It does not :
N

N

necessarlly imply the existence of a genuine present
and in fact refers to the present moment of neither

the author nor the reader. Usually, the fictive pre-
sent is a past time from the standpoint of both the
author -and the reader, although, as in the case of
many works of sc1ence fiction, it could also be a
future. - By the same token, the fictive present is fre-

[}

‘qnently‘narrated in the past rather than the present
'tense, The present moment of the characters and of the
basic story is portrayed by the narrator asAbelonging
to the past and is communicated as such to the reader,
for whom the-events narrated are even more renote. It
is therefore through the skill'of‘the writer and the
mental effort of the reader that the illusion of a
fictive presentvis created ’

As a p01nt of reference and point of departure
for the narratlve, the flctlve present serves to pro-
v1de the reader w1th an oObjective sense of tlme and
is - the level of the nparrative which has the dgreatest:
correspondence with the reader's réal time.. Known also
as.oonoeptuai or chronometric time, "objeotive\time"n
. refers to time measured by the clock. It is'the time
of oommon-reality) conVeniently'measured bj'motion and
' change and‘calCulatedhinﬂseconds,-minutes,’hoqrs,\or.in

days, months, years and centuries. Objective time is

"o
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therefore synonymous with the cqéonological computation
"0of time and is unaffected either by events themselﬁes
or by the manner in which those events are perceived.

It is solely a means of obtaining an objective measure-

-ment of events. According to Mendilow, it is "the
time~relation among objects,‘unaffected byOmah'e
perception". "Clock time",~Fe ekplains, "has no mean-
ing‘for the imaginafion but is a highly artificial and
arbitrary conventiqn;evolved‘fof the purposes of social
expediency in order to regulate and to coofdinate

actiens involving more than one person. We catch a.

train or leave thecpffice or sit down to dinner by
clock time".2

Absolute objective time ié, to some extent,

- extraneous to fice}on. 'Strictlyvspeaking; it does not.
pertain to the novel because the chronological flow of
time is not subject to being halted, encapsulated, or

§ fecaptured through_literaéure. As Mendilow has

, demonstrated, a true sense of objective,iime is

’ pertinent to the novel from an economic rather than an
eesthetic peint of view,3 It concerng the time
reqﬁired either'to‘write or to‘reed,lac%ions>which}

f.unlike the events described in a.fictionai nerfative,
occur within the eentext of a real historical time
oend can be reeorded precisely. T;ue objectiVe ﬁime

is therefore;exteriof.io the noVel and has less bearing v;

# ‘ : , -
on’'it as a work of art than on it as-a "book", and all
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that is entailed in its production and presentationéto
the public.

‘When discussing the novei, the objective time
with which we‘are concerned is, in reality, no more
than a semblance of objeotive time. It is "fictional
time" of’the “pseudo—chrdnological duration of the
theme of the no&el";4 Afthongh the novelist may have
endeavoured  to establish the exact period of time
encompassed by the events.narrated in his work and may
equally have sought to create the sensation of the
passa;e of time, the chronology he constructs is, at
best, artificiai.[ It cannot.be measured in exactly
the same manner as real historioal time and is not sub-
ject to thelsame constraints. The selection of
materials undertaken by the novelist in the composition‘
of his narrative entails, for instance, a form of
manipulation that appreciably affects the representa-
tion of historical time. In theAsimplest of terms, a
narrative that covers the events of a few.hours may
’requlre much longer than a few hours to read, while
another that encompasses several years ev1dently does
not require such an extended period of readlng. By
the same token, just as a novellst may devote many
pages to the events of several moments, those of several
years may be dispensed with in no more than a few'lines.
in.this chapter, we -shall corment on only one |
aspect of "the‘pseudo—chronological‘duration of the,

-"v
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theme of the novel", namely, the role of éhronology

in the creation of a fictive present as a basis for
the narrative. Our analysis of the fictive present
‘will not only permit us to determine the extént to
which' Fuentes has organized his narratives within‘the
context of an ogjecﬁive frame of reference, but will
clarify certain aspects of the structure of his work
and thereby provide the basis for a %ater discussion

5

of the thematic implications of his use of time.

.. Los dias enmascarados

Los dias enmascarados, Fuentes' first work of

fictipn,'alreédy contains rudimentary forms of

~several features characteristic of his later works,
with_fégpécf to the themes and general content of the
stories and certain aspects of narrative technique and
Structu:e;' Of.the six stories in the cdllection, four

‘ére‘dévelopéd according to a traditional linear
narréﬁive'pattern, with no evidence.of the chronologi—
cal disiocation'thaﬁ is typical of many modern
.narratiﬁeé, inéluding Fuentes'nlate: wérks. One of

.thé stories,‘“En defensa dellé trigolibia"; a‘seven;
paged account in which political rhetoric is satirized,
is:more of ‘a narf@tive essay than a'shoft story,

) 4 . : o .

containing-liﬁt;e that could be considered character

study or deVelmeent. The remaining gtory; "éhac Mool",

has a three-tiered narrative structure.
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The fictive present of "Tlactocatzine, del
jardin de Flandes", "Letanfa de la orquidea"; "Por
boca de los dioses" and "El que invent6 la pélvora"
is, in each case, equivalent to the total period of
:time encompassed by the narrative,.'Thﬁs, a discussion
of the fictive present of these stories is tantamouht
to a discussion of their enﬁire‘piot. In‘three‘of
theﬁ, the total period'qf time involved is relatively
brief'and, perhaps as a consequenée of this.fact, is
developed withvconsiderablevatpention to documenting
- the cﬁronélogical continuity of the sequende of events.
In "Tlactocatzine, dei.jardin de Flandes", for example,
are dépicted six days in ‘the life of a young man in an
old mansién haunted by the ghost of the‘Empress
Carlota. An awéreness of the—chronologiqal ééquence
.of events on the part of the reader is maintained
.because ﬁhe text contains the reproduction of the
narrator's own diary which, moreover, consﬁitutes the
entire story. There is no dislocatidﬁ‘bf events since
the diary ‘can only serve to maintain a'Chronological
record of events. Although the verb tenses in the
.nérrator's account change constantly f:dm the present
té the present perfect or to theipreﬁérite, the
narrator nevértheless manéges to'maintain the temporal
links of\thé‘plot by indicating such things as the
.. period of time he\has;spebt infthe house ("Menos de

veinticuatro horas entre estos muros", p. 40), or

~
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the éxact time of day ("Sonaban las seis cuando
escuché misica en el salén", p. 46-47).

‘In "Letanfa de la orqufdea", the étory of a
Panamanian whose death is caused'by an orchid which
issues from his body, the period ofvtiﬁe encompassed
by the narrative is less th&ﬁ twenty-four hours,

‘There is little atéention paid to recording thé pas-
sage of time in any sense,vbﬂt the causal seqguence of
events is sufficient to maintain a linear chronoiogy.
There are séecific indications, however, that place‘
‘the heginning of the éction at noon on a day in winter
("Mir4, vé: ya empezl el iﬁviefnb"; "eran ias doce del
dfa", p. 51) a;d its ending in the early morning~of the
.following_éay ("f allf amanecié Mﬁriel,’partidb por la
.mitad", p.58). The events 6f.“Por boca de los’ dioses",
depicfing the encounter of the ?rotagonist, Oliverio,
with the gods of Mexico, are also ehcompéssed within a
peribd pf less than. twenty-four hours. As in "Letania
de lé&ofquidea", the ac;ion begihs abou% noon one
unspecified day and eﬁds at daybreak on the following

1 . =

day.. In this case, too, the éction is developed
according to a linear chronology, with no dislocéﬁion
of events.or suspénsion of thé ficEive present.

The structure of the fi§tive presént‘in "E1l que
invent6 la pdlvéra“ differs from‘that of ﬁhese thrée
stéries in one aspect_oﬁly: the period of time

involved is considerably greater. The fictive present
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is developed without interruption and covers a period

of.more'than a year. The fact that the events of this
relatlvely long period of time are covered in a short
space (fourteen pages) has little bearlng on the
chronological development of the narratlve in thls;”
case. What might pOSSlbly have. been affected is the
unity of action. 'However, ltS unity is preserved by
the fact that the story focuses on a single issue, to
the exclusion of the development of character or the
detailed development of plot. A great deal of time
_ passes,‘but only a single, sustained event‘is depicted,
and there is much repetltlon in the llttle that actu—
ally does take place.‘ The story is a graphlc 1llustra-
tion of the absurdlty of consumer soc1ety and rapid
consumptlon in the twentieth century. A long period
of time is therefore necessary in order to illustrate
the gradual deterioration of society and its effects,
but Fuentes passes over a great deal of time with justv
a brief comment. Thethronology‘is maintained through
the uninterrupted causal sequence of events. However,
,the repetitiveness of the action creates a cyclical
effect, thch is further reinforced at the end of the
story, when the narrator isvdepicted as having returned
to the very point of man's origin{

Estoy sentado en una playa que antes --gi.

recuerdo algo de geograffia-- no bafiaba mar
alguno. No hay més muebles en el unlverso
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que dos estrellas, las olas y arena. He
tomado unas ramas secas; las froto, durante
mucho tiempo . . . ah, la’ prlmera
chispa. -« . . (p. 96- 97)
With this in mind, the knowledge that a year has
passed since the beginning of the narrative ("Ahora
que ha pasado un afio desde que mi primera cuchara se
derritid . ; . ", p. 94) creates,litt;e impression on
the reader. The importance of a linear structure is
thereby diminished in favour of the cyclical notion
implicit inathe'return of man to a pre-consumer
society; | | _

| "Chac Mool", the first story of Los dfas

enmascarados, is. the most interesting in the volume

from the point of view of narrative technique. It
differs from the others in that it is based on three
distinct' time lines. The story of Filiberto's death
at theuhands of Chac Mool, the Mayan rain god, is
narrated through the transcrlptlon of Filiberto's
'd;ary and through the story told by his friend after
his death. The use of this technique in ‘this context
: poses some problems particularly with regardvtO'
,determining what shoﬁld‘be considered as fictive =
present. ESSentially, the problém arises as a conse-
'quence of the presence of a narrator who 1dent1f1es
.hlmself as a friend of the protagonlst of the story ‘

but who is .temporally removed from the story he

narrateS) which in. turn is developed on two,different_

e
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bim\ lines. in a striot sensehxthe fictive present
LA \pe narrator's present time, the moment in which
WA \ells hig story. However, hisppreeent time is
Q@t pertilent to the narrative itself, It is so
\ﬁinated to the major events of‘the story, that we
nAY be tempted to dlsregard it as a p0551b1e flctlve
fbﬁgnt Nothlng is known about the narrator s
p/eSgnt time except that it is to be placed some time
ot ¢ly after the occurrence of the 1nc1dents narrated
1f‘§he story which begin with Filiberto's death during
JlY Week (“Sucedlé en Semana Santa', P. 7).' Like-
w488  nothing is known about the present actions of
ty® yarrator at'the moment he conveys his narrative.
ByWVe\er, Since the narrator is presented as such and
14%ﬂklfled as the friend of. Flllberto, his time must
bg t\ken ihto account if only for the sake of
dv‘ﬁ§ﬂln;ng hls perspective. The fact that the events
hy Proceeds to narrate are placed in an objective
t e frame from the Qery beginnipg ("Sucedio en Semana
SYA ", p. 7) leads one to place his present time also
iy 4\ch a framework. It is as a result of con51der1ng
th A doment ip thCh the story is narrated that the
ethhg Story itself may be considered as belonglng to
 thA Nast, If it Were not. for the phrase at the
bQﬁdQﬂlng Of the story, "Hace poco tiempo Flllberto
'mufdﬁ ahogadg en Acapulco” . (p. 7) , which SLtuates the

ev/mﬁ a shOrt time before the narratlon, the fictive
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-

present of the story would consist of the period
‘beginning with the death of Filiberto and ending with
his friend's (the narrator's) arriwal at the house.
In relation to this possible, fictive present, the"
past would then entail the other time represemtad,
the story of Filiberto from approximately one and a.
half years before his death uhtil he leaves for
Acapulco. By taklng the time of the narration 1ntd:5
accougt however, none. of the other actlon of the
novel_can be'considered as fictive present,

"Chac Mool" is the only story of Los aias_

x4 -
enmascarados)which contains any novelty in terms of

the techniques employed in the fictive present. 1Its

:‘most SLgnlflcant aspect is to be found in its use of

v enmascarados\was hls flrst work

~an 1dent1f1able narrator temporally removed from the
events he is narratlng,"a forim which does not recur
.in:Fuentes' early- fiction but does appear, in a

- variety of forms; in several later novels (Cambio de

piel, Zona sagrada, Terra nostra)., As a narrative

‘developed on different time llnesl "Chac Mool" is a
precursor ofvthe majorlty of.Fuentes‘ later novels.

" For 'the rest, thg narr.at'ives of Los 'dIas enmascarados

_follow a tradltlonal structure, whlch can probably
" be explalned partlcularly when one con51ders

'Fuentes vlater works, by the fact: that Los dias

‘c
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La regién m4s’ transparente

Except for the novelette Aura, in which a sense
of chronological cohesion is partly the product of a

relatively brief span of fictional time, La regién més

transparente is more dependent than any of Fuentes'
other early novels on the continuous development of a

fictive present. Primarily, this is because in La

regién més transparente the basic narrative’ is
develpped within the context of a specific chronoclogy.

The plot begins precieely at 6&15~cne-unspecified
"morning in 1951, when Gladys Garcia, a jaded presti—
" tute, is’ seen leaving a Cabarer (pp. 21 and‘22).
Although the time of day is given, it is only in the
index of the novel that‘the year is indicated. An
oblique reference to the year does appeer somewhat
later in the text, in the»lyrics of a song ("Ay minué
minué minué, 15 bailaba el siglo quince y ahora.en el
cincuenta y uno", p. Gli,rbutvit is not until the end
of the first two major parts of the-novel that there
is a spec1f1c reference to the year (p. 435). The
vactlon of the entire novel is concluded at' the end
of more than four hundred pages of text, on a night in
December in 1954 (pp. 436 and 453), with a descrlptlon
.of Ixca Clenfuegos' wanderlng through- the streets of
the sleeplng capltal. '

Although the chronological limits of the novel

‘are easily established, development of the narrative
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is byvno means straightforward, but follows a
con51derably compllcated and tortuous path The
ordered development of the flctlve present’ is repeat-
edly suspended in favor of the fictive past. The
'rhythm of the narrative varies appreciably. At times
it is slowed to allow for the narratlon of events that
toccur simultaneously in’ dlfferent ﬁlaces. At times
Fuentes has exercised a rigorous selection and
compression in the narratlon of events and has omitted
vlengthy periods of tlme in order to cover the total
span»of four Years more rapidly. All of these factors
produce an extremely fragnented‘Structure, often
obliging the reader to re—oonstruct the chronology of
\ .

 the narrative by £ocusing whenever possible ongthe'
sequence of events andvthe scant references toitime'
when they occur;

‘In ordgrrto‘eXamine the nature of ‘the fictive

present in La regién més tradsparente, 1t is necessary

__to con51der the three- parts of the novel separately.
These three parts in fact qprrespond to three unequal
periods of tlme:_ Part I covers a mere three days '
early in 1951;-Part'II_encompasses a period of several
-months ending on Seétember'lG of theisane year;‘andr“
Part III focuSes onvthe'last'eight months of 1954.
;In‘acqordanoe with the nature_of its content and}
narﬁative‘formy Eart I may be divided intodtwo

segments. The first segment begins;, as referred to .
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."nated with the narratlon of events- that occur in a

‘earlier, wrfiithe introduction of the prostltute

Gladys Garcia and an observation as to the time of

day (pp. 21 and 22) There are enough references to -
make it clear to the reader that lmmedlately after .
the 1ntroductlon‘of Gladys Garcfa the actioh is
abrup%%y shifted to the night of the following day
(p. 24). It is on that nlght that Gladys Garc1a
encounters Norma, Plchl, and others who are on, their

way to Bobé's party, a party which then. becomes the

focal point of the narratlve for the next 37 pages -

.1and serves to introduce an entlre group of new charac—

'ters,'many of them belonglng to the upper strata\pf

N

. Mex1can soc1ety._ T o o , . \x
As the descrlptlon of the party progresses, the
~ passage ‘of tlme is percelved not. s6 much through l; ; g
spec1f1c references to time- 1tself (there is. only one\\\\
more in this segment. p. 49) as through the sequence _ :;
of events and the arrival and departure of the ’/\Sj

carousers at the party. Moreover, a new element is

introduced: the descrlptlon of the’ party is alter-

=

%
varlety of different localltles at the same time as

the party contlnues.v In representlng these dlfferent,

but simultaneous, actlons, numerous space-shifts

]

foccur, with the result that ‘the narratlve alternates'

between the party ln Bob6! s apartment and several

).

[



Z_fBob6 s party (p. 45 46), or the apartment where
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t other‘localities, such .as Federico Robles' office-
’(p‘ 32434),'the'restaurant at which Juan Morales
‘entertalns hls family - (p. 35-38), the bar where

.another group of revellers are about to set out for

-

o Horten51a Chacon 1s waltlng for.Robles (p. 57-58).

Although the events external to the party are repre—
sented as- simultaneous to the party itself, there is
,not suff1c1ent contlnulty among them to 1nd1cate any

3

progress in the passage of tlme. ”Ey and large, they

' are. lsolated 1ncrdents, 1n some cases related to

- fsequence of 1nc1dents ordered chronologlcally.

"others whlch occur much laterfin.the novel. What they
'do demonstrate, however, is that the flCthe present

of La~reg16n is not restrlcted tova srngle linear

e
| The end of the flrst segment of Part I cofg01des

d‘w;th the end of the descrlptlon of the party at
- BobG' s.' A cycle of two . days is thereby completed
‘\However, a chronology of the passage of the hours is | -
'yev1dently less lmportant than the fact that the S
_"1nc1dents narrated occur either in the early hours of

the morning ‘or durlng the nlght " To this extent, the -

*_}development of a. flCthe present ls ‘more dependent on 4

"'pprogreSSlon. . .

jﬁthe cycllcal representatlon of tlme than on its llnearv

o .

"ij_ The second narratlve segment of Part I covers

>

e events of the day followlng Bob6's party. ;It




33
begins,_as the first segment had, with a precise
reference to, the tlme, eleven in. the morning (p. 62),

a reference which supposes an abrupt Shlft in time
similar to that in the first segment whereby Gladys
Garcia was flrst portrayed in the early hours of the
’morning and then 1mmed1ately in the early hours of
,the'nightfof the next day- The cohesiveness of the
'narratlve is maintained, however, by a number of:

devices. //”7J'“?rvﬂv-

In the first instance, the?hourfof eleven in the
morning serves as a point of departure for the des~-
cription (ppu 62-64) of the different circumstances
of several of the characters already encountered L
Some of them are portrayed as if pursulng the pre-'
occupations in whlch they had been engaged durlng the
p%ev1ous nlght. Thus, for example, when Manuel
Zamacona sits at his desk to write, his‘thoughts con-
stituteia continuation of the discussion in which he
had participated at the'party} Pimpinela'sets out to
conduct her business with Roberto Régulesfaﬁust as:she
had planned it.the'night before; Rosenda Pola and
Hortensia Chacén, the one a reciuse and the other .
blind, are still entrapped_in‘thepdarkness‘of their
respective‘exiStences.’ The progress of the fictive
present from the firstrto the‘second_segment.ofvPart
I is-therefore'initially‘determined b¥ a Sense of

-

- .
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continuity in the narrative created by a succession
of incidents placed within the context of an objec-
tive sense of time, )

Moreover, the representation of the fictive
present in the second segment of Part i,.as in the
' first segmenty‘is considerably‘affected by certain
aspects of its structure. The space—shiftvserves
‘again as the principal device used by Fuentes both to
advance the narrative and to Create the effect that
separate. actions occur simnltaneously As in the
alternatlon between the description of Bob6! s party
and 1nc1dents external to it, the overall effect is
that of an apparently disjointed narrative, This
appearance is further exaggerated as a conseqnence of
the zig—zag_described by time, since each occasion
'thatAthe narrative.retnrns to the activities .of a
‘particular character entalls an 1mpllclt return tov
the moment when that character last appeared The
dlSlntegratlon of the narratlve is prevented howeVer,
by the contlnulty of incidents affecting 1nd1v1dual
characters and by the ublqultous presence of Ixca.
Clenfuegos. In many respects, Clenfuegos is more of
-an observer than a partlclpant in the events narrated’
in tﬁé’novel He is consequently an effectlve gulde

througn the maze of 1nC1dents and a relative constant

that llnks many of the characters and,connects the
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different fragments of the narrative to each other.
At the same time, he reinforces the notions of |
simultaneity and‘change.‘ Since his incessant wander-
ing through fhe capital allows him to see the€ many
incidénts‘which.oc¢ur simultaneously, his |
ubiquitousness‘prdvides thé reader with a similar
impression of simultaneity. Yet, since{time does not
stand still, éﬁen_for him, histéontinuousvéresence
equally,prodidés a standpoint_from which to meaéuré
the march of time. It"ié as if the many different
‘threads of the>fictive present aré combined ‘in the
progress of the singlé life of Ixca Cienfuegas.
In spite of the similarities between the two
‘segments-of Paft I, howevér, the second of the two
contains a radical'departure from the form‘of>the
first one; In addition .to the éomplications caused
- by the narration of events‘thaé occur simultanqpusly,
the development of the fictive preéént’in thé.secdnd
segment is fragmentary and ité chronoiogy is fie-
guentiy disrupted through.the ébundant use of the
time-shift. Moreover, it is not simpiy“a matter: of
an abfuthéhange in time used to obtain a 'rapid
advance in the nérrative,;bf the kind we have already
, referred to, but of the periodic suspension of the
’fiétiVe present in order to incorporate‘extended

passdges belonging to the fictive past. 'Through_'
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their own recollections, the characters aré made to{
abandon their present circumstances and to relive,
through memory, their experiences from the past.

. The outcomé is that objectivé“chrondlogy'in the
fictive present is de-emphasized in thié ségmént of
Part I. In order to preserve its coﬁtinuityj it is
necessary. to focus on the iihks that connect the
'separated fragments of the narrative énd thereby
maintain a sense of chronology.

| The'episode‘invoiving Pimpinela—de Ovando is an-
excellent example of this procedure.  She is
initially referredﬂto‘in the following terﬁs:
»"Pimpinela-de_Ovando caminébé erguida y perfﬁﬁada,‘
detrés de un‘par de anteojos negros,. por Madero,
ﬂﬁhécia el despacho d;yRoberto Régules" (p. 63). This
'detail is one among several enumerated at the beéih¥f‘
ﬁing df the'seéond segment'o% PaftvI with'thé purpose
ofvreprésenting the actiVifiesvand preoccupations of
many‘of the characters at eléven in the ﬁorning,oq,the'
the day following>Bob6;s party. It is not elaborated
upon, hoWevérg until twenty-seven pages later (pp.
90-91) , when Pimpinela is again described in the same
- terms and is still on her way to Régules'_officev_ The .
'developmént;of_the-pért'of the fictive present con-
cerningﬁPiﬁpinela:is then suséended almost

’ . . ’ : {
immediately in order to interpolate a history of her
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@amily,q;}os de Ovando", which otcupies the next ten
pageqi(ppf 91-100)-andais filtered principally through
her recollection of the past. When the ﬁarration of
rthe fictive preseqt is renewed.(p; 100), Pimpinela is
again referred to in the terms of the first'descrip—
tion oflher; She continues her walk to Regules'
office, avoidinglany pessible eye—eontactvwith'ixca
Cienfuegos as she passes by him. The clues to the -
_continuity of this single, but dispersed, action are
tﬁerefore to be found in the repetition of’the same
,deseription of Pimpinela, and in the appearance of
Ixca Cienfueges. These clﬁes not only serve to main-
tain the thread of the fictive present, but indicate
the ektent to &hich the narrative has been expanded

©

to 1nclude several actlons occurrlng within a short
perlod of time. N

In many respects, the first part of the novel is
a klnd of lntroductlon to the novel as a whole.' By
focusing on a relatlvely brief perlod of time, the
narratlve is limited with respect to the amount of
1nc1dent belonging to the flctlve present that it
‘contains. It is therefore able to serve the purpoSe
of introducing‘tbe prihcipal characters and the pre-
occupatione‘that predominate in the remainder of the
novel. Above all, it establishes a pattern of delv-

ing into the past as well as the:present and4the
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mechanisms whereby this ig obtained. The basis of
the novel is a fragmented narrative in which abrupt'
shifts'in time and space are employed in order to
accommodate both the‘fictive past and events that.
occur simultaneously. The overall effect is to de-
emphasize‘the concept of an objective linear chronol-
ogy. Althoughpthereiare seweral references»to_time,
it is mainly through the sequence,ofiewents that an
awareness of the passage of~tim§?is created. Indeed,
the emphaSis given to the morning in the beginning

of Part I and to the night at the end is more indica-
tive of. a cyclical than a linear chronology. |

Part II of La regibn m&s transparente is the

longest of the three parts. Its relationship,with-
‘the precedingvpart.is‘immediately established by’ the
fact that the incidents alfead§ narrated are con-
tinued, complicated, and‘brought to‘a.moment of
crisis. -Unlike Part I, however, which involves a
relatively brief period of objectiveltime (3 days),
Part II spans several months. .The total period in
'question is somewhat vague since it is not clear at
what prec1se moment the actlon,of Part II begins. It
'canvonly,bevdeduced, as we shail'demonstrate later,
that several months have elapsed-before it ends with
a detailed account of events that occur on September

15 and l€;>1951 .
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For the most part, the patteras established in
Part I are prevalent in the second \part: the narra-
tion of tﬁegfictiye present is‘fragmented by the
accumulation of simultaneous incidents and the
interpolation of the fictive past, both of which
entail\abrupt'changes in time'and space. Yet, there
are some basic variations of the established patterns.
The introduction of a series‘of'vignettes depicting
varlous aspects of lzfe/:; Mexico is a significant
1nnovat10n. These Vlgnettes are generally extraneous
to the central narrative and have no causal relation-
ship with it. However, they should not be seen solelyf
as ‘arbitrary -appendages since they are structurally
and thematlcally‘lncorporated into the text.’

A number of the V1gnettes are to be understood
as representatlve of incidents occurrlng ‘simul>
taneously w1th the central action of the novel and,
in some instancee[:a“teferenée to time is sufficient
to establish this relationship. Others are integtated
into the texture df*the narrative thrbugh the
ubiqﬁitous presence’of_Ixca:Cienfuegos. ‘One»sueh'
example occurs ih the/éighette whichrbegihs "Vamonos
pde aqa15 manito" (p.'344), 'in‘this particular
instance; the passage that follows depicts Cienfuegos
on his‘way to Hortensia's apartﬁeht'(pp.b344-345). As

- he passes along the street, he exchanges glances with



‘one of the %oys who, in the vignette, had spoken of

leaving Mexico City in search of a more profitable
existence elsewhere.

The manner in which the vignettes are introduced
therefore corresponds to the”techniques whereby the
number of incidents encompassed by the/fictite pre-
sent is-increased;and“the pace of.the narrative
slowed and fragﬁented in earlier portions of the
novel. Their ultimate purpose is somewhat distinctive,
however. They are not nsed throughout the entire
second part of the'novel,'but'the eleven which do

appear'serve as prologues to the longer segments of

. the narratlve that . follow them, regardless of whether

those segments represent a continuation of the fictive
\‘present‘or are interpolations belonging to the fictive
past; ‘In’brief, although the»tignettes are.withont
.causal reiationship to the central narrative, they

- serve to enlarge its thematic context~and content by
fdcu51ng ‘on characters and 1nc1dents which would
otherwise not have appeared in the novel They there;
fore allow Fuentes to broaden the scope of his por—t
trait of Mexlcan soc1ety and permat hlm to demonstrate -
that the preoccupatlons w1th Wthh he is concerned in
hlsvnovel are<ev1dent at all.leveIS‘of life.

' In addition to the effects obtained by the inter-

calation of the vignettes, the representation of the
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flow of time in the second part of the novel'acquires
a further distinctive characteristic as a result of

the length of time in the fictive present it encom-

- passes. Whereas in Part I the reiatively short span

of three days alloﬁed Fuentés to create the impression
that he had generally ?raced the daily progress of
the lives of\His‘characters, the longer period of

several mbnths that elapses in Part IT necessitates a

fzdifferentLapproach;' In order to accommodate the

riod, Fuentes has inevitably focused on the

ﬁarration of episodes essential to the develbpment.of'

the plot. The narrative is therefore subject to

'fhrther fragmentation, since whqt might have occurred

in the interval betwaen those episodes is, OffCOurSér"

omitted. Moreover, this form of fragmentation of ﬁhe

fiéﬁive present is yet further enhanced by the fre-
quént'omissibn of clear'indications‘that might allow.

the exact chronological relationship among the differ-

~ ent episodes to be established. It is hot clear, for

instance, exactly how much time elapses between the

end of . Part I and the beginning of Part II,

Similarly, referepcés within the téxt,Such as.to'"el
damingo éigdiente" (p. 195) or tétan eveﬁt tha£ is
described as 6c¢urring."a gsa misma'hbra" (p. 215),
hqwéve: dommon,;aré, in reality, ﬁo mo;evthan the

minimum required to retain a basic sense of
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continuity. For the most part, therefore, the reader
is made aware of the passage of time solely through
* the causal sequencé of events. The numerous refer-
ences contained in the text to specify thelhour

("Eran las doce del dfa", p. 219), or the general

time of day ("el sol se habia puesto”, p; 252) ét
<which'events occur are esgéntially desériptive in
néture and_insufficient to establish éhe~distance’in
time that separates the occurrence of one eventffrom“
that. of énother. Their impoftanée, in common with
what‘we have glready identified &s a characteristic

of the first part of the navel, is to emphasize a
cyclical rather than a linear prdgressibn.‘ From the
point of view of the flow'of_time,‘it is:thué more |
relevant to observé that events occur at-a signifi—
cant moment of a cycle (in the mofning; at néon, bf
- at hiéht), than simply to establish thé aistanée in
time between them. Ind%ed, it is precisely bécause
of the emphésis given ts the representation of time
in a‘cyclical fo;m that;fhe réferénc§3~requiredi£o 4
éstabiish a cieéf linear chronology are'lacking.‘ o

fIt-iS-nonetheless_possibié‘to detect.a degree of¥f

_ atﬁentioﬁ to linear chrondiogg.i For example,?from an
‘bbliqUe reference to an incident of Part I, the
reader discovers that sevéral months héve‘aiready

elapséd in Part II. The widow of Juan Morales, the
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taxi drivef.killed in Part I, speaks to her dead:
husband: ". . . porque te vas mds lejos cada dia, Ya
no puedo tocarte éon los 6jos, como hacia'en los
vprimeros meses después que fe enterramos" (p. 217).
Although not as preciseiy as one might wish,’this A
reference at least allows the reader to envisage .the
total period of time that has elapsed. Tﬁus, when

the month of Septembef is later referred to ("el aire
v;impio,de septiembre":'P-335$r the first direct
reférence.to a date, the reader is able.fo sitﬁate

the action of the beginning of the novel in the early
months of 19511;‘Thé first, exact historicai'ddte, 15
September, 1951 occurs at the end of Part II. ' The
events of this day, on which the independence of
ngico is commémorated, a:e'described in much gréater
detail, and‘the paée‘of'the action is considerably
siower than‘pfevioqsly; Objective time thereforef
acquires greater prominence as it becémes{mdre'necess-
ary‘thankin earlier segments of the novel ﬁo indiéatev
. chrbnblogical cdntinuity; Refefences to time mark the
progress of the day: "Desde las seis deklan£arde

.« " (p. 386); "después de las doce de,la.noche'

e e " (p..397); Lapses of time bétWeen.fragments‘v‘

are shorter and fewer, radical fragmentation is aban- =~ ....

doned, and‘the chronology of the fictive preséntﬂiSf:

" reestablished in a manner similar to that ?:evai;ing.
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in a more traditional narrative form. o , '

g

. The difference'in'the narrative at this point
and the gneater attention paid to showing a'clear'

- sequence of events are doubtlessly due to the
hrstoriCal importance of this particular date,‘but‘
vthey are also the consequence of the fact that the
‘moment of climax of the action has arrived._ Hil
prev10us 1nc1dents have led|¢o this moment of crisis:

'Athe decline of Pobles; the death and sacr1f1Ce of
other pr1nc1pal characters, Norma, Zamacona,.Beto,

rfand.the haby Juanlto.' Moreover, the last:chapters of
Part II deal.a%most exclusively'with Federico Robles
and the detailed narration: of his. downfall. It could
‘éven be said that Roblesfis the principal focus of
the action of the novel. Hence.the simpiification of

the narratlve and the abandonment of previous models

are undoubtedly a reflectlon of an endeavour to con—
centrate more fully on a 51ngle character and th"

final sequence of events that affect hlS llfe \

Part III of La reglén més transparente deals ‘: 1{;v “4?
lmost exclu51vely w1th the flct1Ve present whlch lS.
. not subject to the same. fragmentatlon ev1dent 1n Parts‘
I and II When changes of. space and tlme are encome';’
| passed by the narratlvé theyfoccur far less abruptly
than ln earller parts of the novel The narratlve lS /~f%;n

therefore somewhat more tradltlonal and the S
. . i SR S __,_rk}”. »Vf-,f

S e

Lo S oo S
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relationship_between Part III and the two preceding>
parts .is obtained principally through the continuity

of theme and character In this respect, Bob&' s

'partles and the characters who attend them play a

central-role« That much time has elapsed since theg'
(

~end of Part II is evxdent from the reference to Aprll
of 1954 (p. 436), at the beglnnlng of the first:

 chapter, 1nd1cat1ve of the passage of three years,

and from the fact that the characters on whom the

party-goers focus their attention are representatives

9

, Qf a younger generatlon, in some cases the chlldren

/

" of those who had earller flgured qulte promlnently

/

This kind of contlnulty«ln the.plot, éomblned with

reference both to!pést events narrated in the novel

and to what occqrred in the interval-between~the
; : : S , o
second and third‘parts,_isvsufficient to maintainrthe‘
illusion of a progressively unfoldingifictive“present.
Nevertheless, once the chronologlcal point of depar-p

2

is llttle subseqdent indication of chronology. Apart

'from the date cited at the beglnnlng of Part III,_lt

‘uaisfhnown only that the flnal events of the novel take

~—t

‘,ffplace;in December‘ "El frlo viento de d1c1embre

“‘3arrastr6 a Clenfuegos, con ples veloces, por la

' _avenidafcporéla ciudadgﬁ'i . " (p. 453). The reader

is perhaps surprised to learn at the end of Part III

P
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that‘so-much time haS'elapsed since its beginning,

for the fact@is that the passage ot tlme, as in

earller parts of the novel is to be deduced pr1nc1—

pally from the causal chaln of events. 'That is to f'
say that the reader is aware that tlme advances, but
does not know by what stages or how rapldly.

The thlrd part of the novel 1s the only one

bounded by prec1sely stated hlstorlcal dates. That 1s

;"factual, and also may be allowed to dlffer substan-_

-h,conflrm';thls.

to say that the reader knows that the actlon of thls
part of the novel beglns ln Apr11 and ends 1n December.
It.may be that these pre01se dates are glven, in the'

text of the novel as well as in. its 1ndex, because :

Part II 1s not central to the ba51c actlon but serves

rather as an epllogue than as a- dénoument of the -

actlon., As such, 1t may be 1ntended to appear moreA e

More 1mportantly, the fact that Part

N



Ceballos. -

Las buenas conciencias

Las buenas concienciaS'represents as stantlal

departure from La reglén méas transparente w1th

\

respect to many aspects of\narratlve technlque. Cer-
tainly one of the c1rcumstances that gives rise to. N

this situation is the fundamental difference in focus
of their respective narratives. Whereas in La regién

mis transparente Fuentes made many characters the

focus of hlS attentlon in an endeavour to portray the

,complex 5001ety of Mex1co City, in Las buenas

concrencras he concentrates on a single character and’

moést of the narratlve is seen from hlS standp01nt
U

ThlS dlstlnctlon is partlcularly important 1nsofar as

the representatlon of the fictive present is concerned

,F;As we have already seen, the development of a flctlve

"Qgpresent in La regién mis traﬁsparente encompasses a

jtotal perlod of four years. It not only traces the

llves of many characters, but. its, implications are:

"‘V;enhanced by the 1ntercalatlon of extended passages

;belonglng to the flctlve past and 1ts progress is-

characterized by the narratlon of incidents that are

understood to have occurred srmultaneously. Ky’con-_

:trast, the -total perlod of time encompassed by the

3

e



fictive present in Las buenas conciencias amounts to

' . 14
a brief moment of recollection, attributed to a single

character, that provides the framewoik for the

'narration of a century of time bélongfng to the fic-

tive past. The pr1nc1ple of suspendlng the present

-

in order to introduce the‘past is undoubtedly 51m11ar

in both novels, but the extent to which it is imple-

mented in Las buenas conciencias accounts for a .

N

considerable differenéeivg

The fictive presen f Las buenas concieéncias

cen51sts solely of the time taken by Jaime Ceballos

to -"remember" what 1s, in effect, the. entlre plot of
the novel That the novel does con51st of his
memories is apparent from the italicized passage at
the beginning:' "Recordarfa. Repetirfa los nombres,
las historias . ; . La casa p la.familia; Guanajuato,

Repetirfa los nombres, las historias" (p. 9), phrases

~

which are also sufficiently ambiguous tQ';ndicate that

Jaime will both recall the‘past,and repeat it through
his own experieneee. .Moreover, the italicized intro-
dnction to the‘novel also contains:an indication that
Jaime's memory will reach into the past even peYOnd

his dwn,childhood, in"orger to recollect the entire

“history of his family in Guanajuato:_:f.ﬂ. . primero .

debfa recordarlos,tel'como se reflejaban desde las

-pareaes_de 7n/padre, en'los‘daguerrotipos'

-



desteﬂidds" (p. . 9).
Given that the novel consists of reéolleétionS’

- that pass th:ough Jaime's mind, the time encompassed.
by a,fictive'p:esent'is a very limited périod, the
,shortest'of‘all such periods in Fuentes' novels.

The time taken by Jaimé'to remember all of the events
while walking béck to the family home bf;thé Ceballos
‘after saying goodbyé‘to his friend Juan Maﬂuel, may ”'
pe.a few secondg, a few’minﬁtés,_or half an hour.

There is no precise ipéicatiﬁn as to -the ﬁeriod of
;time invol?ed, principally bebause_whhg ig hgppening
in thé,objective world of Jaime's surroundings is
_léss impdrtanﬁ than the recollections ?assing thrqugh
‘his mind. Hence, the'only reference to ah objective |
ﬁgidt of the fictive p:esentvis that containéd.in'fhe -
very first line of the novel‘which serves the sole

.-

- purpose of_pfoviding\a minimal context’for'Jaime;s
recoliectiohsf "Jaime Cebalios‘néioividafia eSg |
noche de junio” (p. 9). The flow of time in the
ﬁovel itséif, in thé narrative that folldws‘the
italicized introductory?paséage, not onlY'bélpngs_ﬁo
thébpast but:is'encapsulated‘within‘£hqsévmomehts of
‘a nighﬁ in June. The fact that this period of past
time is_narratéd byka third persdn; bmnisqién£
'nafratdr raﬁhe:vihan in the first person by Jaime

| Cebailos himSelf"does not detract from this -
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situation. Such a technique is, in any event,
characteristic of Fuentes' manner of portraying the
process_df memery in his early’works. Hence the
total period of time in the fictive present that
elapses in the hoyel is_still no more than it takes
Jaime to recall’ail thaf has occurred in the.past

and has led to the moment when he gives himself up to
his‘memories. Some comment on‘the overall ehroﬁology
of the novel will serve.to establish the point fur-

4

ther. .
From the point of view of chronology, the opening
scene of the noﬁel‘in which Jaime returns home |
appropriately belongevte the conclusion. This fact
is confirmed by the repetition at the end of the novel
of a paragraph that already appeared at the‘begfnning:
Caminb de regreso a la”casa de los
- antepasados., Habfa salido la luna, y
Guanajuato le devolvia un reflejo .
violento desde las cfipulas y las rejas
Y los empedrados. La mansién de
cantera de la familia Ceballos. abria
‘su gran zagudn verde para recibir a
.~ Jaime. (pp. 9-10 and 190-191)

: ' >
‘A number of purposes are served by the repetltlon of

wthls paragraph ‘It confirms that the fictive. present
of the novel has undergone no 51gn1f1cant development
and that the extended period of past time that elapses
between the first and second appearaﬁee of the same

,paragraph'is encapsulaﬁed:within a static preseht‘time;
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Yet, although‘the fictive present undergoes no
significant chronologieal development in the novel,
the present itself should not be dismissed as
“irrelevant. It should be stressed that since the
entire novel is, in effept,athe‘history of a single .
’moment, an accztnt of hew‘one particular night iﬁ
the life of Jaime Ceballos came about, the present
must be seen in terﬁs of'the past. When Jaime
Ceballos returns ﬁome, he symbolically integrates him-
self into and undertakes to reﬁeﬁ theventire history

of his family that he has reviewed in his mind. Hence,

not unlike comparable: moments in La regién més

transparente, the moment of time in the fictive pres-

ent recorded in Las buenas conciencias is more 81g-’

nlflcant because it embodles the contlnuatlon or

repetltlon of ‘a cycle than because it occupies a

specifiq pOsitidn in'a linear historical chronology.

'La muerte de Artemio Cruz » g !

Insofar as the}fictive present is concerned, La

muerte de Artemio Cruz shares some characteristics

with both of the novels already discussed. As in'Las:

‘buenas conciencias, the fictive present in La muerte

de Artemlo Cruz is ‘a means of encapsulatlng the past

and of creating the lmpre551on that the present is a

culmination of that past. Consequently, and in a

manner similar to the‘earlier’novel, the fictive

N
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-Present is suspended in order to admit the past. The

similarity may not be pursued further, however.

Whereas the pseudo-chronological duration of present

time is minimal and relatively unimportant in Las

buenas conciencias, in La muerte de Artemio Cruz the

flctlve present is not a negllglble element and is sub-

ject to some chronologlcal development ‘While the fic-

. tive present of Las buenas conc1enc1as is suspended at

length in a single 1nstance, 1t is. regularly 1nterrup-

ted throughout/La muerte de Artemlo Cruz, much in the

. manner of La reglon mas transparente, and is the pro-
- _

duct of very particular circumstances. In Las buenas

conciencias, the period of the fictive present that

does exist can be fairly readily calculated because,

'although thepnarrative consists of the implicit

recollectlons of Jaime Ceballos, his own consc1ousness

does not dlrectly 1ntervene in their presentatlon.;

The perlod of tlme covered can therefore be objectlvely

calculated In La muerte de Artemlo Cruz, it is not

14

possible to obtain ‘a clearly objectlve measurement of

'the passage of present tlme 31mp1y because present

time is percelved only through the somewhat erratlc.
consc10usness of Artemlo Cruz, who is a dylng man and
in the process of 1051ng contact with objectlve |
reallty. The fictive present and 1ts development in

La muerte de Artemlo Cruz are. thus to be percelved by

* the reader only 1n the same terms as they are percelved

-
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by Artemio Cruz. There is; therefore, no entirely
objective chronoloéical time frame; such as is
perceptible in the previous novels, within which the
fictive present is developed  On the contrary, the
reader must take 1nto account two of the: fundamen-
tally subjectlve aspects of Artemio Cruz's experlence.
hls perceptlon of the objectlve reallty that surrounds
him, including some references to the passage of time,
and his purely sensory perceptions of his own physical
condition.

In effect,'the Suhjective elements of La muerte

de Artemio Cruz result in the more extended use of

v'the lnterlor monologue in the flctlve present than in
Fuentes earlier novels. Employed mlnlmally in Las

i . 5
buenas conc1en01as, the 1nterlor monologue is slight-

ly more frequent in La rgglén més transparente, where,

in the.flctlve present, it is principally a functlon wf
of'the}mysterious charactereIXCa Cienfuegos, whose
thoughts and musings run’ thfoughout the.n0vel like a
murmur beneath the surface of the action. ‘There'are
several examples of this stream of. consc1ousness'
technique (pp. 19-20, 29-39, 36, 42-43, 377—378,l407(

. 450~470) , many of which occur as comments on the o
characters and situations which Cienﬁuegosf"oversees";

Ixca Cienfuegds'entrélen.la sala,

se detuvo y encendlo, con una mueca, un
ciqarrillo '
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primero, dejarse llevar; no hacer
preguntas, RO ver caras: dejarse
llevar por el rumor y las sombras,
por los borrones. Cambio de luces.
Amarillo. Les va bien. Debfa -
instalar Bob6 unos rayos X. (Hacen
falta? Espejos. Los borrones se
reproducen al 1nf1n1to. Luces,
espaldas, talles, tantas axilas
tantas veces rasuradas, la conciencia
en los senos, la mecé&nica de expeler
humo, dejarse llevar, los tufos. . . .
" (pp. 29-30) :

The interior monologues are not‘limitea to Cienfuegos,
however. The fictive present is alsoarepresented

through the interior: monologues_ef other characters:

ol

Juan Morales se rasc¢aba la cicatriz
rojiza en la frente no es f4cil, veinte
) afios de ruletear de noche --si lo sabré
: yo. Anf est& mi bandera en la frente,
como quien dice. 'Cudnto borracho,
cuinto hijo de su pelona: gque a
Azcapotzalco, que a la Buenos Aires,
tres cuatro de la mafiana. Y de repente
le sorrojan a uno la cabeza, o hay que
bajarse y bajar al cliente, y se acaba
con las costillas rotas. Todo por veinte
pesos diarios. Pero ya se acabb. (p. 36)

In general, the passages in which these_thoughte"are
presented are italicized ih the text. They are

‘narrated in the first person, and the thoughts are

'oﬁgen 11nked through free assoc1at10n of ideas. In

-

.
the case of Cienfuegos*® monologues, his thoughts

generally appear less Organized than those of other
characters which are, for the most pért, relatively

" close to speech forms.
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Sihce Artemio Cruz himself is the narrator'ef
the present tense sequences and no attempt is made to
summarize his thoughts, almost all of the fictive

present in La muerte de Artemio Cruz is presented

through interior monblogues, His thoughts are
"staged", presented as if the man's mind were open to '
scrutinyf Moreover, his thoughts seem to occur at
_random and ere sometimes meaningless. Free
asseciation'ispemployed to the extreme, a d,°in
genersl“Cruz's thoughts become increasin dis-
associated from each other as hls mlnd dlé/htegrates

" with the approach of death'

Yo he despertado . . . otra vez . . . pero
esta vez . . . sf . . . en este autombvil,
en esta carroza . . . no . .. no sé . . .
corre sin hacer ruido . . . ésta no debe

ser todavia la conciencia verdadera . . .
por mds que abra los ojos no puedo _
distinguirlos: . . . objetos, personas . . .
huevos blancos y luminosos que ruedan
} frente a mis ojos . . . pared de leche que
g me separa del mundo. (p. 270)"

This novel is the'best example of{the use of pure
stream of consc1ousness technlques in Fuentes' early
‘ works, in the’ sense that the first person narrator is

vemployed and the. thoughts are presented as they occur,

‘not 1n summary.' As a,result of Fuentes.,use of this

' method, the fictive present in La muerte de Artemioe
Cruz cannot, strictly!speaking, be measured in

‘objective terms. It acquires the subjective
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, connotations of the dying man and is measurable only
to the extent that it is possible to place some
objective value on his own perceptions.

La muerte de Artemio Cruz comprises a total of

1}

thirty—eight narrative segments arranged in twelve
.'successiveégronps of three, with two/additional‘
segments at the conclusion of the novel. The
character of each segment is determined by its
narrative voice, the first, second or third*person,
so that‘each group of three segmentS’in'fact consists
ofia triad of different voices.’ The experiences of
Artemio Cruz are thereby presented from the |

‘ perspective.of three different points of view and
.three corresponding periods of time, the past,. present
and future. The segments narrated in the first person‘
are mainlY'in the present tense and pertain to the
fictive present of’ the novel, the hours during Wthh
Artemio is dying. They convey the most superf1c1al

- level oféhrtemio's consciousness, that of the dying
man whosthhoughts and:sensory perceotions are
recorded as reactions to,immediate,sensations and his
oimmediate_environment within the context of his
fluctusting state of consciousness. The najority.of
the action oﬁ'the fictive present, therefore,,though
lacking in‘objectivity, isfcontained in the first

;perSQn\seéments, but the second person fragments,f
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. representing the subconscious of the dylng man, also celu

contain some lmportant 1ndlcatlons pertlnent to the

creatlon of - the flctlve present. The exact date of

the day before. the beglnnlng of the narratlve (p 13) .

and . Artemlo s exact age: (p 14) are revealed 1n

passages narrated in the second person. Such

. passages also contaln some  references to the actlons'ff

performed in the flctlve present by characters other;4».;

AR
A

\ e

than Artemio Cruz (Catallna s attention to Artemlo,

p. 91, for example), and it 15'1n a second person

segment that . the final details of Artemio's death.‘are °

fnarrated (pp. 315-316). HoWever, unlike'the'segmentsr

narrated in the first person, in which thoughts are
i . : .
presented in interlor monologues, the seCond>person‘

_‘narratlve voice prov1des summarles of Artemio's -

Ll

present thoughts and actlons.

Ahora estards pensando que bastari
cerrar los ojos.para tenerla.
Sonrelrés, pese al dolor que vuelve a.
1n51nuarse, .y tratar8s de estirar un
poco las piernas. Algulen te tocar§-
la mano, pero .tG no responderis a esa
icarlcla, atencidn, angustia, c8lculo?-

ér

- since- the greater part of the'fictive'present,

vthe scenes in the bedroom, theNambulance and the
- . ’ B . . " . }
'hospital, is contained in the first person narrative

segments and is filtered through Artemio's conscious-

ness, it does not really correspond to’ an objective

-

o



'ff!scheme of tlme., References elther to the tlme of
b_day or to other equlvalent means of obtalnlng an{[]i
f*jwrf’_” " objectlve measurement of the passage of tlme are

'7hfffalmost entlrely lacklng.: It 1s generally known that

B e S

s j-,x_ithe flctlve present of the novel encompasses a perlod
'of approxlmately twelve hours, not because there 1s
'-[any spec1f1c reference tQ the fact 1n the text, but

"fibecause Carlos Fuentes hlmself referred to that

?;flgure ln a summary of the work he made 1n the course~7*?f

";of a conversatlon—w1th Emmayuel Carballo.sl Slnce 1t

”"?lS not/p0551ble to deduce, from the novel 1tSelf,-u~;mf:7
' Q sl

;i,»exactly how many hour.FOf present tlme elapse, the

ff“reader 1s left to hls own speculatlon._ The scant

*ifreferences to the tlme of dag/ét whlch'the events

lyﬂwijbelonglng to the flctlve pﬁésent take place, do howva”"'”

'fiever, make 1t possrble to deteet\a certaln general

mfmovement frombthe mornlng to the nlght of the same

g“con un sobresalto-—[durante ‘ésas’ horas G
- com{ ‘sin- saberlo. - Porque apenas - '
. ,.clareaba cuando alargué: a mano. y. arroje
“'f:—-tamblén‘s1n quererlo-— el teléfono al
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ﬁinto theﬂnight' 'On occasions, Artemio Cruz expresses
T‘jhls awareness of the passage of ‘time:. "Es’de'noche,
3Lverdad?" (p. 41) ; "Antes he visto el dfa apagarse,

~detrés de los ventanales v he escuchado ese rgmor

'ﬂﬁgpladoso de las cortlnas - (p. 56). On other occasions,'

»thlS sense of lapsed t1me is communlcated by ‘other *

'f-characters. The:fOIIOW1ng,snatch of conversation

o - g o . o ,
._between‘the»doctors s particularly indicatiVe, for

-ilnstance, because 1t would appear to: refer the ' J
afllreader back to the beglnnlng of: th; novel. "¢Cuéndo.
'}'forlno por ﬁltlma vez°' —-Esta maftana -tm . no, hace
'7.5d05 horas, s1n darseﬁcuenta ’(p 523) : :3 ; N

'

The progress from mornlng to nlght is

’ Adlscernlble above all through the. multltude of
S S
;ndomestlc dramas that are enacted durlng that lapse of

_ﬁ);“tlme in the bedroom Of the dylng man and are recorded

e fthrough hlS consc1ousness. However, 1t lS dlfflcult

bifto establlsh thelr sequence because they are often'“

spjumbled 1n Artemlo s mlnd, to the p01nt that some

[ B

,:actlons appear to. be repeated In effect,flt is often

l':dlfflcult to dlstlngulsh between SCenes that are

'i‘truly repeated and those that recur only in Artemio' s
"»;mind Yet, in splte of thlS confu51on, these actlons
'"Serve to 1nd1cate that certain changes are taklng

L'u

hplace and therefore that tlme is pa551ng. For

ﬁexample,iat dlfferent moments ln tlme several people'

@

-
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arrlve and some depart,i Padllla, the priest, the
doctors /Artemlo s granddaughter “his son-ln-law,
all move in: and out or about the room.~ Padxlla 8
t arrlva& w1th the tape—recorder causes a mlnor battie

of w1lls untll Catallna and Teresa flnally accede to
Artemlo s desxre to hear the recordlng of the prev1ous(.

v

day s bu51ness negotlatlons., The actual playlng of

the recordlng, reflectlng the chronologlcal arrange—;“:

e
o

ment of a past event, 15 1n ltself the " best lndlcator
d%of chronological movement 1n2the'present tlme. |
Artemlo 8. awareness of the passage of tlme,jmalnly
through the comlngs and go;ngs of other characters, 1s.‘
another clear 1nd1cator.. He lS aware, for example,

that hls granddaughter, Glorla,had been ln the room'>~«“

g? and remarks that 1t has been _some - tlme 51nce-she

departed‘ ”Glorla se fue hace un buen rato cOn el .
hijo de Pad:.lla" (p 142) T : R
f e : L :
The changes 1n’Artemlo s phy51cal condltlon are

o . o

=also partlcularly 1nd1cat1ve of the movement in- tlme.dﬁ~

Theaebb and fbow of hlS paln, for 1nstance,'are N

clearly shown throughout the nOVel, and reveal the

A

Passage of trme°il“AYr}con un grlsp \fﬁto .”;
me duele ﬁp 124, "No me 31ento tan mal ahora (p.
30}. ”El dolor va'pasando (p l20),$ J,'{i. no lo'

. debo .grltar_Eﬁ. .'me‘

o (P--3°7)°, 51m11ar1y, hlB sleeplng

Lo
*@[
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(often ‘induced by injections) and waking,‘the:move to
the hospital as his condition worsens, ‘and the  final
operatlon, all 1nd1cate that a certaln amount of -
t;mevhas passed 51nce the flrst narrative segment,
' "In sbite of this perceptible movement in time as
. the last day in the life of Artemlo Cruz unfolds,
there is no attempt to’ establlsh the flctlve present
of the novel in terms of a rlgorous chronology of
-events.ﬂ On the contrary, there is a conscious |
endeavour to destroy all sense of chronology. The
dellberate and con51stent fragmentatlon of the actlon
obtalned through a number of dlfferent effects, 1s
obV1ously one dev1ce employed to this end. Primarily, '
and most ev1dently, the d1v131on of the text into
__thlrty-elght parts of uneven length and the use.of
three dlstlnct narratlve voices have the effect of '
fragmentlng the very fabrlc of the novel, an - effedt
whlch is enhanced through the dlslocatlon of the
causal relatlonshlp connectlng the dlfﬁerent narra-
"tlve‘segmentst The order of . the segments 1n the'text,”
therefore, reveals no 1mmed;ate1y recognlzable o :
chronologlcal sequence.( It 1s often even dlfflcult
to detect the llnks whlch establrsh e contlnulty of
a flctlve present in the flrst person narratlve

‘ segments., Ev1dently, thls fragmentatlon and dlsloca-

tion.is a dellberate_attempt to portrayithe dlS]Olnted

4 -
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'thoughts of the wavering consciousness of a dying man.
Repetition is used with equal effect, to the
extent that the majorlty of the 1nc1dents narrated
in the first person are repeated. Whet is particu-
1a;1y interesting in this respect is’tﬁat'only some of
the actions are in fact :e—enacted,.While others
suffer fepetition only in the conqued mind of the -
old man. Those actiohs that do indeed recur, if
thei: recurreﬁoe is ciearly indicated,-should heﬁe
little beaiing'on:the fragmented character of the
novel. However, such incidents"ere so well integrated
‘with repetitions that occur in.Artemio‘svmind_and are
a result of his confusion, that the overall effect is 
" one of a _continual 5ecktrackin§ to what took olace
before,‘almost totally effac1ng any progress 1n the
actlon.' The constantly repeated passage in which
Artemlo demands that the window be opened ("--Abran la
eventana _—-No, no. Puedes resfrlarte Yy compllcarlo
.todo."), occurrlng on pages ll 32, 58, 59, 117,,138,
143, 162,'166; 202, 221, and 242, is a case ingp01nt.
It is nevex clear whether this‘reQuest:ahdethe
reaction it produoes,‘which appear at-ieast once},ve
-sometlmes twlce, in each of the f1rst ten first :
"person sogments, actually take place or not.»‘
Clearly, they are sometlmes repeated merely in.

‘.Artemlo s mlnd. However, the effect is always the
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sameﬁ the reader is suddenly returned to a point
- which he thought he had passed, thereby giving rise
to a strange cyclical’effeot,'similar to the feeling
. of a trap from which there is no escape. And this is
precisely the point: Artemio feels trapped by his
approaching dea;h, and his desire to have the window
opened is symbolic of his wish fo.escape. |
On other occaeions: mainly onvaccount of tne
nature of the incident itself( it is relative;yiclear
that afparticular inciaent took placeionly once but is
‘nepeated in Artemio's consciousness. The passages
| referring to'Padillafs artival with the tape-recorder
and the re:u1£ant struggle with éatalina'and Teresa
("Ah, Padilla, acércate. (Trajiste la grabadora? '
e . -—No,‘licenciaao,bno podemos” permitirlo. --Es
una costumbre de muchos afios, seﬁoraf), which occur
withselight variations:on pages ll,'29,'57, 203; and
221, and’those_refefring to Gloria;s arrival -
("-—Acércate, hijita, que te'reconozca.b Dile tu
nombreL ——Soy . . . soy Gloria . . .") on‘pages-il,'-
162, 202, 222 and 242, are particular examples of
this phenomenon. As with the reference to Artemlo.s
wish to have the w1ndow open, it is ‘never clear at what
moment the real event actually took place; what\\bpear
:»to be repetltions in Artemlo s, mlnd could well be

-

: "forecasts“ taklng place before the event ltself.

A%
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The effect,vhowever,lis_that the reader is again .
constantly,forcedlto return to a point in time
_»nhich he had thought to be long past.

.In addition to the incidents repeatedly enacted
in Artemio’'s mind,'there are examples of several
passages which recur throughout the first person
narrative, in the manner of a leitmotif These
passages stand out not only hecause they re- occnr but
also because, when they flrst appear, they ‘are some- -
‘what enigmatic and do not seem to have any bearing onh’
theraction of the fictivezpresent. ‘For example, the
. repeated reference tob"ei carpintero jila Virgen" N

(pp.,jo, 56, 88)_is an image'apparentiy triggered in
‘Artemio's mind by the appearance-ofithe priest who
has come to administer the-iast rites.fiIt is'neverv

‘explained any further,\and remains a vague, recurring

echo of Artemio's obse551on, 1n an 1rreverent allus1on"

N

to the 1mmaculate conceptlon.'

It is only" later in the novel, that some of
these references are clarlfled as memories of past
events.whlch, although fully recounted'ln the second
or thlrd person narratlve, are not elaborated in the
,flrst person segments. The reference to an. 1nc1dent

1nvolV1ng Artemlo and hlS son ("-~Esa maﬁanaalo

. esperaba con alegrfa. Cruzamos el rio a- caballo ),

"~ for example, occurs ln each of the flrst person
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narrative segments except the last;‘but is only fully
elaborated in one of the second person narratiﬁe.
segments (pﬁ. 224-228), By the same token; the.
following referehce to the'death\of Lorenzo in the‘_
Spanish Civil War, elaborated in a third person seg-
‘ment (p; 241) in which a full account of the incident
is given, is repeated verbatim on the Same page in
the first person narrative:

- e que a pesar del cadaver abandonado,

que a pesar del hielo y el sol que- lo

sepultaron, que a pesar de los ojos

abiertos para siempre, devorados por las
aves, ‘hay - algo peor. (p. 243)

A Pepetition in the fictive present is not limited
to these examples, however | Numerous phrases; 7
expressions, 1mages, thoughts of Artemio and utter-
ances of other characters constantly recur in. the
first person narratlve'-,In effect, approx1mately two~
thirds of each flrst'person sectlon is to some extent -
a repetltlon of what has prevhpusly occurred 1n the
text -, All sense of progress is thereby con51derablyq
‘,limited; since in each case‘there is little ﬁovelty.‘
-It is only towards theféhd in the flnal three flrst'
person segments that the cycle of repetltlon in the
narratlve is broken and the actloh accelerates |
Artemlo is moved to the hospltal, undergoes an

operatlon, and flnally d1es Repetition, then, not

only serves to dlsrupt any semblance of chronologlcal

. .

3,
: ‘\ X,
\
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sequenee in the fictive present, but'contributes to
the presence of’an increasingly prevalent elemept‘in
Fuentes' novels; the cyclical‘character of time,
derived from its constant repetition.

One further means of disrupting the chronological
sequence of events remains to be discussed, Padilla's
tape-recdrder; We have already referred to this
device ae'one of the few indicators of chronologioal
" movement in the fictive present. Butithe'tapee
recorder has a dual function.. It can record-the
past and insert it into the oresent, thereby
exemplifying the rigid chronology of both times, when
reéplayed in the present time exactly as recorded in
‘the past. But the recorder can-also make time .appear
to stop, as for example, When-the playing stops
because the tape needs to be turned to the other eider
"tQué'pasa, Padilla? Hombre, Padilla. &Qué cacofonfa
»esvésa?' ﬁombre Padilla. --Se acabé el carrete. Un
llnstante. SigUe del otro ladof (p. 118). Paradoxif’
cally, it is also because it records past time tbat
the tape-recorder appears to make time repeat itéelf'
It can take the reader back to the prev1ous day, but
| 1t can also be stoppeﬁ, and it can be replayed
.Fuentes goes beyond these more normal functlons of the

tape—recorder, however, bestow1ng on 1t the remarkable

_ability of makingvtime appear- to reverse:

L
.
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» « « ==ah, chllla la cinta; ajfistala bien,
Padilla, escuché mi voz en reversa:

chilla como una cacatfia--. (p. 57)

. Ese ruldo‘de mi propia voz, mi voz

- reversible, sf, que vuelve a chillar

Y puede escucharse- corriendo hacia atré4s,
con un chillido de ardilla, pero mi voz
como mi nombre que s6lo tiene once ,
letras . . . me suena mi nombre que -
chilla, se detiene, corre en sentldo
contrario. (p. 118)

It is a possibility that is welcomed‘by'Artemio Cruz,
whose only desire is to reverse the present course of

events leadlng inevitably to his death.

=

" The use of these devices --fragmentation,

-

repetition, the tape-recorder-- leads one to believe

that, more than“in the earlier novels, in La muerte

‘de Artemio Cruz Fuentes intended to de-emphasize the

S

chronological sequence in the fictive present as much

as possible. Together with the filtering of ‘the
‘action through the character's mind, the total

: technlque can therefore be seen as an attempt to
_present somethlng other than an objectlve 1nterpreta-
tlon-of reallty. In the ‘mind of the dylng man who
”sometlmes loses eonsc1ousness, sometlmes falls asleep,
.sometlmes is dellrlous, there can be no true course
'.of chronolegy and only. a dlstorted sense of objectlvev;
reallty.. Tlme is completely confused by him, and

o Fuentes makes 1t appear to be so for the reader also.n

Objectlve reallty, objectlve tlme, hold llttle p
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significance for Artemio at this goint He would

like to be able to stop the 1neVitable relentlessness‘
of time which can lead only to hlS imminent death " He
Wishes only to recapture the past, and faillng that,
to retain forever the present moment. And yet, ironi-
«caily,'there is a sense in which objective reality is
of prime importance to this man who is losing his |
'grip on life. It is this need to maintain some hold
on the reality which is escaping@him that explains

the presence of any semblance of objective time in the

fictive present.

N\

Aura

Notwithstanding the fantastic nature of its
story, an ob]ective sense of time is. more- completely
and more straightforwardly conveyed in Aura than in
any of Carlos Fuentes' other early novels. - The-
events are narrated in sequential order and all'take
place in a fictive present They arezcontained within
the relatively short period of the lapse of five days
in the life of Felipe Montero and are narrated WithOut-
1nterruption either ‘to admit the fictive past or to
1nclude events occurring 51multaneously.b In effect,

<

“the action of the novel is developed on the basis of
a very prec1se'and~meticulously constructed chrono- |
logy, SOwthat the reader is.constantly aware of the

»
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passage of time.

On the first day, Felipe reads an advertisement
in the newspaper for the pos1t10n of hlstorlan.
Almost 1mmed1atéiy on the second page, a time Shlft
"advances the narratlve to the follow1ng day (p lO),
to present Felipe reading -the same, sllghtly altered
advertisement‘for a second time: "V1V1rés ese dia,
1dént1co a los demds y. no volveras a recofdarlo sino
al dia 51gu1ente,'cuando co. . abras el peribédico"
(p. 10). The first day is thps dismissed with a
brief comment on its lack of importance --"idéntico
aleS'demés"—— %s the narrator continues:tq detail the
evehtS‘of the second day: _The mundéne, routine -

~ -

reality of Eelipe's.existence,~however, has alreédy

been' established in a detailed descripti®n of the T
beginning of the day which forms‘the basis of the
chapter: he reads the newspaper as he smokes a _ e

cigarette and'drinks a cup of coffee in a café. He
then picks up his briefcase, leaves a tip and\walks'
to the cefne; to take the.bus. The detailed account -

- of his actions continues:

,Esperas el autobﬁs, enc1endes un cigarrillo
repltes en silencio las fechas gque debes
memorizar para qdﬁbesos nifios amodorrados
‘te respeten. Tienks que prepararte. El
autoblls sé acerca y ta estas observando

las puntas de tus  zapatos negros. T1enes "e/’
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que prepararte. Metes la mano en el bol-

s;llo, juegas con las monedas de- cobra, por
-fin escoges treinta centavos, los aprietas

con el pufio y alargas el brazo para tomar
firmemente el barrote de fierro del camién
que nunca se detiene, saltar, abrirte paso,
pagar los treinta centavos, acomodarte _
diffcilmente entre los pasajeros apretujados .
que viajan de pie, apoyar tu.mano derecha
en el pasamanos, apretar el portafolio .
contra el costado y colocar distrafdamente
la mano izquierda sobre la bolsa trasera
del pantalén; donde guardas los billetes.
(P. 10) o o
The remainder of Chapter I is a detailed account of
Felipe's entry into the old house and his meeting
with Consuelo and Aura, ehding with his decision to
take the position and to remain in the house. Besides
‘its obvious function of introducing Felipe, and
counterpoéing the kind of éxistence'td which he was
accustomed against Ehgﬁnew~envifGﬁﬁ€EEwin which he
WillﬁlLVGT/EH;pter I establishes a pattern .and lays a
foundation for the aévelopment of the rest of the
> novel., . An'attention to detailing the routine events
. of daily life, such as mealtimes and the smoking of
ciga{?ttes, is the most important aspect of this
‘foundation.’
<The3sahe detailed account of<rout%ne~activities_‘
is evident in Chapter II, which begins in the after-
noon of the day on which'Chapter I ends. Felipe
is shown to his rowgm, spends some time‘inspecting his

surroundings,-smokeS‘two'cigarettes,'checﬁs the time,
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finds his way downstairs to the dining room, has
dinner with Aura, smokes another éigaretté, and -
visits Consuelo in her room to discuss his work. 1In
this chapter, however, the preéise references to the -
the time of day constitute a new element: ". . .
recuerdas que deben ser cerca de las seis de la’

. . W) n P \ y

tarde" (p. 19); "Lo esperamos a cenar dentro de una

hora" (p. 19). With this chapter the routine of

Felipe's new existence in the o0ld house becomes fixed,

and the events of that rdutine,.suéh as mealtimes,

meetings with Consuelo, begin to serve as a clock for

\

Felipe as well as for the Feader.

ChapterviII begins én‘the‘night of the second
day,‘witthelipe‘beginning his readipg of General
Llorente's papefs. Once again, Felipe‘g routine is
ﬁoted in detail,vwith £he added bccﬁrrences of waking‘
and sleeping, gettiné dressed in the.mérﬁing and . for
meals, éna his work on the memoirs. Mofeover, time is
régisﬁeréd in details: ‘hA ios diez minutos., - W
(p. 28); "L consultés-tu reloj .i. N (p; 31) ;

", . . una fra¢éi6n de.séguﬁdo'antgs ... (p. 33) ;
"Entran diéz miqﬁtoéldespués‘; . ;"'kp; 36) .
The/gsgion’of'chapters;IV and V develops on

precisely the'séme‘rbutine basis, as the unfolding of

‘time ‘is marked by the clock and by the occurrences -

which regularly take pﬁace in Felipe's life as the

~ .



fifth’dayﬁisﬁreached - The. comblnatlon of. prec1se
tlme references and routlne dally occurrences empha51ze’
- the llnear structure of the novel and make 1t com-

parable to the majorlty of the short storles of Los

"}dias enmascarados. Nevertheless, the dally repeated

actlon, beglnnlng w1th an announcement of the‘
mornlng and endlng w1th an 1nd1catlon of night,

'”remlnlscent of the cycllcal structure dlscussed w1th

'”_s_relatlon to the flctlve present of La reglén mas

transparente

Throughout Aura, the 1mportance of.the ob]ectlve
, value of tlme 1s establlshed in several ways * As we
'ihave seen, one can,easlly trace an objectlve .
'_.chronologlcal frame ln whlch the action- develops.
pThe five, days of the actlon are made to conform
.loosely to the flve chapters of the novel thus
:caus1ng the 1nterlor structure to- correspond w1th the
"exterlor Moreover there is a constant reference to

| tlme by the clock The lmportance of objectlve tlme
is also ev1dent in the fact that other time levels are
.not allowed: to 1nterrupt the sequence of events as 1n4
the npvels prev1ously dlscussed : Although other

tlme values are apparent to some extent in Aura, they |
are not developed as other narratlve tlmes but are .
_ Seen as part of the present ‘For example, Fellpe s

dream, rather than presented dlrectly, is descrlbed



objectlve present and enter the mlnd tlme of the

in. summary. That is to'say, Felipe's mind as he& i

dreamlng is not seen dlrectly 1n a stream of

'consc1ousness, nor 1s lt portrayed in a descrlptlon

s \

by the dreamer hlmself ~The- 1ntervent10ni9f the

.narrator (or the author) is clearly ev1dent in the

brlef narratlon~of what-gccurs in the dream. As a

_»consequence, the reader is not“forced to leave the

2

[+

-character.“ By the same token, the flctlve present is
Q :

not abandoned when the. personal hlstory of General
uLlorente 1s referred to, or when the hlstorlcal data

grelated to«hls past are glven.: Thrs past, which plays."

an 1mportant role 1n thé novel because 1t explalns the

'present for Fellpe, is conveyed through the mem01rs

read by Fellpe in a £}ct1ve present tlme.

Although it does not glve rise: to a narratlve

-ggtlme other than the flCthe present the comblnat;on

l
of the future tense and the second person narraﬁlve

£ -
_does have an effect on the tlme structure of thev E f‘;

s

’ novel It is, in fact, remlnlscent of the second

vt

i person narratlve segments.;n La muerte de Artemlo

: Cruz, whlch is not surprlslng 51nce the two novels

<

'»were publlshed in the same year. .There are, however, o
‘.some ‘basic dlfferences between the two novels 1n the

fuse of thlS technlque. The second person narratlve'

»

voice of La muerte de Artemlo Cruz, representlng the

T

° . a
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iy <»subcohsci6us of the dylng manf\deaks W1th the flctlve

v

T A present only in some 1nstances in whlch there are
- q;fﬂ”_.f;f references to speciflc obJectlve act;ons occurrlng
:f*ﬁh!ﬂf‘" W1th1n that trme frame In comblnation with the

future tense,rlt creates a sense of impendlng doom,d

5 c"

,“;1f7? Qf warplng to and condemnatlon of the man whose death

v is 1mminent and lneV1table.“ The second person;;if‘
IR ﬁ,f{5, narratlve voice of Aura, on the other hand, exlsts

: only lnethe flctlﬁe present, ana the entire novel

uﬂlS narrated in th;s*fprm.; Even the use cf the future

.}5=1 tense thrOughout the novel (in place of the present)

does\nct alter the 91tuatloﬁ.‘ Because df thas fact,




this lightjvthen,.muchlof the. apparent outer

dnpfeels hlmself losing contact w1th common reality and

. vi”’. .

g - . 75
Fellpe cdnnot cope w1th the - unreallty of his present

c1rcumstances, it is left to his subconsc1ous. The'
N

future tense 1ndlcates that Fellpe has been relleved

of all resp0n51b111ty for hlS actions: he is belng
told what will happen to him; he has no choice.

While this technique considerably enriches'the

fictive present, it has the effect of‘decreasing the
Objectivity‘of'the narrative. This 1t must do, glnce“

the object1v1ty of ‘events 1s always somewhat coloured

when presented as seen through the.subconsc1ous. In

' objectivity of the fictive present is belied.

Time in the fictive present’of Aura is clearly

,objectlve but the novel deals with. non-objectlve

elements to a very consrderable degree. That is to

"SaY/.lt has an underlylng sense of "unreality"' Aura

-

and Consuelo, as 1t turns out, are the same 1nd1v1dua1- d,
Fellpe flnds hlmself gradually changlng 1nto the

General, who has been dead for 31xty years. How'

’then is the preponderance of objectlve t1me explalned?_h

It appears that obgectlve tlme 1s of partlcular

C lmportance to Fellpe._ As he becomes involved 1n the
‘.efunreal world of the old woman, he seeks 1ncrea81ngly

- to attach hlmself to somethlng flxed and real" | He”

KS

'f}fturns to his watch'to assure hlmself a grip on that

) . : . . . . . s S . L
LA . PR S S e
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reality. He ig portrayed, for example: aslqonstantly
"checkinq" his watch. At the end, however, Felipe
admits to himself the falseness of the,so-called g

objective time symbolized by his watch:

-
J

~ No volvé§as,a mirar tu reloj, ese objeto
inservible que mide falsamente un tiempo

- acordado a la vanidad humana, esas '
manecillas que marcan tediosamente las
largas horas inventadas para engaﬁar el -
verdadero tiempo, €l tiempo que corre con

la velocidad insultante, mortal, que nlngﬁn“f

reloj puede medir. Una vida, un siglo,
cincuenta afios: ya no te serd posible -
imaginar esas medidas mentirosas, ya no te
serd posible tomar entre las manos ese
-"polvo sin cuerpo. (p. 57). :

4

Thls‘represents Fellpe s final: moment of resistance
to belng absorbed 1nto COnsueloﬁs world of 1nsanrty.v'
He has been overcome by a reallty‘and a time- more -
u‘powerfui, more real than that‘toFWhich‘he had-been,i
',laccustomed | ' "h -ff - |
It may be sald that, 1n the above passage, {

Fuentes makes an assertlon about tlme 1n his other
ynovels as Well as in Aura. In each case, he~sets up'

a more or less ob]ectlve tlme scheme 1n the fictlve

fpresent,,only to destroyrlt subsequently, to 111“‘-T

_strate z.ts :n:re]‘.evance, and 1ts invalid:.ty In. the

1 'first three novels,,it is destroyed through fragmenta—v 2

'f-'_'-_-tion, the semblance of simultanelty, time shifts and
s pace shifts, and through emphasis on the cyclical .
| movemantaof time. In Aura 1itt1e of this is evident.:;lm

ERT
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It is the theme of the novel above all, ﬁnd to a
lesser extent the use of the:seéond person
'nafrative,‘which belie fhe appearanée of objectiéity,
in the tempofal structure. They‘éontradict'and o

. negate its linear form. 4
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. NOTES .

1 A.A. Mend11 ’ " Timé and the Novel (New York,

1972). pp. 96-97. \\\;,//

-2

Mﬁhdilow, p. 64.

3,Mendi10w,'p.¢6$.

4 Menailow, p. 71. o ~
. T~ The passages of interior monologue in Las

s

‘ buenas conciencias’ (pp. 67-68, 70-71) occur within

 ehe flctlve past narra¥1ve E%i wi;l therefore be- -
. v

'dealt w1th in Chapter 1T of *this study.
T T N : |
6 Empanual Carballo, "Conversacién con Carlos

Fuentes", "La Cuiturafen México, NGm. 14,_Sdplemehto
. de Siefipre (23 mayo, 1962), p.avi}
. : B :

v

o



CHAPTER 11
THE FICTIVE PAST
' %
~Our deflnltlon and dlscu551on of the flctlve s
present rlghtly lead us to assume that there are
other flctlve tlmes of con51derab1e significance in
Fuentes early works Wlth the exceptlon ofﬂa few
brlef gllmpses of future times, the greater part of
Fuentes narratlves can’ generally be said to be

devoted to tha.past As a point of departure for

thlS chapter, 1t is therefore approprlate to recall

A A, Mendllow = deflnltlon/of the flctlve present an

A3

vto note the dlstlnctlon he has made between it and

the flctlve past' L . } :
. . . ' / : S b

the story which serveg as a point of .
‘reference, . From this oint the fictive
~present may be consideked as beglnnlng.v
S . « . Everything that antedates that
SNy ., point, as £Or instance exPOSltlonr-ls
;\.“ felt as a flctlve past.*
L3 .
[

s As Mendllqy s deflnltlon -makes elear, 1t 1s not p0351—
.

ble*to speak of a fictrhS past. except 1n tﬁ’ cgptext

'There is as a rule one point og/tlme in

' of ltg,relationship to a flctlve present The’ past
2]

%@ . 'A. :.' -‘. ‘V q‘ }' . v,- a )\‘ ‘,: . :, F:. \’ ‘ b. A' ‘, i(§W ).' |

to whfch we. re!&r, then, 1s not necessarlly past for



80

4

the author or reader (although it may{wellibe, and
usually is), but is essentially a past seen from the

perspectlve of’ the fictive present. In this sense,
47 :

the fictive present can be con51dered a klnd of
nscree “.separatlng the reader(from the flctlve past,
. an “obstacle“ which must be circumvented by‘the5
author who w1shes to make the past come allve for his
reader. As a result, the presentation ofithe flctlve

.past in the novel and short-story requires the use of
8] :

narrative devices and methods which pose technlcal
problems of an order guite different.from those
evident in the narration of the fictive present.
Since the intrusion of the past. represents a disrup—

. tion of the chronologlcal contlnulty of the narratlver
.
the author musé?necessarlly have recourse to partlcu-
Y
lar techniques 1n oxder. to a581st the reader in

maklng&the approprlate psycholoé1cal adjustments that

will" permlt hlm to brldge the distance between two
¢
: dlfferent and’ often w1dely separated perlods of tlme.

¢

. The . purpose of this chaptdr ls to examlne the nature

'of the flctlve past and tﬁe technlques employe& by’

-Fuentes in maklng 1t an lntegral part of th narra-‘

° -

tive. C ' ‘l IR ";'f

I’ X t\‘ - . . < . " . L . S ) 'i"‘. . .‘

In Fuentes earlyvnovels-and short stories, the -
X o

f;ctive past is 1ncorpbrated into the narratlveb :

-

| ~ &
‘throhgh three basxc technlques.- At tlmes, the past

B “*%-'_ oL - < R '\',. ' .
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is referred to through brief descriptions or fleeting

‘allusions. In other indtances, the.past is the
‘subject of a prolongedxnarrative in passages-which,

in the majority‘cf cases{.occupy‘several}pages.
Finally, the past is often referred to in a less
'ohviohs manner in1what can be described as either'the
re—manifestation of the'past in the present,,or the

| iblendlng of past and present. ‘In this chapter, only
the flrst two technlques w111 be analysed, while the
bthlrd .will be more approprlately dlscussed in the»
follow1ng chapter. _

0 ' The presentatlon ‘of the ﬁhst\through brlef
‘descriptlons or . fleetlng alluSLOns is. common procedure
in the more_conventlonal3type of novel in which the
narratiye.cenerally develops with particular;attenticn
,_té the progreSS-of a fictive present and in which the
_past may be referred to- w1thout belng narrated in

:f detall;, Allu51ons to the past 1n thls type of flCthn

| are usuaIly llmlted to tke total of whatever exposx—‘
‘tlon of the past is requlred to place the present A
actlon 1n perspectlve.. Such references are not only
}brlef but are not usually essentlal to the subsequentﬁ;l
dfprOgress of the narratlve. However,.depending on the o

P

Vnarrator '8 point of view and the tYpe of narratlve
: <"

_employed, the techniques used 1n the presentatxcn of

“?,khese brief allu51ons to the paq; do vary.ﬁ In many
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novels narrated in accordance with a'conventional
chronology, either through a first pereon narrator or
a third person omniscient narrator, the neoessary
'expositioh is presented'neareor at ‘che beginning of
the novel and serves only to‘explainzin‘general:terms
“how the point of departure.of the narrative was
arrived at.‘ As the narrative continues, describing a
progressively developing fictiye present,kthere may
occasionally be further references to the past.2 Such
“references_hay'oocur throﬁgh the voice af the narrator
himself, whether he is i@entified orfremainsAanony—
moﬁsi or throdgh the'speeoh of one of the characters
in the course of a dialogue.” Thus, the nature of
these‘refereneee_may dependwon‘the tyoe of.narrator
who flgures 1n each case. For/examole, the narrator
Slth a panoramlc view of tlme and space can refer to o
~ the past at wll;, ;;nklng 1t-to the ‘present and, some-
timee, eten to’the future. The flrst person narrator,
often more limited in the sc0pe of hls omnlsc1ence, is
‘generally tess free to move back and forth'ln‘tlme v

- convincingly.

‘ ',’Representation'of the-bast through,brief des-
*crlptlons or allu81ons only occurs in Fuentes‘

. early novels to a. mlnor degree, probably because the

'jmajorlty of these works could hardly be con31dEred

B conventional in terms of- thelr thonology and because:

~



-

" the past is of greater s1gn1f1cance~to Fuentes than

the method allows The, technlque is also ev1dent to

Ve

some extent fn several of the short storles of Los

dfas enmascarados. Ithoccurs, for example, in the

~

first two,paragraphs of "El que invent6 la p6lvora"
which set the- scene for the story to be related by
descrlblng what preceded the. situation that const1-7
tutes the point of departure for the flctlve present.
The rest of the story is devoted to the development
of the fictive present 1tself At the beginning of
"Chac Mool", the reader is summarlly famlllarlzed with
the 1nc1dents that led to the s1tuatlon, from Which

'-the narratlve proper departs.

Hace poco tiempo, Flllberto murlo ahogado
en Acapulco. Sucedi6 en Semana Santa.
” Aunque despedldo de su 'empleo en la
Secretarfa, Filiberto no pudo resistir
la tentacién burocratlca de ir, como todos
. los afios, a la pensién alemana, comer el
', choucrowt endulzado por el sudor de.la
cocina tropical, bailar el sdbado de
gloria en la Quebrada, Y sentirse "gente
-conocida" en -el oscuro: anonimato- vespertino
de la Playa de Hornos. Claro sabfamos que
en su juventud habfa nadado bien, pero
»ahora, a‘'los cuarenta, y tan desmejorado
- como se_le veifa, lintentar salvar, Yy a
medlanoche, un' trecho. tan largo! (p. 7)

Unllke many novels and short storles w1th a conven-
tlonally llnear chronology, however, thlS 15 not the'
‘fdtotal extent of the relevance of ‘the past 1n "Chac
;qul" | Conslderable lmportance is glven to the past

'las the story develops, but, as wlll be shown later,

e 4 et

i

s

_



~Garcia: L

84

L

‘other methods of referrlng to 1t are employed

By the same token, although a great deal of the

.narrative of La'regién'més tranSparente is devoted to

the relation of past,events,‘very little of that past

-is conveyed by»means ef the kind of allpsions to

which we are referring. The novel does,begin}~how—
T

ever, w1th a very brlef exp031tory reference by Ixca:
Clenfuegos ("Ml nombre es Ixca.Clenfuegos. Naci y
vivo en México, D.F.") p; 19), the first person—narra;
tor of the firet twb and‘one—haif pages.‘ Later; the

past of Gladys Garcia is alluded to in a similarly

' fleeting-menner; but by the third person omniscient

Y

narrator: .

Agui habia nac1do Gladys, en los -
palacios huecos de la meseta, en la

gran ciudad chata y asfixiada, en la
c1udad extendiéndose cada vez m&s como -
una tifda irrespetuosa. -Un dia quisieron
llevarla a Cuernavaca unos abarroteros
con automévil, y el coche se descompuso
en Tl&lpam. (p. 24)

" Another of these brief allusions to the paét_eccurg\ip ,

a dialogue;-in;Pimpinela's conversation with Charlotte

1

gRecuerdo que mi abuellta decia que 1gua1

- 'que la artistocracia porfiriana veia eon
‘horror la entrada a México de los Villas

oy los Zapatas, ella y las v1ejas familias.
- ° vieron entrar a Diaz y a los’ suyos el siglo:
- pasado. ‘Entonces las gentes -decentes-.eran :
' lerdistas. .Aunque también éllos se habian -
+ “hecho ricoes_ con los bienes del - clero.u o
(pp 165- 166)
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In Aura, there is just a single allusion to the past
of the type to whrch we are referring, contained in
the brief exposition‘at the beginning of_the,noqel
concernlng Fellpe Montero's background' "Se solicita
Felipe Montero, antiguo becario en la Sorbona,
historiador cargado de-datos infQtiles, acostumbradovap
. exhumar papeles amarlllentos, profesor auxrllar en
escuelas partlculares, novec1entos pesos mensuales

(p. 9). It is the mlnlmum exposltlon necessary,to
provide a backdrop for the action. Other references
to‘the past in Aura, such as Felipe's reading of the
General's memoirs, aredof a different nature and of
greater significance in the total structure'of the
novel.

Although the examples glven above occur in a

variety of narrative forms (flrst person. narrator,.
: thlrd person omniscient narrator, character in dia-
logue, secohd-person?omhisciegt narratorfin éBSE)'
' the general effect in terms of the:presentation n _of
the past'is the same;’ There is no attempt to dwell on
or to malntaln the reader s 1ntérest in those partlcu—
1ar moments of the past. Slnce these brief references".
:to moments from the past are merely the product of thef

' _narrator ] relatrve mobrllty, hls~ab111ty to move from

-

'_present to past and vice versa, they do not demand

more elaborate technlques in order for them to be

brought to the reader s aﬂtention. __;i'Qﬂ— |
2 , _ o
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hs has already been stated, brief references to
the,past;in Fuentes' early noVels and”short stories
are relativelxlfew. inhgeneral, the lnterpolation of
the past is;much more significant than the simple .
'introductiOn of brief expositoryastatements‘and pass-
1ng references used merely to complete the xeader s

' nformatlon and help connect eplsodes. The flrst

‘three,novels ‘and ohe of the stories of Los dias

enmascarados contain aegreatﬂdeal of sustained narra-
tion‘of the fictive past, whlch in the majorlty‘or

- cases, not only occuples a large portlon of the textp
‘but is also lntegrated 1nto the narratlve as a whole
and has a most 51gn1f1cant role in 1tsqstructure.

V Such narrations of the past, partly because-theyv
'occupy so much of the text, place con31derable -
_empha31s on tlme as a’ subjectlve element.: Subject;ve

time, already dlscussed brlefly W1th reference to the

-flrst person narratlve sect;ons of La muerte de

Artemlo Cruz,fshould be clearly dlStlﬂgUlShed from

V

objectlve tlme. A A. Mendllow refers to 1t as

psychologlcal or perceptual tlme and descrlbes 1t asv~'

~ Ty

. the lnner or- psychologlcal [standard
v-f~of tlme—measurement] .. involves. the f=.
‘estimation of time by 1nd1v1dua1 v/lues e

: e rather ‘than' by objective scales . . . -

Ay " It’is, in other words, a relative;.
“h w0 interior time estimated by constantly
,dvarylng values, 1n«contrast to the



'.~;free>flow of lmaglnatlon, the-thought~processes, pr,p'
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exterior time measured by~ flxed
standards.

‘The 0ccprrenée of a subjective sense of time results

from the suspension or manipulation of objective

%3

.sda;és-qf measﬁrement ef the passage oﬁ tdme andfmay'
be'appareht-in the novel. in'Several’ways;53Characﬁers'
'may be shown to be partlcularly consc1ous of or sensi-
tive to the confllct between'thelr own, lnner sense of"
time and the 1nexorab1e passage of exterlor, objec?
tive time. Fellpe Montero s dlstressed observatlon
hear the end -of Aura is one of the best examples of

" what, in effect, amounts to a,descrlptlon_of
L subjective time itself:
: L . .

No volveras a mixar tu relo;, ese objeto
inservible que mide falsamente un tle&pe
acordado\a la vanidad humana, esas .
o manecillas que. marcan tediosamente las -
' - largas horas inventadas para engafiar el .
verdadero tiempo, el tiempo que corre = -« .
. .~ con la velocidad 1nsultante, mortal, que . )
- ningGn re103 puede medlr. (p. 57)

T A L

V.Alternatlvely, the manlfestatlon of a subjective sense

MY "
& . - .

v of tlme may be the dlrect result of a partlcular type .

.r

f_of narratlve, such as a memory sequence, dreams, the e
,.the stream of ¢onsc10usness of a character._ Aii-
these examples have a srgnlflcant 1mpact on the tlme

:;structure of a novel because they lmply that portlonsv3? -

‘g of 1ts narratlve do not pertaln to the obJective




1
\
b

'chronological flow of,the'fictive present;‘ The time
that elapses within a memory sequence, a dream, or in
anyfother‘context-in which the fictivexpresent‘is no
longer objectlvely‘measurable corresponds to a :
_dlfferent scale In-each of these cases; the focus.'
falls on the interior processes of the 1nd1v1dual

The flow of the character s thoughts-and the tlme
which elapses in his mind become 1mportant, and the
objeCtlve flow of events in an external frame of
reference is temporarlly suspended. &

The degree.of‘subjectivity attained in the
instances to Wthh we have referred vary con51derably
acéordlng to the narratlve technlque employed. Des-
~cr1pt10n of the character s-thoughts by a narrator,
for example, is less subjective-than the process
whereby the reader'has direct'access"to the workings
of the character's mind as if it were'laid bare. The
LuthOr may describe the thought processes, memory or
dream, or he may show then as if he could, in effect,
put the mind on stage.4 In the lightfof these
_observations, it is.important to discuss narrative
: technique, particularly”point of.view. ~Since it is a
question of dealing with events removed in time from
the fictive present of the story, it islnecessary to |
e%amine the different techniquesdthat serve as the |
Vehiclesvthrough_which such events are brought into

the text and given a certain amount of emphasis.
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The least sub]ectlve form of presentatlon ‘of the

past is that in which, without suspending. the present

14

moment of the novel, events are narrated by means of

an extract read from memoirs or a diary. This
technique has alfeady been-mentioned in connection
w1th Fellpe s readlng of the General's- memolrs in

Aura. Not only does Felipe's rbadlng occupy a small

portion of the. total narratlve, but thls method of~

1ncorporat1ng past trﬁe into the text does not entall
a suspension of objectlve time similar to that evi-
dent in examples to be dealt with later. At the
moment in which the events of the past are related,
the narrator‘as ﬁell,as the reader of the novel remain
very much.in the fictive present. They.are both
constantly aware of the distance in time between
themselves and the events narrated 1n the diary.

- Description or summary of the memories of a
characte;“by a third'pefson omniscient narrator is a
soﬁewhat more subjective method. ‘In these cases, the

narrator may begin with a phrase such as "he remem-

bered“, and contlnually place himself between. the

‘Areader and the character who is underg01ng the pro—

(‘\' .
éess of recollection. As 1n the extract from the

memoirs contalned in Aura, the reader of the novel is
dbt allowed to relocate. hlmself entlrely in the past,

but is constantly reminded of th&)dlstance between
AN

.thevflctlve present and the past. In other ;nstances,.

Q.

L
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however, the notion that the past is recuperated by’
means of the recollectidn of a character is to some
gxtent effaced and the felationship between the past
and preseet is to some degree severed. That is te"
say that the past is noé necessarily narrated from
" the perepegtive of the present but is re-created by a
narrator who is net necéssarily identifiable. The
product, in such instances, is a’flashbaék, which may
be cinematographic ,in nature and ehcompass the narra-
tion of an event from perspectives which, ofteh,
could net normally really be remembered as personal
experience by a single character. Evidently, in
these cases, the memory of the cﬂaracter itself }s
not actually at work, -but tpe'passages of the narra-
tive in question are attributed to it. Indications
~ that a perticular charac%er ie in the process of
remembe;ihg must be sought elsewhere in the text
other then in the flashback,Awhich eontains no inter-
nal referenee to the éeffect that it is a meﬁory
sequence( has no identifiable narrator, andfoften no
identifiable witness of £he events fiarrated.

Even in a novel in which a third person
omniscient narrator predominetes,'a character may, 4%
nonetheless, be allowed to describe his own memories,
in the‘first person and without the interference of
the omniseientunarrator. In this case, the character

may narraﬁe the story of his past to a second

A
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charagter in the course of a dialogue, or his memo-

ries may be depicted ?hrdugh an interior monologue.

S— .

_In the latter, the character may even appear to be

~

unconscious,of-his own thought process when it is
made to seem es if the character's mind’has been
penetrated and that his mind rather than,thencharac¥
ter himself has been put on stage. The reader |

understands that what he is reading in this case is

“
"

but ﬁhoughts or pre-speech.5

As will be shown in the discussion which follows,

I}

~all these methods a;efutiliéed by Fuentes, in varying

‘degrees and in different combinations.

&

. "Chac Mool™ ' S : ‘ - '

Pl

b s : . .
The transcription of the content of ardiary as a

means of conveying a sustained account of fictive past
, -

6

events is to be foun@ only in "Chac Mool",  the first

story of Los dias enmascarados. The use of the diary

makes it pogsible to distinguish two different times

that of the narrator, whose time of

narratiod_we have already identified as the true fic-

tive pfesent; By taking the time of naf;ation into

- account, the other twoiperiOds of'time_presented may

bé accepted as sustained narratives of the fictive
past. . We refer.to two periods because, although the

narrative does involve one continuous past from some

91 .
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time one and a half years before Filiberto S death
until the evening of the day after it, the events are

presented as if they constituted two distinct-periods"

e
~ S

'of time in the past and are even ‘narrated in two
,different ways. - The more remote past is contained in
Filiberto S diary. TheAmore reoent past consists of
the narrator's reading of the diary and the 1nc1dents
that happened to him during the period from
;'Filiberto s death until his arrival at Filiberto's
house, on the day after his death.

- The presentation of the incidents in Which the
narrator is himself involved,does not entail any
particularly striking techniques.' The narrator
remembers and narrates what took place during that
period of time when he travelled from Acapulco w1th
Filiberto s body and when he subsequently arrived at
‘Filiberto s house only to bg confronted by what
. appears to be the reincarnatioh of the god Chac Mool.
The brief exposition at the beginning of the story,
jthe‘conclusion to the narrative, and those few com-
‘ments offered by the narrator (pp.tlS and 21) to fill
in gaps in the diary are the extent ot'the‘first
level of'the fictive past. The actual period of time -
that elapses is-approximately twent§;four hours.” It

clearly begins on the night before Filiberto s body is

placed on a bus bound for Mexico City (" . . es#® noche
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v . ]
organizé un baile . . .", p. 7) and ends the night

of the following day ("Cuando a las nueve de la noche

llegamos a la terminal}'aﬁn nolpodia concebir la

1ocura de mi amlgo p. 27).

l

There is llttle detalled plot development 1n

thelrecent past. The narrator passes his tlme, once‘
' he has spent the first night in Acapulco and boarded
the bus with tﬁe coffln, reading Filiberto' s dlary
The only surprise leét for the reader is the dlscov—
ery that Chac Mool was-not a figment.of Filiberto's
imagination, but a reality that the narrator eventu-
ally hae to tace also.

In relatlon to the flCthe present, the
1mpre551on that the recent past of the narrator has:
been recuperated and interpglated'into the fictive
present ie,somewhat diminished, precisely because'
the time,of narration is Virtually_ignOred., By his
Qeryjnatﬁre, however,:and from thevcontext‘of his own

present, the narrator serves as an intermediary <

"through whom the reader of the story gains access to

the narrator's past experiences. The past is thus
made to appear more dlstant. Moreover, the flow of
time 1n the recent past is not controlled or dis-

torted*by the narrator's own subject1v1ty since,

~

through his reading of the diary and the narration

. of his own experience, he reconstructs “an- objective
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chronology.
A more interesting technique is used to present

the events which constitute the remote past and lead

to Filiberto's death, Filiberto himself gives his

own'impressions’of what’tookAplace in his jottings' in

a noteﬁook! in the form of a diary,'whiCh his friend
reads while tr;%ellihgiwith Filiberto's body. from
Acapulco to Mexico City. At the same time as he is
reading e diary, the narrator also comments on the
story told by Filiberto in éhe diary. This procedure‘
.p;ovideé precisely the céntrast necessary for the
reader 6f "Chac Mool" to place Filiberto's story in

" doubt and to .question the verisimilitude of what he

has writtén."It-is this "other" perspective, provided

by the narraﬁor's comments, fhat makes Eﬁéyreaderrask
himself whether or not Filiberto is insane or going
insane, and whether or not his stéry is true. The
diécrepancy is maintained qgtil the very end when,
not only do thé_two time lines of the past become one,
but the two stories, that of the narrator and that of
‘Filiberto,«aie unitéd: Chac Mool breseéﬁs himself in
person to the nafrator. If Filiberto's story was the
result of én 6veracti§e imagination or insaﬁity, SO
isAthe narrator's.

Through the use of the.diary~téchnique, the
rembte péSt-is inserted into thejnarrétor'g recent

Y

¥l
~1
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past. At the same }ime, both fictive past times are
interpolated into the fictive present, which is the
‘ momehf of narration. But-this sustained,interpdla—
~ tion Sf. the two past 'times dods not have the effect
of taking the reader back to e past but'rather of
bringing_the past to the present. The past‘is made
to.usurp the present to the extent that the latter
almest completely disappeara.

The fact is that the majority of the narrative
of "Chac Mool" takes the form of the r7cord1ng of past
* events. Moreover, the past rs presented’rather
‘objectively;< There is no attempt to show the subjec-
tive werh;ngs of the mind through memory., for example.
In the diary and ih-the narrative of the recent past

are thoughts and events recorded in writing,'beinq

read in another time by another character. As readers

we - are qulte removed from the time when the events
took place, not so much because of the difference in \
time, but because the events hage undergone several
'narratlve transm1551ons, so to speak. MoreOVer, the
reader is not really allowed to abandon the flctlve
ipresent,'because the”narrater silnterruptlons continue
'tQ remind him of the Otheritimes in%olved.

In the'light of these.observatipns( it'mightjbe
.concluded-that, reéardleSS of first impresgions, the

storyfis‘as much about the confirmation of Chac Mool's

e



éxiqténce, as a result 'of his appearance to theina:fa—
_’tor, as it is about the circumstaRces of Filiberto's
death. Such an effect could not have been 6btaingd

without the provision of two perspectives. Sincec

Filiberto is dead, his story can only be told

4 K

directly by having recourse to whatﬂhe had previously
Qritten in his diary. Had the narrator suppréssed
the‘diary} however, and simply told Ehé entire'story,
himself, he would have reduced the effects'to be
obtained from a éo%parison of his own expefienCes
with £hose of Filibertp. Hence, the presence of.ggrée
time lines in "Chac.Mool" contributes“appreciablyvto
the effects produced by the story énd is an essential
part of its structure. |

Ehe technique of ﬁsing the diary in this manner
.presuppoées several important factors in the time
sthCtgre of a narrative and iﬁs reception by a
readef;  I£ not only présupposes that events have
been interp;éteg-but that, since the writer of the
diary usually réé&rd§ what has‘élready taken place,
we, as readers, are a;\legst:twice removed from the
time when the events occurgéaxgiln "Chac Mool", we
are still furtherfremoved from ghégyime of the e&ents
as a result of the introduction of twoamoré time
levels. lSihce he ;eads the diary_writteh\by

Filiberto, the narrator of this. story ‘is, in fact,

R
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the second harrator. Moreover, the'entire episode
took place some time ago ‘("Hace pooo tiempo,’
Filiberto murié ahogado en Aceoulco","p._7). There
are, therefore, several timellevels involved (see
schema on following page). Each_leyel,-between the
reader's present and the events that took place in
Filiberto's past, involves the conscious narration;;
reading or writing of events that took E}ace. ih no
case does Fuentes attempt to present the direct con=
scious or unconscious thought process of a character.
‘Moreover, the techhique of using the diary to present
the past has a rather obvious effect on the structure
of the nérrati&e mainly because it -can clearly be seen
as separete‘from the rest of the narrative. The
majority ofvthe passages of the journal are preceded
byva date and moreover are clearly separated from the
interpolated commentsdof the narrator and from each’
other. They'are "hlocks" of the past recording only
those momen ts and events which Filiberto himself had
con51dered 1mportant. Throughout the story, time is
therefore presented objectlvely and, although there
are several time levels and the diary technlque makes:
for an interesting lnterplay, the objective time
structure of the narratlve is not adversely affected

by the 1nterpolatlon of the past.
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Las buenas conciencias

s

The presentatlon of the past in Las buenas

con01enc1as may be con51dered as‘more subjectlve than

in "Chac Mool" in one sense only: at the beginning
and at thefend ofvthe novel it is emphasized that the
recuperatlon of the past’ occurs through the memory of
the prlnC1pal character, Jaime Ceballos. As 1nd1cated

in our prev1ou:/chapter, the content of the novel is

a flashback, pfesented through the medlaxlon of

Jaime, so that the fictive present consists solely

of the time he takes'to remember;j‘Although it is
clearly unlikely that Jaimepcould "remember” the
events 5f one hundred-years‘in'detail, the—reader is
nevertheless persuaded to accept it as a p0551b111ty,
if only as simply a narratlve device. In addltlon to
those aspects of the device to which we have already
referred, the reader issfurther persuaded by‘the
COntent‘of Chapter I of the novel to acceptﬂthe'

narratlve as a product of Jalme s memory While fur-

»nlshlng a detalled descrlptlon of his ancestral home,

this chapter demonstrates how the past, Wthh will. beb

the subject of the rest of the novel pervades the i

’walls_and rooms of the house.»,In effect, it appears

that -Jaime does not need to frememberﬁ;'the house in
which he has been reared is so permeated byvthe'past.

that it has become a part‘oﬁ his present. [The -

(/ _"'kﬁ:“
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century old dust, whlch is occasxonally ralsed by

the w1nd, guickly settles back into the corners

when the wind dies down (p. 11); the bathroom fix-
tures are still those.of ‘two generations agoi(pp;‘lz—

13),-and the cellar is full of.old fﬁrniture,

»

cobwebs; and bric-2 brac:
& '

“A la entrada de la casa, a la
izquierda,{ estd el bodegdn repleto
de telarafias, bafiles, cuadros
desechados, muebles cojos, leﬁa,
colecciones de mariposas cuyas alas
se mezclan con el vidrio pulverizado
que las cubrfa, espejos tefiidos, paja,
tomos desencuadernados de los folletines

. lefdos por las generaciones pasadas:
Paul Féral, Dumas, {Ponson du Terrail;
mdquinas de costurd olvidadas. (p. 13)

Q
~

' Moreover, there are several indications in Chapter I

that even the past prlor to Jalme s own’ llfetlme has

become part of his memory and that he is therefore

able to "remember" it:

De. igual mgnera que la luz aIsla
ciertos objetos de -la’ casa, ciertos.
objetos del bodegbn se afslan en la
‘memoria de Jaime. Recuerda el
ejemplar amarillo de El Siglo XIX,
hallado en el fondo de un baGl, en
el gque la patria mexicana agradecia
a Prim haberse retirado de la-
- aventura imperial de Napoleon III.
“Recuerda los sables-plateados del
~« . tio Francisco cruzados sobre la

é\ R pared del saldén de recepciones.

.1Cuéntas veces habia jugado Jaime
con ellos, similando combates -
corsarios, -justas caballerescas, fugas
' mosqueteras! Recuegrda la enorme
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fotograffa ovalada .y sepia de los
abuelos. Y un dfa encontrb, en el
. baGl, los velos negros que su
I'4 . abuela: debié usar en el entierro de
Pepe Ceballos. (p. 13)

After this chapter, however, there are few direct

. 4
lndlcatlons that the events narrated are remembered
by Jaime. Yet, the author does take some pains to
justify the attribution of the events narrated in the
novel to Jaime's memory by expleining how Jaime
learned of those events which he coﬁld not.poséibly

have witnessed peréonally. For example, when the
. ‘. \

Mexican Revolution is referred to in Chapter II, it

¢

is.shown how Jaime learned.of it:

-lY la Revolucidn? --preguntaba
Jaime cuando, hacia los nueve afios, .
se enter$ de aquel movimiento.

-Al principio no asustd a mam& --1le

respon&ia su padre, Rodolfo, mientras . ©
consultaba con la mlrada a Asunc16n.
(p. 26) .

Finally, the reader is inclined. to accept that the
'ehtire plot is the product of’memorf because of the
Qpredominanoe of Jaime's personal recollections.

Chapters IV to X depict Jaime's life from seven to

seventeen yeers of age]_with some moments described
‘1n detall and other perlods passed over with a brlef

comment, just as they mlght have; been recollected

through the selectlve,processvof memory.



102

Cada afio de la vida, como el reposo
de cada noche, tiene simas de suefio
profundo y otras, cimas, de vigilia,
intermedia. Se pierden, en el .
recuerdo, horas, dfias enteros; trozos
totales de existencia. La vida en la
' pequefia capital de provincia, una vez
descubierta, tiende a agotar el
asombro. S6lo guedan jornadas,
pdginas aisladas que se empefian, COmO
un plomo, en hundirse y echar raiz.
Catorce afios: el regalo de la Biblia.
Quince anos: las voces de los que
tienen una opinién sobre uno, de los
que dicen cosas sobre uno, de los que
se sienten responsables del futuro de
uno, de los que indican el buen camine.
{p. 79)

Nevertheless, in spite of these endeavours on
the part of the author to give the presentatien of the
past'more subjective connotations, the past is, in
fact, narrated considerably_more‘objectively than in
"Chae Mool" or in any of the ether novels to be
discussed éreciSely because it isbclear that the use

of the memory technique in Las buenas conciencias is

no more than a narrative trick. In almost every
other respect, the paet is presented objectively in
a narratlve related by a third person narrator. The
narration of the past, Wthh, with the exceptlon of
the last and the.first two pages;'coneists'of'the‘
entire 50vel, is governed'by a rigorous, histerieei
/chronology The narratlon of the past is nqt.
1nterrupted by any return to ‘the fictive preseht or

by the intervention of any other narrative v01ce.‘*

<
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Indeed, more than in any of Fuent7s' early novels,
except Aura, time is generally de to unfold in a
continuous uninterrupted line.

Since Chapter I is a somewhat static description

of the sumptuous ancestral home and its memories, the

story "remembered" by Jaime begins in,Chépter 11,

with an account of thg Ceballos' family history. from.
the middle of the last century,.and traces the social
and enonomic development of Jaime's ancestral past.
His ancestral history is synchronizedlwith thqt of
Guanaﬁuato,‘which, initurn, reflects the moreigenefal
history éf‘Mexico. Although a strict chronoloéical
ﬁime is observed ip the developmeht of the nar}ative,
the actual.period of time in questibn is passed over
fairly rapidly, as is to be expected, since in the

space®*of twenty-two pages a family history spanning

-approximately eighty years is narrated. Yet) iq spite

of the rapidity with which events are covered in this

chapter, an dbjeCtive'hiétorical time line is clearly

" evident. Dates are referred to and the necessary

links between eventsfare established in order to

maintain a clear chronology. It is known how and
: p _ oW .

Qhen the Ceballos family established itself in
GUénajuato:

.-Esté, otrora distinguido gobernador

[0
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de' la,entidad, fue el 'gue permitié a
. la'pobre familia de inmigrantes
madrilefios instalar su tienda de pafios
cerca del templo de San Diego, allé
por el. afio de 1852. (p. 15)
“

Thereafter, the story of the family is synchronized
with the history of Mexico through reference to

dates and to events of national importance:

Y en 1862, cuando las. fuerzas de
Prim desembocaron a cobrar la deuda
mexicana, la furia antiespafiocla,
encarnada en grupos de j6évenes que
recorrfan las estrechas calles de
la vieja poblacién gritando "iHasta
Madrid!", oblig6 a don Higinio
Ceballos a cerrar el comercio y
esconderse con toda su familia.

(pp. 16-17)

En 1903, cuandc el Presidente
Diaz pas6 bajo los capiteles de
bronce y las estatuas de las musas
para inaugurar el teatro Judrez, la
familia Ceballos ocup6é uno de los
principales palcos. (p. 21)

Por lo visto, los patriarcas de la
familiﬁgyeballos acostumbraban morir
en fechas histbricas: aquél era un
dfa de la tercera semana de noviembre,

; vy poco después se supo en toda la
regién que el mismo dia habfa sido
asesinado, en Puebla, Aquiles Serdén..
(p. 24) :

‘.

In the'same‘way as other references to events of
Mexican history, the allusion to the beginning of . .
thé Mekican Revolution and the assas§ination of
Aquiles Serdén.(io Nofembe:,al910)- has the effect of

emphasizing the importance of objective time. The

A
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‘ X , ‘
chronological account of the Ceballos family is
placed in the same context as objective history a.nd,\\\X
thereby, obtains the same connotations of objectiv-
' : e
ity.

‘A similar attention to objectivity is maintained
in the chronological development of the narrative in
the third chapter of the novel, which is primarily
concerned with descrlblng the generation that preceded
Jalme Ceballos. In this chapter, the lives of: Jalme s
father, Rodolfo Ceballos, and the aunt and. uncle who
‘adopt him, Asuncién and Jorge Balcarcel, are described
in some detail, with,particdlar_emphasis'en placing
them within the historical and chronological frame-
work established in the previous chapter.. The
references to. the history of Mexico are continued:

(No debian los Ceballos su fortuna.
y posicidn.a la buena voluntad de
los gobernadores Mufioz Ledo.y

" Antillén? - INo habian incrémentado
una y afirmado otra, merced ala del
general Dl&Z’r’LPOI qué, ahora,
habian de enajenarse la del general
Calles? O la del general Cardenas,
cuando demostro que no seria un . -

. pelele. 0, por fin, la del general"

Avila Camacho, durante: cuya presidencia
. Jorge Balcarcel se permltlo el lujo de
~sincronizar sus creencias privadas con-
sus declaraciones pfiblicas. (p. 38)
Several dates are mentloned (pp 37, .38, 39) and

objective measurements of tlme are employed both to

maintain the chronologiCal'continuity between the

<
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events of the narrative ("apenas diez afios antes",

p. 39; "al afio de casados", p. 42) and to indicate the ’

importance that the objectiye, routine measurement of
time will acqﬁire in the story‘as a whole ("Desayuno.
.é las ocho, comida a la una y media, cena a las
nueve", p. 3§).f Thus, in spite of the fact that there
i; sdmeAchronological dislocation in.the order in
which events are narrated in this chapter (it begins
with the time»in whieh Balcdrcel and ASunciQn'are
already installed in the ancestral home and sub-
sequently returns to the period before their return
to Mexico, pp. 42-43), the general impression of

‘;\

bhrpnological development is maintained.

/
Pl

Chapters IV to X form the major section of the
narrative and deal exclusively with Jaime's personal
paSt.. As in the previoue chapters, objective time is
‘evident in tWo major ways: in the}chronologidal
development -0of the narrative, and in an emphasis‘on
the objective measurement of time. It 1is particularly
noteworthy thqt Jaime's story is presgnted‘preciseIY‘
in erder to demonstrate_the’passage ofltime and to

indicate the stages in the 1ife'of a growing boy.

There are constant references to his age. There is no:

: <
doubt in the reader's mind'that, in Chapter IV, Jaime

goes from seven to thirteen years of age; that Ch@?ier
V traces his fourteenth and fifteenth years; that

.
Chapters VI .and VII deal with Jaime's sixteenth year

5
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and the crisis of his adolescence; and that Chapters

" VIII, IX and X deal with Jaime at i7 years of age.
‘Some chapters even appear to bebstructured according
to that same yearly cycle: Chapter V, for example,
begins with a reference to the significanqe of the
passage df the vyears in a lifetime, Jaime's .fourteenth
and fifteenth yearé in particular, and ends with a .
reference to the end of auyear; "Asi puede pasar un
afio" (p. 95). 'The same theme reappears at the<bégih;
ning of the following chapter: "!Qué era un aﬁo;“
(p; 96). In addition, the imbression of an objective
chronology 1is further reinforced through the constant
references to "real" évents, such as those of thé
Christian calendar, and to the objective measuréﬁént of-
time by the clock: "Los cohetes del sébédo de Gloria"
(p. 55)? "Ese dfa es Domingo de Pascua" (p. 62); "Los

.lhabitantes de lé casa escuchan la noche de abrii" (p.
96); ". . . a las diez en punto; (p. 155); "Asuncidn
lo d%sperté a las ;patro‘de la maﬁané" (p.qué).

' As has been demonstrated, temporal objectivity

in the presentation of the past in Las buenas

conciencias is 'a direct result of the chronological

Aéontinﬁity of the narrative and the emphasis placed on
the objective méééurement of -time. However, there is
another aspect of narrati&e.@echnique which may bé of
stili greater importanCeAinvthe objective preSenﬁationA

NS

. of past time. This is the presence of an omniscient

Sy
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and omnipresent tﬁitd~person narrator who is
entrusted with relating the entire stery. Essen-
tially, this means that the petspective from which
events are narrated is not llmlted to Jalme S memory,

nor does his meﬁory lnterfere in the narration of

events.

The nartator,of Las buenas conciencias is ﬁot
restricted, but is omniscient. He has a panoramic
‘view of events ahd chafacters and is juet as capable
6fuviewing them obijectively from the outsiae or of
contemplating them from the perspective of a
particulat character. He is eéually at home narrating
Jaime's thoughts and feelings ae he is narrating Juan
Manuel's (p. 189), Balcarcel'sc(p.v74);-df Asuncidn's
(p. 108). The narrator appeafs sohetimee to see
things from the point of view of a child, that is, .
Jaime,.and sbmetimes frem that of an adult. 1In the
greater part of the text the narrator'appears to
distance himself from the e&ents he is narrating,:
but on a few occasions, he moves closer, bdth.in
time and space, to the e&ents: "Y, sin embargo, hoy
regreSaba con su padre de'la,procesién de Viernes
.~S;nto . . " (p. 54). »Similarly, although the -
majorlty of the narrative is in the past tense,

there are a few occasions in which there is a sudden

change to the present tense (p. 56, p. 113). In
<.
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terms of time, the narrator is free; he refers to the .
past,.present and future. In the descfigtion-of the
- family hiStoty in Chapter II, forQexample:Tthe
narrative suddenly shifts ahead to-a conversation
among Rodolfo, Asuncibén and Jaime, in which past
e&ents re described:
.. %Y 1la Revolucién? --preguntaba Jaime

uando, hacia los nueve arnods, se

enter6 de aquel movimiento.

~--Al principio no asusté a mam& --le

respondia su padre, Rodolfo, mientras

consultaba con la mirada a Asuncién. (p. 26)
. On another occas1on, in Chapter IV, there is a more
obv1ous example of the narrator's freedom of movement:
in tlme, evident in his precognition of the outcome
of eVents: "Sabrfa m&s tarde gque allf, frente a ese
. Dioa victimado, sintid por primera vez gue era otro
Y nuevo " (p. 53). |

Although there is a predominantly objectlve view

of‘events and characters in the novel,_there are,
nevettheleés,'a feﬁ insttances within the fiotive

"past in which events are not described as if seen by

an outside observer or by an observer who places

./’

himself inzthe perspective of a character, but - -
"through the thought ptocesses of the characters
themselves. These are instances of'subjective_time
in the past. Instead of the narrator ‘describing the

character's thoughts, the actual flow of thought is
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presented as if the characters' minds were open to

" view. There are two major examples: the §resenta—
tion of the thoughts of Jaime and Ezequiel when the
latter is discovered by Jaime in the stables (pp. 67~
Gé, 70-71), and the interrelated thoughts of ..
Balcarcel and Asuncién oneone occasion when they man-
age to overcome the barrier between them and embrace
(pp. 142-144). These passages are dietinguished
from the rest of the eext by parentheses and guota-
‘tion marks and, in each case, fhé censeiogsnese of
the cheracter appeare to‘be speaking. The reason for
this usage is more obvious in the case of‘the episede
concerning Jorge Balcarcel: after.so many yeafs ef_
silence,»they are both more able to say’to themselves
what they could not say to eaeh other. Moreover, the
two lnterlaced currents of thought clearly demon-
strate the irreparable breach between them. 1In the
case of Jaime, the episode with Ezequiel takes place.
at a point when he is beglnnlng to feel the solitude
of adolescence, and to see himself dlfferently For
this reason) his thoughts are shown directly. The
direct presentation of Ezequiel's thoughts is prob-
ably related_te his peculiar situation as a fugitive,
distrustful of everyéne, particularly at the begin-
ning of his acquainta;%e with Jaime. In any event,

\
what he does say could not really be shared. with
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Jaime. Notwithstanding their subjective connotations,
the fact that theSe passages aré included within a
fictive past related by'a third person omniscient
narrator gives them a less(éubjectivé quality and-
makes them appear less direct. . Such a conclusion is
further enhanced by the fact that the pagfages‘in
guestion are cited in oarentheSeS'and’between quotgk
tion marks. As a result, the narrator still appears
to oléce himseif oetween the reader and the charac--
ter, as if what 1is presented were not true intérior
monologues, but thought sequénces’rc—constructed or
quoted by the narrator. 'Hence, éveﬁ,the most
subjective eiements of the narrative are strongly

tlnged with object1v1ty.

‘These observatlons concernlng ‘the tlme struc--

ture of Las buenas conciencias lead u; to several
conclusions about the novel. The predominance of a
tﬁird person oﬁniscientvnarrator undoubtedly has/the‘
result of maintaining a considerable sense of
object1v1ty in the presentatlon of -the story Yet,
in an attempt to show how the present is a product of
the past, the narrative deals ‘'with a flctlve past,
rather than with.a fictive prcsent; Fuentes did not,
thérefore, chooéé to convey historyvin'an cntirely
objective maﬁncr.. Objéctivé, historical facts are

. & . . )
not reveéealed directly, but are conveyed through the
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narrative of the personal history of the protagonist's
family. Moreover, the objectivity of this historv is
attenuated by portraying it as if‘it were, yet with-
out its‘actually being, a product of the retrospec-
tion of the protagonist himself. This‘prooedure not
only has the effect of giving axsense of order, unity,
and a common perspective ta the extended periodﬂof
.time covered by the narrative, but allows the author
to give a colouring of subjectivity to an otherwise

entirely objective view.

M

La muerte de Artemio Cruz

* The thlrd -person narratlve sectlons of La muerte

de Artemio Cruz and some parts of the second person

sections, which together constitute the flCthe past
of the novel, call to mind some'ofvthe techniques
which we have already descrlbed -as essentlal to the

presentatlon of the fictive past in Las buenas

conciencias. Although the two novels are, in effect,

&ﬁite\different.from each other, the author has
employed the same basic technlque of colourlng a
strlctly objectlve view of the past with an element .
of subject1v1ty To some extent the dlfference

b
between ‘the two novels in the use of this technlque

1s a matter of degree. Whereas, in Las buenas:

conciencias, Jaime Ceballos is made to "remember"

e
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virtually the éntire novel, in La muerte de Artemio
vgggg the "recollections" of Artemio Cruz, although
substantial, are fragmented and are contained prin-
ciéally in the sectioﬁs of the. novel narrated in the
third pérsoh. ;&s in the case of Jaime Ceballos, héwe
ever, it is clearly indicated, beyond any doubt, that
these sections of past narrative are to be attributed
to the»memory of Artemio Cruz,' in £he same mahner,
ﬁiS'memor;es are not directly presented as such.
‘That is to say that Artemio is not givén the role of
.narrating his own recollections, Sutithat'a third
person ﬁarrator, with a panoramic view.of the past,
is Eééponsible for communiéating them to the reézer.
Thus, instead‘of:being able to speak in termszof
memory time, mind time or interior time, the narra-
tive“sectipns deéling.with the pagt must'initiallyvbe
seen as preéehting an objectivé view of\timé.

'As we have already- indicated, and as in Las

A

buenas ‘conciencias, several devices are employed to

i persuade the reader to accept that the content of the

third person narrative segments is recalled by
‘Artemio. Since these sections are narrated -in the

past tense by an unidentified omniscient narrator, it

is only from indicatiogé contained in other parts of

the novel that it can be understood that they are
derived from the memofy of a character. In the first

and second person na;zé%ive segments, the author
. - ,

B

N
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'insists pointedly and repeatedly,‘that the dying man -

is_rememberlng and that his memories are recorded in
the third person fragments; The reader is made to
belleve that the memories come from the profounder
levels of the dying man's unconscious. Unliké@Jaime
Ceballos, who con501ously seeks to remember, Artemlo

Cruz s memorles rlse to the surface only when he

N

loses consciousness, sometimes with the help of the

doctor's needle. This\is often indicated in the

first 'person section immediately before . the second

and third person sections of a particular triad as

-

1f to establish that both these sections are, in

fact, composed of Artemlo S unconSCLOus thoughts.

Me han clavado un punal largo y frio en

el estdmago; hay algulen, hay otro que

. ~-. ~-me ha clavado un acero en las entrafias:
« + < YO dejo que hagan. (p. 12) '

Quiero dormlr. Alli viene la punzada.
Allil viene. Aaah-~ay . . . i0tra vez la
inyeccién? (Eh? (Por qué? No no. no,
- otra cosa, rapido, recuerdo otra cosa;
. eso duele' aaaah-ay; eso duele; eso duele;
- ~—es80 duerme . . . eso. . . . (pp."59 and 60) o

i

The second person narratlve sectlons contaln stfll

. more’ 1nd1catlons that. Artemio falls asleep or is put

v %
to sleep before his memories begln to surface. .As -

yet "another smgn that what is to foXlow: 1s the product
0

of the unconsc1ous mind, these 1nd1catlons occur most

/

often prec1sely before the beglnnlng of eafh thlrd

. person seotlon:



Ay
115

SRR cierra los ojo; Artemio Cruz. (p. 36)

" . . . habrés gritado cuando te atraviesen
la piel con esa aguja llena de un liquido
calmante. (p. 61) » -

. . . cerraras los ojos: bostezards: tG
Artemio Cruz, &l: creerés en tus dfas con
los ojos cerrados: . . . (p. 18) :

. +« . reposaras con los ©jos cerrados, pero
no dejar&s de ver, no dejar8s de desear:
‘recordards, porque asi ‘harés -tuya la cosa
deseada: hacia atr&s, hacia atrds, en la
nostalgla, podrés hacer tuyo cuanto desees:
no hacia adelante, hacia atrés:
la memoria es el deseo satlsfech0°
sobrevive con la memoria; antes que sea
demasiado tarde,
antes que el caos te impida recordar.
(P 63) v 31 - ! N
. . [ ‘
Up to a p01nt, then, they are 1nvolUntary memorles,

although not of the type descrlbed by Proust in A 1la la

recherche du temps perdu.8 Artemlo Cruz wants to

l,remember, but only those facts froﬂ his astvwhich seem
}able to offer him some form of redemp\w;j. Ih,spite,'
of himself, hlS subconsc1ous, personified in the

| -second person narratlve voice, makes him remember
everything, including those past moments he would.

prefer to forget s

. . . detras de tus parpados cerrados, e
-sabrds que la intensidad de una luz que
penetrara hasta el fondo "de esa placa
reducida e 1mperfecta podrfa provocarte _
sentimientos ajenos a tu voluntad, a tu - .
estado. (p. 60) - : o '

' In addition to.-these indications, the author
- takes advantage of other opportunities;to establish

J
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that the third person fragments'afe memories, that in

fact the th:ee narrative voices of La muerte de

Artemio Cruz constitute a single narrator, identifi-

able with Artemio himself, through which the differ-
ent aspects of his character and different levels of
his conscious'ér subconscidus state are presented.
In the first of the second person fragments, the
narrator even provides.a summary of everything that

will be remembered through the third person narra-

tive voice: ¢
(%

Pero recordards otras cosas, otros dfas,
tendrds que recordarlos. Son dfas que
lejos, cerca, empujados hacia el olvido,
rotulados por ‘el recuerdo --encuentro y
rechazo_,amor fugaz, libertad, rencor,
fracaso,*yoluntad-- fueron y serén algo
‘'més que 16s) nombres que tu puedas darles:
dias en que tu destino te perseguird con
un olfato de lebrel, te encontrard, te
cobraré, te encarnara con palabras y
actos,  materia compleja, opaca, adiposa

- tejida para siempre con la otra, la
“impalpable, la:de tu &nimo absorbido por
la materia:  amor de membrillo fresco,
;ambicidén de uﬁqs gue crecen, tedio de.
calvicie progreélva, melancolia del sol .
y el desierto, abulia de los platos’ sucios,
distraccién de los. rfos tropicales, miedo -
de los sables y la pélvora, pérdida de
las sé&banas oreadas, juventud de los

" caballos negros, vejez de la playa
abandonada, encueritro del sobre Y la
estampilla extranjera, repugnanc1a del
inciens6, enfermedad de la nicotina,
dolor de la tierra roja, ternura del
patio en la tarde, espiritu de todos los
objetos, materia de todas las almas:

- tajo de tu memoria, que separa las dos -
mitades. (p. 17)

. Artemio. Cruz remembers all this and more. 'Each of
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-cpnstitnte the recollections of the dying man. .The
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the elements listed is elaborated as a major con-
stituent of the content of one of the third person
narrative sections. The idea that the third'person
narrative sectlons are to be accepted as the memories
of Artemio Cruz is therefore of singular lmportance
to the structure of the novel. ThHese memories care

-— ~

also of supreme importance to Artemio Cruz himself,

because he has nothing left but the past. The limited

deveiopment in.the fictive present, in contrast with
the preponderance of the fictive past, is symbolic of
the brief time left to the dying man. It is through
the past that he sees the‘ultimate_possibility of
bringing together the loose threads of his life and of
finding some form ofiperSOnal redemption.

The‘%hird person narrative segments themselves

provide a few indications to the reader that they
' 0

7/

majority'of the’memories are of Artemio's personal
and intimate past and, in many instances, recall
events which only he could have known. In other

: 3 :
words there is a certain impression of intimacy
between the narrator of these memories and the

character: who 1s both remembered and purported to

remember them. However, the prlncipal indicator that.

: theothlrd person narratlve segments are to be'

con51dered as memorles is not to be found in those

segments themselves, but is derlved from their



118

textual dispogition and relationship to each other.
‘The fragments of the third person narrati&e succeed
eacﬂ other in an.anti—chronological drder. This is
made all the more obvious since each section is pre-

ceded by a specific date, with the evident purpose of

£

emphasizing the chronological dislocatibn of the
narrative. Indeed, the only form of chronological
oider in the succession of ﬁhe fragments is a general
tendency towar@s the more remote past, culminéting,
at the enq of the novel, in the birth of Artemio. In
this way, the subjective connotations of Artemio's |
memories are to some extent preser?ed. That is to
say that the establishment of the order in which the
fragments_are presented appears to issue only from
the memory . Conseéuenﬁly, the fragments are separa#e
and unconnected except by implication;v There is and
appafent unity and continﬁity among them ohly when

they are seen to be linked by memory. On this point,

A

Mario Benedetti makes the following comment:
N

Los doce dias decisivos se interpolan
en desorden cronclébgico, a la manera
de Huxley (como ya ha sido abundantemente
destacado por la critica), pero en la
. novela de Fuentes el procedlmlento esta -
mejor justificado que en Eyeless in Gaza,
donde la novedad y la escarmentada pericia
. de Huxley no alcanzaban a ocultar su
arbitrariedad esencial. EIl procedimiento
de Fuentes tiene rigor. En el presente,
o sea, el plano regido por el Yo, surge,
por lo general, una palabra ajena, o un
pensamiento del protagonista, o el




119

. :
relémpago de un recuerdo, que exige la
apelacién a un pasado; pero no a.
cualquier pasado, sino a uno particular,
con fecha exacta, con rostros, con
palabras que fueron vitales, dec151vas.
* Imposible barajar esas imégenes;
imposible reordenar esos fragmentos de
pasado en otra sucesibén o dependen01a’
que no sea la que el presente exige.

oy

In spite of all these indications, however, it

is clear that, as in the case of Las buenas

conciencias, the technique used in presenting the

the past is a narrative device employed to persuade
the reader to accept the interpolation of the past
;more readlly in the terms of the manner }m whlch it
appears in the novel. It is a device 1n the sense.
that although the reader can accept the past as
representative of Artemlo S personal history, he does
_not have dlrect access to the memory of Artemlo Cruz
himself except through the intermediary of a third
person who, in fact, is respon51ble fgr”%he narra-’
tion of Artemio's recollectlons. In the 'third person
narrative segments,»Artemio,is‘conve:ted into an |
object seeh by a third pefeon,'but in the first and
second person segments he is also converted into an
object-ana seen by himeelf, »Although_the narrative
may derive'@;om his memory, Artemio is othtantly
1referred to as "he" or "the man" in the-thirdkperson
bnariative sectiohs‘(for example, pp. 18, 36, 128, etc.)

‘as if, in fact, another character were narrating his

Ty
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story  The. use of the third person serves the func-
.tion of g1v1ng an external portralt of thevcharacter,
but also responds to a split'in Artemio's character,
_whlch is ev1dent throughout the novel. -This split,
more obV1ous in the use of three narratlve voices, is
also apparent in the "mlrror 1mages which occur in
" all three narratlve persons. It appears, for example,“
aon the flrst page of - the flrst person narrative, in
the description of the glass incrustations of
TereSa's purse in which the dying man sees h%mself.
Here, the effect of fragmentation.of the character
is helghtened by the fact that the mirror is itself
made up of pleces of glass which necessarlly return a
fragmented lmage- m, . . era un rostro roto en vi-,
'drlos sin 51metr1a; con el 030 muy cerca de la oreja Yy
muy lejos .de su par, con la mueca distribuida en tres
espejos circulantes" (p. 10). In‘the'first segment of
'the second person narrative, Artemio sees himself

as his twin, on the day before his death, reflected

~in his glass-topped desk:

a

Y entonces te llevards las manos al
vientre y tu cabeza de canas crespas,
de rostr3~ace1tunado pegaré ,
huecamente sobre el cristal de la .
mesa y otra vez, ahora tan cerca, veras
ese reflejo de tu mellizo enfermo . . ..
El gemelo reflejado se incorporaré al

otro, que eres tG. (p. 16)

‘similarly, in the first segment of the third person
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narrative, Artem}b sees himself reflected as another
. when he enters the revolving glass doors of his
office building:
Se' ajustd la corbata frente al vidrio
del vestibulo y atrds en el segundo
v1drlo, el que daba a la calle de Madero,
~un hombre idéntico a ei, pero tan lejano,
se arreglaba el nudo de la corbata también,
con los mismos dedos manchados de nicotina,
el mismo traje cruzado, pero sin color, =
. - .Y dejaba caer la mano al mismo
‘tiempo que él1 y luego le daba la espalda
y ‘caminaba hacia el centro de la calle,
mientras él buscaba el ascensor. (p. 22)
He seeg himself just as another person close to him
'woﬁld see him._,It-is also significant that these:
passages'oecur, respectively,‘iﬁ”the first segments of
the three narrative voices, thereby establishing froms
;hé outset the idea that Artemio Cruz has become the
object of his own vision. By the same token, the
narrative distance afforded by the use of a third
v?person narrator for the greater part of the account of
Artemio's life is a further means whereby the same
effect can be obtained, as if it were possible for one
side of Artemio's.character to contemplate_aqd:describe
‘the‘actions of the other.
Since they are narrated in the third person by
, ¥ '
an unldentlfled omniscient narrator » without any

. absolute lndlcatlon that they might be lssulng from -

the mind or memory of a character, it must be assumed
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that the third person narrative sections convey an
objective sense of time. Even if we attributé

these sections to the memafy of Artemio Cruz, the
technf;ue employed has nothing in common with a sense
of‘interior time associated with a stream of con-
éciousness‘narrative. In effect, there are few
instances of the free flow of thought in the fictive
past, and ﬁhese.afé associated with éharacters other
than Artemio in adaition,to with Artemio himself. °
Moreover, the scope of the narrative is not limited
Sy Artemio’'s memofy nor, in fact, does his memory
really ihterfere in_;he'relation of eventsy . it'is
obviéusﬂthat the narrator‘knows much more than

'

Artemio cduld possibiy know. For example, the final

\

third'person segqﬁnt'narrates.Ariemio‘s_an birth.
Similarly, there are’nﬁmerous examples of the
reported,speech; thoughts and actions of other char;
acters that Artemio could not possibly have witnessed.
| In the very first third person'segment‘(pp. 18-28),
there are two alternating narrative sequences which
describe,-oh the one hand, Artemio Cruz on his way to
.his office and what foliowé afﬁefAhis arriVal, and on
the other, Catalina and Teresa shopping for Teresa's
wedding gown. Although it is obvious that Ar;emid'
cduld Qave;no exact knowledge of their conversation,
‘their thoughts or actions,.thelﬁarrétive makes thémf

~
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all part of his memory in much the same way as Jaime
Ceballos 1is abie to remember his ancestral past in

Las buenas conciencias. In some cases, there is an

implied explanation for the‘apparent»SCOpe of
Artemio's memory. Thus Artemio might well have been
able to provide detalls of Lorenzo's adventures and
death in Spaln-(pp. 228 -241) because he recelved let-
ters from his son, and one letter in partlcular Just
before Lorenzo died: "Yo te escrlbo, con el papel
apoyado contra las rodlllas, mientras las oigo
hablar y trato de dec1rles cuénto amo a Espafna"
(p. 237); "Tocé con un dedo la carta gue llevaba en
el parche de 1la camisa" (p. 240). In the majorlty
of cases, howe@er, there is no%attempt to explaln
‘how the passages of narratlve which we are per-
suaded to attribute to Artemio's memory could be
conveyed byLsuch‘an omniscient narrator and how it
* might, be possible for .Artemio to know all the
-thoughts, words and actions‘of Gamaliel Bernal,
Catalina, Teresa, Lunero, Lilia, Laura, his parents o
and grandparents. “v | L

The omnlsc1ence of the third person narrator is
further enhanced by the 1nclusxon of -a number of
interior monologues,.prlnc1pally in the fourth
(pp. 93-116) . and eleventh (pp. 280- -306) segments of

»the thlrd person narratlve.. These passages, convey-
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ing;the thoughts of Cataiina (pp. 93-112), Artemio
Cruz (p. 114) and the interlaced thoughts of

. Ludivinia and Pedrito Menchaca (pp. 296—301); are
~direct interior monologues, 6r interior dialogues

in the case of the interlading of thoughts between

' Artemio Cruz and Catalina and between Ludivinia_ and
‘Pedrito. These passages are to be seen as-empﬁasiz—
iég rather  than detractiﬂg fme the omniscience of
the narrator because, although they»are narrated in
thé first person, they nonetheless remain witﬂin the
general fraﬁework of the third person narrative. By
the same token, the impfession"of subjective time is
~ lessened bgcausé the passages ére‘enclosed in a

narrative in which an objective sense of time

dominates. As in Laévbuenas-conciencias, these
moﬁologues ar; distinguished from the rest: of the-
text. In'this case they ére_set apart by quétatiQn
marks (pé. 93-114) or by parehtheses and a dash

indicative of direct speech (pp. 296—301}. As in

Las buenas conciencias also, they are employed to
draw attention to the walls of silence‘that-separate
" many of Fuentes' characters from those to whom they
are closest. |

Thelpreséntation ﬁf the past as mémory is
.furﬁher Sélied'by the'objeCtive qﬁélity with which

time is recorded in the third person segments of the

\_\_/
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novel. The third person narrative spans a period of
sevénty—one years, the exact age of Artemio Cruz. It

therefore completes the history of the dying man,
making the novel not so much the "death", but the life
- of Artemio Cruz. The twelve frag%ents of the third |
person narrative represent twelQe decisive moments

in Artemio's life. Unlike the first and second person-
frégments,‘those,narrated in the third person trace a
recognizab@? objective chronology in accordance with
clock-time. Each fragment is headed by'a daté in 4
.pafenthéSes: "(1941: Julio 6)" (p. iB);f(l9l9: Mayo
20)" (p. 36);Aand the fihal‘one, "(1889: Abril 9)f'
(p. 3l4); which not only make it possible for’the‘
‘reader to reconstruct the chronology of Artemio's
life, but also piace the sthy within the'objedtive
Hframework of "real" time. L, |

These dates also ccnnéct the personal history of

Artemio Cruz withvcertain events of national .and
international history,‘and have the effect of further
ehhancing the sense of objectivity with wh}ch these
fragments are ﬁarrated. Through this fusion of the
historical and the pefsQnai,‘Artemio Cruz is ;eenvas
both a hero and an anti-ﬁefo}of the~Mexi¢an Revolu-
tion. . His>1ife is made to cbrrespond with the |
trajectory of the Revolution so that decisive ﬁbﬁents
of his eXiStenée'are also decisive stages in the

history of the Revolution: the pre-revolutionary.
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period, the military and political conflict, the
agrérian reform, and the.inaustrialization of the
country. Afﬁemio‘s‘life is therefofé fﬁtimately
éssociated with these historical ﬁoment;, seventy
years in the recent history of Mexico. 1In othe; parEs
df the text there are also cértain reéonances that
associate Artemio Cruz with preFColumbian times.

In his excellent studyll

of the third person

- narrative segméﬁts and their relatioﬁship to the *-
structure of the novel as a whole, Nelson Osoriq
points out that the very order of these sections
respondé to certain‘fundamentally bbjective criteria
related ﬁo the 1life ofiArtemio Cruz himself, After
plotting the twelve episodes of Artemio's past on a
graph, Osorip shows how his life congists of "high",
"intermediate" gnd-”low" points in,tgrms of his
social success, which are inversely_"low"»"intermed—
iate" and "high" points in his moral and spiritual
disiﬁtegration. In a detailed analysiS,’Osorio!
demonstrates how°these'objectively dated‘periods»of
Artemio's_life are related in a much more profognd';
sense, and how their placement in'the novel is a

reflection of that relationship: . -

Pero los momentos mis altos socialmente
de.Artemio Cruz son, al mismo tiempo, 1los
mis bajos en la escala moral . . ..

Los episodios opuestos en la escala
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- social son, en cambio, aquéllos en que se
encuentra mis cerca de su autenticidad,
momentos en que su vida misma estd en
juego y es canjeada simb&licamente por
otras vidas, las que ir&n roenddndole en
su lecho de muerte como fantasmas . . .

La disposicién de los episodios, de
acuerdo a nuestro anilisis, nos: permite
_establecer entre ellos una serie de
conexiones significativas que enriquecen
en profundidad el sentido de la obra y *
muestra la existencia de un sistema
corisciente que rige su distribucidn. Se
pone asf de manifiesto que esta dispoSiCién
no es arbitraria ni desordenada, como a .
‘primera vista podrfa pensarse, sino que,
segln puede desprenderse del cuadro y de
-su andlisis, ei organica, funcional y
significativa.

I'e

Perhaps the greatest evidence of temporal
‘objectiVity in the third person narrative is to be
found in the structure of indiVidual segments of
narrative.. That is to say that the-segmentsvare
_constructed with_a view to maintaining a basic
chronological_csntinuity»in the narration of»eventsn
- and with_a'certain degree of’attention to thegpro{
vision of specific times andvdates.*nIn‘fact@ ten
of the twelve third person segments adhere strictly
to chronological continuity and the obgective
measurement of time. Only the second and fourth seg—-
ments,(pp 36-55 and 93- 116) contain any. Significant
ichronological dislocation.

The eleventh segment is one of the most typical
- of the chronologically sequenced sections. It deals
with Artemio at thirteen years of age, his relation-

P

o
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reminiscences of Lunero and Ludivinia of a more re-

third person.and are not dwelt on at length or in

ship'withlhis uncle Lunero and with his paternal
uncle and grandmother. The section begins with an
indication,that_it is early morning ("los gallos

} .
. . . anunciaron la veloz mafiana del trépico" p. 280),

"and continues by relating the daily ﬁctiVities of

Lunero and Artemio, -who are making candles by the

. river in*é@der to support the last remnants of the
. - 3

0 .
Menthaca family. The chronological des¢ription of

" the actiBn in which Lunero and Artemio are engaged

<

at that moment is briefly interrupted only by the

-~

mOtévpast ("Antes --recordé Lunero, . Lo pp. 280-

/281; "Hace' trece afios, cuando le éntregaron al niifio, -

WV

'ﬁenéé'en mandarlo por el rfio . o pp;~284—285;

- "Atanasio se lo dijo, record$ la anciana Ludivinia"

pp. 291-294). However, these reminiscences hardly--
! . "l .

~amount to an interruption, or dislocation, since they

are appropriately incorporated into tﬂé,ﬁérration:of

the continuing action. ' They are narrated in the
¢ : ’

a

‘great detail. The recording of the-passage'of time

continues as events succeed each.other in chronologi-
. . g : o ) .

calféeqﬁence: .“Apehas paéé el médiodia" (p.:287);’;

"esta tarde caliente" (p. 293); "—;Lunegp --dijo el

nifio cuando desperté de la siesta" (p.ﬂ298); "Serfan

las cinco y media" (p. 301); "Sérian las siete de la

-
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2

noché" (p. 304); "lé vieja desconocib la noche"”
(p. 306). '

Although this particular segment of the narra-
tive contains no significant shifts in time, there
are a number'Of shifts .in spaceé thch,creggé'some
bréaks in the nairative; These occur when -
Ludivinia and Pedrito are irtroduced in the narra-. .
t%ve,'creétiﬂg a certain counterpoint ﬁhr;ugh the
simultaneity of their monologues with the'actidn_>
" involving Lunero and Artemio ("Sf, en la misma tarde
aplaﬁadé por el calér, la vieja Ludivinia; . . . tara-
rea con los ojos bien abiertos esa‘maldita.cancién",
“p. 289; also pp? 289 and'303).~”The two,simultanebus
currents of~éction and the two sets of people1ar§
merged when Pedri£o‘is‘aééidéntally shot_by Artemio,
and the.old Ludivinia iévﬁh}pped aﬁﬁ_knocked'over by‘
the man‘who had>come to take.Lunero tojan6£ber‘plan-
. tation. Thevnarrétiye is/fugther disrupted, - as
.indicated earfier; byh£Qé interpeiation of two

interlaced intérior m¢nologues. The effect of dis-

a
““’) s} . “w )
- ruption of the chronology, however, is minimal since

~what are pfesenééd as-interior“mbnologues could
'equalij wélL;havé been a dialogqg‘between Ludivinia
and’hef son, Pedrito. This éegmenf‘is typjcal of -
,Nthg majority of the:third person narratives because

Aiﬁ folloﬁs a generalif chronological pattern of

.

g + ey romoris g ot
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development; there are some‘referenCee to a more
remote paet, introduced:as indirect memories of the
characters,bspace shlfts are present if not prominent;
and there is -a general tendency in the narrative to
trace an act;on lasting for a twelve or twenty—four
hour cycle. ’ | K

| Of the t&o.non-chronological segments referred
to above, the seo0nd, in which Artemio's first two
visits to the home of Gamaliel Bernal are described
(pp. 36-55), preéents:a more radical aisruption.
This is because the other segment, depictihg the
relationship between Catalina and Artemio afte; five
years of marfiage, does not in fact present ah anti-
.chronological sequence but ratherqattempts to pro-
vide a broad spectrum of_events whosevsequence‘with'
relation to'each'other'appeers to be iohored, more
than it is reeordeted. However; both segments |
emphasize the narrator's freedom of movement in time
vand space. tv, ’ I , : - 1

The second segment, dated "1 19:7Mayo’l9“ begine

atithe‘point_in whioh Artemio Cruz has arrived at the
Berhal estate and'has told the s ory of Gonzalo's
_final hours in the Perales_pr'son. On-the followihg,
hpaée (37), a time shift oc ure~when the reader ds

>1nformed of Artemio's conduct in Puebla before v1sxt-

llng the Bernal home. Howe r,athe,lntet;uptlon is
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very brief (two sentences) and has no significant
effect on‘the chronology. The chronological contin-
uity of the narrative is reestablished and, from
references on the following two pages ("Sdnaron é un
tiempo todos ios relojes de la casévy el viejo se
incorporé a encender la l&mpara de acetileno" p. 38;
.“La,nqche habia'caido" p. 39), it is leafngd'that_it
is night. The nérrative continues for four more
pages, without’any furthe: indication of a change in
time, until page 43 when it returns to the earlier
moment of Artemib's.arrival in Puebla. On this ;cca—
sibn,‘beginning Qith the gomment "Pasé séis dfas en
.Pueblavantes.de'présentarse a la casa de'dOn-Gaméliél
Bernal" (p. 43) Artemio's aétigns before viéiting the
Be}héi home are deséribed in more detail and occupy
the nethfive.pagés; The narrative of the next one
and a half pages then shifts to a;conversation.
bgtween'Caéalinaiand Gamaliel which appears to follow
Artemio's firstvviSit and theréfare indications that
it is the afternpoﬁ. Beginning‘with»ﬁhe'last'thrée
paragraphs‘of-page 49, the harrativé changes to a’
descripfién_of the action at the Bernal home at.the
moment'of'Artémio's-arrivali‘ On page 51, it shifts

- ahead to the time after Artemio's depar#ure,'at which
pdint a passagé describing Catalina's thoughts and

memories is inserted. ' The. narrative then switches
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‘abruptly, on page 54, to Artemio's cOnvérsation with -
’»Gamaliel Bernal on the occasion of his second'visit}
which takes place on the morning followiﬁg his fi;st
visit'to the house. It appears, éfter the first two
paragraph%, that a brief backward step in time is
taken to describe Artemio's earlier meeting with '
Catalina, ending on the following page’wiéh a retur;
tojfhe point where Gamaliel and Artemio met for thev
seconditimea |

These constant shifts in. time and.space result
in an unusually complicated segment. Not only is the
chronology deliberately dislocated, but the scarcity
of precise references to time makes it nepesgafy for
the reader to re-read the sectidﬁ, possibly several
times, in order to reconstruct the chronological se-
guence ahd(understand the plot. One rather'discon;
éerting example of témporal éonfﬁsion‘occurs on Qagé
39 in the following statement: "Era inquietante =--se
inquiet$ al pensarlo otra Verf". It is difficult to
détermihe to what time "otra vez" éoﬁld refer. It |
could well be theifictive presentvof the novel in
which the dfing Artemio is‘rémembering his iife or
éould, perhaps, refer to another time during which he
waé thinking about these.eQents again, but it is
diffiéult to verify when it could have been. This

i

point, as well as the reason for this particuiar
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temporal and spacial arrangement of this chapter, are
unclear; From our point of vieQ, fhey;apéear‘to be
unnecessary.

In spite of the lack of linear chronblogy in
the events of this particular segment, however, the
genéral iﬁpression left with the reader is that the
fictive past described by the third person narrator
is génerally quite disﬁinég from the fictive present
narrated in the first and second persons. Past time
is mo;e‘objectively portrayed in that it revealsvvery'
few instances of interior time. Whefe there are
aﬁtemptﬁ.to give timeva éUbjective value, the impact
is lessened because of the intrusive presence of thé.
third person narratof,.who is responsible for narrat-
iﬁg the éntiré serieé ;f éveﬁts relating to.éﬁe past.
I£ i§‘£his narrator, together with the/eﬁphasis on
the chrdnplogical sequencing of events, which reduce
thé impression_df thevéreséntatidn of the past as
memory. It'is particﬁlarly significant, however,
that the_narrativevdepicting the past aéc@unﬁé for
approximatéiy two-thirds of thé novel, abfact which
isx alone, an indicatibn of the imbortance éttached:
to the past ih.the novel at both the pérsonal and the

historical levels,

La regién m&s transparente

Compared to the three and a half years spanned
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by the fi%E}ve present, the fictive past in La regiéﬁ f

_més trans?arente consists of a period of approximately

forty-four years. While the difference between these
two times is considerably less than that evident

between the comparable periods of time portrayed in

Las buenae conciencias and La muerte de Artemio Cruz,
the three novels do»share some basic characteristics
with respect to the fictive past. As in the two
novels already diseussed, past timevoceupies a con-

siderable portion of La regién m&s transparente, and

consists of the memories of the principal characters.
Moreover, in a major portion of the past narrative, a
third person narrator is employed. However, unlike

Las buenas conciencias and La muerte de Artemio Cruz,

-

in which, 'generally speaklng, a 51ngle narrative
technlque is used to deal with past time, a greater
varlety of technlques for the presentatlon of ‘the
past is employed in La reg16n m&s transparente, rang-

1ng from the least to the most sub]ectlve The sec-

tions of the novel deallng.w1th the past are inter-

—_—

woven with the fictive present throﬁghout the novel,

but not in the methodical and consistent-maﬁner of La.

- muerte de Artemio Cruz. Although it is perhaps not
_pOSSible to determine a regular pattern with respect
to'narrative form or the frequency of introduction of

<

passages pertalnlng to the flctlve past, lt should

be made clear that, as in La muerte de Artemlo Cruz,
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there is some endeavour. to distinguish the fictive
past from the fictive present. This is evident above

all, in La regidn m8s transparente, in the textual

disposition of the novel, the use of titles, and in

the various changes in the nar;ative'voice. Of the
'eleven sections devoted to the past five are in Part.

I and six are in Part II, with none in Part’ III. 1In
“effect as a result of the relatlve brevity of Part I
in relation to Part,II, 1t has a preponderance of past

. ~

time (generally speaking, pp. 78-157). ‘The apparent -
irregularity of the introductipn of the past into:the

narrative constitutes another'difference between La

regibn mas transparente and the other two novels. This

must be combined with the fact that the past is not
assoc1ated w1th the memory of a sxngle character but
w1th that of‘several Perhaps for thlS reason, also,
,the methods of 1ntroduc1nq the past and the forms used
to narrate»lt ate not unlform. Flnally, the presence”

1

of a mysterious "Witness" to all evocatlons of the

past,‘in thepcharacter of Ixcl'Clenfuegqs, also dls-

" tinguishes this”novei from<thQSe discussedleaglier.
Four types of qarrator a%e employed in La regién

mds transparente to present the,fictive past: a .

. N ‘
‘ . R
third person omniscient narrator, in narratives

reminiscent of those referred to in the case of Las.

buenas conciencias and the third person segments of

La muerte de Artemio Cruz; a third person narrator
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whose omniscience is_generally restricted in scope to
the perspective of a»single'character\and who conveys

a form of monologue which may be referred to as “locu;
ciones evocadas"* a flrst person narrator represented
by a character 1n a dialogue w1th Cienfuegos; and,
flnally, a first person narrator’ whose thoughts are
conveyed by means of a direct lnterlor monologue
Furthermore, some segments of’ theypast are character-
ized'by more than one of the above methodsj However,
although we have identified four dlfferent narrative
forms, it appears that, in general terms, as. is. clear
from the typographical disposition of the text,
Fuentes\hlmself onry.distinguished between two differ-
ent categories;‘;Bothvthe interior monologues ..and the
"locuciones‘evocadash are printed in italics and,'by
this means, are distinguiShed'from the rest of the’
text - _

Of the total of ele\en\segments pertalnlng to
*the fictive past, four are third person narratlves of
the first type identified above, HThat is to say that,
the narrator is fully omnlsc1ent, and thelnarrative;'
when con51dered in isolation of 1ts context, bears no
relatlonship;to a subjectlve view of time since it
presents an exterior view of the characters and
actlons The passages themselves contain'no indica—

tlon that the entlre content of the narratlve is, in

fact, the product of a character's memory. The four

s



o

137

passéges”in question, entitled "Gervasio Pola" (pp.

78-90) , "Los de Ovando" (pp. 91—100), "Norma '

Larragoiti” (pp. 124-131), and "Feliciano Sé&nchez"

(pp, 379-384) , all share these basic characteristics.

- All except "Norma Larragoiti" share a further funda-

mental characteristic: they afe all "second hand"
memories. In each case, the events remembered do not -
gertain to the pérsonal pastxbf the character whose
memory serves as a p§iht‘of eparture for the narra- .
tive, but to tpat of another character who ié either

’

dead or removed from the immediate events of the

“riovel. Thus the life of Gervasio Pola is~remémbgrea
"by his son, Rodrigo;>that of Féli - ENo Sénchez by

by Federico Robles; and that Qf”Lorenza»de Ovando by -

her q&ece, Pimpinelé. Furthermore, the three charac- .
- Lo ( —t - . ) . . - A . ’ ) K .
ters, Rodrigo Pola, Pimpinela de Ovando, and Federico

Robles, whose memories serve as the'points-of depar-

ture for the reconstruction of the past of other

-, .

characters,; also figure in other passages of the novel
in which they recall the events .of their own personal
paStt ' : ‘ . | -

- Since the "memories" depicted in "Gervasio Pola",

"Los de Ovando", "Norma Larragoiti™ and "Feliciano

Sé&nchez" are Qresented in a third persoh narrative by

-

means'of>a'techniQue'which belies their quality as

' personal memories, Fuentes employs certain devices,
persorat. . _ | _

Q
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much as he ‘also does in Las buenas conciencias and

La muerte de Artemio Cruz, intended to persuade the

“reader ‘that they afe indeed memories. He insists on
indicating that the memory of a character is involved,
and in some cases, goes to certain lengths to empha-
size the point. For example, in ﬁGe?vasio Pola", the
firgt memory séquencé inéluded‘in the novel, Ixca
Cienfﬁegos is portrayed aé urging Rodrigo Pola to
réﬁember before the story of Gervésio'PQla is aétually.
begun. Rodrigo's thoughté, transcribed in italics,
arévalread§ beginning to flow'as the narrative of the-

<

- past itself begins:

L -
.=-Escoge . .. . y recuerda ;
--Recuerdos . . . Yo soy Rodrigo Pola ,

--Y més, y mds . . .

. =={Lo recuerdas? )
--Mi padre mi padre mi padre

GERVASIO POLA. (pp. 77 and 78)

.The story of Gervasio Pola is fhen narrated almost
.Qentirely by a third person omniscient'narrator. Iﬁ
"Los de OQandQ", even if it does‘seem sdmewhaﬁ
implausible thaf‘the'character in quesfion couid
‘recall the content of‘£he narrative, it is also
¢ o )

stressed that_theapaséage is a product,Qf'a charac-
bter's reminiscences. In this ¢ase Pimpinela del

Ovando remembers the life of her aunt, Lorenza:
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Pimpinela de Ovando caminaba erguida

y perfumada . . . cifras exactas se
dibujaban, como en una pPizarra de aire,
dentro de su cabeza . . . Las cifras
se borrarcon y se dibujé la imagen de
la tfa Lorenza, tefiida de afios y
recuerdos, Superpuesta a otras muchas

i enes. (pp. 90-91)

This passage indicates, moreover, that a "double"
memory iS'involved: Pimpinela is portrayed as
remembering her aunt who, in turn, is depicted as
enveloped in hér own’meﬁories. The section entitled
"Feliciano S&nchez" also cbntains a clear indication
that its content is remembered by Robles and that
. v e . ‘\‘. .
some degree of subjective recollection 1s 1nvolved:
Federico Robles permanecia solo, antigquo
Yy olvidado como la gota més: vieja del
mar, con los ojos cerrados, inviolable
en este Gltimo apoyo de Su conciencia,
en el recuerdo definitivo que sblo este
dia, el del derrumbe de su poder, pudo .

- convocar. . . . .

FELICIANO SANCHEZ (p. 379) .

This passage is immediately followed by the narration

‘of events which led to Feliciano Sé&nchez's death. In
much the same way, at the beginning of the passage in

which the past of Norma Larragoiti is described, she

is portrayed as if in the p;ocess of remembering:
Elbsol'eraﬂel primer'recuerdo: sol
chato y desierto del Norte, y después

.el sol.alto, lragado y oscuro de
México. Primer recuerdo y primer ser;



%

140

quiso ser el sol, sentir una semilla

de astro que le calcinara el vientre

Y repitid, en el calor del sol, su
nombre, una, dos, varlas veces. (p 124)

‘The p01nt that these passages deplct memorles of the
'past and that, as such, the flow of tlme has certain

..subjectlve connotatlons is further underscored at the

end of each passage It‘ls indicated that although,

fln the course of a memory, an extended period of the

pPast may have been recalled, llttle ob]ectlve present
\

\

time has elapsed. A e end of each memory the

reader and the character still occupy almost ,the same

. moment in the fictive present as they dld before it

o

was 1nterrupted by the 1ntrusrpn of the past. For
example, Rodrigo Pola's memory ends with the same
phrase with which it began, f——Ml padre, mi padre mi
padre" (pp. 78 and 90), as if nothing had transplred
in.the interﬁal, and Pimpinela de Ovando, at the
end'of'her reminiscences, is descrlbed in the same

terms as when she flrst began to. recall the past.

'"leplnela, disfrazada por sus anteogos oscuros" (pp.

90 and 100). She is still on her way to Regules'

‘office.

The sub3ect1v1ty w1th wh1ch Fuentes attempts to

colour the segments of the past through these tech-

o nlques is, nevertheless, 1nev1tably diluted by the

fact that the narratives pertaining to the fictive

} . . N
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past do not, themselves, have subjective connota-
tions. The reader is nothallowed to discover the
thought process of the'cﬂaracters, but is constantly -
kept'at a distance by the»presence of a third person
omnisclent'narrator. In these partlcular cases, the
narrator does not even narrate what passes through

the mlnd of the character; Rather, the character [ o

" mind is ignored while the narrator describes the

event that took place directly and thegcharacter

whose memory has served as a point of departure for

the recollection of the past simply becomes another

object in the story that is narrated. Moreover, the

narrator, as in Las buenas_conciencias and La muerte -

de Artemio Cruz, has considerably more knowledge than.

the character.v This fact is particularly obvious in

. the case of Rodrigo and Pimpinela, whose "memories"

could not eitend‘as far as the perlod Wthh they
describe, and whose knOwledge of the events must be’
limited to vhatever‘they could have‘gathered ﬁrom
hearsay Moreover, Rodrlgo was4born after hlS

father's death and never learned of the past from hls

‘mother. Even in the case of Robles. memory in’

‘ "Feliciano Sénchez" and Norma's in "Norma Larragoiti®,

hOwever, it is impossible to ignore the evidence of

the narrator s more complete knowledge.f In fact, it

4.

‘appears that the one aspect that llnks ‘these four

'

@ o °



142

Segments in terms of the use of the third person .
omn1501ent narrator is prec1sely the fact that the
characters Who remember elther have only partlal
knowledge of what took place, or are reluctant to 7
prov1de a complete plcture of the past. RodrlgO'and
leplnela have only second~-hand lnformatlon of the
past, Robles and his wife Norma are the two charac--
. ters™of the novel most unw1lllng to remember 1t .N .
The drstance created by the third*person |
narrator between the reader and the subjective
recollections indulged‘in by the characters is fur~
ther magnifled by the presence of Ixca Cienfuegos, a
mysterifus, ubiquitous‘"intrﬁder" and "witness" %o o

L §

the remlnlscences of the other characters. Although

- )

hlS presence is less intrusive in the segments under

dlscus§1on than in the naﬁratlve segments to be dealt

- w1th/&ater, it does contrlbute to the conver51on of

the éﬁbjectlve recollectlon 1nto an objectlve narra-
tive, Although he does not . 1nterpose hlmself .in the
narratlon of the memory, Clenfuegos acts as a "sieve"
jdf screen » through whom everythlng 15»seen, or'eyen'-
as*a "mirror" in whom ewerything is reflected')yhs‘

T——
:such he«constltutes another barrler between the

reader and the’ subject, the character. Clenfuegos
‘has a mysterious effect on thé characters, in that he

'needs only to be near tﬁem in order for the past to
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/
be remembered. This is, in effect, the case of the

. characters whose memories prompt the sections
.entitled "Lcs de Ovandq", “Norma Larragoiti” end
vf?eliciano Sanchez". I#ca does not actually encourage
them to.think or to Speak of the past, but merely
,happens to be in the same general locatlon as they
are. He watches Pimpinela as she passes: by on her way
,to‘Régules‘ office, and at one point even manages to

ekchange glances with her. In the case of Norma

R
Larrag01t1 s recollectlons, Ixca is actually in her

home, to whlch he had been invited for a drink by her
husband,,geaerlco.“ Slm;larly, in the case of Robles'
fecollection'offFe;iciano S&nchez, Ixca iS'ptesent but
-dOes hot urge Robles,to remember. ?On the other hand,
he does oblige’ Rodrlgo to thlnk of his dead father, an
actlon Whlch glves rlse to the section entltled
"Gervasio Pola
-TheAinternal.objectivitg)of'these,segmehts of
_past time is not only a'result/cfhthe'bresence of the
'1omn1801ent narrator and Ixca Clenfuegos, but to a
‘large degree is a consequence of the attentlon glven
to the objectlve measurement of time, both in terms
cf realveVents of'recorded.history'and the chionologi—
'cal contlnulty in the sequence of events of the plot

itself. As ln_La'muerte‘de‘Artemlo‘Cruz, the 11ves of

* _the characters are made to_ccincide»with»natipnal
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historical eQents.“'"Gervasio Polal - (1913) 1is
temporally.situatea“ét-the height of the militaty
conflict in the Mex;ean Revolution; "Los de Ovando",
at the beginning of the military conflict; when Norma
- Larragoiti was five years old, the "Plan de Ague
Prieta" (24 April, 1925) had just been announced ;
Feliciano S&nchez was a popular, anti-government
leader in the Mexico of 1938. It can be said that
.each one of these sections represents e particuiar
stage in the ‘history of Mexico, from before the 1910
Revolution until 1954, that is outlined in the novel
as a whole. Thus, “Los de dvando" represents the

flnal ~days of the Porflrlato and the first signs of

the Revolutlon, while "Gerva51o

end "Fellclano
Sénchez" represent differe stages of the Revolution
itself. ‘Gervasio Pola, Feliciano Sénchez} and the
Ovando‘family, thevcharacters referred tovin the past
”narratlve sequences, are not only portrayed as hav1ng
llved at the tlme of certaln prec1se historical |
events, but as actually involved in them. In other.
words, their lives'ere intimatelylassociated with the.
histery of Me&ico. Seen in‘énothet light, it may;be
saidlthat Fuentes chose to create figures of some " eu»
historical interest as the'principel characters of’
his novels. o | _ | v | “

) - . T

The many hlstorlcal references, 6ften



145

accompanied by’ dates, particularly in "I.os de Ovando",
also help to provide the chronological framework
' within‘which'thé narratives develop. Invall of them,
when seen in isolation from the fictive present and
the rest of the text, a high degree of chronological
' continuity is established. There are geénerally few
breaks in the narrative. Chronolégicél'continuity is
maintéined throﬁgh'the obvious, causal sequernce of
events, and through specific information concerning
time, such as in the following examples, whicﬁ_are
taken from different narrétive segments:
- Entonces les azotd el pecho el frio qué
- anuncia el fin de la redonda medianoche
y el principio de la madrugada. (p. 81)
La madrugada de un domingo, antes de
que las campanas parroguiales comenzaran
a tailer, Gervasio camind amodorrado por -
la galeria hugs%)de Belén: (p. 89) '

- Iba a cumplir cinco afios el nifo.

2
AT

Cuando cumplidé diecisiete aflos y los
tfos le organizaron un baile, conocid

a un muchacho de la Prepa. . . . - ‘
(p. 124) N ;

Moreover, in éddition to the'dates which refer to
‘events of‘hationalvhisfofiCaI importance and those
attributed to‘eaéh'section of»thejtéxt'in the index of
theinoveif there are a nuﬁber of dates included in the
text itself‘which also éerve to fi# the chrdnology of.

the narrative:



146

Una noche'de marzo, en 1913 . . . (p. 78)
Cerca de Paris, posefan casa, en Neuilly,
y a ella se trasladaron en el otofio de
1915 doria Lorenza y su hijo. (p. 93)

Hasta la celda de Feliciano llegaban
los rumores de la flesta. 15 de septiembre.
(p. 379)

1]

With the exception of "Feliciano.Sanohez")

which is narratedicompletely in the third person by an

3 13 ~ 3 1] .
omniscient narrator, the impression of temporal
objectivity in the four segments we are discussing is

'lessened only by a few brief passages of dlrect

\

-

1nter10r monologue recordlng the thoughts of certaln
characters. In the case-of “Gerva51o Pola it is
'mainlyvGervasio's.thoughts that are recorded by means
of interior monologue (pp.. 81-82, 83-84, 87, 88-89).
In “Los.de30vando" _snatches of conversation from the

lpast fllt through Lorenza s mind as she remembers

{pp. 91- 92, 93, 94, 95, 96~ 97, 98, 99). In both these

cases, the verisimilitude of the narrative -form
employed is questlonable since the entlre ‘memory
passage. attrlbuted to Lorenza, 1nclud1ng the 1nterlor
monologue, is supposedly rememhered, not by Lorenza, .
- but by Pim;inela, and. that attributed tovGervasio‘ie

remembered by Rodrigo. The passages of interior

monologue in "Norma Larrag01t1 pose less of'a prob-

~1em ln terms of thelr ver151m111tude since the entire :

-



147

memory segment, including the interior monologue, can
}be éttributed4to Norma alone. The overall effect of
,Combining different narrative forms in these passages,
ho&éver,’doés not result in a significant disruption
of their internal ébjective chronology. It mighﬁ'
even be afgued that thé inclusion of briefvpassages
of dialogue'and'interior monologue in a third pérson
narrative serve to_heightén tne.impression of the
harrator’s §mniscienée.
Eé;h of the four segments wé'aré discussing is a .
single interiuption'of the fictive present in order
to introduce the‘past: This, Eogether with the fact
thétvthe past narrative is developed,vlikeAthe fictive -
present, with an éye to objective time, appears to.
~lessen the effect of’disruptiop caused by ihtfoducing
the past. ~ In spite of theAfact thét‘they repreéént
differeﬂt levels of time, the narrative in the fictive
pfeseht and these examples bf'the fictive pagﬁ have
much in common. Ne?ertheless,-ﬁhere is little doubt
‘that the fictive present is rendered temporally less
objective by the?presentatibn og'interruptions of the
. - past as'mémory.
' The recou:s§-t0'dialogue as a means of presenting
" _the fictive past is'usedlrélativel? sparingly in La

‘regibn més -transparente and is slightly less objéctive

- than the passages of the fictive past we have already
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~ . : :
discussed. In fact, only one complete past narrative

segment, and parts of two others, in which differenﬁ
forms predominate, are narrated thrdhgh dialogue.

The example in which dialogue prevails ﬁhroughout is
entitled “Libradgxlbarra" (pp. 180-188), and conSisﬁs
of Ibarra'svnerration of his own ﬁast to Ixca
Cienfuegos. The narrative-that results from the use
. of this technigue is re?reéentétive of a more squec—'
tive sense of time then those passages already dis-
cussed in one respect only: the character himself
narrates his own memories and the past is tnerefore
coloured by his vxeprLnt. Unlike the passages already
discussed,‘however, in "Librado Ibarra" there is no
need to give any emphasis outside of the passage
itself that the character is in'fa¢t~in tﬁe process
of remembering beeause this is}repeatedly>indicated

in his own words.. Since Ibarra makes constant refﬁr—
eﬁce to past time, it is easiiy assufied that he ig '
'remembering;. As with the third pe;sdn narratives,

his mehqries'are induced by the presence of Ixca
‘Cienfuegos, Qho nevertheless offers only“anvery

slighﬁ counterpoint to»Ibarra’s monologue. ' Even so,
the spoken word”in dialogue is the least subjective
level of human consciousness and, in this sense,'the
dlalogue in" the segment entltled "I,ibrado Ibarra" is,

akin to the use of the dlary in "Chac Mool"  The

7o
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i

\

significant difference, of course, is that the dia-
logue form makes it possible to involve two charac-

ters directly. If the third person omniscient

© narrative was employed to éresent the past of charac-
‘teis ig_their absence or in spite of themselves, the

aialogue'form is used for a éharacter who doés not

. hesitate to recall the past. In additidn, the
author's interest in the third person narrative was
in the possibility of‘portrayihg the past without the
interpretation or re-interpretation of a charactér;

: With a dialog&e, however, the author appears to be
more interested iﬁ discovering the poiﬁt of view of a

}

character. ' | - i
. 1
- As -in the group of passages discussed above in .

which the past is narrated by a third persoh) objec—-

tive time also plays an important role in the

develbpment of the past narrative in tﬁe form of

EN

diglogue.q References to history provide a constant

objective basis to the narrative:

Los nuevos gobiernos atrafan a. todos,
a los obreros, a los campesinos, a los
capitalistas, a los. intelectuales, a
los profesionales, thasta Diego Riveral!
Al revés de los cientificos de Dfaz que
se habian organizado de arriba abajo,
la Revolucibn primero se atraia a todas
las fuerzas vivas del pais. (p. 182)

Esos fueron para mf los frutos de la
Revolucidn --si es que la Revolucidén y .
el Jefe Maximo eran la misma cosa. (p. 184)
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Luego se -salié de eso y me dijd que en
. el campo mexicano no habfa nada que
hacer, gue eso quedaba fuera del
3 mercado en virtud de las leyes agrarias,
sobre todo ahora que iba a ser Presidente
_este C&rdenas, que era un hombre de
cuidado. (p. 184) -

w

?ates that are particularly relevant to Ibarra's

personal past as well as to the histbrybof Mexico are

provided throughout the narrative: "Ahf me tuvo
_usted hasta el afmio de 34" (p. 184); "Para 1936 ya no
‘habfa quién lo parara" (p. 185); "A reliciano lo

mataron un 15 de septiembre: la ley fuga" (p} 186)
These _dates, in adéition to prov1d1ng a link with ‘
~.objective historical time, help to maintain the

,chronologlcal contlnulty of the narratlve, which is

s

also consolldated by other temporal references, such
as to the time of'da¥, andvthe lepgth of time that

: elaéses befWeeqbone event and another.‘ |
Although the content 6f the dialdéﬁe allows an
. ijective chronology of the past to be éstabiished,
the recéunfiné of the past in this form results in a
,ﬁarrative which is closely 1inked’to the fictive
‘present, precisely becauéeﬁit is in the ‘fictive pres-
ent.that the speech Qf'éhe firsﬁ person narrator is
located. As‘the pést is recreated by this narrator,
there is no gpvious movement from the objeCtive’time

of the:develdping‘fictive present to interior time.
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Moreover, unlike the thought process,.which may be
depiCted'as occurring in a.brief span of time, words
%n-a dialogue need time in which to be spoken.v This
link with the fictive ptesent.is:further reinforced;
in’"Librado Ibarra", by the.presence‘of a third person
omnisoient narrator who intervenes periodically

(pp. 180, 182, 184, 186,n187,1188)‘to describe the
present condition of Ibarra and Ixca Cienfuegos. The
' ptesentationbof the past through dialogue thus pro-
vides one of the smoothest transitions frOmvthe
'fictive&present to the:past, allowing the reader to
be‘conscious of both_spheres at once. -Howevet, in
terms ofean objective re-presentation of the”past,.it
is probably the least reliable method_since'the focus
of attention does.not necessarily fall on what the
,chatacter thinks, but*only on what he‘wishes to 531;‘
- A 51m11ar recourse to dlalogue occurs, although
‘ to‘a 1esser extent, in two, further segments in Wthh
the past is otherwise predomlnantly presented through
;ndlregg 1nterlor monologues. In "Federlco_Robles
~(pp. 100—118)_and "Rodrigo Pola"b(ppg-13l-156),Lthe
past isgpresented_through the interweaVing of,dial
logue and interio: monologue. This techniqhebseems'

' ;articularly suited to ‘the charaoters'of Federtoo
'Robles'and‘Rodrigo Pola'both of whom are reluctant

to be entirely open with Ixca Cienfuegos, yet who,
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as ﬁwo of‘the most_important charactérs of the nbvel,
proYidewinteresting reéinterpretations ofithe past.
Their re—intéipretatidns occﬁr in the dialogue pof—
tions of the text, interspersed thréughout the:
narrative, whilé the interior monologues, diStin—_
guished‘texfﬁally_from the dialogue by italics and
" guotation marks} are}used to convey flashbacks; In
addifiontto providing an interesting counterpoint,
the effect of'ﬁhe use'oﬁ dialogué\inlboth of these
segments iS«similar"tobthe employment of dialogue i)
"Librado Ibaffa;: if brings' the feadér back fo,thé
‘fictive preéent. In ;he‘case of "Rodrigo.Pola" and-:
"Feae:ico Roblés*, it also prevents the reader from
becoqing qo@pletely absofbed in“thevmind'time created
by the iﬁterior monologue éequenéeé. In other words,
it‘addé objectivity to the‘reéreséhtatioﬂ of time_iﬁ'
these segﬁents;' | | ’

The two fictive past narratives mehtibned abcve,
"Federico robles" and "Rodriéo Pola", as well as two
, otheis,:ﬁPimpinela de Ovando" (pp.'292-301) and
fMercedes Zamacoﬁa"‘Kpp. 409-428), cbnvey the>fictive
“ past ﬁhrough_"loducioneé evocadas". By "locu-
ciones evocadas";we refer tO’; form of stream of
coﬁéciousness in which thé,characters Wﬁose

thoughts are portrayed are referred to in the third
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person. Although a third person narrator is employed,
this technique is not to be confused with what we
have already described as a third~person'narrative in

. \
which the narrator has complete omniscience. In such

passages in wh%éhithe past is evoked, the know-

ledge of the third person narrator is limited and

does not go béyOnd"that which the characters them—
‘selves cduld-reasonably know;"Aithough there are
oﬁher, fundamental differences, thesé charactgristics
are shafed by the four past narratives we have identi-
fied for discussion at this pofﬁt; Whereas the mono-
.loguesfcoﬁtained,in "Féderico'Robles“ and "Rodrigo
Pola" are’periodical;y intérrupted By the fictive A
present and‘by the past presented in dialogue, the
monoLogué contained inuLPimpinela de Ovandd" is con-

- tinuous and'represents,a singie,diéruétionbof'the.
‘fictive presentj "Mercedes Zamacona" is somewhat more
difficult to catégbrizé. Although it shares ﬁhe
majbrity of the'characteriStics of "Pimpinela de
Ovando", unlike other segments of this type, the
monclogue evoking the past is.not italicized.

Howéver, there seems‘to’be'no feal reason for this
ltypographieéi distinction. | )
| Sihcekthe fictiﬁe past is p:eéentga éssentially"

through a third perSon'narrator in these four pass-

agés, it is repeatedly indicated not only that the
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characters are remembering, but also that, as their
memories flit through their minds, very little time
passes in the'objective, reai,world around them; In
"Federico Robles", ﬁorvexample, the fact that Robles
is thinking‘rather’than'speaking and that Ixca
Clenfuegos understands him anyway, is clearly indi-
_cated 1n several instances. ThlS is Particularly
true of the following extract which precedes a passagé
giVen in italics, the typographical device generally
"used in .this novel to 1ndlcate the thoughts of a

' : k)
character'l3 o '

Robles no habl§. Detuvo Su mirada en la
de Ixca, y este en la de Federico.: Robles
se olvidé de sus manos Y su cuerpo;. dejé
caer los brazos y levant6 la espesa
-cortina de su mirada. Su mirada y la de"

, Cienfuegos se fundfan en una sola pupila,
2. pupila de recuerdos, lfquida y punzante.
. IXca no se permitié mover un mdsculo.

Como un fdolo elocuente, con su rigidez
invitaba a Robles no a abrir los 1labios
: 51no a abrir los ojos. . . - (p. 112)

After the,italioized section, the narratlve ls resumed
with the'comment: "No pasaron dos mlnutos entre las

dos miradas" (p. llS), follow1ng which Robles beglns

to s speak agaln. The contrast between the two mlnutes
of objectlve £ime whlch passessas Robles remembers,i

and the perlod of time remembered, emphasizes the

dlfferences between objectlve and subjectlve time.'

The scenes and snatches of conversatlons from the- past
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.fllt through hlS mlnd in an ipstant which has little
relatlonshlp w1th the years of objective time during
which those same events and conversations tooﬁ place
in the-past. Slmllarly, at the beginning'and end'of
the sequence attrlbuted to. leplnela s memory, and
prlnted in italics, she is- descrlbeduas'llstenlng to
a record, engaged in the same activity (pp. 291 and
301), and the same words are nsed to begin and end
the seqqenoe: "La nifia Pimpinela no guiere oomer?.
(pp 292 and 301). T
It is significant that the role offixca

Cien%uegos,_as the 1nst1gator_of thoughts,of‘the past,

occurs even in the context of narratives in which a

~more subjective sense of time is evident. Howewer,

- while.Cienfuegos does intervene in the dialogue which

‘forms part of the segments deallng with Rodrlgo Pola
and Federlco Robles, his presence i§ merely felt in
the scenes deplctlng'the more Subjectlve thought
seqnences of Pimpinela and Mercedes., In the ogse of
leplnela, Clenfuegos is no longer present ‘when she

does begln to remember.v He had left the scene when

’ she showed_a.reluctance to think of the past. In

"Mercedes ZamaCOna"; Cienfuegos never actually meets
Mercedes.' Her’memories begin to flow When'she is told
that a’‘man bearlng Ixca s descrlptlon is waltlng to

4see her (p 410)
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The four narratives included inlthis group por-
(“tray a more subjectlve level of tlme than the-passages
"dlscussed initially. ﬁhlle none of them is based on
a random association of ideas in the true. stream of
consc19usness mode, whlch is, in any event impeded
by -the thlrd person narrator, there is conSLderably
less attention to the creatlon of chronologlcal con-
ftlnulty or to the llﬁklng of events Wlth real histori-
cal time. In YFederico Robl;s", there is a clOser
approach to some kind of hlstorlcalrobject1v1ty as a
, result of references to old newspaper headllnes and
the reproductlonvof aq;entlre speech of Fr01lan
-Reyero whlch dealt with thé' revolutlonary struggle.
(pp. 103~ -106) . Slmllarly, although some chronolog}:v
cal contlnulty is to be noted 1n the development of .
the narratlve in "Rodrlgo Polaﬁ; "leplnela de Ovando"
Fand "Mercedes’ Zamacona" there areﬁfew specific
temporal references : '. ; - ZV“l' o
- In general the effect on the fictive present af
‘the noVer’produced by the inclusion of these four
narratlves ——“Federlco Robles" ‘"Rodrlgo Pola"
.“leplnela de Ovando" ‘and "Mercedes Zamacona"L— is to.
i
.‘render lt more subjectlve. However, there are ‘some
dlfferences among them.  As we have already. 1nd1cated,

the passages entltled "Federlco Robies" and "Rodrlgo

\Pola“ represent an intermlttent 1nterruptlon of the

¢

,’T,
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. .
fictive present narrative. As a’result;'the fictive
present narrative surroundlng these two eplsodes is
much more fragmented and therefore more subjective
than in the case of "Pimpinela de Ovando" and
“Mercédes Zamacona“, with which'the fictive present
is 1nterrupted in only a single sequence.-

The final type of presentatlon of the fictive
past is the most subjective of all the 1nterpolated
narratlves of the past. In "Rosenda" (pp. 224 237)
and “Hortensia Chacdn" (pp. ;AS/355), the 1nter10r
flow of mind time 1s presented almost w1thout ’v
1nterrupt10n in dlrect 1nterlor monologues.’ However,'
’even in these segments of the novel the monoldgues
‘are not entlrely in the stream of consc1ousness mode., :

'Instead of a narratlve based only on the pr1nc1p1e of

random assoc1atlon- 1n the nmnner of the flrst person

V,Zfragments of La muerte de Artemio Cruz, the narratlves

ln-"Rosenda and "gorten51a Chacén"'comblne the _“‘
oharaoteristlcs of a first person 1ntrospective
. narrative and some free assoeiation»of ideas..

. A3 ih other past narratives, Fuentes nakesda
At'point‘of indicating/that the'oharactérs”are“_ speak-
ing, that 1n\fact there are few formulated words.' Eqr

:example, Rosenda Bola speaks only a few words, the

| rest are "unpronounceable thoug!1ts"° :
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.Ixca alargé el brazo . . . para llevarlo

a los labios transparentes de la anciana

hecha de costras de cebolla que gemfa

- ronca 'y desarticulada desde el lecho de

latén, dando a sus ojos una infinidad

de expresiones a medida que las palabras
los pensamientos ‘impronunciablesg le

cruzaban, como una inundacién impetuosa,

por el cerebro. (p. 233)

'Horten51a Chacdn, too, speaks very 11ttle- the
majorlty of what Ixca Cienfuegos 1earns from her is
through her thoughtsr. After ten pages of reminis-

. cences,'the reader is“tOld: "Decidib, con rencor,
romper el bochornoso silencio . . .". (p 355),
clearly 1nd1cat1ng that she has not been speaking up .
to this point. The flé% of thought of Horten31a
Chacén and Rosenda Pola is 1nterrupted only for brief
moments when they utter a few words to Ixca
Clenfuegos, words which cOnnect the thoughts that

e .
Ixca reads 1n their eyes.

The effect of these segments of purely subjec-
'tive t1me on the fictive present is to suspend it, to
dlsrupt 1t in a more radlcal manner than in any
other parts of ‘the text in which the flctlve past is
introduced. Except‘for»the_few‘words.nttered‘by
LHortensia and,ROSehda, there is no point of reference,
' no llnk, between the'objective fictive present and
the thought process, once the latter has begun to
flow. -

In termsﬁof~the'preSentatiohVof the past it is
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evident'that the interior monologue provides perhaps
the;least coherent and least reliable portrayal of
past events. hThe narratioﬂ or-those events is
completeIY'coloured by the consciousness of the

" character. By contrast, the use of the . thlrd person
omnlsc1ent narrator is most rellable 4in terms of
preSenting an objective picture of the'past. The
other two methods, dlalogue and monologues evoklng

the past, are ~compromises between these two extremes.

. They allow a somewhat objectlve view of the past

while also permlttlng the p01nt of view of the char—
acter to be - expressed From this it may be con-
cluded that Fuentes was interested in portraying_the
personal histories of Rosenda Pola andkHortenSia
Chacén; that he’wanted to highlight the historical
| past;associated-with_Gervasio.Pola, the Ouando'familyt
dand'Feiiciano Sénchez; and that he wanted‘to'emphasize_
,a comblnatlon of the personal and hlstorlcal past in’
the case of Robles, Rodrlgo Pola, leplnela, Mercedes
'Zamacona,.Norma.Larragoltl.and leradoNIbarra. .
.Approximately one—thirdtof‘the'pages‘of,La reyidn

) més_ transparenteare devoted to a recovery' of past

'tlme _both hlstorlcal and personal. This,vin‘itself,,
als an 1nd1catlon of the slgnlflcance of the past 1n
~ the novel and lts effect on lts temporal structure. ;

. As. has been pointed out, recourse to the flctlve past )
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generally implies some degree of subjective time.

When this fact is considered in combination. with the

manner in which the fictive present of La regifn mis

transparente, as described in our earlier chapter, is

affected by other,ﬁnon-objective elements, it can -be

'_concluded that the total time structure of the novel

e

-is predominantly subjective.
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NOTES

1,

A.A. Mendilow, Time and the Novel (New York,

1972), pp. 96-97.

) 2 It should be emphasized that these references
- to the past‘are to a past that 1s, in a sense, exter-
nal to the novel since they atﬁude to a tlme'that nay
ibe considered as being prior to the beginning of its
fictive present. Such references should:therefore be
bdistinguished from those which must he associated -

~

more directly with the fictive present itself and are
internal to the novel in'that'they~allude to inci=
dents that have .occurred earlier, but as part of its

"present" action.. Thus, in the first person narra-

tive segments of La muerte de Artemic Cruz, referf

ences to events that occurred before the day of
Artemio's death are to an external .past, whereas

those whlch-allude to an earller moment of the day on

*. which he dles, such as the frequent repetltlons dlS-

cussed in our prev1ous chapter, refer to an 1nternal
past and represent a recuperatlon, not oi the_tlctlve‘
:past, but of the flct1Ve present In this chapter,
we are concerned only with those allu51ons which |

refer theureader to the,flctlve,past.

3 Mendilow, p. 118, - = . -
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4 See Percy Lubbock, "The craft of Fiction:

Picture, Drama and Point of View", in Approaches to

the Novel, .ed. Robert Scholes (San Francisco, 1966),

pp. 244-271.

A

5 This method is to be distinguished from that
in which a first person narrator is responsible for
the narration of the entire story, most of which is
likely'his own personal past. In this case, the
narrative of past events ccnstitutes ancther fictive
present, subordinated to'the ﬁpresentf in which the
mgxrator finds himself at the moment of narrating.

The empha51s is not on "mlnd time" as such but on

events as they occurred The narrator in this case

narrates the story of his past, summarlzlng hlS own
past thoughts as Well'as‘the exterior actions of the
characters.v Such is the method employed by Proust 1n

A la recherche du temps perdu.

6

- There is some difference-between‘the use of‘the'

.diary in "Chac Mool" and in “"Tlactocatzine, del

‘jardfn de Flandes".  Whereas, in "Chac Mool", the

it is the basis of the total story and,-more

dlary is used to recuperate only a certaln perlod of
4
the past, ln "Tlactocat21ne, del Jardin de Flandes"

“importantly, constitutes the fictive present of the'

narrative.



163

»

Given the formal characteristics of Las buenas

conciencias, the narrator's precognition in this

s .

particular case isgnot difficult to accept. After the

v

first two and a”halﬁ pages of the novel, the reader
] . f\ ’ L
is fully aware that the outcome of the action of the

novel belongs to a pastvthat is already known to the

-narrator.

-8 The principal difference between the two types
of memories is the fact that while those of La muerte

‘de Artemio Cruz are narrated in the third person,

those of ‘A 1la recherche du temps perdu ‘are narrated

~in the first person. Moreover, Proust's involuntary
'memorles appear to focus onf the recreatlon of a

sensation more than anything else, Artemlo S memories
re- create a past that is malnly conveyed through an

A

objective narrative.

9 Mario Benedetti, "Carlos Fuentes: del signo

barroco al espejismo", in Homenaje a Carlos Fuentes,

:ed qelmy F. Glacoman(Long Island City, 1971),~p. 100.
10 The:eleventh episode-sithates.the young

. Artemio in the pre-revolutionary.years (pp. 280-306);
the thlrd and seventh segments deplct Artemlo 1nvolved
in the mllltary struggle (pp. 63~ 85 and 170 202) in
the second and fourth. eplsodes Artemlo is- shown to be

/.
dlrectly 1nvolved in the post-revolutlonary land

¥ Co e - .
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reforms (pp. 30-55 and 93-116); in the fifth episode
Artemlo is a participant in the polltlcal 1ntrlgue
,that followed the Revolution (pp. 125- 138), and in

g the first eplsode his role in the 1ndustr1a11zatlon
of the country is portrayed Tn addition to these
direct connectlons with the history of Mexico, ‘
Artemlo is also shown to be linked to the Spanlsh
~Civil Wwar through his son Lorenzo (pp 228-241) .
Finallys, in the second of the second person narratine
. segments (pp. 35~ 36), on account of Artemio's
1nd1genous ancestry, he is also related to pre-

Columbian times.'

11 ; '
Nelson Osorio, "Un aspectp de la estructura de

La muerte de Artemio Cruz", in Homenaje a Carlos
o R ©

A
Lt
(R4

Fuentes, ed. Helmy F. Giacoman, PP. 125-146.

12 yelson Osorio, pp. 139, 140, 143-144,

3 . ~ o .
l. Italics are also used‘to dlstlngu1sh other

types of narrative from the rest of the text- the‘
fflrst two and a half pages of the text whlch appear
_to represent the thoughts of Ixca Clenfuegos; other,
'random thoughts of characters sporadlcally conveyed
in the fictive present- songs, and the v1gnettes con-
‘talned in Part II, whlch we have dlscussed ln

»Chapter I. N
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“CHAPTER III , - ///\”

THE FUSION OF@PAST AND PRESENT = . |
. v >
‘ "
The discussion undertaken in the first two
_chapters of this study indicates that a clearly dis-l
tinguishable fictive present and?%nfequally well
~ defined fictive past are the_twophost significant
‘formal”characteristics_of Fuentes' early fiction.
,Whlle the fictive present has been shéwn to be a major
’factor 1nfluenc1ng the unfoldlng of the narratlve and
the elaboratlon of a basic structure upon which that
narrative is founded the fictive past has .also been -
1dent1f1ed as a SLgnlflcant element contrlbutlng to
the form of Fuentes' novels and short storlesa It is
vnevertheless ev1dent that, although it has been poss-
1ble to separate and describe the characterlstlcs of
the f1ct1ve past and the present 1n Fuentes' works,
:these two periods of time do not ex1st and are not to‘_
-be understood 1ndependently of each other. The reader
is not expected to regard ‘what he has read as a
}comp031te of fragmented entltles. On the contrary,

aléhough confronted ln some of Fuentes works w1th a’

series of texts 1n whlch the past and the present of

165 . o »

-
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the characters are segregated the reader must con-
stitute what he has read into a 51ngle contlnuous
narrative and mustvendeavour in some way to combine
the dlfferent pertods of time. Thus, having descrlbed
the formal characterlstlcs of the representatlon of
the past and-present in Fuentes' narratives, it is
now - necessary to deal with how the text is received
by the reader. From another peint of hdew, lt may be
}*said that, hav}ng seen some of thevformal characteris-
tics evident in the creation of a sense of time in
Fuentes' Works, it iS'now relevant to consider cer-
taln related aspfcts of content. - ~

In the first instance, even in the context of
their apparent separation, it is approprlate to speak
of'a\blending_of past and present. .in the simglest of
terms, it may‘be said that the disposition'of the

content in Fuentes' narratives is intended to persuade
ﬁ

~

the reader that past and present 'should not be
segregated and that, regardless of appearances, the
formal characterlstlcs of hlS works serve to. promote'
thelr fus10n. The structure of his works and the _
mechanlsms employed to shift from the present to the
past, and v1ce versa, .are designed to lull the reader -
lnto an acceptance of the g%slon of the two tlmes.

~ The structure of the novels themselves therefore

'.

imply that past and.present shouldvbe seen ‘as one. '

. - - \
w0 " t
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As‘a pqint.of departure for a discussion of the
fusion of the past and present in this\chapter, it
willhconsequently be useful to review the devices
employed as’a means of obercoming the sense of frag—
mentation that appears to arise from the'structure
of the narrative. ' ’ |

‘It is obvious that no real problemrarises; in

this regard, with respect to Aura or the majority of

stories in Los dias enmascaradde.. With the excep-
tion_of."Chac Mool", these works contaiﬁ no sustained
narration of the fictive past. The past and present-
are not formally separated but are part of a single,
contlnuous narrative. Wlth all of Euentes other.
early works, however, the need to integrate‘past'and

: present.aarrativee does arise, ana to varying degrees.

~ In "Chac Mool", for instance, the preblem is not a

~
<

maﬂor one. In“the,first piace, the true fictive pres-
'entp(the timeioccuog;a by the stbryteiier's narra-;
ttion), is notrsignificantﬁin the development-ofgthe
story‘itself thus alloWihg the past narrative which
we have referred to as the recent past to assume, to
all 1ntents .and purposes, the functlon of the flctlve
present. In the second place, the more'remote.past~
is presented in the form of a diary, which is one of
‘the ﬁbre eaeily\acCepted forms of narration.of,the
past. A'minimumigf mental'effert“ievtherefore»
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necessary on4the part of the reader in moving from
oneiperiod of time to another. Thevabruptness of the
shift in time is,further diminished by the fact that
» the past does not appear.to intrude on or interrupt
the present.d The past itself constitntes the subject
of a single, continuous narrative sequence and iS-the
pr1nc1pal source of the action that is unfolded,
whlle all interest in the development of the present
is temporarlly suspended .

The same conclu51on may be ‘reached w1th regard

to Las buenas conc1encras. vIn spite of the very
radical shift from Jaime(s preseﬁt to a remote time

' some one hundred>years‘before,'this single shift in
time does not create great.prohlems for the reader.
The introduction of-the“past as a‘function of Jaime's
'memoryils ea51ly accepted Moreover, once Jaime
starts to remember, the process is not 1nterrupted by
references to-hls present moment. The past is
developed continuonsly'until it ultimateiy merges

quite naturally with'Jaime'srpresent time. Thus,'in'

Las buenas conciencias, as in "Chac Mool", the

'segregation of'the past and‘present is 1ess'affected

"1pby the formal\characterlstlcs of the narrative.®

s

On the other hand, the lntegratlon of the past

in La reglén mas’ transparente presents a somewhat morey

dlfflcult task.‘ Not onl% are narratives pertalnlng
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&

te the past of the charactersg separated from the

~p
7R

o]

narration of the fictive present, but the problemvis\
compounded by the iarée proportion of the total text
devoted. to the pdst aad, also, by the fact that
Fuentes has'presented it from several points of view.

Thus, rather than-a continuous -series of recollec-

tions attributed to .a single character, as in Las,;

L

- buenas conciencias, in La regibén masvtransparente
therefare eieven different passages of fictive past
attributed to eight different cﬁaracters in total.
Moreover, although the past is lntroduced in each

case as a functlon of the memory of - one of the charac—
ters, a number of.drfferent~techn1ques, as we have
already,Seén, are emplejed to obtain this effect: As

‘a result of this situation,;the.demands p}aeed on the
reader to‘imtegrate the pastvand the.presemt vary

| cOnsiderapi§; It is much casier for the reader tov:
accept the fusion of past and present in lerado
‘Ibarra's narrative of his own past (pp. 180 188),
51mply Qecause he speaks of 1t as he remembers it

~ from the perspectlve_of the present.' There 15;

~ therefore, -ho categorical'change-frpm one.period
efbtime to anetﬁer and,ne absolute,segregatien-of?
past'ahd present. *A:similarlylsmooth‘plending of

v past and present lS achleved in the passages attrlbb

uted to Federlco Robles (pp- 100-123) and Rodrlgo ’

§

b
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+Pola (pp. 131-157) for very much the same reasons/

In both passages,-the_characters sometimes‘speak : ;J)///. A~

their past as they remember it in the present,zand,

‘at other times, are'depicted;_through‘the use of a

. S 5 =
"locucibn evocada", as if in the process of rgmember-

ing. In comparison with these cases, the most

difﬁicult shifts to accept are3those in whlch a radi-’

‘cal and sudden break from the present occurs in order

to. lntroduce a sustained narratlon of the past, such :
as in the segments entitled "Gerva51o Pola" (pp. 78-

90),,"Los de Ovando" (pp .91~ 100), "Norma Larrag01t1"r

“(pp. 124- 131) and "Feliciano Sanchez“ (pp. 379-384).

Yet, even in these cases, because the past 1s/always

shown to be a product of a character s recollectlons,
K

the readeriis invited to comblne the past(and the

present rather than be persuaded to separate them

; purely as a result of the narratlve form employed

La muerte de Artemio Cruz presents several unlque

[y

: problems w1th regard to the fu510n of past and pke-

'sent ~ The past is lntroduced into the narratlve by

-

-means of a hlghly artificial structure, in whlch tHe ™

narrator s perspectlve is conveyed throﬁgh three

dlfferent narratlve persons. The flctlve past, as'

: presented in the thlrd person narratlve, at flrst

¥

'appears.to-be,qurte unrelated,to the perspectlve'ofi

‘the first person' narrator. Howéver, just as the

~A
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.third person narratives pertaining'to the fictive °

'ipast in La reglon mas transparente, the reader has to

accept - e blending of the past and present through a p
‘number o devices, most of whlch.are not 1mmedratelyp~
evident eo him,t The fact that the fictive past
segments“occur'in’a-rigoronsly.observed sequential
order, which also includes thefsegments representing
'the.fictive_present ane thefsectiOns of the novei.,
"narrated in'thersecond‘person, means'that they cannot
be avoided and cannot be segregated entlrelﬁ A"

'certaln reIatlonshlp between the past and the present

,;s therefore malntalned as a result of théir constant

™~

"'juxtap091t10n. At the ‘same tlme,,the‘second person

‘Z

'narratlve segments,. 1n whlch the past, present and
(. > '
'l.future are. comblned,tservé'to create an effectlve .

ttransxtlon from the present, 1n the flrst person
;narratlve segments, to the past, in. the thlrd person
-narrative segments. Abpve all however, as 1n Las

/ LY

"’buenas concrencras and in La reglén mas transparente,

‘",rthe reader is ultlmately obllged to accept, at least .

';to some degree, that the thlrd person narratlve and
_fﬁthe past are fuhctlons of the memory of a character,
"ln this case the memory of Artemlo Cruz.v The perSLst-

”[fent 1ndicatrons to thls effect, which we have already,h

*if?fdiscussed in our prev1ous chapter, cannot be ignOred'f;t

As a result of these derces, it could not be-*‘””“

PR e T . -
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present irrevocably. As in the case of the other

172

-

. concluded categorically that'the reader of La muerte

de’Artemio'Cruz is ledwto separate the past from the

&

_kworks dlscussed, the formal characterlstlcs of narra-
rtlve structure, even when con51dered by themselves in .

lsolatron of other consrderatlons, are not necessarlly

"

.conduc1ve to such’ a conclusion.

Notwrthstandlng the precedlng comments, it mlght

be sald that, whatever the textual dlsp051t10n of the

_ flctlve past in relatlon to the flctlve present and

R

regardless of the degree of chronologlcal fragmenta-

vtlon 5 whlch,the narratlve is submitted, the reader

w1ll always endeavour to reconstltute the events

Egnarrated in a novel accordlng to the chronology of

T-

‘,thelr occurrence.« In addltlon to thls natural, self-

1mpgsed exercrse, whlchfleads to a form of lntegra-‘

'tlon of past and present the reader is also obllged

'to undertake another exerc1se, 1mposed on hlm by the

author, as a result of the fragmentatlon of the S

5_ narratlve.a Rather than only placxng events in a

'711near sequence produced by a chain of causes and

effects, the Sporadlc 1nterpolatlon of the past, 1n,.

- La_ reglén mas transbarente, or 1ts methodical 1nter-- K

: ruptlon ‘of the present, n La muerte de Artemlo Cruz,_,_h

‘:"Jobllge the reader to compare what occurs in the

'"”1_,present wzth certamn events from the past._ Thus, by




. 173
‘creatingya situation in which comparisons_can be more
easily made, the formal characteristics of the text
contribute to ‘a particular kind-of fusion between
them. Eyents and people from the past cannot be
.forgotten and 1rrevocably con51gned to the past.
Not only do they affect the present, but they can
‘recur 1n the present. By the same token, the

recurrence of the past in the present'snggests, as

*

~will,be\seen later, thatrtime should not necessarily
\be understoodve;clusiveiyhin terns of a linear
\sequence, but should also be thought of as cycllcal in
.nature. These 1deas, relnforced ‘in part as a result
of the relatlonshlp between the past and the present
achleved as a product of the textual dlsp051t10n of
i-Fuentes' narratlves, may also be attrlbuted to the:
v'nature of the content of his work and, 1n partlcular,
tp the phenomenon ln contemporary Spanlsh Amerlcan
.»f&ctlon generally known as maglcal reallsm.

To some extent, maglcal realism is the con-
-sequence of a certaln attltude of indifference towardsj
;the tradltlonal dlstlnctLOns‘between~so-called"

- realxty and unreallty , between dream and waklng,i
Vbetween fantasy, dellrlum or. madness and the tanglble,'
everyday world. Although few crltlcs have attempted

'a formal definltlon of the phenomenon, there appears'

| to be some consensus as ‘to the impl:.cations of mag:.cal’_ B

. . o - R o
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realism in Spanish American literature. To a
certain extent, this, sense ofimagical reality is
inherent in what Alejo Carpentler refers to as

"lo real marav1lloso"
' 4

Lo maravilloso comienza a serlo de
manera inequivoca cuando surge de una
inesperada alteracibn de la realidad
(el milagro), de una revelacién
] privilegiada de la realidad, de una .
s ‘ ‘iluminacién inhabitual o singularmente
. favorecedora de las inadvertidas
rigquezas de la realidad, de .una - '
" ampliacifn de las escalas y categorfas
de la realidad, perc1b1das con particular
intensidad en virtud de una exaltacion :
del espfritu que lo conduce a un modo de -
estado lim:Lte.1 : an 3

o
- In comparlson with thls stetement, Luis Leal makes

the follow1ng observatlons w1th regards to maglcal

- realism: ~° -, - ‘ , -

§

4
\ r—..-/

- ‘ ’El realismo méglco es, mis que nada,
una actitud ante la realidad . . ;. En
el realismo mégico el escrltor se
enfrenta a la realidad y trata de
desentraﬂarla, de descubrxr lo que hay
de misterioso en las cosas, en la vida,

_ - . en las acciones humanas . . . o

. " . En el realismo mégico los

"+ - acontecimientos claves no tienen una
explicacibn l6gica o slcéloglca. El
migico realista no trata de copiar (como

- lo hacen los realistas) o de vulnerar
.. (como lo hacen los surrealistas) la.
realidad clrcundante sino de captar-el
,mlsterlo—que palplta en-las cosas.2

By referrlng to the coﬁcept of magical realism
” we w15h to Qraw attention to Certain forms of

, .

L.
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description in which objective and subjective percep—

175

,

tions of reality are confused. 1In suohvdescriptions,'

the distance between Yseparated periods of time is -

\blurred, with the result that it i

-

7 s\\o{ﬁonger suffl-.

01ent to speak in terms of fictive past and . fictive
present ;%he sense of reallty that is presented
corresponds to 'a total supra-reality which 1nc1udes all
the varled aspects of reallty, as if they all existed at

o

at the same tlme ‘and could be uhderstood on the same g

plane. In" some of Fuentes' early works, an apprec1a-

. tion of his representatlon of tlme is affected by these

cqn91deratlons. Thls 1s\to ‘say that, rather than

' representlng dlfferent perrodﬁﬁand stages 1n the pro-'

T

de Artemio Cruszill share this quallty.

gress of time, past and present coex1st The works,
S O A

or parts of Fuentes' works, Ain whlch thls phenomenOn

is most.lmmedlately,ev1dent generally.lnclude elements_’

- : M . . o R . .
' of the supernatural'and‘several‘of-them, paradoxiCally,

4
contaln no sustalned narratlon of the flctlve past.

Four of the storles of Los dias enmascarados ("Chac a

N !

Mbol" l"Tlactocat21ne, delsjanéin de Flandes"l'"LetanIa' :

w 3

‘de la. orquldea .and ”Por boca de los dloses") Aura .

‘and parts of La. region mas. tran_parente and La muerte'
% % A

o In "Chac Mool" the real" and the “unreal“ are’

blended so well thatyiby the end of the story,,the%‘ o
reader easily finds hlmself absorbed 1nto the world
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N
created by the story without clearly knowing whether
it is the "real" world to whiich he is accustomed or
one which is pure fantasy. At thevbeginning, the
reader'is introduced to the very.routine, contempo-

rary world of a. ClV1l servant ‘who happens to be
AN

‘ 1nterested in Mex1can 1ndlgenous art. Ihenhvhe is

‘gradually drawn, and without explanatioa, into a
situation that‘beoomes progressive}y more fantastic;
-.‘Filiberto,hthe'civil ser&antj-bugs a statue of the
Mayan rain éod,.Chachool,:and; after/takihg‘it to .
his home)ldisco&ers.that_it gradually heoomes-humaﬁ
 wh1le he is subjett to a number of unexplalned

incidents,’ such as. several breakdowns 1n the household

plumblng.."

Each of these 1nc1dents ﬁepresents a, stage 1h |

the graduél usurpatlon'of Fl;lberto s everyday reallty'f
‘ by ‘another reality After the first breakdown inithe*
plumblng, Flllberto beglns to hear unexplal d noises -

";at nlght, which he attrlbutes to h s 1mag1n \tiont

Sy W‘ﬁt "Desperté a la una: habia escuchado un

.T»hﬁ\ - - quejido: terrible. °Pensé en ladrones.

s~ Pura imaginaci6én. L e
S - "Los~ lamentos nocturnos han seguldo.
e - No.8é€ a qué dtribuirlo, pero estoy .
v : 'nervioso. (p. 15) y ‘

« Subsequeptly, he flnds that the matexlal of whlch the

b. ~ \:,%
@hoss-covereQ/Chac Mool is mpde 13 softer to:thé touch

%&liberto Again refuses tovaccept what hfg senses tek%~0\<=;*;’:

R . ) S
! ) hd .: < o < ‘ . S T
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him is happening- "INo quise creerlo . . . Increible
. No quiero eSCIlblIlO « « " (p. 17). Even

when he is sure that Chac Mool is becomlng human,

he experlences great dlfflculty in- bellev1ng it:,

"No cabe duda-- el Chac Mool tlene
vello en los brazos.

, "Esto nunca me habfa sucedido.
Tergiversé los asuntos en la oficina;
+ + « Tendré que ver a un médico,
saber si es imaginacién, o delirio, o
qué, y deshacerme de ese maldito Chac
Mool. (p. 18) -

‘The disintegration of Filiberto's‘sense of stability,
Tl%hich increases at the same rate ae his "reality" is
transformed by that to which Chac Mool belongs, is
conflrmed by the fact that the readlng of the dlary is
v,abandoned in ordgr for the narrator to f111 in some
gaps in the’ account of the’experlences recorded by
t,FlllberTO (pp. 18 and 21). Moreover, Flllberto s
acceptance of thlS other reallty, prefaced by a. brlef
ed;scussion oh the subject of-reallty<1t$elf (pp.v18519),'
is mﬁéh more{noticeabie'after this point;/ Chac'Mool;s
changes and hlS act;ons are§descr1bed w1th/what 5 !
'“appears to be understandlng on Flllberto s part He'

-

itells in his diary how the raln god eventually takes
. P-\ °
_complete;charge of ‘his’ llfe, orderlng hlm to brlng

the water whlch he needs constantly.' Whgn Fil;berto

:finally refuses and escapes ta Acapulco, he- drowns in

W , Y

¥ tﬁe ocea?f as lf punished g¥4the god.for hls'.'




disobedience;,f L
The reader seeking‘to'account for‘these incidents
in the terms of conventlonal reallsm may belleve one of
two thlngs at this p01ntJ/ either Filiberto, as a
'result, perhaps, of the monotony of his jOb has 7
gradually lost his mlnd and he has imagined the entlre
eplsode, or 1t is all to be dlsmlssed as a fantastic
story that has nothing to do with "reallty" The end
‘of the story, howeveér, ellmlnates both possibilitiesi
_of such a facile'explanation~ When the narrator
(Flllberto ] frlend),lreaches Filiberto's house, Chac
'Mool appears at the door\and spzahs?to\hlm._ Thus, by
‘means of the narrator, who has)establlshed hlmself as .
perfectly rellable, what had- appeared to be. fantasy is
substantlated as fact. Th= result is not only a blend
of the real and unreal but also a blend of the pre—
sent and the past, the - contemporary world of Flllberto~
'fand that ofgthe\atav1st1c past of the Mexlcanllndlan.
N hSlnce ‘Chac- Mool is shown to be allve in contemporary

-

' 'Mex1co, tﬂe hlstorlcal dlstance of centurles between

! . /\ . -

'the past and the. present,has been anlhllated
o Not only 1s Chac'Mool allve ln modern Mexlco but- |

‘v:so are all the Aztec gods. Tlazol, Tepoyollotl,,f |
_’Mayauel, Tezcatllpoca, Izpapalotl Xolotl Quetzalcoatl,
'5Tecclztecat1 Ilamatecuhtll.4 In “Por boca de los"

. d#?gesf . the 2§thagonist Ollverlo flnds them llving in
LT . .! ,A.. ‘ oo ,. . v n.‘,\_-

& ( Kb «
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.ifactrons.. This may be lnterpreted as an 1nd1catlon
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‘
the baseﬁent of a modern hotel The fact that he
_needs\to take an elevator to reach the basement in
'which.they are living should‘not‘be Seen as an
anachronism, but simply as part of‘the context of'

eVeryday contemporary reallty in which the events of
the story are*placed In comparlson w1th Flllberto, '
the fu31on ‘of dlfferent realltles brought about
through Ollverlo is less.gradual and appears to
present the protagonist w1th llttle dlfflculty in-

, understandlng 1t.> In the flrst place, tpe story beglns

-

.WIth a passage which does not introduce a concrete
reality but appears to bevmore»ln the realm of the
_ supernaturalf_ Qhe‘narrator;fwho is;not‘yet identified{‘lf
as Oliverio, imagines himself-besieged‘and persecuted
by belngs from the underworld, as he awalts the
stroke of mldnlght, when they are- expected to appearl
In the second place, even before Ollverlo ] confronta—_
1tlon w1th the old: gods of Mex1cq, he 1s 1nvolved ‘Ain an
1nc1dent which can best be descrlbed as surreallst."
_lIn an art gallery, he flnds that the mouth of a por—
‘tralt 1n a contemporary palntlng is able to laugh
Ollverlo rips off the mouth and carrles 1t about w1th

| 'hlm in a pall. It accompanles hlm wherever he goes, =

'speaks for hlm, a.nd eventually controls all hls ; ’7.. -

: that OLiverio ls the "mouthpiece- of contemporary

v

D
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Mexxcans, while the fact that he is eventually kllled
by the godglconilrms the nétion of the re-emergence/
and triumphﬁof the past in the present; In any case,
the_incigent with the mouth,clearly‘prepares an
appropriate setting, so that the eventslthat follow}
in whlch Oliverio meets flrst with Tlazol and frpally
'wrth the gods of the Aztec Pantheon, become" more
readlly acceptable.

Although‘the process’is less gradual and the two
realities are ieSS-clearly distinguishable than in
bbﬁChac_Moolﬁ, in "Por boca deyLos dioses" the past

clearly takes over the present,.just as the fantastic
replaces the real , By the end of the story, the clear’w
focus on contemporary life has dlsappeared Ollverlo,
who had supported modern art aqalnst Don Dleqo s
tradltronal stance and is apparently representatlve of
modern Mexico, is‘destroyedjby‘the gods from the;past.

The past isdfﬁrther’eyokedfin the number of thebhotel
_froom, 1519, in whlch Ollverlo lS staylng.f Slnce the
number c01nc1des ‘with the date 1n whlch Cortés entered _
f MeXlCO,'lt’lS also symbollc of the flrst 51gn1f1cant
encounter 1n Mexlco between Ehropean and 1ndlgenous
'Amerlcan cultures, evoklng both the confllcts and the
compromlses that have arlsen as a consequence of the
jcon;act between two c1v111zatlons and thelr respectlve -
' phllosoph;esi‘ The foundatron lS thereby laid for- the °

A
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sense of opposition between the past and the present'
mhi?h pervades'the entire story. The present is.not
only meshed with the indigenods,past, but with the
events of the Conquest period‘of Mexican history.

Very much.the’same effect is achievedi in
“TlactoCatzine} del jardin de Flandes", the story of a
»man who flnds hlmself ln ‘a house haunted by the ghost
of Carlota, wife of the Emperor Maxlmlllan, ruler of
' Mex1co.between 1864 and 1867 ~In this story also, a
sense ‘of the fantastlc progre551vely predomlnates, as’
the protagonlst and the reader are slowly drawn 1nto

another reallty", which both are -made to.accept. .As
in "Chac Mool"; the 51tuatlon establlshed at the
beglnnlng of the story is clearly contemporary with
__modern t;mes. . The protagon;st ;s the friend oflan

. adventﬁrous.husinessman, Brambila, who;has.bought a
lavish old mansion in which he élans to entertain his
' North American'business associates; :Theiamhience:of
hcontemporary society ismfurther’reinforcedvhxfrefer_
enoes‘to Brambila's_ﬁrequent planeftrips.to'the United
-States (§.138)) and to the'practioe of demolishinq'old'
i:man91ons in order to replace them by bu91nesses and
bofflces (p 37) ' Thls SLtuatlon, however, 1s con;:
;trasted almost 1mmed1ately ‘with- the old world eleganCe,

‘ of the house, whlch is descrlbed in detall. As ln

LA

'D sl : - . .
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appropriate setting for the development of alplotv
which contains elements of fantasy. The first hints
of- another reality", however, are very Sllght and
are not at all startllng to the narrator-protagonlst.
He srmply attrlbutes it to the season of the year:
Hoy, aqui, si he vuelto a experimentar,
con un dejo nérdico, la llegada del
R otofio. = Sobre el jardin que. obseryo - ,
. mientras escrlbo, se ha desbaratado un.
velo gris; . . . El humo..del otofio
cubre el jardin hasta las tapias, y
casi podrfa dec1rse gue se escuchan

pasos, lentos, ‘con peso de respiracién, - : '
entre las hojas cafdas. (p. 41) o

Later, he begins to feel gradually overwhelmed by what *
he hlmself recognlses as "another world"' "Si ya en — —-
la casa rozaba la epldermls de otro mundo, en el |
jardfn me parec16 llegar a sus nervios . . . Era un

paisaje flct1c10,,lnventadOn 1El Jardiﬁhno,estabaven
México" (ép.'42—43);_ The.protagonist is. thereby
'SOmewhat‘prepared for the appearance Of;é figure ln

that "fictitiOusbgarden". When'it does appear to him

(p. 43), he does not attempt to explaln it, bnt rather
l.trles to attach hlmself to thosewthlngs which remind S
‘hlm of hlS everyday ex15tence, such as the telephone |
‘or the movies: »“No hay teléfono en la casa, pero

podrIa sallr a la avenlda,,llamar a mis amlgos, 1rme

‘al Roxy .;;_ (p. 44) He reallzes, however, that a.

' strange force compels h1m to stay in the house w1th
o T : : . 0,‘ ) ' : L e
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h’fvldea of the fusxon of past and present’ That is t°
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his gaze fixed on. the.garden, and he tries to

convince hlmself that there is nothing unusual 1n

that is happening to him: "No me voy a dsus tar porgque

)
/

alguien saltoila.tapia y entré al jardin" (p. 44).

‘When the ghost appears again, the protagohist is

forced to'accept the existence in the garden of

‘someone who does not appear to be eal He. descrlbes

the flgure ln detall, as he watches 1t dlsappear, and

ensures that his bedroom door is: well locked The

9next stage in his gradual acceptance of the‘ presence :

e

‘of the ghost lstprec1g1tated by a note Whlch he .

T,

recelves from her. From then on, the protagonlst

‘beglns to expect the ghost, to awalt her appearance

and p0551bly_some,51gn from her. He 1s§no,longer

» ..

 apprehensive, butbdesires to speak to her. Finally),

after receiving a love note from her, he joins her

’n’the garden..‘This is'the final stage of‘hrs

acceptance of the dther reallty ' He becomes

a»gMaxlmlIlan, Carlota 8 husband The real and the ’
'unreal, and the past and the present, are thereby
hfused and become one. The past has usurped the

AN

',‘p081tlon of the present.”~g" | “'.""‘»fJZb-ht.ﬂﬁ{

Compared to the majorlty of the other storleé offt

presents a much less 1itera1 interpretatlon of the
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‘say that the past doeslnot reappear in the presenE‘In
a form in which it mayvbe easiiy identifred;\sh‘sym-{
: bollc return to the past 1s effected when the
narrator,_who has sped through a dizzying serles of
changes 1n a/relatlvely short perlod of tlme,_reaches,
a’ pornt whieh appears to. be the beglnnlng of human
hlstory In this story,'ln whlch the idea of °rapid -
consumptlon 1s pushed to rts most absurd conclusrons,
c1v1llzatlon ls shown strlpped of all- vestlges of ah
1ndustr1alr2ed socrety and frnally returned to a
purer state in whlch nothlng but man and the natural
earth ex1sts; It is ln thls sense only that the pastn

¢

) and present meet

‘ In all of the short storles dlscussed above,;

s wrth the exceptlon of “Por boca de los dloses" in

whlch the process 1s presented somewhat dlfferently,

a’dlstlnctly'“real" world is establlshed at the f;

beglnnlng of the story, only to he gradually fused
- w1th an "unreal“ world which 1s 1nt€iguced and slowly .
accepted by the characters ahd the’ reader. .Tﬁere‘ls
llttle dlrect contrast between the two "realities”-;
but rather a gradual blurrlng of a sense of demarca{
,'%5t10n between them, or an alteratlon of everyday rf}

H 0

- reallty, untll a 51ngle supra-reallty remalns The T

impre551on of contrast rs mlhlmlzed by the fact that, _r'.v

-

the reader 1s not presented at the beglnnxng wrth twoh~'

- @ o . . . RS o
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- conflicting views; but only‘wlth'one; which is com- i
patlble with hls own, normal sense of reallty Like
the gharacters, the reader is unw1tt1ngly drawn into
a reallty Wthh he dld not anticipate. . g

This is also the procedure employed in 5252'— The
"real", contemporary world, Wthh Fellpe leaves on

-enterlng Consuelo' 's old man51on, is flnally replaced
by the'"unreal" 51tuatlon into whlch‘he is ultimately_.

~.assimllated. In thisvnovel,‘more than in any of .

f Fuentes' other,earlylnovels,:thefpast reappears in:the

present‘and'totally absorbs it Its reappearance 1sv

-more substantlal tggn the return of Artemlo S past to

haunt or to help him, or the return of Federlco Roblesl

past to dlsturb h1m.. In Aura, the past absorbs the
present and replaces 1t, w1th the Iesult that any
dlstlnctlon between them dlSappears. -Yet FeLlpe.
becomes aware that it is the past in whlch he is belng‘

"enveloped only when he reads the General s mem01rs and

-, finds that the w1dow Consuelo llves constantly in the

.past, and lntends to malntaln her youth by whatever‘
- means necessary.v Fellpe hlmself, regres51ng in tlme;

'actually becomes the General, her husband._ | .
It is suggested in the novei that an element of .
1nsan1ty is 1nvolved. the General mentlons in hlS S
memoirs that hlS wife ha& appeared to be 1nsane and g

had the. hablt of taklng drugs to malntaln her youth

.".
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lt is'alSO possible to exPlaln the whole situation as.
pure fantasy‘on'Felipe's part: perhaps he is dellrl-
_ous, th‘létrange, ‘damp atmosphere of the house may
.-have made_hlm-lll,‘or'he may have been drugged in the
course of one'of'the old lady‘s experiments with the
numerous plants in the house.v But the events of the
‘story are n@t to be “explalned away" in this. manner.‘
lee the protagonlst of "TlactocatZLne, del jardin de
Flandes", whlch 1n many ways seems to be a first draft
of Aura, Felipe MonterO'ls‘gradually lured away from‘
theA real“ ex15tence ‘that he knew, into another
reallty in which, by the end of the story, he appears
!to part1c1pate qulte w1lllngly
| As in "TlactocatZLne, del jardin de Flandes"‘
where the protagonlst 1s\s1tuated from the beglnnlng
in an ordlnary, contemporary reallty,,Fellpe is .
1n1t1ally presented as llVlng the very routlne, every—
day existence of a partjtlme school teacher and
historian. However,'Felipe‘s absorption into
Consuelo s world is a much slower process and hlS.
..re51stance is apparently stronger than that of the
protagonlst of the short story.. ThlS is prlmarlly
because the novel allows more space for development
‘:than the short story’r Hence, much more empha51s is
glven to descrlblng the normal routlne of Fellpe s 54'

. 4 -

i mundane ex1stence before he enters- the house. It ;s‘

¢
~ ! . -
- T ot
* .
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emphas1zed for example, in the detalled presentatlon
of Fellpe s everyday~act1v1t1es, such as rldlng the
bus, flndlng his busfare, readlng the newspaper,
smoklng a cigarette, having a cup of tea, leaV1ng a
tip (pp. 9~ lO) Moreover, even after Fellpe has
answered Consuelo s advertlsement in the paper, has
accepted the p051tlon offered and moved into the ‘
house, he contlnues to be portrayed in- the most rou—
tlne of dally act1v1t1es at the same time as he. 1s
becoming the unw1ttlng accompllce to Consuelo s strange
cbehav1our. The detailed references to when Fellpe
smokes a c1garette, when he eats breakfast lunch and.
dinner, when he looks at hlS watch, when he . dresses and
undresses, when he sleeps, -and when he wakes up constl—
tute the ba51s of the actlon narrated in all f1ve
¢chapters of the novel
; 'Although Felipe is»fully aware of an atmosphere of
antiqultyland mystery from the moment he enters the
house, it is not until the final. moment of the last
chapter of the novel that he capltulates and accepts
| the 51tuatlon surroundlng hlm. However, hlS acceptance,'
_and the reader Ss 1s not sudden but is subject to.a -
: slow and sometlmes almost 1mpercept1ble development
,Although Fellpe is aware of strange c1rcumstances in.

the house and w1tnesses several unexplalned 1nc1dents,-

he manages’to malntaln a certain distance from the
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abnormalltles he notlces and he’ trles to Lgnore them.
3

When he notices for ﬂhe second tlme, for example, that ,
f,there is an extra place set at the dinner table, he
does not ask for an explanatlon, but 51mply shrugs 1t

off as another strange 1nc1dent.

Pero’ el cuartoi'cubierto también est4
puesto. Lo notas de pasada, ya no te |
preocupa. Si el precio de'tu futura
llbertad creadora es aceptar todas las
‘manias de esta anc1ana, puedes pagarlo 4
51n dificultad. (p 32) - .

 However,v1n spite of hlmself Felipe: gradually becomes
- involved, to the extent that he beglns to ‘doubt hlm—

self Aura's beautlful green eyes have a strange

effect on hin: -

' —

Al fin, podrés ver esos OJOS de mar que
fluyen, se hacen espuma, vuelven a la
calma verde, vdelven a inflamarse como
una ola: td los ves y te repites que
‘no es cierto, que son unos hermosos
ojos verdes idénticos a todos los -
hermosos ogos verdes que has conoc1do.
(p. 18) .

Yét only does Fellpe notice a change in hlmself but

he’ also trles to flnd an easy explanatlon for it:-

. + . al fln levanta la mlrada Yy ta
- vuelves a diudar de tus sentidos,
.. atribuyes al. vino el aturdlmlento, el
‘mareo que te producen. esos ogos verdes.
(p. 24) o .
 Dudas, al caer sobre la butaca, 51 en
~ realldad has VlStO eso; qulzas sélo

.
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uniste esa imagen a los maullldos ‘
espantosos gque per51sten, dlsmlnuyen,
al cabo terminan. (p. 29)

In spite of his efforts to remlnd hlmself of the~'
routine, everyday reallty whlch had been malntalned
'through such act1v1t1es as checking the time ahd
~attending to_hls,ba51c dally needs, Fellperbecomes,i
,moré and more involved in Consuelo's mysterious way of
life. Once. he is convinced that Aura is kept in the
- house as a prlsoner of Consuelo, agalnst her w1ll, in
,order to perpetuate the old woman' s 1llu51ons of/youth
and beauty, Fellpe dec1des to save. Aura. Eventually,
therefore, he becomes more 1nt1mately 1nvolved w1th
~her. On the flfth and flnal day of the story, his
fourth day in the house, he awakes in Aura s bed ‘and
senses lmmedlately that somethlng catastrophlc has
taken_place._ His lnterpretatlon'lsfthat some other
half of himself has been created through his contact
with Auraﬁf |
Te lleyasrlas.manos a las sienes, tratando.
de calmar tus sentidos .en desarreglo: esa
.- —tristeza vencrda te insinGa, en voz baja, _
"~ en el recuerdo inasible de. la premon1c1on,
que ‘buscas tu otra mitad, que la concepcidn
estéril de la noche pasada engendro tu
proplo doble. (p. 49)
§
This is the flnal step in the gradual absorptlon of

Fellpe s. "real" world by the "unreal" one bf Aura and

Consuelo. They have, in fact,‘managed to re—createv
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General Llorente in Felipe. Fellpe however, is

¢

not yet aware of this and contlnues to struggle

agalnst the fofces of the unreal Only when he

\

comes to thHe end of the General's memoirs does he
reallze that Consuelo is lnsane and has ‘created Aura,

4 and only then, does he see hlmself in the portralt
of the General At that pornt Fellpe knows that d
he 'is lost;‘ He has been overwhelmed by another

| reallty, but hds also been overwhelmed by the past.

~ The, past of the General and Consuelo have flnally
totally ecllpsed the present of both Fellpe and
Consuelo. The _young. Fellpe and the old Consuelo

- become the young. couple that llved almost one hundred

\

years before For the reader,_Aura has come to be as

\ e

‘real as Consuelo and 1t is her 1mage that remalns,
more than that of-the'-real" Felipe or the "real"
Consuelo. Consuelo s past has thus ecllpsed her
.»unattractlve present
The underlylng confusron of different: tlmes and
'realltles in Aura has a profound impact, on the

o apparently clearcut structure of the novel What -
' \
appears on the surface to be a dlrect, objectlve tlme o
s

structure, in whlch the actlon lS developed over a

l
w

perlod of flve days, 15 contradlcted by a dlfferent

sense of time 1mp11ed by the content of the ‘novel.

Tlme acqulres more subjectlve than obJectlve :
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connotations and, in effect, Felipe's discovery;vat.

the end of the novel, that time by the clock has

r~

become invalid: for him is equally true for the novel

“itself. The way in whlch the past. completely usurps

the p081t10n of: the present by the end of the< story

. lnvalldates the apparently objectlve structure of the

novel and the objectlve perceptlon of tlme From

'thls point of view therefore, the overall tlme

structure of- Aura 1s even more subjective than those:
early novels of Fuentes in which the present is frag—
mented by the 1nterruptlon of the past.

In La reglén m4s transparente, it is the presence

- of Ixca Clenfuegos and the widow - Teédula Moctezuma -

that contributes pr1nc1pally to the creatlon of a
SLmllar atmosphere in whlch a dlstlnctlon between the
past and present and between the real and unreal is
blurred The character created in the figure of Ixcay

Clenfuegos is itself symbollc of the fusion of past

and present and comblnes not only the mythlcal Indlan Jf

tradltlons but also the hlstory of Mex1co since the

Conquest. H;s name, composed of an»lndlgenous flrst
nane and’a:family.name of Spanish origin, embodies'the,"
cross of two c1v1llzatlons and phllosophles in- Mex1co.
Moreover, Ixca is the character through whose eyes

the entlre/aetmo, of the novel, wh1ch 1ntegrates the

‘past and the Present*~1s seen. »The'threeepage,v_-
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v

prefatory passage.to the novel (pp. 19-21) ~of Wthh
he is the narrator, and: the epllogue of S xteen pages
(pp. 454—470),afe“the primary eXamples o’ the fusion
of‘past’and present In the preface, referring to:
1some of the most essentlal characterlstlcs of man's
ex15tence in Mex1co, Ixca invokes the mythlcal and
.historical past of the country and, indirectly, | v
~compares them w1th the contemporary s1tuatlon The |
tflnal part of the preface includes a sentence of some
twenty -three llnes in whlch Mex1c0‘C1ty is descrlbed
,vln terms of an enumeratlon of all 1ts essentlal
qualltles encompa551ng references both to its llteral
hlstory and the symbols of its character. Th$ epi*
'logue, con51st1ng of a s1ngle sentence, is an endeav—
our to capture the essence of Mex1co as a whole._ It
is based on.an- enumeratlon of ‘the heroes and'antl—»v*
heroes of the atav1st1c, Aztec and Mayan past,. of the
colonial past, and of more recent hlstory, and pre-
‘”sents a rev1ew of the most 51gn1f1cant soc1al
polltlcal and economic condltlons that have affected
its development A 51m11ar endeavour to prOV1de an
overall view of Mex1co 1s>also to be found 1n the
novel and, on ‘this occa51on, Clenfuegos serves as
.the necessary vehlcle of expre551on. Looklng out on_
to Avenida Ju&rez from Robles' offlce,‘he_envisages

~ the currentistate of Mexico, represented by the people
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‘he sees -on the street, as a summation’of its total
Lo '
history: i

Desde los v1drlos azulados de la oflclna
-de Federico Robles, Ixca Cienfuegos
recorre con la mirada la extensién de la -
Avenida Juarez. Ve, gsobre todo, a los
hombres y las mjueres ‘todos los dfas
- « +» Y quiere desnudarlos sébre los
dias que seffalan el recuerdo derla misma
avenlda, con otros hombres, pero con los .,
~ mismos ~ojos duales, presentes en el -
- origen y en el destino, alineados o
- mezclados en turba. (p. 268) '
The character of Tebdula MOctezuma is also'a
' synthe51s of the mythlcal past and the present of '
: Mex1co. As with Ixca Clenfuegos, Tecdula S name is -
"symbollc of the merglng of the Spanlsh and Indian’
'ClVlllzatlonS, Te6dula belng of Spanlsh orlgln and
Moctezuma of Indian- orlgln.- She contlnues to prac-
‘tlse the sacrlflces and rltes of centurles past, as 1f_
she were indeed llVlng at that'tlme. Her entlre way
of llfe perpetuates that of the Aztecs of pre—
'Columblan tlmes,,as lf no changes had taken’ place
since then. Not only is she psychologlcally attuned
- to the. past but she is, as it were, able to make the
past return in jre present and thus comblne ‘the two °
¢t1mes. o &
La wiuda observd a Ixca con una mirada -
. lejana, de incomprensién total. Anclada.

en un dfa 'y un afio que habfan desaparecido
~hacfa 51glos, que nada tenian que ver con
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el momento 1nelud1ble de ese dIa de ese
(p. 341) -

o "~ « . . Tebdula abrié los ojos, . . .y
: dijo con una voz que jamis se escuché,
v, - que de haber resonado sélo pudo hacerlo
53, -en’'un tiempo muerto y olvidado, sepultadb-
"» en ‘agua y cenizas y caracolas y plel de -
tambor’, una voz de escamas mas que de
palabras:  ~-Nos . acercamos a la divisién
de las aguas. Ellos morir&n Y nosotros.
resuc1taremos al allmentar ) (p ©343)

"In like manner, pages 209-315 describe how Teédula, o
with the help of Cienfuegos, performs an ancient

rite in-whichfthe skulls' of her dead husband and

!chlldren are- dug up. and worshlpped Slmllarly, the
death of Norma: Larra901t1 de Robles by flre 1s under—
stood by Teodula and Clenfuegos to be a sacrlflce to .
the dead and to the gods who must be satlsfled In
addltlon, other characters, such as Robles and Rodrigo‘
Pola, who are con51dered to have betrayed thelr past
are also pursued\ A o N \‘
Notw1thstand1ng the presence of Ixca Cienfuegos
;'and Tedd la Moctezuma, and the 1nfluence that they exert'

on th events and characters descrlbed in the novel

'the past has a role in- La reglén mas transparente

dlfferent from that glven to 1t in Aura and the

storles of Los’ dlas enmascarados. In La'reglén més

,4transparente, the past’ does noét gradually usurp the .

'pOSLt;on of the' present but is portrayed as a force

that constantly ex1sts_alon981de it. The recurrence

{
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of the past in the“preSent'is therefore not‘so‘muCh o l'%.
the result of a partlcular process oﬁ events as 1t is-
the product of a prevalllng smtuatlon. As a result,
-the narratlve does not trace a gradual development in
_whlch the present is replaced by the past. What
4voccurs is that each of the characters 1s forced to
‘recognlze the existence oftthe past and to accept it,
not as somethlng.whlch can be forgotten but as a force
that c0nt1nually lurks beneath the surface of the

present Moreover, the element of ‘the supernatural is

- m1531ng. It is ev1dent, for example, that Tebdula

practlses her mythlcal rltes as part of her own every-

day ex1stence ‘
"To the extent that they répresent neither the v

' past nor’ the’ present exclu51vely, and 1n the llght of

-

the manner in Wthh dlfferent tlmes are blended in
) 3
them, the elements of La reglon mas transparente tO'

~ which ‘we have referred thus far can be said to convey -

~ a sense of tlmelessness. Because of thelr underlylng_

meanrng, they cannot be categorlzed w1thout reserva~‘v

tion as part of the chronologlcal contlnulty of the

: flctlve present or- the flctlve past. Indeed because‘
of the lmpllcatlon that the past is comblned w1th the
present they may " be con51dered to be partlcularly

_ "tlme laden" : They disturb the neat, chronologlcal

;contlnulty of the. flctlve present and therefore [

i
[
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substantially affe¢t the total impression of the

‘temporal structurekoﬁvthe_novel. ‘The time ‘covered by .

b}

‘the work is stretched immeasurably to include a

. . -
- . . . R .

mythical period when time itself was measured in.

.different terms "As a result the breadth of the work

is expanded and acqulres added depth of meanlng.

A very 51m11ar effect is achleved in La muertep‘

"pde Artemlo Cruz through recourse to the second person

'narratlve vorce, whose functlon, rf only because of

its many—faceted 1ature, is,somewhat,more difficult
to pinpoint than‘theVusages to which‘we have already

,_

preferred {h an earller chapter, we have alrea%K

N dlscussed the use of the second oerson narratlve to

Y

complete“the_descﬁiption of the actlon of the flctlve

‘present, left incomplete as a result of the semd -

consc1ous or unconsc1ous state of the flrst person

-narrator In thls regard the second person narrator

represents the subconsc1ous v01ce of ‘the protagonlst

R . @

whlch assumes the narratlve when he loses consc1ousness,

. \
or falls asleepur'It may also act as hlS cons01ence or

.alter eao, make observatlons, pass Judgement and

'generally assume a dldactlc and morallzlng tone.
In another sense, however, and much in the manner of
.Ixca Clenfuegos, the second person v01ce represents

,fand comblnes the past and the present as well as

>

"referrlng to the future.(7As w1th Clenfuegos, it__

1



oversees all the present and past actlon of the novel
and regresses, not only through recorded hlstory, bub
to ‘the mythlcal, atav13t1c past “Thus it refers w1th
'equal freedom to the moment of the conquest of. Mex1co,
'of whlch Artemlo Cruz is hlmself a symbol (pp.‘35 36),

' "and to the mythlcal “journey of unlversal man from hlS

®

Vvery beglnnlngs to the present

T
4

Aprenderés -a ‘frotar dos maderos hasta:
. 1ncend1arlos porque necesitaris ‘
4 arrojar una tea a la entrada.de tu.
‘ Cueva y espantar a las ‘bestias :que no
- te distinguirén,. que no diferenciaran
tu carne de 1la carne de otras bestias.
y tendrias que construir mil templos,'v
dictar mil leyes, escribir mil libros,
adorar mil dioses, pintar mil cuadros,
- fabricar mil~ maqulnas, dominar mil
pueblos, romper mll atomos. (p"207)

.‘ N
. > o

The second person narrator, moreover has the

ablllty of seeing the past in the present and the

‘Jpresent in the past as well as the1r future 1mpllca—';}

) f“tlonS.’ He refers to the 1mmed1ate future w1th1n the

novel 1tself in the sense that he generally fore-

S casts what is- to ‘be remembered by Artemlo Cruz 1n the:

_thlrd person narratlve segments that always follow the

'lsectlons spoken by the second person narrator.v Hef

"‘also refeds to. Artemlo s lmmlnent death ' Furthermore,“""

the majorlty of the second person narratlve, whether

197

3

referrlng to the past, nresent, or. future, employs the

)

-future tense.: Thls unusual narratlve technlque results

a

= P
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in cohsiderable temporal cdénfusion and in an apparent

contradiction, particularly when past and future are
. , _ - _ | o

combined as in the phrase "ayer volaras" in thes

following passage:.

S6lo quisieras recordar, recostado’
‘allf, én la penumbra de tu recdmara,
lo que va a suceder: no quieres

.. -prever lo %ue ya sucedib6. En tu
‘penumbra, los ojos ven hacia adelante;

no saben ad1v1nar el pasado. Si;
ayer volar4is desde Hermosillo, ayer
nueve de abril de 1959, .en el vuelo i «
, regular de la Comparnifa Mexicana de
i ‘ '_vAvaac16n que saldri de la capital de
/ _ - Sonora, donde har& un calor infernal.
(p. 13)

On one level; the use of_the‘futureftense needlnot be
.seen as partiduiarly startling;lsinee it does refer
rto the 1mmed1;te future in the text. That is to say,k~
that 51nce, in the ﬁajorlty of cases; it refers to
the-past'whlch’w1ll be repeated in Artemlo Cruzus
mind, it might‘bebtheughtjbf as an acceptable, ;f_

unusual usage. There are several instances,'however,
' Y

in whlch it does not refer to what follows 1mmed1-»

'ately 4in. the text It lS employed to. glve a sense of

t

; tlmmlnence,'of lmpendlng doom, . to the entlre actlon
descrlbed and appears to dlrect Artemlo Cruz hlmself
Thls concluSLOn is in keeplng with the functlon

\

"hattrlbuted by Fuentes to the second persSn v01ce.

[

..+ . el subconsciente, especie de Virgilio

f@ ’. . . o 1 . . \\
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y'que 1o guia por los doce - circulos de su
infierno y que es la otra cara de su
. espejo, la otra mitad de Artemio Cruz:
. es el "TG" que habla en futuro., Es el
subconsciente que se aferra a un
porvenir que el "yo" --el viejo moribundo--
no alcanzard a conocer.

The use~of the second ‘person voice and the future

’tense in.La, muerte de Artemlo Cruz is remlnlscent of ‘a

51mllar usage 1n Aura, but there is ‘a substantlal

dlfference. Unllke La muerte de Artemlo Cruz, in Aura'

the future tense never refers to the past but to the
‘present, and occa51onally-to the future. 6 For this
"reason, once the reader of Aura becomes accustomed to
the usage, there is in fact llttle temporal confu81on
‘as a result of employment of the future tense.

‘In company w1th La reglon mas transparente, La,

muerte de Artemlo Cruz dlffers substantlally from thei

works prev1ously dlscussed in thls section of our
‘vchapter 1n that the usurpatlon of the present by the
"past is not at lssue In both novels, the\past is

portrayed as co—ex15t1ng with the present. Thus, in

La muerte de Artemlo Cruz, the second person narrator
.'does not v1ew a separate Present anddpast,‘one of
Lwhlch gradually replaces the other. On the contrary,
‘he presents a 51tuatlon 1n whlch the two coex1st at
:all tlmes B -

The tlme structure of lLa muerte ‘de Artemlo Cruz

is compllcated and - enrlched apprec1ably by thls second
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person narrative voice in,which past, present and
future are fused ‘to a degree even greater than in La

,reglén mas transparente, in whlch ‘the effect is

?prlnC1pally obtalned by the presence of. Ixca
Clenfuegos.V ThlS is partlcularly because of thev
,regularlty with which the second person narratlve
voice occurs, and its constant reference to the mythi-
cal past of Mexico "and of man 1n_general.~ Armand F.
.Baker, ﬁhO'Sees it as a "supra-consciousness",

A

comments,

Parece ser la voz de la conciencia

colectlva del pafs, o ma&s aun, la

-conciencia universal de la raza

entera, a la cual pertenecen todos,

los hombres de todos los t1empos.7
The time span of the novel may therefore be thought of
as occupying a great deal more than -the twelve hour’s
of Artemio's agony,nor,even the seventy-one years of
hisflife.“'In'a_sense, it'covers Mexican and Spanish,
recorded hlstory up to the conquest of Mex1éo, and
the ex1stence of man since: the beglnnlng of time.
Moreover, the regularlty thh which the contlnulty of
the flctlve present is. 1nterrupted by thls supra—
conscxousness coverlng all tlme severely affects any
’ absolute sense of ob3ect1V1ty ln the measurement of

,_trme.: In fact, it sets the whole scheme of the novel

‘within a subjectlve-tlme.frame,



201

- The recurrence of the past in the present and the
' resultlng fusion of the two times, as described above,
clearly 1ndicate that the past and present cannot be
entirely segregated, and that the notion of present
time does not enEail totally abandoning the:past.

Given this situation, it also seems obVious that time,
as. represented in Fuentes works, cannot be seen only
in terms of its'linear deveIOpment. Since the past
.reappears, the present may be seen as its repetltion

as well as its contlnuation In this sense, the for-
ward movement.of‘time, progress and change are little
more than_a constant regressiOn to the past Which

. gives the advancement of time the character ofha
cyclical pattern. _Basically, the notion of cyclical <
time also entails the meetlng of past and present It
implies that an action finishes at a p01nt wh1ch -
corresponds to the one where 1t began and, therefore,
that in spite of the passage of tlme, there has been

no real or radical change. At theZsame time, it ‘//
suggests that time- progresses 1n accordance with cer:
tain patterns that are continually repeated, whether
‘they are shorter patterns corresponding to hours, days
or weeks, or. longer ones, such as years, the span of a‘
human life, or’ centurles.' -

In our discu551on of the fictlve present in

Fuentes' works, it ‘was concluded that in spite of the
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predomfﬁance of a linear chronology ev1dent in the’
.development in the majority of the narratlves, there
was a marked tendency to portray time in terms of a
vcyclical movement. The impression that a cyclical
notion of time is of paramount importance to Fuentes'
works.is thatwmuch.more evident when each of them is
examined in its entirety, taking into acconnt,both'
the fictive past and_the fictive present and what we
have now described as the fusion of past.and present.l
It‘then becomes clear that all of Fuentes; early'works
possess a cyclical strncture which, although‘occasion¥d
ally leSs;obvious;in-the,formal sense, nonetheless
'superimpose; itselfron all other'structures. Such a
structure is apparent principally as a result of three
, aspects of the- textS' 'certaln characteflstlcs created
vas a consequence of the dlspOSltlon of the texts-‘
themselves; the specific representatlon of tlme as a
. cycllcal phenomenon and the descrlptlon of human'
actlons within that context;_and certain characteris-
tics of tne'thematic“COntentlof the works. |

| By textual disposition,ﬁwe.refer to the‘way in
which‘portions of the-narrative may be ordered in
such a manner as to obllge the reader to see a
cycllcal form represented in the work ‘In ‘some
instances it.may be that the reader is made‘to’relate
tthe’beginning'andlthe end of the_ﬁorkiand thus to see

N

A
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the narrative as'a whole as transcribing & completed
circle. In other 1nstances, certaln structures within
the narrative. ltself obllge the reader to thlnk 1n

terms of the cycllcal connotatlons of tlme.

La regibn més transparente provxdes one of the

”

most obvious examples of a dlSpOSltlon whlch affects‘
the entire text by bringing its beginning and end
together. As»we.have previously indicated, the novel -
‘2beginsfand ends with similar kinds'ef passages which

- do not beleng tolthelsequential chronology of either
"the fictive past or the fietive present, bnt'which
emphaSize éﬁe cYclical'aspects of life in'general.
These passages 1nd1cate Ixca Clenfuegos ability to

see the reflectlon of Mex1co s past in 1ts present and

‘ to understand the 51gn1f1cance of the meeting of the |
past and the'present._ In both passages, also,; a cer-
vtaln sense of fatalism is expressed, implicit in ther
1dea of a cycllcal return.s Thus the phrases repeated\
at the end of both passages not only reflect thls
fatalism but,vbecause of their repetition, also serve
tO‘consolidate-the;link between the beginming and-the
end of the novel:_ "Aqﬁi nos tpéé;JVQué le‘vamqs a
haber; "En la-regién més'transparente'del aire". (pp.
21 and 470). 'The repetitien of these phrases, together5;

- with- the fact that both . passages contain the same

basic theme, 1nd1cates/that, in spite of éhe 449 pages
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.;at the end of the novel as at the beglnnlng, 1t is
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|

of text between them, and in spite of the progression

: , \
of time in the fictive present, we have not advanced

beyond‘the point ofddeparture of the novel when we
reach its final pages. -Theientire narrative . is
| | -

therefore enclosed in a circle;irepresented by the

prologue and the epilogue,.which entail no movement in

time.

The s%ructure underlying Las buenas conciencias

is also cyilical. .In fact, the link.between the”

beginning
o

thanzln La)r;glén més transgarente, s1nce it is

nd the end of the text 1s even more obv1ous

brought about by the repetltlon of an entlre paragraph

‘descrlblng;Jalme S'actlons:

S

A

Cam1n6 de regreso a la casa de los

antepasados. Habfa salido la luna,
y Guanajuato le ‘devolvia un reflejo
*Violento desde las cfpulas y las
rejas y los empedrados La mansién

. de cantera de la familia Ceballos

abria su gran zaquén verde para
. recibir a Jalme. ~(pp. 9-10 and 190-
1'f-l91) SR B :

. v RAN
. . L
PN
. B

If Jaime is'seen'performing‘exactly the same actions

even ‘more ev1dent that time has not progressed at

least noq in the flctlve present. ‘Unlike La_regibn
! 3 D;,,‘ oY
as trangphrente, .the llnk between the beginning and

’ end i’ Las buenas conc1enc1as serves’ prec1sely to.

I
1nd1cate that.there has been no movement ln tlme in
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the fictive present. A circle is created through the
connectlon between the beglnnlng and the end of the ‘
text, and by the fact that the story is told by tak-
‘1ng its end as a point of departure and by gradually
returnlng to the same p01nt through a recuperatlon of
the past.

| A 51mllar'structure is eV1dent in "Chac Mool",
in whlch the story beglns not at the end but near the
end, and then con51sts in a recuperatlon of the past.
That is to say, that Flllberto s death is mentloned
at the very beglnnlng of the text and that his story
is then narrated only to return to- the point where
he leaves for Acapulco and subseguently dies. ;mheg
fact that Filibertols death itself is not the end of
- the Story as,such means that, in fact, an absolute
:circle is not created through the textual dlSpOSlthn

of the narratlve. The general effect however, -is-

very 51mllar to that experlenced in Las buenas

‘conciencias because it does involve the major portlon :

'/_)— <

of the narrative.

lIn addition to these broad structures affectingv
‘the form of_the'entire textt»there are‘other,,internal,
'structures,in Fuentes works whlch create a sense of

’cyclical time, In La muerte de Artemlo Cruz, for

example, a cycllcal structuxe is ev1dent in the con-

_stantly recurrlng pattern of the narrative constructed
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on a triad of narrative voices, the‘first,_second and
third persons singular. A cyclical sense of time,
moreover, isfevident in the sequence of each_triad,
in‘thatveach narrative voice represents a s?ecific
time, the present, uture and past'respectively Each
.trlad is therefore /a compos1te of two. 1ntegrated
cycles, der1V1ng the dlfferent tlmes and narra-
tlve voices, and is, in turn, part of a larger cycle
made up of the succession of trlads that constltutes

~the novel as a»whole; Although‘lessrevenly than in

La muerte de Artemio'Cruz;va similar effect is created

in La regién‘més transparente, as a result of‘the
changes from one time period. to another, 1n a relatlve—
'ly rhyﬁ.pucal manner. The 1mpre551on ‘of a cyclical

movement is further obtalned in La reglén més

transparente by the rhythmlcal effect arlslng from the

deplctlon of 51multaneous actlons 1n.Part I and the

o

,regular interpolation of the vignettes of Part II.

In some of Fuentes' early works, a cycllcal sense

(2]

of time is also conveyed through textual repetltlon.'

Already dlscussed w1th reference to the passages

'v‘occurrlng at the beglnnlng and end of La regibn més

transparente and of Las buenas conc1enc1as, repetltlon

is also an 1mportant characterlstlc of La muerte de

,Artemio Cruz. In the first person narratlve segments-_

ln partlcular, but also ln the second person segments
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and, to some extent, throughout the novel as a whole,
the conStant - repetltlon of phrases, snatches of con-
versation and the actions of characters, does much to \
emphasize the cyclical nature of the novel.' As noted
ahove,gin Chapter I,vin\spite of some”indications of
prOgress in the fictive present, the actions described
in the first person narratives are continualiy.
repeated. The repetition generally appears to.be a
result of_the thought processes of Artemio Cru?} to
the extent that‘in the segments‘corresponding t0'the
first person narrative vomce it is often dlfflcult to
.determlne Wthh actions are in fact repeated and whlch
'are_merely undergoing repetition in the Character's
‘mind. Whatever‘thehsituation,'however, the reader
has thevfeeling of continually finding himself
.~returned.to a point which he thought he had long
“'passed; Thus, as a result of the constant repetltlon,
the narratlze appears to progress in accordance Wlth

a series of cycl;cal movements.

A sense of cyclical time is also produced in
Fuentes' early works‘asha result of the‘waycin which
time.itself is-described‘and used'to create a con—f
text in which the actions of  characters are’placed,v
_In'some instances, an,entire'narrativetunfolds'in the
'contekt of a_particular period ‘of time -that reflects

a cycle of human history. Such is the case of the
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1

lagt story of LosfdiaS‘enmascarados, "E1l que.invento
la p6Slvora', for:example,.in'which man 1is depicted as .
retnrningfto his beginnings'on‘earth. After pa551ng"
through a serles of stages 1nd1cat1ve of the develop—-
ment of soc1ety, the narrator is deplcted as hav1ng

regressed to .the very point of man's origin:

Estoj sentado en una playa que . antes
-=si recuerdo algo de geografia-- no
bafiaba mar alguno. No hay m&s muebles
en el universo que dos estrellas, las
olas y arena. He tomado unas ramas
secas; las froto, durante mucho tiempo
. . . ah, la primera chlspa e
(pp. 96- 97) ,

4

In comparison with this Short.story,-Las buenas

con01enc1as presents a serles of events that por—

trays a cycle of approx1mately one hunored years of
: hlstory, encompas51ng four shorter‘cycles,‘each,
representinojone of the“four generations_of Jaime
Cebalios' family that*have lived in»Guanajuato © The

content of La reglén nas transparente has s1m11ar

cyclical connotatlons, Although the majorlty of its
narrative is deVoted to the’detailed'portrayal of-a
vsingle generation'representea1principa11yhby Federico
Robles,. two more generationS”are'also depicted, in'
'the‘sections deaiing‘with the past, thevlives of

the predecessors'Of seve;alucharactersvaré_sketched
if only briefly in sOme‘CaSes ThlS is prec1sely the

case of the forebears of Rodrlgo Pola and leplnela
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de Ovando. Moreover, ‘Part III of the novel contalnS‘

4
.the emergence of a new generatlon, represented by -

Jaime Ceballos and by Betina Régules, the daughter of

L
Roberto Régules. vUnllke Las buenas conc1enc1as and

La regi6n mas transparente, La muerte de Artemlo Cruz

is only concerned with the life cycle of a. s1ngle man.
Perhaps the most obv1ous 1nd1cator of thls cycle 1s
the-fact that the two most s1gn1f1cant events in
] Artemlo s life, his birth and_hisldeath,'are narrated.
at the same point, at the'endiofithefnovel; - That is
tohsay,.Artemio‘s life cycle, narratedyin the course
"of the'nOVel, is completediat its end:- he'redISCovers
hlS orlgln and meets his final destlny at the same
POlnt | 3 - ) ‘
-vIn addltlon to the use" of an entlre narratlve-
‘to deplct complete’ cycles of tlme, there ‘is also a.
fmarked tendency in Fuentes' early works to}descrlbe the -
progress of timevin terms of shorter natural cycles

and to place the actlons of the characters w1th1n this’

context. - In Las buenas conc1enc1as, for example, the

3 adolescence of Jalme is presented as part of the cycle
of hls_growth from.youth‘to manhood, and-the narra;
tive is based on cyclical landmarks, such as his
zblrthdays, the llturglcal calendar and the seasons of
the year. Hls blrthdays are, on occa51ons, mentloned

at the beglnnlng and end of a chapter, so that the.
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chapter ltself is representatlve of a yearly cycle

o

.Such is the case of Chapters Vv and VI, ln-Wthh

Jalme s flfteenth and 51xteenth years are described.
In this novel too, thgre is a general tendency ta
begin chapters w1thﬁa reference to the mornlng and
to end them with a reference to the end of ‘the day
tChapters ViI; VIII, IX and X, ‘for 1nstance, have thlS
characterlstlc. ,» o o éﬁ

In fact, the 24—hour cycle, or-.a 81gn1f1cant
fractlon of 1t, is exp101ted as the ba51s of a number |

of Fuentes' early narratlves. In two. of the stories

of Los dfas enmascarados, "Chac Mool“ and "Por boca de

»los leSbs"; the actlon descrlbed in’ the narrative 1sv
placed 1n the context of a 51ngle day ‘In the case of
"Chac Mool", the perlod of tlme in questlon is an.
approxrmately.24—hour‘perlod, pertalnlng to the narra-
etive of'the recent past. Wlthln thls perlod, Wthh
embraces the narrator s Journey between Acapulco and
.Mexrco Clty,-ls 1nterpolated a further cycle of events,'
Vnamely that correspondlng to the more remote past

represented by the events 1nvolv1ng Flllberto, ;In

.thlS regard La muerte de Artemlo Cruz has certaln

s1mllar1t1es with "Chac Mool“ The flctlve present
of the novel covers a perlod of approxrmately twelve
| hours, beglnnlng 1n the mornlng and ending: at nlght

Even though an. entlre 24—hour cycle is not encompassed,

Yo
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éll,
the empha51s on movement from the mornlng to the:
nfght conveys a’ sehse of completlon of a cycle
Moreover, the sequence of events belonglng to. the
:flctlve present, mov1ng from morning to night' from’
'lightlto-dark contalns the narration of a life cycle
from the birth to the death of Artemlo Cruz Such a’
procedure is reflected in the form of the narratlve'
also . in that the narratlon of Artemlo s llfe in the
second and thlrd person sectlons of the novel is-
placed w1th1n the framework of the firSt person
sectlons, 1n whlch his hours of death are detalled

In turn, the span of his llfe tlme is placed w1th1n
the broacer cycles of hlstory, in that it is repre—'

,sentatlve of the pre revolutlonary and revolutlonary

perlods in Mex1co Thus the content of La muerte de

Artemlo Cruz presents us w1th a series of carefully

1ntegrateo cycles of varylng dlmen51ons and meanlng.,p:
)In addltlon to the narratlves whlch unfold

entlrely w1th1n the context of the passage of a day

‘or part of a day, there are others in’ whlch the dally

cycle 1s empha51zed as: a means of conveylng the notlon

«

of the passage of tlme In La regldn més transparente,

;as we have already 1nd1cated some attentlon is glven

to portraylng the occurrence of events 1n the terms'p

. of a series” of cycles Th1s procedure forms the

o

ba51s of the passage of time codzeyed in Part I and
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in much of ParttII of the novel, and lendsva.cyclical
pattern to the narrative as a whole. Igrindicates
the authords iﬂtereét in cdnveying'a notion OE time
, measured .according to the- repetltlon of 1ts basic
cycles. . Thus, in Part II, the reader w1ll flnd more
_referencesrto the. day of the week, to the sunrisebor
Sunset,‘to the morning-or the night,”than to the date
or spec1f1c hour of the day, in order “to draw more
attentlon to th;\recordlng of tlme accordlng to the
dmost S;gnlflcant‘moments of" 1ts‘cy llcal progress.
iThis.type?of construction’of a:narratlve on the
basis of:cyCliCal time is more developed‘in égra,than
in any other part of Fuentes early fiction, aithough
it must be noted that the rudlments of such a tech-
nlque already appeared in "Tlactocat21ne, del jardin _
h'de Flandes", in which’ an 1nd1catlon of- the passage of
‘tlme 1s related to the use of a dlary as a source of
the narratlve ,In Aura, the five chapters, Whlch
loosely corre5pond to the five days that elapse during
A the story,,prov1de a_ba51s forlthe cyclical reprer'
.sentation'of‘time.'In‘each'casal theievents'recorded;
.begln in the mornlng of a new day and end in the |
.evening. Fellpe is thereby shown to'be completlng a
.dally cycle, renewed each day, completed each nlght.
ijrom Chapters I1 to vV, the dally cycle 1s synchronlzed

. with the ‘division of the text into chapters. Chapters

n

v
N
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I and II are somewhat different, but only because
Chapter I describes the beginning and end of the
first day,iand the beginning of a second, while
,vChapter II detalls the events of the second day,
which is not .ended till the flrst paragraph of -
Chapter III. Thus, although a strlct-chronologlcal
order is preserved,jthe narratlve is fragmented-lnto
a series of repetitine cycles in Which the_morning..

and the night"(as the beginning and the end) are

. ) o

empha51zed One.of the best examples of this routine
repetltlon is the contlnued reference to mealtlmes
and other dally act1v1t1es attended to by Fellpe.
Attentlon is therefore dlverted from the llnear,.
chronologlcal deve10pment of . the narratlve ‘to the

" routine repetition of actlons, Wthh has the effect
-of'emphasizing the cycllcal movement'of tlme.

The flnal form in whlch a sense of cycllcal tlme
,isvev1dent in Fuentes early works pertalns more  to
their content than to thelr_structure, although 1t -
does have some impact on'the general.structure_ofvthep
narratives and cannot“really be>Separated from:' |
g structural concerns. fhat‘is to say,.that certain
'aspects of the thematlc content of ‘Fuentes' flctlon

develop the notlon that everythlng may be seen in

cycllcal terms, such as in the cycles of life, POlltl‘

“'cal‘or'generatlonal cycles,-whlch obllge~the reader
' s A : ) . - ;

.‘“.
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to see time itself as cyclical and lead to the con-
clusion that human history always repeats itself
;according»to certain fﬁndamental patterns. |

The cycles of life and soc1ety traced in Fuentes'
flCthn, whether through a complete life-span in the
case~of Artemio Cruz, the adolescence of Jalme ; °
Ceballos, or ]ust ‘significant eplsodes in the lives

of some of the characters of La reglon mas

transparente, are. con51stently presented as 1f they

‘were compounded of incidents that do-llttlevmore than

repeat what has gone before in another form. The idea

that social progress<in reality consists of a constant.

renewal of the samehfamiliar patterns,vwithout'any
radical change hav1ng taken place in the 5001al order,
is clearly expressed by leplnela de Ovando in La

reglon mds transparente:

¢ v , - .
Recuerdo que mi abuelita decia que
igual que la aristocracia porfiriana
.vio con horror la entrada a México de
los Villas y los Zapatos, ella y las
viejas. familias vieron entrar a Diaz
Yy a los suyos el siglo pasado.. Entonces
las gentes decentes eran lerdistas.
_ Aunque también ellos se habfan hecho
ricos con los bienes del clero.
(pp. 155- 156)

It is precisely the'same-idea that the ;ife.of Artemio

Cruz is intended to illustrate. is_Gamaliel Bernal

- 0

pointe out}“the riee offArtemio Cruz in‘the‘aftermath

of the Revolution is not indicative of change, but of

L.

e fin B i h

IR PEOPES
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the cyclical repetition of the same order:

3

v Artemio Cruz. As{ se llamaba, entonces,
- el nuevo mundo surgido de la guerra civil;
asf se llamaban quienes llegaban a
sustituirlo. Desventurado pais . . .
desventurado pais qua a cada generacién -
tiene que destruir a los antiguos
Poseedores y sustituirlos por nuevos'
amos, tan ‘rapaces y ambiciosos como los-—- -

- anteriores. (p. 50) ' '

Indeed, the course of political life in Mexico is

portrayed as a continuing series of such periodic

readjustments .intended to preserve the status quo.

“The fifth segment of the third person narrative in

La muerte de'Artemio'Cruz,,for instance (pp. 125~

°

'i38), deals with‘the'reéurring Situgtion of.Mexican v
politiés, whereby, with each preéidential e;ection;‘
the upper énd_middle ¢lassés musﬁradjust Lheir élle;
g;anqes and‘opiniohs in.ordér'tb'préserve théir éoéial

: andfeconq%ic position. The same point is made, with

k]

equal eloquence, in lLas buenas conciencias:

(No debfan los Ceballos su fortuna y

C- posicién a la buena voluntad de los _

' . gobernadores Mufioz Ledo y Antillén? INo
., habfan incrementado una y afirmado otra,

merced a la del general Diaz? !(Por qué,
ahora, habfan de enajenarsé la del
general Calles? O la del general C&rdenas,
cuando demostrd que no serfa un pelele. O,
por fin, la del .general Avila Camacho,
durante cuya presidencia Jorge Balcarcel
se permitié el lujo de sincronizar sus ‘
‘creencias privadas con sus declaraciones
piblicas. (p. 38) ERCR
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One of the fundamental themes of both La regién"

mis transparente and has buenas conciencias is the
idea‘that the same~pattern'of behaviour and the same
‘soc1al structures are preserved from generatlon to |
":generatlon. As we have already 1nd1cated in an
eariier context, after the downfall and,elimination.

of several members of the olderxgeneration.in La

reg16n més transparente, the. soc1al structure temains
1ntact and is perpetuated by members of the younger «
generatlon, whose ascendancy is conflrmed 1n Part III
 of the novel Thus, theuprocess which had’ been |

pOrtrayed in Part—I.and Part II is begun again. Jaime -

_Ceballos,.in Las buenas COnciencias, is but another
:reflection'of the.same process. ‘Invspite'of:himself,_'
,he w1ll live accordlng to the patterns long 81nce
establlshed by hlS ancestors., He" cannot break the
cycle, but only contlnue it by repeatlng the past.
For him, as’for the other characters portrayed_rn‘

: Fuentes"early‘fiction,'the'past and the present.
.appear to be v1rtually synonYmous, bound together by
the recurrence of ‘events in the course of a seemlngly

’never-endlng cycle,
' : }
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NOTES

l‘Alejo Carpentier, "De 1lo real ‘maravilloso

3

L .
*» americano", in Tlentos y dlferen01as (Montev1deo,

1971), p. 132, ThlS artlcle flrst appeared as part

of the prologue of Carpentler S El _reino de este

mundo in 1949.

2 Luis Leal, "El realismo migico en.la.literatura

'hispanoamericana", Cuadernos Amerlcanos, No. 4,

CLIII (julio-agosto, 1967), pp. 232- 233 and 234,

{

4

Although very 51m11ar to’ the other storles in
its representation of a-sense of maglcal reallsm,

"Letanfa de orquidea" does.not present avfu51on of the

past and present. In fact 1t is one of the few works

of Fuentes early flCthn 1n which the past in any

form 1s ‘almost entlrely absent.

For 1dent1f1catlon of these mytholoclcal
\

»pflgures, see C.A. Burland The Gods of Mex1co (New York,

1967)

.S:Emmanuel Carballo)_"Conversacién con.Carlos‘

Fuentes" "La Cultura en Méx1co"/ ntm,. l4 " Suplemento

'ade Slempre (23 mayo, 1962), p. Vi,

6 On the first page, for example, "Tg releerés“,

-in contrast. to the present tense employed to describe

.
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the entire action of the first two pages, refers to an

immediate future.

7 Armand F. Baker, "El tiempo_én;lainovéla

hispanoamericana", Unpublished Doctoral Dissertation

t

(University of Iowa, 1967), p. 336.
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" CHAPTER IV
TIME,AS‘THEME AND iTS IMPLICATIONS

FOR STRUCTURE

The most significant elements°of_time and
structure in Fuentes' early fiction havevbeen‘found—
to be the‘following-k a multiplicity'of time lines
representlng the fictive present and dlfferent levels
of the flctlve past; extreme fragmentatlon and
chronologlcal dislocation of the narratlve, resulting
both from the 1nterweav1ng of the many time llnes and
'from the use of dlfferent narratlve v01ces; de~-
’emphas1s of the flctlve present as a result of devot-~
ing the majority of the narrative to the fictive past;
“emphasis on a subjeCtivebsense'of timerdeveloped in
conjunction with_an objective'narratiOn of events, as.
~is evident fromathe recourse to mind time in memory
‘sequences and 1nter10r monologues,>a blurrlng of the'
'conventlonal dlstlnctlon between past, present and
future; and,»flnally, the ;mp051tlon of a cycllcal
pattern over the linear\pattern that is-implied by
the narratlon of events 'in the context of an objectlve

tlme frame. Although soundlyvdeveloped_and coherently

219
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‘incorporated into the;narrative, these elements are’
-not-merely the product of gratuitous technical.
experinentation, but are intrinsically reiatedito, and
largely a function of, the thematic content of the
novels and short stories; That is_todsay, thatlbeyond
the purely formal elements of Fuentes':works, the sub-
stance of his narratives is itself an appreciable
rfactor_that must be taken into account'in“evaluating
'hisvapproach to gquestions associated with time. .Thus,
-in this'chapter,'we shail examine the major ideas on g
time ekpressed‘in‘Fuentes' early'fiction in order to
' establlsh how they are related and have 1nfluenced the
tlme structure of his work/durlng that part of his
literary career with which we are_concerned. ‘
Although there is little that could be described -
as a'netaphysical debate on'the abstract nature of
" timé or the historlcal development of time as a con-
cept, many aspects of time are dealt Wlth in the four
novels and five short stories dlscussed ln this study.
In general however, tlme is treated in a rather
pragmatlc way, in terms of its effects on man, how he
understands it, how 1t forms part of hls ex15tence,
and how he‘deals w1th lt - Such preoccupatlons are
placed w1th1n the partlcular context of Mex1co, in an

attempt to arrive. at an understandlng of ‘its past and

‘51ts present, and, to some extent, to predlct its
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future. In the llght of these general concerns, we
shall dlscuss ‘the pr1nc1pal thematlc aspects of tlme
'under the - following three heedlngs:, the 1nev1table
paét, destiny'and myth .thch from onr point of view,

provide us w1th categorles approprlate to cover the

bgreater part of Fuentes' treatment of the subject

The Inevitable Past

»The pest in Fuentes' fiction has.been justly
referred to as “1nescapable" 1l for in reading Fuentes
it is truly 1mpossmble to av01d an encounter w1th the‘
past in one form or another. ‘The reader dlscovers it”
in various.éuises: .in‘the.envirenments of antiquity
deseribed indeome perts-of'the works}'in the refer-
‘ence to traditions and'hrstory;-in the reeourse to the
'fmyths and leéends of‘the Aztecs and Mayas-‘and in the
narratlon of the personal and ancestral past of the
fictional eharacters. By the same toVen, the past ls"
just as-unavoidahle for these_characters as it is for
wuentes' reeders, sinee.they’must inevitablyiéonfront
;lt and deal w1th it at some p01nt in their liveS;

The reader of Fuentes' early fiction soon becemes
aceustomedlte the envirpnmentszoftantiquity created as
'a means df providing a descriptine'context eonduciVe :
to ‘the evocation of the paSt;_dFuentes' purpose‘is to

~create an atmosphere in which an encdunter with the
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past;appears inevitable, not only for.the reader, but
also for the characters situated_in these_contexts.
‘In some 1nstances, an - env1ronment condu01ve to a
partlcular, and perhaps momentary, evocatlon of the
past is descrlbed as requlred in the course of a
_'narrative, In others, however, it is evident that

»the reader is intended,to place an entire narrative

° .

in such a context. La regién més transparente, for

example, prévrdes one of the clearest uses of the
"descrlptlon of an all- encompass1ng env1ronment from-

' whlch the past wrll energe In- the two and a half
\»page preface to the novelL Ixca Cienfuegos's invoca-
tion‘ofvthe historieal and thhical past of Mexico,
pronounced as he surveys the presént,conditionAof
Mekico‘City, is evidently intended to'set the tone for
the entlre narratlve that - follows The reader lS “thus
prepared for the. subsequent narratlve in whlch the .
personal, ancestral, hlstorlcal and legendary_past are
sre-?resented : By thevsaﬁe token;hbecause éienfuegos!
monolOgue focuses on the city of Mexrco the‘reader is
ﬁalso prepared to accept that the c1ty w1ll not only be
‘the scenarlo, but w111, in a»sense, constltute ‘the
central ﬁcharacter"'of thernotel" The reader is

‘ remlnded ‘of both these factors at the end of the novel
»1n the 16-page epllogue (pp 454-470), ‘which is also
attrlbuted to Clenfuegos ("la voz de Ixca Clenfuegos""

p. 454),_even if he is not the narrator ' In ‘this
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passage, Mexico's paSt is evoked in its entirety, from
ltS recent past, répresented by the content of the

s

'novel 1tself, to the more remote mythlcal past 4The

content of the novel is thus framed within two texts .

‘Wwhose major function seems to Be to‘place the narra-
tive of a present time in the total context of the
past.

In Las buenas conciencias, a similar kind of

enV1ronment is  also created by enc1051ng the content

.

of the novel between two passages evocative of the, ‘
Tpast ' The 1tallc1zed pages at- the start of the novel
(pp 9 lO) not only portray Jalme Ceballos as he
beglns to recall the past but also 1nd1cate that hlS

memory w1ll reach far beyond his’ own tlme .to a more

<

remote past

Ahora Jalme Ceballos repetla su nombre en

T - voz baja. Ceballos. LPor gué se llamaba

’ - .asi? LQulenes, y para que, se habian
llamado asi antes que 81? Eran esos ‘
fantasmas amarillos, .encorsetados, rigidos,
que su padre habia colgado en las paredes
de la alcoba antes de morir. Los Ceballos
de Guanajuato, Gente: decente.- Buenos '
catdlicos. Caballeros No eran
fantasmas.” Los traia metidos adentro, de

- buena o0 mala' gana. A lof trece afios,
jugaba todavia en la vieja carroza 'sin
ruedas que la familia conservaba en la -
caballeriza empolvada. Pero no . . .
primero debia recordarlos tal come se
reflejaban desde las paredes de su padre,
en los daguerrotipos destefiidos. (p. 9).

. As an lndlcatlon that the atmosphere created ln thls

1ntroductory Ppassage pervades the entlre novel its

2
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final paragraph is repeated at the end:

~Camin6. de regreso a la casa de los
antepasados. Habfa salido la luna,-
Y Guanajuato le devolvia un reflejo
violento desde las cfipulas y las
rejas y los empedrados. La mansibén
de cantera de la familia Ceballos
abrfa su gran zaguan verde para
recibir a Jaime. (pp. 9-10 and
190~ 191) ot .

The preliminaryritaliclzed passage - also intro--
duces :a second important element in the creation of an
environment evocative of the past: - the description

of Jaime's anceetral-home:
La casa, hﬁmeda y sombria.' Casa ‘de
puertas y ventanas que la. muerte, el
olvido o la simple falta de

- » acontecimiéntos iban cerrando, una a

" una. La casa de los\escasos momentos
de su adolescencia. E1 hogar donde

" quiso ser cristiamo. La casa y la
fami lia. (p. 9) : '

ar

:_Although begun in the 1ntroductory pages, and there-‘
'fore establlshed as a 51gn1f1cant element of Jalme S
‘env1ronment, th1s descrlptlon is elaborated much |
further in Chapter I, whlch is devoted almost.
entlrely to descrlblng the house. The old dark man-
*.elon, heav11y laden w1th dust, w1th 1ts cellar full" ofh
_»cobwebs and old trunks of brlc-a-brac collected from v
tpast generatlons, sets the scene for a story about
.people who llve ln, and are completely controlled by

‘the past‘

*xi. "
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Es lenta la vida de la casa, y hay algo
ruinoso, mds que en las. viejas paredes,

més que en las vigas hGmedas, en el aire

que. durante las noches descansa Yy

acumula el polvo entre los pliegues de
las cortinas. Esta es la casa de los
cortinajes. (p. ll)

Not only 1s the whoge of Chapter I devoted to 1ts
descrlptlon, but the house is also referred to w1thf
con51derable frequency in subsequent chapters,5‘
notably on pages 23, 36; 67-68, 80, 83,.96f99,dl38;j
170-171' 183-185, 190-191. Throughout'the’noyel its
large lugubrlous rooms play an lmportant role 1n’
Jalme's personal story f The house 1tself and Its
contents, areia constant - remlnder of the klnd of
'ex1stence led not only by the characters portrayed ln.’
the novel but by the 1nhab1tants of Guanajuato in
general.' Thus Asunc16n, Jorge Balcarcel and Rodolfo;
Ceballos have continued tovregulate their»livesc l—j'
accordingjto”anvoldyclock‘which had'been brought to -
‘Guanajuato.from;Madrid one hundred yearsybefore,dwhend

the first Ceballos arrived in Mexico:
A todas las recédmaras llega el martilleo
lejano del gran reloj de la sala: uno,
dos, tres, hasta ‘doce rumores metallcos

‘. que cada cual en su cama, reproduce -
mentalmente en una danza de crlnollnas Y-

. pelucas blancas: las doce figuras de

- porcelana que al sonar las/ horas abren :
las puertas de laca y hacen la ronda del o
viejo reloj, traido desde Madrid por el ’

- fundador Higinio Ceballos., Los : - =
habltantes saben ‘que, en segulda, los
campanarlos nocturnos de Guana]uato



g

.and lS symbollc of. that final as51m11at10n and

reproducirén el aviso de la medianoche.
El reloj de la casa, desde los tiempos

" de don Higinio, se adelanta tres
minutos. ((pp. 96-97)

"It makes little difference that, at7this‘point in the

novel, Jaime is out of step with the rest 'of the

Lhousehold.and‘that his:timewis‘measgred by more

natural clocks:
. e ‘

S6lo Jaime Ceballos piensa, al mismo -
"tiempo, en el cuadrante de sol, . -
velado por la luna, que marca un
' tiempo distinto en un rincén del patlo
hGmedo. (p. 97)

R

He is nonetheless surrounded by the past in every
@ v
sense, not only in the\house and 1ts contents, but by

the members of - h1s famlly who llve in the past, in. a

tsleepy prov1nc1al town where perle contlnue to thlnk,

" as they have done for generatlons because nothing new

takes»place. In such an env1ronment, Jalme cannot
av01d reflectlng on the past, nor can he help belng ’

'eventually a531m11ated by it. The phrase with whlch

. the- 1ntroductory passage 1s ended and Wthh also

closes “the novel 1tself refers to th/)ancestral home
b .

/surrender on Jalme s part‘ "La mans10n de cantera
(

de‘la famllla Ce?%llos abria su gran zaguén. verde para

_'rec1b1r a Jalme (pp. 10 and 191) . At the same tlme,

A

: o ) A : g
. J;. ) : .
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the house is also symbollc of tradltlon and conformlty



- L 227
and of‘those with the "good consciences". It not
eonly represents the’ ancestral past, but.also the
2 histaorical past, since it has been the scene of many
historical eve;ts: "Esta es la gran casa de’ cantera, -
-habltada hasta el dia de hoy por la famllla.“ La.
hlStOrla de Guanajuato ha patlnado sus muros. de pieora
rosa" (p.?ll)’ As a symbol of the past,'and a
"representatlon of the stlfllng ex15tence of the prov1n—
-.c1al c1ty of Guanajuato, the house has a suffocatlng

_effect on life.:

&

In Las - buenas c0nc1enc1as, the old house is part

of a total 'all ~encompassing enV1ronment, created
;prlmarlly through the 1ntroductory and final para-
‘graphs of the novel The textual dlSpOSltlon of the
.novel 1tself therefore contrlbutes to persuading-the'
.yreader to think in terms of the past and, conse—'v o
'quently, to accept the core of the narratlve itself as
"}a story placed exclu51vely in the context-oﬁ the past.-
'In three of Fuentes' other works,:the description of .
fan oldjhouse aiOne‘proyideshtheafundamental-context in
which theinarratives are piaced. in ‘"Chac Mool" for
’example, the house ln whlch the relncarnatlon of the
anc1ent Mayan god takes place is descrlbed by
Filiberto asn"este caseron grande, lGgubre en su
arquitectura‘porfirianaj herenciaJy_recﬁerdosde‘mis :
padres",(p.'lé). It therefore constitutes an

o : . _ . ' . |
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appropriate settlng for the reappearance of the past.
Moreover, Filiberto's comment about the house as a
legacy may'be seen as ambiguous, indicating, as the
story reveals, that the house not only evokes his
personal past, hut in a more general sense, also that
of his legendary ahceStors{ the Aztec and Mayan gods.
In\leactocatzine,idel jardin de'Flandes",.the house
whose gardenvand rooms are haunted by the ghost of
Carlota, is described as "esa uieja mansién del Puente
de Alvarado, suntuosa pero 1nserv1ble, construida en
‘ tlempos de la \Intervencibn Francesa"‘(p. 37), and is_a
most sultable env1ronment for the appearance of the
'ghost of the Emperor Maximilian's W1fe.4,The protagon—
'ist and narrator is himself so attracted to{gnd

overwhelmed by -the Second Emplre house that he takes

the tlme to describé it in con51derable detall refer-

ring to it as ‘an "1sland of antiquity":

. La mansrén es en verdad hermosa, por més
que la fachada se encargue de negarlo,
con su exceso de capiteles j6énicos y ,
caridtides del Segundo Imperio, El salén,
xon vista a la calle, luce un piso oloroso
y brillante, B¢ las paredes,, apenas manchadas
por los rectingulos espectrales donde .antes
colgaban los cuadros, son de un azul tibio, .
anclado en 1lo antlguo, ajeno. a lo puramente_
vv1ejo. (p. 39)

,As'in "Chac Mool“, the atmosphere created by the old
house, rooted 1n the past, prov1des an approprlate

,settlng for ‘the unfoldlng of an actlon in Wthh the
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" past is relived. The narrator, and the»reader, find
‘themsélves in an envitonﬁent in which it is impossible
to avoid an encounter’with the past. 1In the-context
of the story, therefore, the old bulldlng becomes a
symbol of the sggv1val of the past 1n the present.

’ The description of an old house in Aura is the
most important dev1ce employed to create atmosphere
It not only provides the scenario in whlch the
recuperatlon of the past-is deplcted but also conveys;
a se;se of anthulty, mystery and unreallty. In this

1nstance, the house is described from both the exte-

)

\ .

rior and the'interior. The readef%f told that, until

he went there himself, Felipe believed it to be
located on a street on which there were no residents
In fact, it is located in .the old centre of the c1ty,

'and has not changed w1th the times in splte of the “

fact that all the old palaces of this,particular ?

district have now been,converted into shops:

. el allI nada cambia. Las sinfonolas no
perturban, las luces de mercurio no
iluminan, las baratijas expuestas no .

- adornan ese ‘segundo rostro de los edificios.
Unidad de tezontle, los nichos con sus -
santos truncos coronados de palomas, la
pledra labrada de barroco mexicano, los
balcones de. celos1a, las troneras y los
canales de lamlna las gérgolas de

_ arenisca. Las ventanas ensombrecidas por
largas cortinas verdosas v« . (p. 11)

Inside, the house is dark and damp:

-
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- -+ . intentas penetrar la oscuridad de
ese callején techado --patio, porque
puedes oler el musgo, la humedad de las
‘pPlantas, las rafces podrldas, el perfume
- adormecedor y espeso--, Buscas en vano
una luz que te guie. (p. 12)

- + . tG sientes un frio hdmedo. Todos
los muros del salén estén recubiertos de
una madera oscura, labrada al estilo
- gbtico, con ojivas y rosetones calados.
Ap. 22)

L]

-Moreover, the house in whlch the young hlstorlan

Fellpe Montero has been given the task of completlng
the memoirs of General Llorente is 1tself evocatlve
of many memor;es. " Thus, as in the two storles of Los

dias enmascaradosbdiscussed above, the atmosphere'of-

'antiquity which is created,'in which~thevevooation of

the past is inevitable,’is appropriate to the theme
treated. ' Felipe, like therreader, is enveloped by

this environment It not only prov1des a p01nt of

‘_departure for the development of the narrative, but

" creates the essentlal.context in which the past
Tbecomes4anrmate,~takes on life in the person of Aura,
,andAdraWS-Felipe'into it‘f It therefore contrlbutes to

one of the points that Fuentes seems to. empha31ze in

thls novel, that the past is as allve as’ the present,

vand is able to usurp its pos1tlon.

In other works by Fuentes, contexts evocative of

the past are also based on the descrlptlon of some"

type of dwelling. Although they appear somewhat more
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sporadically, they are no léss effective than those
instances'alréady diﬁbuséed. In "Por boca. de loé
‘dioses", for examéle,vthe éncient gods of Mexico
appear in the basement of a hotel. Alfhough'the
'hotel is modern, the,facﬁ that the gods are undei—
ground, in the underworld, so to speaﬁ, makes it a
suitéblé location‘for?their-abode. Moreover, just as
the Spaniards built their ciéies on thé ruins’of
‘former civilizations, so it'may be understood-thaﬁ

‘ the past luﬁks beneath the surface of the present. | -
It is alsobéppropriate’that the number.of Oliverio's

room is 1519, a fact which evokes:the date of'Cortés'
arrivai’in Mékico, for although the'past is shownbto '
coexist.wifh the.present, unlike the'sitﬁation iﬁ - )

some of the works previously discussed, it is not

in harmony with iﬁ; ' In "Por boca de los dioses", the"
eﬂ;ironment:cfeated.is nbt‘oﬁly evocative“of the pést,

bdt also indicative of‘coﬁfliCt between the bast and

the present. The story itself begiﬁs with an argument -
betweén‘the youthful Oliverio and an old man, Do;

i Diégo,\iﬂ which an Diégo takes . the side-qf tradi- .

tional péinter; and Oliverio that of the modern

.értists.w The confliét'endslwith the deaﬁh‘of Don

| Diego Aﬁ thehhands 5: Oliverio, which appears to

indicate a victory fdr'thevpresent, until Oliverio is -'{

later killedvby Tlazol, the goddess of luxury, which

{
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symbolizes a victory for the past. .

In La regién més transparente and La muerte de

i . o - : : -
Artemio Cruz there are further examples of the crea-
tion of an environment so permeated by the past that

1

‘nthe dharapters'inhébitihg it cannot avoid a confronta-
I S : .
~tion w1th};t, Such is the case of Lorenza de Ovando -

in La.regién mis transparente, Although the old

family-mansion is grédually being converted to ‘modern

commercial eséablishments, she ¢ontinues‘to surround

-'herself'withbas many of the remnants of the former

‘glory of her family as she possibly can:

¥ la casa de Hamburgo se fue ,
~ fraccionando: primero, el jardin,
para que construyeran unos libaneses -
sus apartamientos; luego la’ '
caballeriza, para unos abarrotes; por
Gltimo, la fachada de la. casa, los
salones, la planta baja, para una
tienda de modas. = Cuatro piezas es -
todo lo que les quedaba . . . Dofia
Lorenza no quiso desprenderse de los
muebles; amontonados en las recamaras,
junto con las macetas de porcelana y
~vidrio y las mecedoras de mimbre, el
olor guardado en los armarios de
‘nogal, los pequefios cortesanos de _
porcelana con sus pelucas blancas, los
camafeos y las cajas de misica, las
escenas bucdlicas, la compresidn
tullida de 'su grandeza. Ya el sol no
les llegaba.. . . Pero.en la recimara
persistia el viejo mundo. Allf todo se
conservaba, el pasado, y el futuro.
(p. 97) -

‘»Since_they constantly remind her of the past, these
remnants of a more~glorious age nourish Lorenza's
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‘nostalgia and, in a way, given that the present'ﬂolds
nothing for her, are the sole reason for her contlnued
existence. She llﬁes in the past In thlS partlcular
eplsode, entltled "Los de Ovando", as well as in that
kentltled "leplnela de Ovando" (pp. 289 301), and to

a lesser extent in "Mercedes Zamacona" (p 409 428),
the past is seen as lost forever, never to be
regalned. Forvthls reason, these segments_of the
novel are pervaded by a sense. of nOstaigia for a lost
paradise. | |

| A s1m11ar sense of nostalglavrs experlenced by
Artemlo Cruz when he recalls the large country -estate
formerly owned by hlS ~paternal ancestors., Although the
house was in fact approaching complete dilapidation bf
the tlme Artemio was old enough to be aware of it, the
1mage of the old house near whlch he was born remains
with him throughout his llfe and has a great_influence
on.it.‘ Unllke Lorenza de Ovando, however, Artemlo is
‘able to recreate the past by constructlng a repllca f
of the Veracruz mansron in Coyoacan and by surroundlng
fhlmself with all the objects he had known, if only at

a dlstance, in his youth ) | L "g |

. . . pensé en el detalle con que habfa.
cuidado la construccidn Yy las comodidades
. de ésta, su verdadera casa . . . El
prefirid encontrar estos- viejos muros, con
sus dos siglos de cantera y tezontle, gue
de una manera mlsterlosa lo acercaban a -

B

¢
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de la tierra que no querfa perder

del todo. Si, se daba cuénta de que
habia en' todo ello una sustitucidn,

un pase de magia. 'Y sin embargo las
maderas, la piedra, las rejas, las
molduras, las mesas de refectorio, la .
ebanisteria, los peinazos y entrepafios,
la labor de torno de las sillas
conspiraban para devolverle realmente,
con un ligerisimo perfume de nostalgia,
escenas, aires, sensaciones tactiles de
la juventud. (pp. 252-253)

1

2

To the éging Aftemio;Cruz, the house represehts a
pérmanénce thch'he would:- like to ekperience in his
own life. It is as if, by surroﬁnding himself with
old ﬁhings; his own life could be‘prolonged.zl In
this case, therefore, the past is;indicaﬁive of |
.permanénce and ehduranée,l'But‘the old house is alsd
éymbolic of something else.equally important to
- Artemio.‘ It repreﬂ$nts a standard bf exéelienée éﬂd
a'quality'of*elégaﬂce to which he aspires throughouﬁ
'his:life. Tq some extent, Artemio'é deéire fdr*an.
aiistoératic way of life is.éatisfiéd at'é'relatiQely
early age when he takes possession Qf'the estate of
Gémaliel Berﬁal (pp. 36-55), Qhose old mansiqn exude§_
a similar.atmosphereaof_énAaristqcratic past: |

Ai abfirse la puerta; éi recordé‘elH

largo chorizo de salas. que se sucedfan

desde el zagudn principal de la vieja

casa poblana hasta la biblioteca,

abriéndose, pieza tras-pieza, sobre el '
- patio de esmaltes y azulejos. (p. 39)



235

Given_the description of such environments,'
completelyipermeated by the past in one way or
another, it is not surprising that‘the,characters '
themselves dwell on the.past to a great extent, Manyk
of them not only recuperate thelr own personal past,
but also that of thelr ancestors Indeed, one of
the most obvious characterlstlcs of Fuentes early
flctloh is his tendency to describe the past of his
characters in considerable detail. In the majority
of cases, the main characters are 1ntroduced in a

present“ situation whlch undergoes relatlvely little
chronologlcal development. The story of their lives
is told through a series of flashbacks lnterpolated

into the narrative of the flCthe present It is

therefore not their present or future that are of

'prlnc1pal 51gn1f1cance, but .their past.

In contrast w1th three of Fuentes early novels, g

in which the personal or famlly past of a character

. plays a 51gn1flcant role. In the very flrst line of

the story ("Hace poco tlempo Flllberto murid ahogado
en- Acapulco" p. 7),.the reader is made aware-that.the,ﬁ
central character has died} and that in all likeli-‘
hood the story will deal with the c1rcumstances that

led to his death. As has already been stated, the

'story, through a narratlve deallng with his past

N

'"Chac Mool" is the only story. of Los dias enmascarados

-
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bMool, which is- the ultlmate source. of the events
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detailed in his diary and related by his friend who:
is the narrator, does indeed show What led to

Filiberto's death. As we have also indicated

]previously,uthe fictive present-is insignificant.,

The narrative of "the past accounts for more than

nlnety nine per cent of the text, in Wthh ev1dence

2 of a fictive present is implied more than ,made the

subject of narratlon. The past ls-thus shown to be of

‘utmost importance in the story. It almost effaces

the present completely and acqulres the essentlal
s1gn1f1cance of explalnlng the present. ThlS
charaoterlstlc, which, is equally ev1dent in some of
Fuentes' other early- works, 1s further emphas1zed in’
"Chac Mool" as a result of the partlcular technlque

employed in portraying‘the past The relatlonshlp

between the remote and the more recent past, as

outllned above in Chapter II, and that between the

- recent past and the flctlve present is. basically the

Same;: Th1t is. to say that, whlle ‘the present may be
explalned in’ terms’of the recent past, the recent

past 1tself is to be explalned through a knowledge of<'

the morevremote past; The'nature.ofmthls structure

is-such'that it leads us progressively'to'the still

-more distant past of the time of the Mayan god Chac

narrated 1n the story
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Although the fictive present is developed more in

La region mas transparente than in "Chac Mool", the

present lives_of'the characters are nonetheless por-

trayed as a product of a personal and £3 11y past,

" which isbthe-subject:of the narrativ in approximately
one—third ofbthe nOVel.?fThefpresent sftuation of
the characters is introduced and then’ explained
.through flashbacks. As already indicated in Chapter
II, the personal and ancestral paSt of several
charactersuis recuperated in e}kven-Significant
episodes of the novel. ‘Yet, perhaps ‘because of the 5
Jumber of characters involved the past acquires a

" different s1gnificance, ?epending on the.character:
whose past history is recuperated ‘For ?impinelay
Rosenda Pola, Lorenza de Ovando and Mercedes Zamacona,

it represents a lost paradise which they are quite

.‘willing to‘remember nostalgically and.try to'recfeate;
For Federico Robles, Norma Larragoiti and Rodrigo
Pola, on the other hand the'past is best forgotten.
They ‘consider it to be dead and to have little
relationship to their present or future. In spite of
'their‘beliefy however, at some_point in their lives -
they'are made to confront and'reconcile'themselves to
the - past from which they thought they had escaped

It is in this sense too that the past is inev1table,,

and that it-acquires certain connotations of ruturity.'
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that in the future of eyery man lies \d avoidable

.confrontation with the past. - Shch;a confrc ion
not only pernitsdthe character to reevaluate th%
.past, but is-also a likely soﬁrceﬁof infiuence .
on his conduct in the present and the future. The
/ineﬁitabilit} of this‘Confrontation essentially

: appears to arlse from the per51stence of the past.
along51de a present which is 1ts direct consequence.:
The past is therefore not synonymoustwith_tranSience.
As an integrai part.of the'present,'which it defines
- and explalns, it has the qualltles of permanence and
w1ll occa51ona11y emerge as a force to be contended
_w1th that temporarlly effaces the 51gn1f1cance of
“the present “itself. ThlS idea, whlchJ%eems to form

: the ba51s of the meanlng of tlme both in' La reglén '

més transparente and in Fuentes early works in

' v;general, accounts for many of the narrative tech- ¢

. e . 4..- .
niques he employs. It accounts for the fragmentation °

ofdthe_narratiVe and for’the'relative’emphasis.placed.J
on the past. It also explains the alternation of the.
flctlve past and the flctlve present and glves rise

to the multlple time llnes evident Ln tHe novel as

the prlnc1pal means. of portraylng the coeXLStence of -
‘fdlfferent tlmes.' The 51gn1f1cant presence of a =

;asubjectlve.sense.of'tlme, arrSLng from the fact-that
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- Fuentes»attributes parts of‘the'narrative to the
memory of the . character is, moreover, both'a“means

'}of integrating the fictive past into the fictive
present_and a'method of demonstrating'the inevitabil-f
ity of the paskEy since the characters are unable to
avoid thelr own recollectlons. Finally, the idea of
the 1nev1tab111ty of the past is also a product, as

- seen in our Chapter III, of the cycllcal nature, |

. attrlbuted to time 1tself, whereby the past is

destlned to recur..

In La muerte de Artemlo Cruz, in the second

,and-thlrd person narratlve segments, more than two—
thlrds of” theinovel lS devoted‘to the personal and
'ancestral.pastlof Artemio Cruz. Slnce Artemlo Cruz
1s but a few hours)away‘from his death his future is
closed Thus, he 1s°representat1ve of the 51tuatlon
of a dylng man whose entlre 1life flashes before hlm
at the moment of death. For this reason, the novel

mlght equally well ‘be - entltled "the llfe of Artemlo

Cruz".. Unllke the characters of La reglén més

N transparente, however Artemlo Cruz seeks to
recapture his past 1n the hope of- flndlng some kind
of redemptlon in it and because, at the moment of

death the llttle hope he has for a future can only be

found in a recollectlon of the past The. reV1ew of
/

A

the past ghat IS presented in the novel 1s, therefore,

T

TR
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a& means of giving the dying man an opportunity to
reevaluate ﬁis life. Although he may have some
feellngs of nostalgla about some moments of his past,,
partlcularly those §pent w1th Lunero and Regina, and
although he4seeks refuge in the‘past as an.escape from
the hopelessness of the present, he is also obliged to

reflect on moments that he would prefer to forget but

¢

whrch»return to haunt hlm. ThlS 51tuatlon is, in
itseff,"suffiolent to agonvey the notion of inevita-_
bility with respect to”a.confrontation with the past.
] Even on his deathbed, Artemlo cannot ‘escape it. - On
_ the contrary, hls death ‘is portrayed as an. inevitable

" encounter with all that he has hltherto represented.

Moreover, just as in La regi6n mas transparente,:the
¢ techniques emploYed‘oontrrbute directly:to the
'fdevelopment of these 1deas of tlme. :The.constant
vreappearance of theopast in the present is formally
'demonstrated by the twelve thlrd person marrative
“segments, devoted to the past, whlch“regularly
‘1nterrupt the narratlon of the flctlve present. ,By
‘the same token, the cycllcal structure of the novel

to whlch-we have already referred in our prevmous
rchapter,‘contrxbutes equally to the ldea of ‘an
vlnevrtable meetlng between the past and the present.

In contrast w1th the works dlscussed thus far,

-
o .

| the past of the characters portrayed in Aura is not
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described‘in’detail and does not have the'same kind
of effect on the fictive present; Nevertheless, in

. a more indirect»manner, the past is shown to hawve
just as great a significance in thevstory as a whole.
The past of the widow Consuelo, in partlcular, is.

the source of the creatlon of the lmaglnary Aura, and
is therefore the basis of ‘the entlre story narrated
in the-novel. As in certain episodes of both La"\

4 muerte ‘de Artemlo Cruz and La regibn mas*transparente,

the past is seen as a paradise, for whlch a partlcular
nostalgla is felt. Unlike'the situation'for the
characters of‘those two novels, howeVer, that paradise
’is'not iost toéConsuelo Llorente. 1In Aura, -the past
re-lives and reappears in the present in the same
sense that 1t does in "Tlactocat21ne, del jardin de
Flandes". In both works, the past 1s portrayed as

a surv1v1ng past - Its surv1val should be dlstln-
gulshed from that.discuSsed‘in relation to the-otherp'
novels and short stor;es, however, in that it is B
llterally relncarnated in the form of a’ splrlt, 1n'
the re-creation'of Consuelo's Ybuth,_inpthe person of
AAura, and in the ghost of the Empress Carlota, in

"Tlactocatzrne, del Jardin de. Flandes"r” In many

© . B}

respects it is similar‘to the reincarnation of Chac
Mool and, as prevrously demonstrated, is in part the

product of Fuentes recourse to the technlques of

\
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magical realism. In this sense,gﬁherefore, juet as
in the cYclical unfoldi of events assumed by the
narrative in order to convey the sensation of a
meeting\between the pastnand the present, the intro-
duction of the past is equally the result of the»t
thematic implications of.the novel itself.

'As demoristrated in our Chapter II, Las buenas

conciencias is devoted almost entirely to recuperating

the past and, as‘such,'has muoh,in common with "cChad
Mool". The story of Jaime Ceballos is felated through
an extended flashback that spans one hundred year; of
. ancestral and ‘personal history and shows how the
present is’ determined and to be explained by the past
The 1ntroductory paragraphs of the novel clearly
_vindicate that Jaime yili fail in his efforts to escape |
| the bourgeois.society‘into whioh he-was‘born. He will,
bnevet amount to anything but one of thoee "good
consciences" and hypocrites,‘such as‘his uncle
Balcarcel the "beatas".and the priests. From this
p01nt of View, the purpose of the preliminary
.paragraphS'is ptec1sely to indicate the_inevitahlev.
~ result or end,of.the story: ‘ | -
. Se iban, sobre todo, }as palabras que
ahora resonaban sin sentido. "Porque

no he venido yo 'a llamar a los Justos,
sino a lgs pecadores.‘v Cafan con sus

- silabas rotas en un pozo de. indiferencia

"y tranquilidad. Se’ sentia tranquilo._ .

\\4' '.



243

Tenia que sentirse tranquilo . . . Los
Ceballos de Guanajuato. Gente decente.
Buenos cat6licos. . Caballeros. No eran
fantasmas. Los trafa metidos adentro,
de buema o mala gana. (p. 9)

These .words establlsh that, from the outset, Jalme S,
spate of- rellglous fervor and soc1a1 idealism 1s
insincere, as hypocritical as the conduct of those in

his social class with whom he found fault. In fact,

it is because he belongs to a particular social class

that he is incapéble of génuine sentiment and action.

The pattern he is to follow as-an adult has been ‘ .
_predetermlned and his rebelllon is false. Fuentes
thimselﬁvappears to have had this intentiohvin mind
when pérﬁréying-the protagonist of his novel, for, in
a conversati¢n with Luis Harss, he states that Jaime's
final act of rénﬁnciation is his_only sincereiand

) ' 3 . <. . . . ’
honest one. The same. idea is implied in Jaime's own

‘confession to his Indian friend, Lorenzo:

'"No he tenido el valor. No he podido
ser lo que querfa. No hé podido ser
‘un crlstlano. " No puedo quedarme solo
‘con mi fracaso; no lo aguantaria;
tengo que apoyarme en algo. No tengo
mds apoyo que esto: mis tfos, la vida:
que me prepararon, la vida que heredé
de todos mis antepasados. Me someto
al orden, para no caer en la
desesperacién. (p. 190)

The past is thus an 1mportant soc1o-econom1c

factor in determlnlng Jalme s llfestyle. _Were it
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otherwise, it would have-been difficult to justify

SO many pages in a'short novel.devoted to outlining
the history of the protagonist‘s ancestors and the
vsoc1al environment in which he was ralsed As Agustin
Velarde Rosas p01nts out, it is only on page 51, of a
novel of l9l pages, that the account of Jalme‘Ceballos'
own life really begins».“-1 Such an ~arrangement in the
-content of the novel is essentlal however, when it is
con51dered in the llght of the author ] purpose.
Jaime's re- dlscovery of the past not only gives him an
opportunlty to reevaluate it, but allows him to make
some major dec151ons about how he will conduct hlmself
“in the future. His recourse to the past, however,
prov1des him, in the person of his ancestors, W1th the
role models he w111 emulate in the future. -In many
respects,‘Jalme s predlcament 1s unav01dable. He
cannot help belng'extremely conscious of the past '
because he is totally 1mmersed in 1t, as it 1s )

‘ represented by the. house in which he llves, the c1ty
of Guanajuato itself, and the surv1v1ng members of

his family, whose lives are part;cularly portrayed as
a prolongation of the past. In order to understand
Jaime's present and his future, therefore, an
l‘understanding oflthe past is essential, arid it is for

‘this reason that the present is almost completely

effaced by the past in the narratlve. Thus the
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narrative techniques used by Fuentes with respect to:
the'portrayal of time are at the service of the
thematic content of the novel. | |

In the majority of FuggteS' early chks, it is
often evident that the events surrounding in@ividual
characters are intended to represent a s{tuation that
is a reflection of the nation as a whole. To some
considerable extent, it is for this reason that the
history .of Mesico appears as part of the narrative.
In fact, a large proportion of what appears‘as the
past in Fuentes' early works may be considered as
historical document presented as fiction In Fuentes'

first three novels ~-La- reg;én mas transparente Las

buenas conc1en01as and La muerte. de Artemlo Cruz—-

the narrative is frequently assoc1ated with hlstorlcal
data related to the salient periods of Mexican
history. Althoﬁgh other periods, such as‘the-Ccnquest
and.the regime of Porflrlo Dfaz, and some elements of
Jcrld history, most notably the Spanlsh Civil War, are
referred to, it is the Revolutlon of 1910 and its,
consequences that constitute‘thetfdcus of FUentes'
\interest»in‘history Not only is he pr1nc1pally

» .
concerned w1th the progress of soc1ety in the- @
postbrevolutlonary,perlod but the characters on

whom he concentrates are generally members of the

‘new post-revolutlonary bourg90151e whose origins
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can be_traced to some stage of.the Revolution itself,
- In effect, it ;s'on account of this aspect of Fuentes’
focus on history that the three novels in queStion
have been referred to by some CrlthS asd"la otra
novela de la- Revolucién Mex1cana"

La reg16n mas transparente is limited to Mexican

history. 1In addition to the general debate on the
past, present and future of Mexico, which recurs

- as a‘sort'of leit motif, specific moments of history

are dwelt upon and 1ntegrated as part of the. flctlon
-Major characters such as Gervasio Pola, Federico
4Robles,yand_L1brado»Ibarra are portrayed asepart of
the military struggle *(pp. 78-90, 100-119), or_df the
post—reVoiutionary~¢bnflict (pp. 180- 188 379-384) .

In other sectlons, such as those entltled "Los de.
Ovando","Rosenda"vand fleplnela de Ovando" (pp. -
91-100, 224-237, 289-301), the general hlstorlcal
51tuat10n between 1910 and 1951 serves as' a ‘back=
ground for the.narration of . events, while some'spe—
klelC hlstorlcal 1nc1dents are mentloned as pertlnent
to several 6f the personal storles related (pp. 91,
216, 217, 218, for example). '

| _ In Fuentes' early flctlon; objeetlve hlstory is
edewn to be 1ntr1n51cally related to ‘the 1nd1y1duals
whqge 1ives‘%Fe narratedt In‘each‘ease, their‘liveé

“are fully integrated into.histdry'itself, with the
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result that they bedome;a clear reflection ot‘the-
course of the historyjof the nation. The life

of Federico Robles, for'exanple, his birth, his
rise'to_success,»his corruption and downfall, reflects
the pattern{and coincides with the pertinent dates of
-political history from the Revolution to the time at

which the flctlve present of the novel is set

Clearly, then, hlstory in La regidn méas tranAparente
is not simply a matter.of the objective recording of
events, but is a comblnatlon of documented fact set
in the context of the personal experlences attrlbuted
to the flctlonal characters. Indeed, the importance
_of<these personal experiences as aj means of providing
~an~interpretation of history is to’be found precisely
in the fact that the historical pdst is 1ntegrated
rnto the flctlve present narratlve in exactly the
same manner and at the same time ks the personal
remlnlscences of the characters themselves.

Just as the personal and ancestral past explalns_
and to some extent determines the present of. the
characters, the historicai paSt:is presented by
Fuentes as essentlal to an understandlng of Mex1co S

'present c1rcumstances and to predlctlng or planning

1ts future.A For Vuentes, the past must be 1nvest1-"
‘ |

'

gated, sounded andé penetrated in order to comprehend
the present and the future. ﬁhese 1deas.are expressed
. ’;\ .

i
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by Manuel Zamacona of La regiéh M3s transparente,

in_wdrds which doubtless reflect Fuentes' own belief:

Toda, toda nuestra historia pesa sobre
nuestros espfritus, en su integridad
Sangrienta, sin Que se2 nunca plenamente
3asado ?inguno de -sus hechos o sus hombres.
~(p. 278)" '

Hay ‘que resucitar algo y cancelar algo
para gue esa Clave aparezca y nos permita
entender a México. (p, 278) :

X - . . duiero entender qué significé

vVestirse con pluMas para ¥a no usarlas y
Ser yo, mi yo verdadero, sin plumas. No, P
No se trata de aflorar nuestro pasado y
regodearnos en él, sino de penetrar en el
pasado, entenderlo; reducirlo a razén,
cancelar lo muerto -~que es 1o estfipido,

- lo rencoroso--, regcatar lo vivo y saber,
por: fin, gu& 'es M&xico y gué se puede hacer
con €1. (p. 279) . ,

>

The discussiQn-Of’higtory set out in La regién
'més transparente, whereby‘the past is related to the
present and the future destiny of Mexico, pr§Vidésvan.
interesting vie& of Fuentes' interpretétioh of histéry-
that is eétirely\compatible with the way‘in which he
vportréys the inevitability of a confrontation with the
past‘in-the context Oof the lives of his fictional char-
acters, AlthOth’thére aré a few instances in which
histo:i¢al_documents‘are reproduced, either on the -
basis gf the first nand know1edgé of¥Féderico Robles
(Pég;ll94123)) or.ﬁhroﬁgh'ﬁénuel'Zamacona's'ﬁritings
(pp,‘71—74),'this dichSSion consists mainly of the

interpretations of history through dialogues about it
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rather than through the narration of historical
events from the point of view of the historian. It
- does not appear explicitly, therefore, in flashbacks

to the past, but as part of the conversations'or the ’
"musings of characters that occur in the fictive
present. From these sources it is clear that Fuentes
sees the Revolution as a most important landmark in
Mexican history, that links the past to the present
and contains the seeds of the future of the country.
The intellectual Manuei Zamacona expresses it in the
. : . ) ¢
following manner: _ ' a
Sin la Revolucién, nunca. nos hubiéramos
planteado el problema del pasado de
México, de su significado . . .. Como:
que ‘en la Revolucién aparecieron, vivos
y con el fardo de sus problemas, todos los
-hombres de la hlstorla de México.
(pp. 280- 281) L
- La Revolucidbn. nos ob11g6 a darnos cuenta
de que todo el pasado mexicano era
presente y que, si recordarlo era doloroso,
con o6lvidarlo no lograriamos suprimir su
v1genc1a. (p 282)
The Revolutlon 1s therefore a key to the explanatlon
<6f the hlstorlcal development of the new bourgeoisie
represented in such characters as Federlco Robles,
“ﬁﬂRoberto Régules and Rodrigo Pola. The preponderance
of Fuentes' recourse to historj‘must, as a_result, be’
seen as an affirmation on his part of the significance

it has for the present; This idea is, perhaps, most
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clearly expressed in the notion that the past provides
- the patterns which are repeated in the course of the
life of the nation in much the same way as/similar
patterns are inevitably repeated in the lives of
,,1ndLV1duals from one- generatlon to the next. Such an-
1nterpretatlon of hlstory is ev1dent, for instance, v
in leplnela S comment about history with respect'to
her own family:
Recuerdo que mi abuelita decfa que
iqual que la aristocracia porfiriana vio
con horror la entrada a México de los
" Villas y los Zapatas, ella y las viejas
familias vieron entrar a Dfaz y a los
suyos el siglo pasado. Entonces las
' gentes decentes eran lerdistas. Aungque
‘también ellos se habfian hecho ricos con
los bienes del clero. (pp. 165-166)
‘Her view, and all that this entails with respect to
the cyclical repetition of ebents must undoubtedly be
- related to our dlscuss1on in our previous chapter w1th'

regard to the cycllcal nature of time. and its, 1mp11ca~

tions of the 1nev1tab111ty of the reappearance of the

s-past.

Although mainly concerned with the Mexican

Revolution,bLa muerte de Artemio Cruz does include
some alluSLOns to other hlstorlcal periods such as
the Conquest of Mex1co, the perlods of Santa Anna and

Maxlmlllan, and the Spanish: ClVll War. As in La

reglén mas transparente, -the events of the past
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vremembered by a.character inciude scenes of the
military struggle during the Revolution (pp.-7l;85
~and 170-202), momentS-of‘political intrigue fbp.‘lzs—
138), the poiiticéliand economic situation at the
end of the war (pp.‘36?55), and the period of agrarian
reform after_the Revolution (pp. 934116). In addition}
the ninth section of the“third person narretive
viridly'describes events of the Spanish Civil War, in-
which Artemio's son Lorenzo is killed, and the penulti-
" mate third person’ fragment descrlbes the polltlcal and A
' socio-economic env1ronment at the time of’ the rule of
Porflrlo Diaz. Flnally, the second person narrative
Voicedrefers, although in more symbolic terms, to\the
Conquest of MeXico_(pp. 35-36).

The significance attributed to’history in La

muerte de'Artemio Cruz is besically‘the same as in

La. reglén mas transparente, pr1nc1pally because it is

conveyed through Federlco Robles and Artemio. Cruz, two
characters who share many - 51m11ar1t1es. L;ke Federlco
Robles » the life of Artemlo‘Cruz is used as _.a vehicle
to nortray'the'salient eoisodes of recent national
history-. ’Perhaps even more soithan in‘the case of -
Robles, the principal patterns affecting Artemio‘s_
life are a direct‘reflection of those to be found.in
Mexican.history end are made to.coincide-in‘particulari
with specific stages_in the develoﬁment‘of the

=
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Revolution. Similarly( the techniques employed in
integrating.history into‘the narrative of La muerte

de Artemlo Cruz resemble those of La regidn més

transparente, in that the character S memory is the

device . through which the past is re- presented

- History, therefore, is portrayed ‘as fundamentally
‘related_to,personal experience. _The historical past
as much,explains Artemio Cruz's present as it does
.Mexico‘s.; In effect, the importance of history,

‘particularly the history of the Revolution, in La.

‘ muerte'de-ArteﬁiO'Cruz'can be summed up by the simple
_ﬁact'that Artemio Cruz, like;Federico,ﬁobles~or‘

Roberto Régules in La,region més transgarente;‘

represents a flgure who would probably not exist were

it not for the hlstorlcal context of the Revolutlon.

Thus,,as 1n La reglon»mas transparente, the cyclical

'connotatlons of hlstory are equally ev1dent in, La

_muerte de Artemlo Cruz, as 1nd1cated by the

follow1ng thoughts of Gama11e1 Bernal.

Artemio Cruz. Asi se ‘llamaba, entonces,
el nuevo mundo surgido de la gquerra
civil; asf se llamaban ‘quienes llegaban
a sustituirlo. . Desventurado pais --se
dijo el viejo mientras caminaba, otra
vez pausado, hacia la biblioteca y esa
presencia indeseada pero fascinante--;
desvegturado pafs que a cada generacién
tiene que destruir a los antiguos
poseedores y sustituirlos por nuevos.
amos, tan rapaces y amb1c10505 como los
anteriores. (p. 50)- :

-
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The role of history as a determining factor of .

‘the preSent and the future is as evident in Las buenas

]

;conc1enc1as as in the other works already dlscussed.
In this novel, the whole of Chapter II (pp. 14 -35) is-
devoted to outllnlng the history of the country, in

) general, and Guanajuato, in partlcular, in relation~
to the- hundred years of the Ceballos. famlly hlstory in
Mexico, coverlng a span of tlme from 1846 approx1—
matelY)vtojthe‘presidential election'of_l946 (p. 182).
’It;thErefore includes the period covered bydthe final -
'years of Santa Anna S reglme, ‘the- pre51denc1es of

Benlto Juarez and Porflrlo ﬂiaz, the Revolutlon and

A\ - “

; '

-'pres1denc1es of the post—revolutlonary perlod. Unllke

the novels already discussed however, the'rapid A~

'outllne of hlstorlcal events descrlbed ln Chapter TI
\of Lgﬁ__gen_s_ggng;englas does not reveal -any
kpartlcular empha51s on the=Revolutlon.. It is 51mply
one such-event in a much 1arger cycle. . Yet, as in

ALa r_glén més transparente and La muerte de- Artemlo B

Cruz, the vagarles of- hlstory are presented in the o

context of the lives of flctlonal characters. Although b

separated somewhat from the rest of the. narratlve and

~_
'_.glven a strlctly chronologlcal order, this review. of

hlstory is not presented 1n 1solatlon, as a documentary

o

account, bUtblS an lntegral_part of the hlstory.of

Jaime's familyQ Thus,-regardless of the,particular

"
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.characteristics with which, in.comparison with the
‘other novels, history is presented, the idea that
the‘personal past of a;character‘is symbolically
\representative of agnational,.historicalypast is just‘
as prevalent.,7It appears that, in all of these
rnovels in which hlstory plays an 1mportant role,
:Fuentes' preference is not to present the past in
.documeqtary form, but to 1nterpret it, or, in the
words oOf Manual Zamacona,» reduc1rlo a razén" (La

, reg;én mas transparente, p. 279). gpfdoes not,

L endeavour to reproduce the various stages of the
‘Revolutlon or the Conquest photographlcally, but to
77777777 ‘portray how they may be comprehended, in some cases
from varying perspectlves. He w1shes to expose 1t to
: v1ew, so that 1t may be understood and 1nterpreted,
\‘and seen as hav1ng an’ 1nev1taple effect on the preseht
‘and the future. R ',: .[ jf RN
- The past as a central theme 1n Fuentes' early
:fiction 1s ev1dent not only in the attentlon he glves‘
.to personal, ancestral and nqtlonal hlstory, but also
= in hlS Lnterest in’ the mythlcal, atav1st1c past of |

-

*u9u+'~'hthe pre-Hlspanlc cultures of Mexlco. Expllclt‘ «'"/
";;glexamples of hlS recourse to the legendary past are‘
:-h‘to be found, in partlcular, in the two storles "Chac
;;:ﬁ;Mool",and "Por boca de los dloses x in whlch the gods;,
hof former times are portrayed as part of the everydayffv

.'ef"‘ i

. vr' X
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existence of contemporary society. In a more geheral

sense, howevey, all the stories of Los dfas

enmascarados are associated with the myths_of an

earlier age, if only as a result of the title given

to the book itself: ™

But i

- k/ */\'\J
,above all that the fofmer gods are relncarnated most

El titulo prefigura la direcci6n de su
okra posterior. Alude a los cinco dias
finales del aho azteca, los "nemontani®:
"Cinco enmascarados /con pencas de’ maguey"
habia dicho el poeta Tablada. Cinco dias:
sin nombre, dias vacios durante los cuales

‘se suspendia toda actividad --fragil puente

entre el fin de un’ afio y el comienzo de .
otro. En el espiritu de’ Fuentes, sin duda,
la expre51on tiene ademas un sentido de’
interrogacidn y de escarnio: {Qué hay

detr&s de las miscaras? - E1.vaso de sangre

del sacrificio prehispédnico, el sabor de la.
p6lvora de 'la madrugada del fusilamiento,

el agujerojhegro del sexo, las arafias
peludas del miedo, las risotadas del-

s6tano y la letrina,b ’

t is in "Chac Mool" and ”Por boca de 105 dioses",

N

dramatlcally 1n modern Mexlco Two dlvergent

realltles, that derlved from the myths of the past and

that correspondlng to’ contemporary 11fe, are placed in

-

the same contéxt Nelther the content nor the outcome .

of elther storyAcan be explained away-as madness, as

P

.a drean or as- a product of the over—act1Ve 1mag1na-

'tlon of thevprotagonlst ' By comblnlng these two

helements, Fuentes endeavours to make the p01nt that

the 1mplrcatlons of Mexlco 8 mythlcal orlglns
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" constitute a force that is Stlll exerted in the
present and that cannot be- easily consigned to
obv1llon as a prlmltlve, forgotten past. The past,
even from mythlcal.tlmes, continues to lnfluence‘the R

present; baéically because human nature does not

change. Man has always lived by the same patterns
‘and will continue to do so. Thus,'as Fuentes

explains, he was ﬁotivated to write "Chac-Mool" by
the idea that,the past will cohtihuously appear to

have an effect rn the present:

El "Chac Mool" surgi6,”. . . de la
lectura de una gacetllla de periddico.
,Una exposicidn de arte mexicano visit6
Europa en 1952. En ella figuraba el
Chac Mool, dios de la lluvia. Este a
su paso produjo tempestades Yy cataclismos,
La gente le ponfa monedas en la barriga, e
- inmediatamente se desataba una tormenta
. ' espantosa, Los datos de la nota roja-
~artisti'ca’enfocaron mi atencién en un -
.- _hecho evidente para todos los mexicanos:
“~.hasta qué grado siguen vivas las formas
_ cosmologlcas de un México perdldo para
_51empre Y. que sin embargo se resiste a.
E mOrir y se manifiesta de tarde en tarde a
i . través de un misterio, una aparicién, un
IR nreflejo.k La anécdota-gira en torno a la
ERE perSLStenc1a de nuestras v1ejas formas de
Ty vida. : : _

:ﬁoth ire "Chac Mool" and in "Por boca de los-}

e

’dloses" -the 1nf1uence of the mythlcal past per51sts
] s
;ln the present and determlnes the outcome of events.

_pfhe ﬂeath of Flllberto and Ollverlo is. brought about

o‘through the direct 1ntervent10n of the gods of

,_/

: [
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pre-Coluﬁbian Mexico ahd in both lnstances, death is
the result of a conflict between 'the past and the
present: Both characters endeavour, in some way, to
free themseives from the past. ‘Thus Filiberto's
fllght to Acapulco is an attempt to escape the” rain

god Chac Mool, Wthh is frustrated when he drowns 1n
the ocean. Slmllarly, Ollverlo s death at the hands

of Tlazol the Axtec goddess of luxury, is a punlshment
‘for hav1ng made, llght of tradltlon and is described

in a scene that evokes the sacr1f1c1a1 rites of

earller tlmes.

x

., Tlazol me abrkzé en un espasmo sin

- suspiros. El pufial qued6 alli, en mi
centro, como un pivote loco, glrando solo.
mientras ella abrfa la puerta a la
caravana de ruidos minuciosos, de alas .y
culebras, que se amasaban en el pasillo,
Y las guitarras torcidas Y las voces

__1nternas cantaban. (pp. 81-82)

‘The'imp;ications f both stgries, therefore, are

that the QYthical pist is neither to he_denied nor
eluded, even in the present. It is an inevitahle and
: unav01da§1e force to be reckoned with.

’ In comparison to these two storles, in Fuentes'
early novels the mythlcal past and the gods of
anCLent Mexlco are portrayed in a less direct manner.'

’_That is to say that the gods themselves are not

relncarnated 1n the present as they are in "Chac Mool"

and ”Por boca de los leSES". In La reg16n mas

- .
>
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transparente, however, there are two characters,

Te6du1a.MQctezuma and Ixca Cienfuegos, who appear te

act antemporary agents of the ancient gods.

In addition to the obvious indigenous’' connotations
suggested‘by the names Moctezuma and Ixea, both
characters are pertrayed as haviné characteristics of
an earlier age. -Teedula, described as being "anclada
en un dfa y un afo gue habian:desaparecido hacia
sigies, que neda tenian que ver con el momenﬁo

ineludible de ese dia" (p 341), ‘'seems to represent

the persistence of pre—Hlspanlc ‘times. Cienfuegos
poséesses some of the characteristics of an Aztec god;
he is net only described\as darﬁvand mysterieue, but.
his love of the taste of blood and of sacrifice is

'often alludeﬁ to:

- =-ES un sangrdén, caro Principe. Como , -
Dios: en todas partes, nadie lo puede,
ver. (p. 41)

Volvié a morderse la mano, hundié los
dientes en la misma herida hasta sentir
que por los labios le corria la nueva

- tibieza. Cerr6 los ojos; queria la
boca llena del sabor acre, metdlico,_ de

L su propria sangre. La cabeza le nadaba

" en ese sabor, y la sangre le zumbaba en.
las orejas como una doble respiracién:
la que se une-en la hora del terror, la
respiracién del hombre y la del fantasma,
el uno frente al otro, pero an151bles.
(p" 252)

Like a.god, he appears td be a shadow, llVlng on alr, -

‘not needlng sleep or food~ "Tﬁ que v1ves como sombra,

| L\

&
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Vturgandoy escendido, comiéndote las vidas de los
demés . T4 q#e no tienes carne ni huesos" (p. 448).
Fuftherﬁore; both Ixca and TeSdula are associated
with the rituals of theapast and with the notion of
saerifice. Teb6dula is assisted by Ixca when she
‘performs an ancestral rite in which the skulls of her
dead husband and children are unearthed from beneath
the floor-of her hut and prayed over (pp. 209-215).
Sheﬁmeintéins,.moreover,bthat the ancient}gods still
roam the eartﬁ and that they‘Eont;nue to .demand
sacrifices: "£g$lo dije; elios-andah escondidos,
perO‘luego salen. A'recibir la.pfrenda.y el
sacrificio" (é. 406). 1Ixca's iﬁvbivementvwith the
;past éoes somewhat fuftheriand} as previously
1nd1cated, has greater 51gn1flcénce for the develop-
ment of the narrative as ‘a whole. It is he whe_‘
serves as the 1§strument through which the past is -
’brouéht back te the characters in the novel. His
attitude with }espeét‘to the past’is expressed in
the following'passage‘in which one of the major
'}themes of the novel is aiso summsrized:
El pueblo de Méx1co, que es el Gnico -
contempor&neo del mundo, el Gnico pueblo
que a@n vive con los. dlentes pegados a.
. .1a ubre orlglnal. Este conjunto de
malos olores,y chancros y pulque viscoso
y carne de garfios que se apefiusca en el

. lodo indiferenciado del origen. Todos
los demds caen, hoy., haela ese origen que
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£ Y L

sin saberlo los determlna- sélo nosotros
hemos vivido 81empre en él (p. 377):
Aslthe modern agents of the gods, Teédula and Ixca
con51der it their duty to provide the human sacrlflces
which will appease the gods and ensure the continua-
tion of life. As Ixca. says to Rodrlgo Pola, contlnued
sacrlflce is necessary: “Es que un solo sacr1f1c1o,

asi.fuera ejemprar, no bastaba. Era precisa un

sacrificio diario, un alimento diario para que el sol

N iluminara, corriera y alimentara'a su vez" (p. 264).

' Thus Tebdula and Ixca pursue a number of other
.characters in the novel in search of those sacrifices.
Teodulanls 1hd1rectly involved ih the death of Norma -
Larrogoitilby:fire} andninsists on withessing her ehd:
(ép. 4D4a4075; By the same token, Ixcalalmost‘causes'
‘Norma to drown in Acapulco (pp. 315—317), and brlncs
about the flnanc1al ruin of Federlco Robles almost
51ngle-handedly. Finally, ‘near the end of the novel
Stlll in pursult of a human sacrlflce, but only as. 1f
to warn an 1ntended victim of what is to come, Ixca'

|

almost causes the death of Rodrlgo Pola, when he R
) T
dellberately accelerates the car whlch Rodrlgo 1s :
dr1v1ng. | |

Although ‘the mythlcal past in La reglon mas

transparente is presented less dlrectly, less i o

allegorlcally and W1thout recourse to some of the more. .

. “'/‘ ‘
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obvious technlques associated w1th maglcal realism,
the novel has connotatlons similar to those evident
in the’ two storles referred to earller, as a result of‘

the presence of the mythlcal past. Indeed, in La

regibén més transparente,\the point that the:mythical
past continues to exert a.significant influehce on the
present is made that much more forcefuliy, perbaps,
since the idea that it must inevitably confront modern

Mexicans is conveyed in a far more realistic setting.

- .Destiny

The-theme of human deetiﬂ§ is undoubtedly one of
the most consistently deveiopedAiﬁ“Fuentes'»early .
fiction. _Although‘the_term itself appears to have
eomewhat vatyiné connotations,8 aepending‘on the
,context in which it occurs, Fuentes' general concern
1s to descrlbe the condltlons of ex13tence that must
be‘facedband that man must either be reconc11ed with
or ove:come,-FOf-equal concern is his.pteoccupation
withlthefrelationship between individual and
collective'destiny,‘ Yet, @oWever important the
, ;theme of destiny may be in his work,‘it.ehould not
necessarilf be presumed that fuehtes; perception.of
the matter is based on an assumptlon that human

ex15tence is subjeét to ‘some absolute form of pre-

determlnat;on.'jOn the contrary, hisawork should be
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sSeen as a aiscussion of the problém, undertaken "in the\
context of an exaﬁination of all sides of the'issue.
Our.discussioa of. the thematic implications pf
the past in thiS'chapter has already shown that one
of the most impartant andﬁ%oat basic conditions\of
‘human existence depicted in Fuentes' eatlf works is .
related to the concept of the inevitability of‘the
past.  His characters are hqt only portrayed'ag being»
unable to avoid‘the paét because 6f its persistence'
.in the present, but also as obliged‘to axpect an \\
encounter with the past at.some time in‘thé course/
{ofvtheir lives. Sincavthe past*is inescapable, the
destiny of the individgal wouldvthereforé appear, at
least in one~$ense, to conéist‘ih having to relive
his ownvlifé, that-of his ancestors, and that of his -
nation, and to repeat the archétypal patterns of
human ex1stence. In efféct, this is ptecisely the
pattern of existence 1llustrated and discussed by

Fuentes and is one of the reasons why the past plays

\
(W

° \\ . 3 ’ .. -
such a predominant role in his narratives.

.In at least two of Fuentes' eariy nQvels;_Ea

regién mas transparente and La muerte de Artemio

Cruz, man' 'S life is portrayed, both 1nd1v1dually and
collectlvely, aé‘posseSSLng a sense of 1n1t1al unlty
, 73

which is gradually fragmented-and dlspersed 1n_the

 course of time. This sense of unity at the point of
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which is progressively lost through dispersion and
degeneration. Hence, the terﬁs orlgen
“fragmentac16n“ and "destlno" are constantly
interrelated throughout both novels.?- Dispersion
and fragmentation are synonymous and the v?rlous
unlts of dlsper51on into whlch the life of an
individual is broken are also referred to as °
fragments .10 Fragmentatlon is 1n1t1ally caused by

the inevitable passage of time, - but, more spec1f1-
: _ } »
cally, is tne product of the %hoices the individudl

must make throughout his life between one course
and another. These instances of freedom of choice

constitute the landmarks standing between a man's '
origin and his ultimate destiny, while the choicessv
that are refused represent other possible destlnles

or rputes he might have - followed

rltlng on the dlalectlc of destlny in Fuentes

’

's, Paul Alexandru~Georgescu descrlbes how

~

Fuentes' view of destlny coxnc1des w1th tradltlonal

concepts and conforms to a general pattern that

is develbped 1n_three distinct stages: %%

Como todas las grandes visiones del-
~destino humano, la de Carlos Fuentes 1ncluye
un ciclo, una sucesién de etapas, y tiende
“hacia una soluclén, hacia un desenlace . . ..
_ Los antropologos Yslos historiadores de la
« . religidén han puesto de relieve que en las
h soterlologlas mltlcas y rellglosas el

. .



264

, ciclo del destino humano es concebido
como una serie de estados exteriores,
delimitados y opuestos, como hechos
distintos y sucesivos: ' gracia, caida,
redenci6n. A diferencia de tal
representacién Carlos Fuentes nos
brinda una dialéctica laica y
moderna del destino humano, una

~dialéctica que integra e interfiere no
hechos, sino emociones profundas. El
camino que estas emociones recorren es
por lo tanto mé&s dramitico y llega a un
desenlace m&s humano, m&s abierto a las
posibilidades de la duda y de la elecciln.
Llamo este camino dialéctico porgue sus
tres etapas se suceden en relaciones de
contraste y superacién . . . Creo poder
afirmar que la dialéctica del destino en
la obra de Carlos Fuentes se cumple a
través de tres etapas: a) la aspiracién
exaltante, b) la culpa dolorosa y c) la
esperanza de purificacién. Se trata,
pues,- de una dialéctica interior, pero
‘proyectada sobre el-tel?n de fondo de la
circunstancia mexicana. :

The three stages are, lndeed evident in the
- portrayal of the three major characters found in
Fuentes early flCthn: Jaime Ceballos, Federico
Robles and Artemlo Cruz. To a lesser extent, they ere_
also evident in some minor characters.v Fo: those
three characters,\an lnltlal asplratlon for pﬁtity
and perfectlon is followed by a perlod in which their
asplratlon is dlstorted or even ‘lost entlrely
’_Flnally, they experlence a-de51re to return to their
lnitial,state of'pﬁrity. ,Theﬂgaths followed.by RobleS"J
and Cfuzvare remarkably similar. .Both have rural
-backgrounds, “the one Indlan and the other mestlzo."ui

The 1ncorrupt state of Artemlo Cruz s condltlon,
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whep he is cleSe to his origins;.is evident in the

account. of the childhood he spent in‘e paradiseeqf ‘ v
" innocence and simplicity with his uncle Lunero,

elonéside a river in the couﬁfry fpﬁ 280 283),‘and

in the 1dylllc affalr he later had with Reglna -

(pp.. 63-81). . When both Cruz and Robles become

involved in the revolutlonary struggle,‘lt is for

relatlvely altrulstlc reasons: they are the

underprivileged who desire to see justice.' Artemio

Crué recallé how he was inf?ﬁenced as.a YOung man

by his teacher Sebasti&n and joinéd the Revolution:

De Veracruz, de la tierra, hasta la ciudad
de México y de all{ hasta -Sonora, cuando
el maestro Sebasti&n le pidié que hiciera
lo que los viejos ya no podian: ir -al
Norte, tomar las'armas y liberar al pais.
Si era un escuincle entonces, aunque
estuviera por cumplir los vientifdn arfios. ‘
Palabra, ni siquiera se habia acostado S
con una mujer. Y cémo le iba a fallar al

- maestro Sebastién, que le habfa ensenado
las tres cosas que sabia: leer, escribir
Yy odiar a los curas. (p. 70) :

i) Robles' understanding of his own motives is not quite
so clear, but heesee5~his joining the Revolution as
Hhaving been a natural response to circumStances:

»

Luego me contaron que habfan lazado
"a mi madre y cuando mi hermano mayor,
el carpintero, sallé a vengarla, la
leva federal se:lo llevé y Iis demas
ya no chistaron. Siguieron cultivando
‘la parcela. No crea usted que esto me
le ganas de vengarme, pues yo no
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~

entendfa nada . . . y aunque 1o hubiera
entendido, no hubiera ido por ese motivo

- a la revolugién. La revolucién llegé

como llegan el sol o la luna, como llueve
© hace hambre. Hay que levantarse o
acostarse. O cubrirse del agua, o comer.
Asf. Yo nunca supe de dénde surgi6., pero
una vez que estuvo allf, habfa que entrarle
al toro. Después algunos, como yo,

(pp. 106-107)

o

Thus, Georgescu speaks of the "need for fulfilment"

-~ which, like an act of_"rebelliods heroism", impelled )

both Robles and Cruz towards the Revolution:

[

Heroicidad rebelde, porque la aspiracién. -
a la plenitud se enfrenta Yy choca con
circunstancias-establecidas, hostiles al

~hombre: pobreza, injusticia y prepotencia, .

en el México prerrevolucionario, 12

The second étage_in the ‘destiny of Federico

_ Robles and Artemio Cruz, that of

[i

"guilt", is arrived

at through the distortion of the ideals which origin-

. allylimpeligd them. As Georgesqgu pqints out with

respect to Artemio Cruz, the pbssibility that_ this -

might occur existed from the bégipningjand was, to

sbme extent; infiuenged,by_factors'beyond Artemio's -

' control:

.Y détras de las circunstancias

deSfavorables;sIasvfuerzas :
contrarias --las del egoismo, del

~ desdén a .los demas, del privilegio

opresivo-- obligan a que el afin de
plenitud tome la-forma de 1la B
impugnacién, de ‘furor justiciero. » E1¥

'Uideal cobra’ entonces visos~de'venganzavl
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Mg basta pensar en 1as afrentas que .
muevern' a la lucha a Artemio Cruz: el
martirio de su- madre, su condicién de -
bastardo, la ejecucidn de su amada
Regina.l3

Yet, both Cruz and Robles are responsible for their

own downfall. Both become wealthy bu51nessmen by

- recognlzlng, at an early stage,‘the opportunltles

that were prov1ded by the: Revolutlon,*and by exp101t—
ing those opportunltles to thelr personal advantage
_through whatever means . necessary.v The outcome for
both characters is a sense of gullt felt to ‘such. an>
extent that they constantly endeavour to exonerate

themselves and thelr actions:

a

Estos’ hombres se 51enten culpables,
hondamente culpables de haber tra1c10hado

T su proplo ser, el puro, el nable, el o
humano. "Es lo que explica-su obsesivo
deseo de justificarse, la envidia secreta

- 'que ellos --los vencedores-~ nutren “frente
a8 los vencidos, frente a los que dieron.su
vida para ayudar al camarada herido, frentje

- a los que fracasaron por haberse juntado
los desheredados, frente a los que supieron
guardar_su pureza en la derrota y la

: muerte. L o Lo -

-

v -

The stlgma of gullt resultlng from the betrayal

_of 1deals is exempllfled dlrectly and symbollcally

through a number of means.- In La regién mésr

~transparente in partlcular, the movement from

authent1c1ty to 1nauthent1c1ty, frqm 1deallsm t0'

"corruptlon, 1s symbollzed in, the accumulatlon of

i

-

Hal
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" masks. Apart from Ixca Clenfuegos, only Horten31a
Chacén is aware of the masks behlnd whlch Robles'

true face lS h1dden.~_“ I R

. ...~ Porgue el mundo que serd al fin el mundo .

"% : - de Pederico Robles est& aqui, créame- '

o w*ueted Todavia no, porque Federico no

' 'es duien es. en ‘realidad, sino 1o que la vida
~lo-ha hecho. - Como, .Yo. Pero atrés,, seﬁor,

’ _7atrés esta esa cara verdadera, la prlmera,

The change from autheﬁt1c1ty to 1nauthent1cy 1s most

’V

eVLdent however, 1n the narratlon of the moments ln-
: whlch the 1nd1v1dua1, confronted w1th a ch01cé, mlght
| have pursued '‘a desthy different from that whlch he
E made for himself, mlght have retalned\some measure of
1_'1deallsm, and have av01ded the dlsper51on of self |
. } e

that results frOm hzs own condﬂct.u,_r ‘=¢ﬂ f S
P, : R . ”

In>La muerte de Artemio Cruz,ﬂ in- whlch the

d;f theme of destlny 1s %reated in greater deta11 the
;‘ \
'1dea that Artemlo could have forged a dlfferent s

destlny 1siobta1ned by focu831n§ on all the deC151ve

'T lee.; These moments correspond, 1n {x’



'-Qf,deciaiOn'are‘as“follde" he left hlS teacher

I3

itself veveals, 'Artemio's future choices have

alreadY begun to dlmlnlSh at the moment of his flrst

: major dec1S1on~

Nadie se. enteraré, salvo td, quizé&s.
L Que tu existencia serd fabricada con
~ todos.los hombres. Que ho te faltarig,
ni te sobrar4, una sola oportunidad
para hacer de vida lo que quieras
que’sea. Y si“serés una cosa, y no la
. otra, ser4 porque, -a pesar de todo,
tendrds que eligir.  Tus elecciones
no negardn el resto de tu posible vida,
. todo 1o que dejards atr&s cada vez que
. elijas:. "s6lo la adelgazarédn. (p. 34)

Rearrafiyed in chronological order, the other moments

Sebastlﬁn to Jan the Revolutlon (p. 70), he abandoned

s

41a WOunded soldler to dle in the forest when, although

with some rlsk to hlS own 11fe, he mlght have saved

““vhlm (p.-76), he temporarlly deserted hls forces in the

'"the necessary politlcal posture to retaln the favour

_'mldst ot pattle (p. 73) i he sacrlflced the 11fe of

._slon of Gonzalovs herltage and marrled Catallna,_' L

dd;Gonzalo 'S 51ster (/;. 36 55), he chose not to break

d‘y;or hls magrlage to Catallna (pp. 113 114), he adopted

’1:05‘1he Darty in power (pp. 125 138) he refused to \

Ef[had th3»m°5t slgnificant relatlonShlp slnce Regina s

269 .

"'“Gonzalo Bernal and the Yaqul Tobias 1n order to escape ’

.».the prlson at Perales (pp 198 201), he. took posses- Lo

f'the s;lence Whlch characterlzed the flrst flve years‘

e

“fﬂfcgmmit‘hjmself to his mistress Laura, with whom he"_;d'}Mt.




'_w1th Catallna.
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death and who gave him the opportunity of

bs

reestabllshlng a sense-of authent1c1ty (pp. 210 219),
he allowed his son Lorenzo to go to Spaln to flght |
in the Civil ‘War (pp. 227- 228), he acted as‘"front—
man" for North Amerlcan bu31nessmen in the‘
exp101tatlon of Mex1co s mlneral wealth (pp. 18-28);
he bought himself the favors of L111a (pp. 147-162) ;

he kept Lllla in virtual conflnement as hlS mlstress

for several years (pp. 250-270). R -

‘ _v' N
‘Each of these dec1slve p01nts 1n Artemio's life

,’contrlbutes to a source of gullt, but each is also “

L

.1nd1catbve of ‘a p0531b111ty presented to him of
,'changlng the course of hlS destlny and, to some v
kilextent, of redre391ngnthe past The voice of-hls'”
: .subconsclous con51stently poxnts thls out to hlm, as

on the occa51on when he could have made hls peace

- . . -

Tﬁ romperas el 511enclo esa noche, le
~ hablards a Catalina, le pedir4s que te
‘ perdone, le hablaréds de 1los que. .
~ murieron por tf, le pedirids que. te
., ... acepte asi, con esas culpas, le .
'ffsgxh ‘ 'pedlras due no te odie, que te’ acepte
[ .asi (p. 247) o ‘ ‘

fﬁthut Artemlo Cruz does not choose thls, or any other,

~54”fredeemin9 course.. Actlng out of fear,»self-lnterest

.:*for pride,

15 he consistently chooses to allow others

ﬁr'yto make the sacrifices that'wxil result 1n beneflts




[,

PR o) himself. As Fuentes hinself has pointed out,
“Cada‘una de sus_eleeciones supone elhsacrificio de
una persona‘(una vida, un destino), ellsacrificio‘de
un amor, de una posibilidad de ser”.'® Artemio
_coneistentlyvcauses or allows these sacrifices-
because he feels that,his.OWn destiny ls strengtheneq .

as a result of the‘sacrifices of others: the soldier

-

44 the forest (p. 76), Reglna, the Yaqu1 Tobias,

Gonzalo Bernal

-
. ~.

La ironfa de ser é1 quien regrésaba a_
Puebla, y no el fusilado Bernal, le
.divertfa. Era en cierto modo una - --=
mascarada, una sustitucibn, una ‘
broma que podia jugarse con la mayor .
: seriedad, pero también era un :
. ‘certlflcado de vida, de la capacidad
' - para sobrevivir y fortalecer el proplo
’ destlno con los ajenos. (p. 43)
Grac1as. Pude. haber muerto: en Perales.l
Pude haber muerto con ese soldado. Pude
haber muerto en aguel cuarto desnudo, = .
frente a ese hombre gordo. Yo sobrev1vi.
'Tﬁ morlste.r Gracias.. (p. 245) '

Artemlo Cruz sees a p0551b111ty of 11v1ng another

edpos31ble destlny through hlS son. Lorenzo and for thls'

3

reason\takes Lorenzo to Veracruz, to the land in |
?whlch he was born and whxch he. left at thlrteen years'
'tvof age. Although thh some dlfflculty,_the dylng

.,'man expresses the motives he" felt at that p01nt in
'l“;hrs llfe-*-"»fv~nf; a "7-: l}-f.'
s yq.méaqifgafla~verdad, si no sintiera mis ™

B Tt
ST
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labios blancos . . . me diria que no
bastaba reiterar el tiempo y el lugar,
la pura permanencia; dirfa, que algo -
mids, un deseo que nunca expresé, me
‘obligé a conducirlo ~-ay, no’'sé, no me
doy cuenta--, sf, a obligarlo a encontra

los cabos del hilo que yo rompf, a \\‘_/,/
reanudar mi vida, a completar mi otro

*destlno, lay segunda parte que yo no pude
cumplir. (p{ 242)

£ It is in Veracruz that Lorenzo decrdes to go to |
Spain to fight»on,thenside of the Repuhlicans'in the

. Civil War. he'liVes his last hours, at the age of
nineteen;\crossiné the\ﬁyrenees to reach France. As
lf Lorenzo had fulfllled hlS other destiny, the old
man on: hlS death bhed thanks hlS dea&-sonéﬁér having

. shown him what 1t could have been-' ",

. =

‘ que me enseﬁaste lo que pudo ser mi v1da, ayi grac1as,

' ay,- grac1as,

. I3

' ;' que 'viviste. ese dfa por mi" (p. 244) B ¢

~

The paths followed by Federlco Robles in

raccumulatlng a sense of gullt slmilar to that experl-

enced by Artemlo Cruz are ‘also revealed in passages
devoted to.the past, "in whlch elther IxcaJﬁlenfuegos

forces hlm to remember, or other characte 5 recall

Robles' role in 'the Revolut;on and his subsequent rlse

a

to. power App. 100-123, pp. 180§ 188. $79-384; 409- -
428) As w1th Artemlo Cruz, each landmark 1n the jﬁ

fulfllment of hls destlny 1nvolv2§ a sacrlflce on _f:
the part of another person- Mercedes Zamacona 1s';l.u

1eft to bear hls Chlld alone, lerado Ibarra and

4.
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Feliciano Sénéhéz, whom he would not support for

fear of jegpardizing his own“situation, are abandoned
.3 ' ) S

to their fate. Unlike Artemio Cruz, however, Robles

is not so overwhelmed by'guilt, even when-Cienfuegos
v _ _ . : r
forces him to see his present life'f;om thefperspec-‘.

.«tive of the past; but Ixca considers him guilty, and’
compares him with Porfirio Dfaz: -
= ’ . . LI .

' Los ojos de. Cienfuegos, sonrientes,
absorbieron todo el fisico, tenso y
flédccido a la.vez, del banquero Y, en

'silencio, sus labios fueron repitiendo
las palabras de otra entrevista, las
‘palabras de otro hombre que inventé el
poder* mexicano, de @tro gran chingén
~+ « « Ixca pensd que esas anchas aletas
nasales, esos ojos de saurio, ese cutis .
cuidadosamente blanqueado, de Robles, se
semejaban a los de Porfirio Dfaz. (p. 122)

v . R , ;- .

- ! ’ L] 4

[ . T . . . U Lq s . A
"If Cienfuegos i1s Robleg' witness, Catalina‘is |
Artquoﬁs, It is she.who is extremely conscious of -

s

_Artemio's guilt: S . : (/'
- "¢{Crees ‘que después de haéer'todo.loﬁxae' .
C has hecho, tienes todavia derecho al amor?s
. ~ iCrees que las reglas de la vida pueden
-« . cagbidrse para que, encima de todo,- SR
- xstibas esas recompensas? Perdiste tu . :
. .inocehcia en el mundo de afuera. No ‘
s ©° . podx&s recuperarla aqui adentro, en el @ - .
o wmundo de los aféltos . . ..No puedes® .
encontrar. en mi lo.que ya .sacrificaste, - . Ve
B - lo que ya perdiste para siempre y por tu .
=~ .., propia obra. No sé de dénde ienes, No
' % s& qué has Hecho. $6lo B& que en tu -
o vgga-perdiste lo que después me hiciste o,
.. f-  perder a m{% el suefio, la inocencia., Ya e
i “nuﬁ@hase:emoéglosbmismos;";;(ng_113fll4):\ e
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Of the thitd stage of human destlny, the hope

for purrflcatlon, Georgescu affirms, ,

'Conflésenlo © no, estos . hombres se sienten

culpables.. . . Es lo. ‘que explica por fin

-la m&s honda consecuencia de la culpa: el

sentido de frustracién y la nostalgia’
O6ntica, la afioranza de ser otro, de
recuperar de modo cualqu1era, por si o por,
otros, la pureza inicial. Esta posibilidad
de superar la culpa y afirmar con nueva
fuerza la plenitud humaha ros lleva a la
tercera y dltima etapa, menos definida en”
la creac16n novelfstica del autor.l7 )

Although it is clear that Fuentes belleves in the v

p0851b111ty of pur;flcatlon, of returnlng to the

/
bbtaln 1t

; 7state of perfectlon assoc1ated w1th an orlglnal

'-condltlon, his characters are(not generally able to

Artemlo Cruz's feellngs of gullt,

-partlcularly when confronted by ‘the. 1mm1nence of hls

N death leads him to aétempt to redeem hlmself through

several means. Hls recourse to the past through

memory is

t
1tself an attempt to- flnd some redeemlng

oaspect 1n hlS llfe. The nostalgla he feeLs for some

aspects of hls past, partlcularly h1s chlfﬁhood w1th

Lunero and hlS love for Reglna,,and as we have .'_

.'already noted, hls son’ Lorenzo, represents pOSSlblll-

oy

tles of . recapturing an<orlglna1 state of purlty

elther through the past or the life of another 1nd1-f §

vxdual.; His unconscxous aﬁtempt to create another

s oo A TN
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self that w111 suffer t&é 111 effects ofwhls exlstencengF
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and make it possible for him to purify hlmself also
-

falls. Throughout the~novel, the symgolrsm of the .
twin and the mirror image, as well as the frequenﬂ use
of the term "el otro“' are 1nd1cat1ve of a duality of
character reflectlng Artemio's need to dupllcate
himself. ¥et,‘notw1thstanding his attempts( since he
is faced with.imminent extinction,,all‘true opportuni—

 ties have‘passed and Artemio‘Svendeavours are doomed

- to t;ustratien. - | |

| Unlike Artemio Cruz, Federico Robles‘is not on
_his deathbed and feels llttle need for redem;tlo;.,\
Hls is therefore not a conscious effort of -
(purification. He senses,vhowever,'that something
essentlal 1s lacklng in his llfe, sometrlng Wthh he'
manages to capture in moments spent with his blind

Indlan mlstress, Horten51a Chacén;' He is aware of, b - e

the masks he- has accumulated and . of hls consc1ous

~efforts to efface his’ Indlan orlgln. When Robles i _”
 forced into bankruptcy by a trick of Clenfuegos and
hls days as a f1nanc1al magnate are owe-, he returns
to Horten51a Chac6n and a 51mple llfe in a v1llage.1 -

HlS social downfall and subsequent return, or recovery

_of the past w1th Hortensxa Chacén, may be seen as a

removal of the masks he had accumulated HlS symbollc ,fy'

3 i, R
. return to hlS'E:St; to hl Indlan orlglns)and hlS -

f,adoptlon of a more srmple life, are, in fact,_,iiﬂ, s :

SR e £ T s .
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representative of a kind of purification that was
denied Artemio Cruz.
. >

The themeﬁof'the destiny .of Mexico, treated to

‘some extent in La muerte de Artemio Cruz, but

principally in La regién mas'transparente,»with

partlcular reference to the Revolutlon, follows the-

. same ba51c pattern as the 1nd1V1dual destlnles

" attributed to Artemlo Cruz and Federlco Robles. It
may'even be argued that,;because of-the broad social 4

contexts described in the novel, the portrayal of

'~', individual destlny in La reg16n més transparente is"
somewhat overshadowed by the attentlon glven to the"
' collectlve fortunes of Mex1co and its people.> The' ' ,-?
1n1t1a1 ldeallsm of the Revolutlon, symbollzed in
characters such as Froilén Reyero, Gerva51o Pola,
Flores Magon, Fellpe Angeles, and Fé11c1ano Sénchez,
>all of whom died for lt, and lerado Ibarra,Qwho was
completely rulned by 1t (pp. 180 188), was corrupted

in flgures such as Robles,,as 1t was 1n Artemlo Cruz,-

Gav1lan and. erénez in La muerte de Artemlo Cruz (pp. .

125- 138) The desxre for purlflcatlon, for a return o
| to the source, is symbollzed by Manuel Zamacona,(the

young,lntellectual of La. reglon mas transparente., The

urge for a return to the ldeals of the Revolutlon,;ﬂ_
however, is also symbollcally defeated, for Manuel

ZamaCOna 1s pointlessly and stupldly murdered in a:

ERNC



277
, ~& ¥ :
bar by one of tne very peasants for whom he struggled.
Some fairlf‘obvious links exist betweem'the
coneept of human destiny disCussedoabove and the
techniqnes wﬂich Fuentesjemployed in portraying the
lives governed by tnis concept. The constant reCourse‘
-to the bast by the characters in’an attempt to ootarn
"purification" or the restoratlon of orlglnal unlty
is exemplified by the 1ntru51on of long memory -
sequences in the flctlve present. The’ fragmentation

of the narrat1ve,ev1dent in all three of the major

novels, but particularly in La regién m&s transparente

and La muerte de Artemlo Cruz, is a direct result of -

the fragmentatlon 1n the lives presented. In this

<

regard, Georgescu commented,

] . Al exp0ner artlstlcaments esta visidn
'~ dialéctica del destlno, Carlos Fuentes

recurre sobre todo a dos’ modalldades de
comp051c16n, espec1a§mente propias para
asegurar el relieve dramatico y la
tensién emotiva de sus novelas. La
primera modalidad consiste en operar.
truncamlentos o irtroducir rupturas en . |
14 sucesidn de las- tapas, -‘en exponer, con
el efecto dramitico| lnherente, destinos
mutllados. “En real dad, nlnguno de sus .

personajes vive de modo-completd las tres R

etapas, ninguno --ni siquiera Artemlo Cruz
‘de trayectoria vital tan larga y compleja--
cumple su destino. o

: /

. : o

Moreover, the dévelopment of the narratlve as a

composxte of dlfferent tlme llnes that unfold
,SLmultaneously lS 1tself an 1nd1cathn of duallty of

i [ . -

i
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chardcter and of the idea that destiny is'the
. . - 7/ N
product of different times and possibilities. By
the same token, evidence of a cyclical pattern
in the lives of the individuals whose stories are

»

told is also a relevant factor in traging their'

~destiny. That 1s 'to say, that the concept of a

-

cyclical’ pattern itself entails a return to a point
of departure, to the initial state of purlty
The theme of destiny is not treated 1n exactly

the same manner in: Las buenas conc1enc1as as in the

' Vtwo novels dlscussed above, but the difference is

really no more than a matter of degree. Whereas both
- o

’_La.reglén més transparente and La. muerte de Artemio

Cruz portray the unfaelding of a complete cycle 1n ‘the

destlny of an 1nd1v1dual Las buenas conc1en01as'

'fpresents an extremely detalled treatment of only the
fflrst stage.——"la asp1rac16n exaltante"~- and the,mere

.beglnnlngs of the second --"1a culpa dolorosa" ’ Jalme‘»

‘Ceballos' rellglous fervour, and hlS pseudo—her01c

rebelllon agalnst the pettlness and hypocrlsy19 of the,

Ceballos family and thelr frlends, are both perfect
>-examples of the flrst stage of destlny, as typlfled
s in Fuentes 'novels and analysed by Paul Alexandru
"eGeorgescu.. Jalme s fervour, in fact, prov1des the
‘ﬂ,baslc subject matter of the novel It is only towards

’ 'tthe end, when it is clear that Jarme has capltulated L

. e
-_-l-‘- -~ ' D B . -

*
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and will continuedto live according to the patterns
hestablished by the Ceballosnfamily,‘that the second
stage‘is tOuched upon. However, Jalme has - already
| made some choxces and accumulated some _Sources of
gullt _ He is- aware, for lnstance, that he could have

‘made %an effort to reach out to his father and his .

N

~
<

mother, he is not sure whether he could have helped

)

Ezequlel Zuno, but he belleves that he has not been

T

entlrely honest w1th his Indlan frlend Manuel

However, 1f Jaime Ceballos is to follow the paths of

Jorge Balcércel Artemid Cruz and Federlco Robles, b

course that is clearlyalndlcated for_ him by hlS famlly
hlstory, it is clear that there will be a long record
of aCCumulated gullt from whlch he will later hope to‘
be relleved | |

3

51‘~ As we have prev1ously mentloned with relatlon to?
the idea of the 1nev1tab111ty of the past, there is.
- an element of soc10 economic determlnlsm 1n Las
buenas conc1enc1as, in relatmon to, Jalme Cebalfbs,

‘that does not appear to the same extent in Fuentes

.other works. In Las huenas conc1enc1as, Jalme 1s

shown to be lncapable of escaplng from patterns of -
behav1our long s1nce establlshed by hlS ancestors.'aTo
thls extent, therefore, he is predetermlned to behave

in a partlcular manner, to follow a partlcular area of;'

l

Studles,,flll a partlcular type of soc;al pOSltlon,

’ . . N . - T .
, - - » P PRI AR [ L. . .
' . . v‘ L : B s ," RO - : - .
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-destlny 1tse1f The llnear chronologlcal structure[

- character who lS predetermlned to conduct hls llfe in
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and hold a particular kind of job. All his efforts =

to escape this mquld are therefore destined to
failure. When such ideas do appear in Fuentes' other

works, in Part III of La reglén mas transparente

\

to be prec1se, lt is of 1nterest to note that they

are also 1llustrated through Jalme Ceballos; who is

//ﬂ_’///k/

now marrled and - whose wife, Betlna Régules, has 1nher-

. ited her.partlcular_role ln’soc1etv from her-father"

In Las‘buenas COnciencias, as in La regi6n mas
A S

/

' transparente and La muerte de Artemlo Cruz, the

technlques employed in portraylng the llves of the

characters appear to be a product of the concept ofi

employed in presentlng the past, wh1ch constxtutes

v1rtually the emtlre novel, is a result of the need
to demonstrate the manner in Wthh Jalme s destlny

has been dlrectly passed on. to him by hls ancestors.
P R4

o The cycllcal pattern that appears as part of’ thls

R
[

,structure, to Wthh we referred 1n our prevrous chap-‘
: ter, entalls, mdreover, a certaln element of pre—f'

Vdetermlnlsm. Just as - the cycle allows no escape,

1}

- s1nce 1ts completlon is somewhat 1nev1table, the

\\a partlcular fashlon cannot escape that mould

4

The concept of predetermlnlsm, however;*ls not “-

‘lim;ted~tovthe lnfluence'of'soc1o—economic}factors;"

B
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or to’ Las buenas conc1encras, but is characterlstlc

1§

of human destlny portrayed 1n the majorlty of Fuentes'_

-

works., Yet 1t is a particular kind of predetermlnlsm.

Although man's life is bounded by a predetermrned
e
beglnnlng and end, his’ birth and death between these

two p01nts the 1ndlv1dual is free to make a certain
number of chorces However his absolute freed?m of é’
ch01ce dlmlnlshes to a certaln degree each tlme that
'dec151on 1S'made, 51nce each deglslom w1ll 3ot only )
narrow the pOSSlblllties of further choice in the.
futhre,‘but w1ll set the indlvgdual on a predetermlned e
course‘g% actlon.‘ Thls notlonlls expressed in the faf-';%\\;

| ) ~\ e

.g terms by the subcon§c1ous v01ce of La muerte

6 Cru’z: o S . N E”/_. -
e K :::"" B N - o

: eleglrés, para sobreV1v1r englras,',;

. _ _ elegirse entre . los espejos 1nf'n1tos ' e
. ..7 .. uno solo, und Solo que te reflpjars S R
R irrevocablemente, que llenara /de una-'__ Lo
. .. sombra negra los demas e@spejo los’. |

‘ ¢ 'mataras antes de ofrecerte, gna vez més,

- esOS. caminos 1nf1n1tos para /la-eleccién: -

_ decldlras, escogeras unq,de los- camlﬁbs,

sacrificaris los demds: ‘te sacrlflcaréf
que

'ﬂescoger, ‘dejaras ‘de ser: todos los otros
hombres .que pudiste haber/51do, querras

B

otros homhreS'—-otro-- cumpla por 'ti 1la; o
o " vida que mutilaste al elegir: = al. eleglr e
-7 .. - si, al eléglr no,ral P rmltlr que no tu S

‘deseo, idéntico-a ty . libeftdd, te- seﬁalara | ﬁ ;
‘rqﬂiun laberrnto sino t? 1nteres, tu mledo, tu o

Sy




“destlned for h1m~alone~ _ RN {

. ~
e .
Moreover, the use of the second person narratlve in -
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\

applicable to a numher of\the other characters

portrayed in Fuentes' early flCthn Aura seems to

VY
present a notable exceptlon.‘ From the beglnnlng of

“the novel Fellpe Montero appears to have little

‘choice in determining his futureaﬁ,The advertisement

t

which he reads in the newspaper, offerlng the, pos1t10n

of hlstorlan in Consuelo's house, seems to be

, Se sollc1ta historiador joven " Ordenado.
~ Escrupuloso.  Conocedor de ‘la lengua
- francesa. Conocimiento perfecto,*coloqural
Capaz de desempefiar labores de secretario,.
Juventud conocimiento del francés, o
. preferlble si ha vivido en Francia algﬁn
tiempo. - Tres mil pesos mensuales, comida
.Y recamara cbmoda, asoleada, aproplada
, estudio. S6lo-falta tu nombre. S6lo falta
. que las letras m&s negras 'y llamablvas Ael
aviso 1nformen' "Felipe Montero. Se ’
‘¥ solicita Felipe Montero (p. 9)

o,

comblnatlon w1th the future tense conveys a sense of

'1nev1tab111ty whereby Fellpe is constantly told what

he W1ll do-. It produces an effect 51m11ar to that of

IVthe 1mperat1ve mood, The atmosphere created by the
mysterlous old house also produces a sense of

.‘1nev1tab111ty w1th regards to Fellpe's destlny, a
feeling that, once he beeomes 1nvolved 1n the |
51tuatlon, he cannot escape.‘ In féct there are
several 1nd1catlons that Fellpe 1s entrapped in the

house.' From the beglnnlng, his efforts to return to



his own\house are thwarted. He ‘is told that living
1n Consuelo s house is one of the condltlons of thzq
position he has accepted (p. 17). When he mentlons
vthe possibility of returnlng to collect hlS o
vbelonglngs, he is forced to turn hls keys over to
Aura, who 1n51sts that it w1ll be done by someona
,‘else (pp. 22 and 230 Furthermore,‘Felipe is not
xeven allowed to v151t ‘the garden, but is told by
Consuelo that it does not exist (p '30).

A 51m11ar sense of a fate that is sealed 1s‘
evident wlth regards to the narrator and central
character of "Tlactocatzine, del  jardin de Flandes";
who, once he has moved into the old mansion, is
unable to leave ewen to make"a telephone call. The
forces that retain him, however, are ‘somewhat less
tangible than those of éﬁra. He is;nOt“told that ‘he
should not leaye; he simply finds it impossihle to do
'so;‘ Neither the narrator of "Tlactocatzine, del
jardin de Flandes” noruFelipe accept their fate, but

|
struggle against it~ until it is flnally clear to them
that they cannot escape.' There are other characters
1of Fuentes' early flCthn, however who accept their
_fate as sealed and do not endeavour to struggle
,'agalnst the forces. of destlny. ‘As a result a sense

' of fatallsm,.of powerlessness in the face of destlny, is

1ntroduced 1nto sometgf hlS works. Although the 1dea
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is evident ty some extent in Jalme Ceballos' final
re81gnatlon and acqeptance of the order of thlngs in

hlS famlly, it.is really in La reglén mis transparente

that 1t is given most empha31s It 1s also .0of inter-
est to note that th;s sense of fatallsm is- most
apparent among the characters representatlve of the

lower classesaand those with the closest ties to‘
indigenous‘Mexico. Hortensia Chacén, Federico Robles'

[N

Indian‘mistréss‘ appears to have llttle dlfflculty 1n
' acceptlng her sad fate (pp. 345 355) Slmllarly,
there is a general sense of acceptance of fate among

the<members of Gabriel's famlly, as 1nd1cated ‘in the

S

expressrons they use: -—Qué mis da, gué mé&s da.
. e . ——Qué'le vamos a hacer ... ." (p.+221) - The
same marked note of fatalism, moreover, is ev1dent .

'1n the phrases spoken by Ixca Clenfuegos whlch open

LS

and close the novel: "Aquf nos tocé. Qué le vamos .

'"a hacer. En la regi6n m4s -transparente del aire" pp.

21 and 470). In these words, Roberto E. Rfos sees
even broader implications:

& . C h . .
Esta obra apasiéhante'y'profunda termina.
C con una nota de pagana re51gnac10n Una
71nvoca016n a los dioses, hecha por Ixca
Clenfuegos, que no es otra cosa dque un
resumen de la historia tr&gica de México
y de los mexicanos, termina con las
Yepetidas palabras ”Aqui nos toc6 Qué
le vamos a hacer."20

)

In the light of these COnsiderations, it seems‘that,.if
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there are not two types of destiny portrayed in
Fuentes ¥ early works, there are at least two dlStlnCt
attitudes towards 1t the one perhaps .more repre-

sentative of indigenous pre—Hlspanlc,thonght as
. N4

Rios indicates, and the other more representatlve of

»

modern Mexico with 1ts,marked European and North

American influences.

“

Myth

Two of the most important conclusions wrth
respeot to the interpretation of.time Which may be
arawn from the discussion in the previous‘sections
of thlS chapter ‘are that the past is unav01dable,

and that life Ns to some extent 1nfluenced by destiny.

‘e .

These two ideas suggest,that time unfolds according
"to certain patterns;,andithat,‘in the context of
J these patterns;:man'iS’made to ‘conform to certain

'roles; In effect, the conclusivns reached with

relatlon to the past and destlny reflect a generally

mythlcal view Of reallty. It 1s for thlS reason,

.as well as the»facttthat.myth appears in other\f

ways in Fuentes' early narratlve, that the dlscu551on

’

of myth is pertlnent to this studv. In general myth

serves as a ba31s for evaluatlng and categorlzlng

-human conduct»accordlng to certain unlversal patterns.

Through ;eferencetto~myth,,it is possible'to verify

y ' i , R
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a

how such patterns are-perpetuated and;what form they

take 1n more recent times. In exp101t1ng myth as a.

;source of hlS narratlve, the novellst is able to

-

draw attention to the notrons that uhoerlle the

society he is describing, and thus. i's able tO‘giveihis

‘writing a symboiic Value ih order that it mayfbe

properly representatlve of. that soc1ety.

' The general purpose of Fuentes' recourse to

P

» mythology and the prlncipal sources upon‘whlch he has-

bl

drawn have been very approprlately summarlzed by Rene

_,Jarazf‘

leEl prlmero de estos n1Ve1es R

o> -
. N . RO
: ,,"' N - s
4 K . . v
.o ) .
e 14 B
;
&
P
K

se realiza cuando la estructura de los

. .- materiales del mundo -es amplificada, o
‘;se la explicita, reCurrlendo a mitologias

de. ralz/occ16enta1 clisica o bibllca
--everotestamentarla o evangéllca-~ Tcomo

.- correlato estructural objetivo: que éusie'
- ser de mencién explICLta Q 1mp1fc1ta.

&

-La narrac1on tiene caracter 1ntram1tologlco

cuando explfcita o’ implicitamente,  los
contenldos materlales/del mundo funcionan en
un sistema analoglco referldo a las

F"teogonlas Yy cosmogonlas prehlspénlcas y

coloniales, presentes en. el inconsciente
colectivo de Hlspanoamérlqa~ apoyéndose en

- el pensar méglco prlmlgenlo, la' narracién

'se eleva al pensar visionario del mito para
dar en la obra una razon explicativa ‘del
mundo, afanosa de 1legar o los hondones del
ser hispanoamericano y recuperar su

@utentlcuiad 2

Since Fuentes*<ear1y$brks are, above all, an

endeavour to~account for the underlying forces of

r <

\
can



‘that he should have had recourse to Aztec and Mayan
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_ oy o
social realities in Mexico, it is hardly gurprising

: . <
mythoiogieslv In our'discussion of the atavistic,

mythical past earlier in this chapter, we noted how

' Fuentes depiétedmmyth»expl;citly through'a descrip-

tion of the reincarnation of the ancient gods in
contemporary Mexico and through characters ‘such as

Ixca;?ienfuegos and Tebdula Moctezuma who act as
theif)agents. This direct Fethod is used sparingly

<

in Fﬁentes' early works, however. 1In general,-the

ancient patterns of behaviour are integrated into his

narratlves much less exp11c1t1y, but still serve as

thelrlba31s. As Rene Jara afflrms, there is an

»

' attempt'on the part of the novelist to mould reality

[y

through the coalescence of his narrative with the

mythologies to'which he has recoufse:

. . . el mito se conforma,con la misma
estructura de las objet1v1dades Y, por
ende, novela y mito part1c1pan de 1la
mlsma sustancia y esencia individuas

. « . la sustancia mitica . . . es
estructurada desde la misma narracién
sustentada en un modo de pensar mItlco 23

.
2.

The relatlonshlp between Fuentes1 narratlves and
Mexican mythology is evident, above all, in the
emnhaeis he placed in them:on the notiOn of sacrffice;
a concept Wthh is- con31dered to have been one of

the cornerstones of Aztec thought and culture.
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'

' Slnce the need for sacrlflce was directly connected
w1th the surv1val of the sun, the preservatlon of an

GX1st1ng unlversal order, and, the continuation "of -

i

tige, the importance of sacrifice was such that 1t

was impossible to env1sage the perpetuatlon of llfe

\

24

1

‘w1thog} it. In coﬁversatlon w1th Emir Rodriguez ‘

, Monegal Fuentes himself comments on, the continued °

v manlfestatlon oj/such ideas in Mex1co in the present:

o ‘
La verdadera venganza de Moctezuma no

- es la disenterfa: es el sentido
o permanente del sacrificio, del sacrificio
- para mantener el orden del cosmos. = Esa ha
sido 1la v1ctor1a final del mundo indigena
‘de México. :

Several of the storles of Los dias enmascaradOS

present the idea of sacrlflce relatlvely dlrectly.

The rain god Chac Mool 1s reincarnated and ensures hlS’.

contlnued ex1stence through a sacrlflce represented by

o

the death of Flllberto In "Por boca de los dloses" o

Ollverlo is sacrlflced to the gods in the basement of
the hotel, In both these stories, as Well as 1n‘
Tlactocatzlne, del Jardin de Flandes" and "Letania‘

,de la orquidea"; sacrlflce results from a confllct

between the flctlonal character and forces whlch

S

-

 prove to.be stronger. In Fuentes' other works, how-
- ever, the notion of sacrlflce is presented moré

-

symbollcal;y.b We haveyalready_mentioned how Teédu1a°

S
S
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Moctezuma and Ixca Cienfuegos, acting as agents of the
" gods, seek the death of Norma Larra901t1 and Rodrlgo
Pola and brlng about the downfall of Robles These

R
'are-not only thought of by.Ixca and Te6dula as

3

‘sacrlflces, but they represent sacrlflces effected in
order to achleve other goals., Ixca and Tebdula must
appease the gods Wlth Norma's death; Robles must
sacrlflce his social and econﬁmlc posltlon in order
to achieve a sense of authentlclty, Rodrigo Pola

sacrlflces hls pr1nc1ples in order to become wealthy

!

kind be accepted by the "Intérnatlonal Set". But'.

<&

Robles and Rodrlgo Pola, also, sacrlflce others in

N

'

order to achleve thelr ‘own goals- for Robles, 1t is
Mercedes Zamacona, Fe11c1ano Sdnchez and. lerado
Ibarra; for Rodrlgo, 1t is hlS mother Rosenda.

The L\\\
1dea of sacrlflce 1n La reqibn més transgarente, _ -

however, transcends purely 1nd1v1dual conduct - The

lives of Fr01lén Reyero, Gerva31o Pola, Flores Magbn,

.-Fellpe Angeles and lerado Tbarra were sacrlflced for

T

o ‘the Revolution in order that p0551b111t1es such as

_those represented by Federico Robles might be ful-
filled. ,Moreover, aththevend of Part II and the

‘beginning of Part III of La regién més'transparente,

it 1s clear that one generatlon has been destroyed .

——sacrlflced—— so that 1t can be replaced by another.

It is equally clear, wheny in the final scene of the
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novel, Cienfuegos-almost causes the death of Rodrigo '

- LY
Pola, that the new generation which emerges in Part

I1} will also be sacrificed for a later one. In

B

that scene, Ciénfuegoé perhaps taunted Rodrigo Pola
with the possible realization of an idea that he had
already expressed to him somewhat earlier%

Es que un solao sacrificio, asi fuera
ejemplar, no bastaba. Era preciso un
.sacrificio diario,'un alimento diario
~para que el sol iluminara, dorriera y
alimentara a su vez. No, no veo un
solo Dips ni un sacrificio aislado.
(p. 264) -k

The idea of sacrifice is also onesof the

fundamental elements of La muerte de Artemio Cruz.

It has already been indicéted earlier in this chapter
ﬁhat each.éf the decisions takén'by Cruz thrdughout
his life rep:ésénted the sacrifice of another human
being; the dying.soldier,_Regina, Gonzalo. Bernal, the
Indian Tobfas, GamaiiélﬂBernal, Cé%alina, Lorenzo,
Laura aqd'Liliaiﬁ Moreovér, Artemid's'life.embodies'

. the total sacrifice of whatever ideals he may have -

k held. On a grander scale} as in La regién més
T ! .

\transgarééEg, thé courseIOf history itself is por-
trayed. as 3 series of .collective sécrifibeé. The
Revolution. represents the saénificé of countléés

'liQes, for a caﬁse‘thqt!is not even clearly undef-

stood, and, in its aftetmath, the destruction of one-

generation fo replace itfby another continually.
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Thus, the generation of Gamaliel Bernal was

sacrificed in,favour of that of Artemio Cruz, while

-

Cruz's generation will be replaced by that of the
young Jaime Ceballos, who, appears in the tenth third

person episode at the New Year party giﬁen by Artemio.

f’@f In addition to the notlon of sacrlflce, Wthh is
one of the most ev1dent manlfestatlons of anc1ent
Mexican mythology in Fuentes early flctlon;'therevare
other aspects of Aatec‘nyth that inform not only tHe
: p;ot'but also‘tne structure of some works. InNthis-
vein, Liliana Befnmo Bosohi and Elisa Calabrese-have:
demonstrated the importance of.such'aspects as the

: "fiesta",’the_Aztec concept of life and death,'and

the myth of Quetzalcoatl in La muerte de Artemio
cruz.?® The importance of the "fiesta" as a ritual
and symbolic expression of myth is particularly notable

S
in the tenth of the third pérson segments of the novel;

’Ain'which the New Year is celebrated, and which records

the\iast sxgnlflcant day of Artemio's llfe previous to’

'that on whlch he dles. BOSChl and Calabrese comment
in the follow1ng terms on the meanlng of the "flesta"

both generally and spec1f1cally.

}

Para el mex1cano, la Fiesta cobra
"especial significacién ya que por medio
del derroche de energfas acumuladas
durante el afio, puede liberarse, dejar
de lado todo aquello que lo afsla y lo
separa de los ‘demés. " 'Es el tiempo en que.
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% puede participar, comulgar con gquienes
lo rodean, salir.de s{ mismo y embriagarse
de alegria, color, sexo, vino y cometer
todos los excesos que .compensen la
. permanente carencia . . .
' Los mexicanos, antiguos o modernos,
creen en'la Comunibn y en la Fiesta.  En
La muerte de Axtemio Cruz, durante la ,
celebracién de Ia fiesta de San Silvestre
del 31 de diciembre de 1955, el personaije
vuelve a reiterar los ritos.y el entorno
'Se envuelve en una atmdsfera mitica que
- todo lo transforma.27 : ‘ :

The Aztec idea Qf death as a natural prolondation

.of life, as the other side of the same coin, and as

an end as well as a beginning, while evident in La

2 .

regién més transparente to some extent, &5 developed

particularly in La muerte de Artemio Cruz:

En Artemio, . . . se trata de una ceremonia
" ritual cumplida en el cerro gue domina el
‘'valle de México y por la cual se conmemora
la iniciacién de un nuevo ciclo azteca,
luego de cumplidas los cincuenta y dos-
arios. Rito de entrada y salida,.rito del
fuego ‘de los antiguos mexicanos, realizado
por la muerte-nacimiento de Artemio Cruz.28

Boschi and Calabrese alsa see the incarnation of an

~aspect of the myth of Quetzalcoatl-Tezcatlipoca in the

figure of Lorenzo and his relationship with-Artemiog_

Cruz, papticularly{%n the similarity between fhe;

- voyage by sea ﬁndertaken by Quetzélcoatl.and'that

. “—— . . Y :
undertakentyy Lorenzo: . . , { S

. - . el viaje realizado por Lorenzo, hijo
de Artemio, al otro lado del mar, posee.

-
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- claras connotaciones mitico-simbdlicas

., ~ « s+ » Es precisamente el mar el que une -«
a Lorenzo con' Artemio en el nivel del tu

. e .,Ambos aparecen ligados entre si Yy

con el caballo en el estribillo-inldice de
manera tal, que conflgura un verdadero
encadenamlento simbolico. Tanto Artemio
comoJLorenzo estan unidos en el nivel del
&l (hechos realmente- ocurrldos) al mar g
. . BEs, pues, el v1aje a través de las
aguas en una embarcacidn que se dirige al
lugar de la Conflagrac1on .« - la

presencia de Lorenzo estid. constantemente
ligada al mar y al viaje de Quetzalcoatl

o« e e Tezcatllpoca-Quetzalcoatl v .sus K
encarnaCLOnes. -Artemio Cruz, unlcamente
destinado a asomarse al mar y a ser
“arquetipo de lo oscuro vy la traiciodn,
opuesto a Lorenza, su ‘otra mitad, el
R ‘ideal dispuesto a renacer otra vez.

The myth of Quetzalcoatl is not only significent~

" in the development of the plot, but is, as M.J. Valdés

‘hpoints out, the basis of the structure of La-muerte de
: 30 :

Artemio Cruz.

eveldés"analysis of the novelistic

N
e

I

structure, based on his‘study of_the third person
~narrative sections in relation to the~Toltec calendar
and on certaln notions emanatlng from the teachlngs of
.Quetzalcoatl, explains several aspects of the structure
of the novel,vsuch as the use of three narratlve
voices, the errangément'of'the third person sections,
and the use of ‘thirteen trlads. Heupoints out that-
the three narratlve V01ces correspond to thé three -
faces or 1dent1t1es 0f~Wthhy accordlng to the myth, .
jthe‘person'COnsisted 31' ACcording to valdés,

the arrangement of the thlrd person narrations )

“follow the Tofiec horoscope for one born on Aprll 9

L

¢«

. .
N N
N .
e e e e s e et oty
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of 1889, Hrtemio Cruz's birthdatei

Sy

Each of the third person's narrations
is the dated reading of the horoscope for
one born on April 9, 1889, that .is, the

~sign of tecpatl. These passages are the
realization of his destiny. . '

The organization of the dated narratlve
follows the general pattern of the battle
‘of the body (tiger) ‘and the spirit (eagle)
in sets of three. 1In the first set we Tove <.
from Artemio at 52 years to 30 and then to
24, We move into the past:'in quest of\ the
meanlng of Catalina the wife who feels\o
isuperlor and’ Reglna the soldadera who loved

. fhim. .The unknown character of Eatallna\and

.. the memory of Regina become key-motives
the: isolation of Artemio Cruz.

The second set ‘consists-of Artemlo at
age 35, 38 and 58. Now we move in the
‘opposite direction ‘as we encounter the
mixture of cowardice and audacity that lea

. 'us to the image.of alienation as Artemlo
, - looks. into the mlrrora ,

° " _The third set presents Artemio at age 26
o 45 and 49 when his son is killed in Spain. *
Artemio Cruz escapes bodlly death through
‘daring but is unable to attain spiritual
‘freedom. He is becoming a prisoner of his -
- own helT of the material.  His son Lorenzo
is killed by an alrplane, the eagle, and
with him die Artemio's hopes of redemption
for his own loss of ideals. The last set .
moves again in the counterdirection from
age 65 to 13 to birth as the last trajec-
tory is made of the life-long battle. The
“thirteenth part is the final synthesxs in’
death. 32

4 -

aFinally,jthe-thirteen*triads also correspond to the

®

VﬂTolteovoalendar:» S o frﬂ ‘f;, "

The th1r€Een divisions of: the novel are -
established in keeping with the Toltec ,
calendar of d%v1nat10n which divides the
cycle of life {Rfo thirteen periods which
~ ~ are dominated by. -a varlable number of the
' ,"20 signs of the Toltec horoscope.33

«

L}
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Although the fundamental coﬁéepts of pre-
o 4

. L
Hispanic mythology . form the hésis for much of the
. i - !

plot‘and structure of La~regi6n‘méswtransParente and
~ , : ,

9

Chris&ian/thought —-the concept of a fall from grace,
followed by redémption and salvation-- are not in the
least exdludéd Erbmveithe;,nqvel. As our diécussion |
of deétiny in the eériiér parﬁ of this chapter has
’.alreédy revealed, the trajectory of the livés of
éeveral of fuentes' characteré follo&sppréciéely_theQ

-. . b ° . ’
pattern transcribed by loss of innocence, feelings of

guilt induceégby a sense;ofbremprse, and an ultimate
desire fororedembtion. It ié.unngcessary,either tg
'repeét our earlier‘diséﬁssioh in detail or to examine
thé evident paréliels Betﬁeen'the concept of‘déstinf
we have déscribed and,tﬁélcﬁristian’tradition.‘ At -
this poinﬁ, howeve:,’it is relevént to draw‘attentionv
Qto twofcoﬁ¢1u§ioﬁs with :espect_to Fuentesf use” of i/
mythology. In th& first iﬁstance;*by constructing a
'?,N;narfative int:inSically reléted to the“ideolégies'and
| 'myﬁhé that underlie reality iﬂfMexico;bit is possible

\fonﬁbrfray how_the time that elapses for man in the

_ course Q?ths‘life is;governea, in terms of the

inéiden;s that c.o.nstnf-tu‘t'e" it by‘b'p.arti_c'ultar' archetyi)al
" §étté;ns.‘ in,the'§§cdnd,”bj ha6in§ ﬁad.reC6urse to

:the two mythologies tﬁat fi§uré mpst p;edomigantly in

\ L o . ¥ e
- La muerte de Artemio Cruz, the principles qf Juq$o- Tl
. . . ( * Pl

v
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Mexican tradition, fuentes has evidently sought to
give, not‘just a.fragmentary view, but a more general
perspectlve of the hldden motlves in Mexico that are
T7°Be\thought of as determlnlng the nature,of human
‘conduct.

It is not only the plots and structure of Fuentes
works that have a basis in mythology Myth is also
made part of his narratives through characterlzatlon.

2

As. has already been pointed out in this study, some
of the pr1nc1pal characters of his novels‘and short
storles, in addltlon to being portrayed as individuals,

i

are also given a repreSentative function, They;gﬁe
symbols, of soc1al,,historical, and, in particular,
natural forces.' In effect, the identification of man
-with the forces of nature is/one'of the most effeotive
methods of establishing a nythiéal sense}of.reality in
a nouel As-Rene Jara states, "se trata de conectar
al hombre con su naturaleza - « . En la novela actual,
la naturaleza es tomada en su. sentldo etlmoléglco de
a .

34
~origen, nacimiento y manera de ser“ In an

excellent study of myth in La muerte de Artemlo Cruz,

'he has also affirmed that it is pre01sely ‘this
connectlon w1th cosmic forces whlch dlstlngulshes what

he refers to as the mythopoetlc novel from the modern

reallst novel‘
i ‘\~ | 7 . ' . . ’
- Esto es justamente lo que marca el paso de

RN
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la novela moderna de caricter realista Yy
documental a esta novela de funcién
mitopoyética y sobredocumental. EI1
transito se produce cuando no se trata
s6lo de las relaciones del individuo con
la sociedad, sino también de las‘/reXacionés
de la’ humanidad con la naturaleza.

Artemio Cruz is. one of the best examples of the
'chéracter—symbol in Fuentes' éarly works. 'As we have
already noted, the trajectory of his life is itself'
the embodiment of certain archetypal pattefnéu -
Although, withih.the éoncegt of this characteristic,
he may nonetheless be considered as an individualf

there is evidence of a constant endeavour on the part

of the author to transcend his individualiﬁy and to

o~ .

employ him as a symbol. ,The“?ourse of Artemio's lifé
coincides almosfiexactly with the‘trajectory of the
Revolution and its aftermath. Yet it’would be more
correct to statg that'ﬁhe‘history of the Revolution
is projected through-the 1ife of’Cruz.f He is thus
:made'tg repfesent the Revolution. Moreover, he also:
represents the new Mexicaﬁ bdurgeoisie that owes its
originé to the SOCiai turmoil of the re&dlutiohary\
peribd. This representative quality is,.in fact,
idireét}y attfibuted to him by Gamaliel Bérnal:‘

; ' a a /" - _ o

Artemio Cruz. Artemio Cruz. As{ se
llamaba, entonces, el nuevo mundo surgido

de la guerra civil; asf{ se llamaban quienes
llegaban a sustituirlo. (p. 50) :

O
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The .implications of the symbolic value attached

- to Artémio'ciuz are not relevant solely to the limit-
~ ’ B

ing contéxt of a single historical period. He also

Ve

‘embo&ies certain characteristics representative of
Mexico in a more genera{/éenée. He is a ﬁestizo, a
p;Qducﬁ of its two‘érédominant races. Cruz's name,
received from his mother, yet the namé by which he is -
kno@n,‘in addition to symbolizing the myths he has
relived in the course of his life,36‘is equally |
symbolic'of the mixiné or crossing of cultures £hat
résulfed from theuSpahish conquest. He ié therefore
intended to represent a péOple,’Mexicans of allﬁraces
and éiaéses; Not surpriéihgly, when Arfemiois
subconscious addresses him in the fecond pérson

narrative segments Sf the novel, t%sre is often a.

\

certain ambiguity, so that what i§ spoken appears to
be‘addressed,'as in the following example, both to

Artemio in particular and to Mexico in general:

ta dénde vas con la chingada?- o
- ‘'oh misterio, oh engafio, . oh nostalgia:
' 7 crees que con ella regresaris a los
origenes: !a culles orfgenes? no tG:
nadie quiere regresar a la edad de oro
mentirosa, a los orfigenes Siniestros, al
" grufiido bestial, a la lucha por la carne
del oso, por la cueva y el pedernal, al
sacrificio y a la locura, al terror sin :
nombre del origen, al fetiche inmolado, .
al miedo del sol, miedo de la tormenta,
miedo del eclipse, miedo del fuego, miedo
de las méscaras, terror de los idolos, _
miedo-de la pubertad, miedo del agua, miedo

x?



'del hombre, miedo del desamparo, terror
cbébsmico: chingada, pirédmide de negaciones,
teocalli del espanto. (p. 145)

-~ The word "chingada", which has come tO be con-~

Q
-sidered a symbol of Mexico,37ls 1dent1f1ed with Cruz:

- )

TG la pronunciards: es- ty palabra: vy
tu palabra es la mia; palabra de honor:
palabra de hombre: . . ., blas6n de la’
.raza, salvavida de los limites; resumen
de la historia: santo y sefia de México:
tu palabra. (pp. 143-~44)

o0

Thus,-ln the rltuallstlc repetltlon of thlS word in
the novel (pp. 143 145), Fene: Jara sees a symbol both'
of the condition of Spanish America and of ArtemiO'sA

inabi}iéy to complete the 'cycle that would ehd with

e

_the reestablishment of his sense of authenticity and

‘his redemption:

»

"La.condicién histSrica y humana del hombre
- latinoamericano es sintetizada en un vocablo
que adquiere traza de sortilegio: - la
"chingada" . . . La ambigliedad de esta:
palabra es suma y cifra de la incertidumbre
americana . . . La chingada simboliza el
obstdculo que impide al homhre trasladarse
hasta sus orfgenes, su autenticidad ... . Es
una cadena infinita. El1 hombre: hijo de
la chlngada. La vida, producto de la
chingada. Artemlo -—th-- . . . prlmogenlto
de la chingada.38

Finally,"Artemio Cruz'must be,theught of as
representatlve of man in a more unlversal sense. As

Rene Jara has afflrmed the voice of -his subconsc1ous

expressed 1n the second person narratlve segments of
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. o !
the novel, is also the collective voice of the

subconscious of humanity:

- E1 hecho concreto --al ser proyectado
primero por el narrador demifirgico que
habla en segunda persona-- se desrealiza
en la imaginacién del lector, di fumina
sus contornos de cotidianidad para
convertirse en representacién simbélica

» del todo.39 . .

_ - . ~
In the following passage, in particular, Artemio is/

addressed as if he were universal man:

Aprender&s a frotar dos maderos hasta
incendiarlos porque necesitards arrojar
. una tea a la entrada de tu cueva Yy
espantar a las bestias que no te :
% ~.distinguirén, que no diferenciarin tu carne
de la carne de otras bestias y tendr&s gue
construi¥ mil templos, dictar mil leyes,
escribir mil libros, adorar mil dioses, -
pintar mil cuadros, fabricar mil méquinas,
dominar mil pueblos, romper mil &tomos para
" volver a arrojar tu tea encendida a la
entrada de la cueva. (p. 207)

Just as his éxiétence is representétive'of a natural
cycle, th%ough whi;h life begins, ends, and isibegun
.agéin, his éersonal.hisﬁdry }é to be identified as an .
_{encapsulét;d'fo:m of the history of the~humanv;ace.
‘Although with‘;he notable differencé.that) in.a
spite of himself, he does Qbﬁaih'somé form bf'
redemption, Federico Robleg appéars”to be an eérlier‘
version of ArtemiO_Cruz; }As.we have‘séeﬁ, his"life isn

also related to certain archetypal pattefns and

‘follows a similar trajectery as a result of its
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relationship to the Revolution. By the same token,

he is also a syﬁbol of the new bourgeoisie‘whioh

a

pfofited from the Rewolution, and was, as Cienfuegos

observes to him, the source of its betrayal:
,}

Ahora a ustedes les ha tocado acarrear
con todos los .pecados de nuestro pais.

A usted, en lo particular, puesto que le

. ha tocado vivir todos los hechos funda-
mentales de medio 51glo de vida mex1cana.
(p. 273) :

Federico Robles' 51gn1f1cance as a symbollc gharacter///ﬁ\

' however, appears to be more partlcularly equated with
Mexico and_lsbnot given the»more universal conno@a—
tions that are evidentuin the case of Artemio Cruz. -
-Symbolic of the many destructlve forces in Mexican
life, Federlco Robles is also descrlbed as a "gran

)

chingén"

Los ojos de Cienfuegos, sonrientes,
absorbieron todo el fisico, tenso y
fldccido a la vez, del banquero y,

~ en silencio, sus labios.fueron
repitiendo las palabras-de otra )
entrevista, is palabras de otro hombre
que invent6 el poder mexicano, de otro
gran chingén. (p. 122)

The identification between Robles and Mexico is fur-

ther consolidated in‘the final chapter of Part II of

Lavreéién‘més'transoarente. After the social disgrace
that occurs as a consequence of his/bankruptcy; Robles

is described in terms of the eagle.and the serpent,
. ' . A
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the two heraldic symbols of Meﬁico.'}On‘account of his
downfall, hefls referred to as'"el dgquila reptante"
(p. 428). HlS eyes are descrlbed as those of a fallen
bird (”los ojos de ave descendida de Federlco Robles"-
p.. 430). Rather than emulatlng the eagle, his move-
ments are those of the serpent ("su cuerpo reptando
entre los cadaveres 1n3ust1f1cados", p. 43l)r* Not
only do these 1mages confirm that Robles is

«
representative of Mexlco but, because they have

thelr origin in the legends of the pre Hlspanlc

past, ,40 they also serve to consolldate his 1dent1f1ca-

tlon with Mex1can mythology and the symbollsm of the

'sacrlflce that is 1molled 'by his downfall 1tself
Further examples of the archetypal . f gures

represented by Cruz and: Federlco Robles are not

'repeated indsuch detall In Fuentes' early works. They

do appear, however, in embryonlc,form in Roberto

Regules and Rodrlgo Pola in' La reg16n mas transparente

land 1n Jalme Ceballos who in addltlon to being the

protagonlst of Las buenas conc1enc1as, also appears

‘brlefly in both La reglén mas transparente and La'

.muerte de Artemio Cruz They replace the dead Artemlo

Cruz and t&e ruined Robles, will llkely have a similar
trajectory, and will ensure that the same cycles are
perpetuated Indeed the cycle has already begun. to

renew itself before the end of all three novels In_

<
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- Las bhuenas conciencias, Jaime Ceballos returns to
the fold and adopts the lifestyle of his forebears;

R Lo~ ‘ .
in La regi6n m&s transparente, Roberto Réqules

prospers at Robles! expense, while his daughter
‘Betina, married to Jaime Ceballos, represents the

emerging generation that will replace him; and in

¢

La muerte de tgmié Cruz, Jaime Ceballos, also
‘representing{;ggqﬁew generation; appears at a party
hosted by tﬁe aging Cruz.. | ' |

In addition to these characters, there are others

who are also to be considered as having certain

v

symbolic functions. In La regibn mé&s Eransparentg,v
for instance, Ixca Cienfuegos fulfills a role that, in

some respects, is similar to that of the second person

narrative voice in La muérte'de Artemio"Cruz; As a
ﬁbiquitous being, séem@ggly in all places at all -
hfimes, hé'also acts as the éolléctivé unconscioﬁs, able
fb stir the‘guilt.and to prdd”thé memory of all the
other characte:s“with whom he c?més into contact. 1In
possession of the total hiétory of all the éharacters
of the novel, ;E ig small wo?der, then, that‘hefis

¥

able to stimulate recollectiohs ih them'of events that

-

took place even before their birth. In the final

‘paées of the novéi, it is clearly indicated that the

entire story narrated in La regifn m&s transparenté

~and more besides, in short, the complete history of
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. Mexico and Mexicans, has been seen through his eyes,

‘as if he were the depository of itfall, Even more

‘explicitly, the’ reader is told'thatxcienfuegos'ig the .
sum of all the events and all the characters of the

novel.. Everything is reflected in'himf

Y Cienfuegos era, en sus ojos de}égulla _
pétrea y serpiente de aire, la ciudad, sus
voces, recuerdos, rumores, presentimientos,
la ciudad vasta y andénima, con los brazos
gruzados de Copilco a los Indios Verdes, con
las piernas abiertas. del Pefion de los Bafios
‘a Cuatro’ Caminos, con el ombligo retorcido
y dorado del Z6calo, (pp. 453-454)

Cienfuegos is‘alsoléxéymbol for man in Latin Amefica,f

" a mixture of two races:

. « . los otros ojos, de almendra
quemada, de Ixca, sus sienes pobladas
de cerdas,,sus anchos labios y sus
facciones, alternativamente indigenas
en pureza, pura y oscuramente europeas

. -« de un mediterr&neo asoleado y denso
y ocioso en el mar. (pp. 131-132)

Hé is identified with the land and nature; his voice.

is likened to stone, his face to the landscape:

Rodrigo dio la cara a Cienfuegos; tuvo
la sensacibn, inconsciente, violenta y
olvidada, de que en el rostro de ese
‘hombre se reproducia el mismo paisaje
chato y oscuro del patio: que el rostro
-de Cienfuegos descendia sobre el suyo,
igual que la-lluvia sobre los monotones
de basura hinchada, sobre los techos de
1amina y -azoteas de ‘tezontle y pavimentos
:»~, de la ciudad. Y como en las calles, ese
rostro se tragaba la naturaleza y la

e
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mataba, como las calles, con un gesto
que equivalfa al ruido de 51nfonolas
y claxons. (pp. 259 -260)

ar

- The principal female characters,fn Fuentes"'
novels and short stories also perform an important;
function as sfmbols. The majority of;them\may also
be considered as archetypes. Although it is not
always the case, the women of 1nd1genous origen
'generally embody the archetypal qualltles of the
Earth Mother. Othefs, often of European origin, are

G

portrayed as .the unfulfllled female. In La reglén

mas transparente, the women who have symbollc signifi-

IR

cance are the widow Teédula, Horten31a Chacébn,

-Mercedes Zamacona and Rosenda Pola. In La muerte de

Artemlo Cruz, Reglna, Catallna, Laura and, to some

extent Lllla are symbollc of further aspects of the

female. In Las buenas conc1en01as, the only arche-

q

typal female flgure is Asuncién Balcércel All
these women may be thought of as symbols "de la
Madre Tierra, del orlgen, la fuente de toda‘v1da,

la matrrz prlmlgenla, s1gno de regenera016n.y

;renacimiento“.41

Tebdula is one of the most evidently symbolic .

figures of La regibn mis transparente. She‘repre-
sents the mythical Earth Mother, Coatlicue of the
Aztec Pantheon,kfrom whom issued the gifts of food

and life. Her face. is deberibed as being of.dark.
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s

corn (p..204)) thus identifying her with the earth

and the prlmary source of food of the an01ent K
Mex1cans, as well as the substance of which they
believed man was made. At the same time, she 1s,the
monster Cipactli, the devouring mother who is at:

once the womb and the tomb.%? Like Coatlicue;4

TebSdula identifies completelvaith the  earth and

: the rythmic cycle of nature. Like the goddess, too,

uTeodula Has the duallty of belng the one who both .

gives and takes life, as is. 1nd1cated by her caring
for Rosa Morales' son when ‘he is ill while; at the
same tlme, seeklng to feed life through sacrifice and

death through the destruction of Norma Larragoiti.

Tebdula's symbolic function: is more directly
’ - : R oo .

- _conveyed than any of the otherAfemale oharacters

=

mentioned above because-the»re-creation»of,an ancient
mythology in the contemporary world described in the

. - -
novel is mostvexplicitly portrayed through her.

Horten51a Chacon—does not perform the ancient rituals .

“

brought back to llfe through Teodula, but she is

.
nonetheless representatlve of the long sufferlng

ifemale and the Earth mother, who embodles the essence

of the orlgln, source of llfe, perfectlo and
@ )

: authentlclty. After Robles' f1nanc1al ruin, he

returns w1th her to llve in a small cottage away from

- the c1ty . As such, her role-is to lead hlm back to
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“his origiﬁs. -While Robles is not qﬁite aware of the

process in these terms, both she and Ixca Cienfuegos

are able to place his life in its true perspective:

(Cudl era este origen, verdadero origen,

' de gobles? Ixca . . . sabia que debid

-ser de tal manera escueto Yy sencillo que

€1, Ixca, jamas lo entenderia. Que la vida
oOscura y marginal que Hortensia Chacdn 1le
ofrecia era un sustituto, a 1o sumo un
reflejo intermedio de ese encuentro
original, que el ejercicio de poder descrito
por Librado Ibarra . .. . .NO era sino una

fuga . . . de ese mismo  origen’ escondido. ;
Y en el destino de ese origen, sintié en ese -
momento Ixca Cienfuegos, allf se librarfa la
batalla, -allf triunfarfan O ‘la nueva imagen

~de Robles, o Cienfuegos y Tebdula. (pp. 356

Hb;ténsia

~357)

.

]
i
[

is sure of Roblésf origin and final destiny:

. . L - » . . . '4.
Porque el mundo que serd al fin el mundo //'
- de Federico Robles estd aquf, créame - 7

4

usted. Todavia no, porque Federico no es/
quien es en realidad, sing lo que la vidéa
lo ha hecho. 'Como yo. Pero atris, sefior,
atrds estd esa cara verdadera, la primera,

.la-Gnica . . . Este era el mundo que

queria. (p. 364)

Thus, when the cycle finally closeé_for Robles, when

his origin and destiny meet, he

way slowly towards Hortensia's apartment:
. [ . .

.ﬂmbblical ',makes his

o

Y el dltimo peldafio, 5;~donde el pie
muelle pierde el equAlib >d4 '
vida es vuelta a sAsudir, e igiendp que
se le recuerde, qye s®-gep
lo anterior, que fe niega A Ber ca celada.
Al1li, a la alturd del altimo petd
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abrfa la puerta de Hortensia Chacén.
(p. .433-434)

In La muerte de Artemio Cruz, first Regina, ther

Catalina, and later Laura represent the possibility
of authenticity for Artemio Cruz, but, unlike

Federico Robles, Arte$%o never takes advantage. of

this oppoxtunity.x These wdmen_nevertheless remain

in his memory as his ultimate possibility of®
) &) )
redemption: 'E@gina, who for Artemio is the ideal

" woman, beautiful, sensuoug and generous, is the

surest representative of the Earth Mother. Of mixed
blood, like“hrtemio,'she is, perhaps,btheJonly'truly )
. % . : .
. authentlc character in the novel. Catalina Cruz,;

s’

Artemlo s w1fe, is representatlve of the frustrated

B female; and._asosuch can be-compared w1th,Asunc1on

K

Balcarcel Jalme s aunt and adoptlve mother in Las

' buenaS'conc1enc1as. Although thelr frustration stems
fromzdlfferent sources, both women;symbolize»the

lunfulfilled fenale;oAsuncién‘as %_result,of‘hzf
inability to bear-dhildren'because of her husband‘s

1mpotence, and Catallna because of her 1nablllty to

love and allow herself; to be loved by her husband

- The portrayal of~\ha£actﬁfs of archetypal Slg-i

-nlflcance is not the llmlt of Fuentes' endeavour to

-

glve hls narratlves the connotatlons of myth The'

ddeplctlon of -such characters shculd be placed in the

5

{‘\;‘ 5 : l ) . ) \ .
sl . . .
K Ly . . ) el

1
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context of our earller references to maglcal realism,
which as Rene Jara has explalned entails - the

. ¥
representatlon of reallty in different and bgbader

terms than was possible in the traditional novel:

—_—— , Bl relato tradicional, al trabajar .con
R la ecuacibn causa-efecto, constrefifa la
realidad a lo que garantizaban las leyes
del mundo ffsico Yy lo que no se asimilaba
advesas leyes. era considerado "sobrenatural"
prontamente reducido a 'la’ flagrante falsedad
de hechicerfa superst1c103a.. ' ‘ :
Las distinciones entre naturaleza y
sobrenaturaleza desaparecen ahora para
conjugdarsé en una realidad cuya findole nos
remite al estadio mitico, por cuanto el
objeto del relato es la recreacibn de las
- conexiones del -hombre con las fuerz%s
- c6smicas que encarnan, en su,mundo.

This "super%reaiity"vembraces all possible»realities.
Phys1cal reality is not distlngulshed from psychlc
reallty and has ‘the same value as dream or the
processes of the‘lmaglnatlon. Llfe andrdeath are
'§~p portrayed on the same level so‘that the'long dead

| roam the earth just as those who are Stlll allve. The

dlStlnCthn between sleep and waking and between what

/ﬂ\\spoken and what is 51mply thought all dlsappear.

In effect, it is a v1ew of reallty that is 1nherent
. ?

h‘»to,a V1eW'assoc1ated'w1th>myth _
o As we have now. establlshed, there is much in
anentes' early f1ctlon that is assoc1ated w1th myth
B and much that lS based on a maglcal reallst v1ew of

- the world, In the termSuof:thls”v1ew;-1t-need not be

..
L, L P
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explained why Aztec and Mayan gods appear\inlmodern,
twentieth century Mexico and'demand sacrifices as in
ancient times. ;Tne reincarnation of Chac Mool and
Vthe'ability of a mouth snatched from a painted'por-
: trait to speak and to control the movements and the
mind of Oliverio are further"indications‘of the |
phenomenon. In this world of marvellous reality,Jit
~ is accepted that an orchid ml%ht bloom from a human )
coccyx, that carlota's ghost might appear in.an old
man51on-1n Mexico Clty, and that.t%e old widow
Consuelo might reincarnate herséié@as the youthful

Aura. This view also provides the cohtext in which

the thoughts of characters in La regi6n més

'transparente are passedlto Ixca Cienfuegos without.the
benefit of sﬁeech and gives some basis for explaining
CienfuégOs'himself, who seems to-benomniscient\and
=‘oﬁnipresent. By the Same‘token; it allows us to
accept the scope of the memory attributed to Artemio
Cruz, who is ablé to remember the eventsAof'theoday of

. ‘ ‘ : : e
his son's death in the Spanish Civil War in detail,
‘although he was not present, to remember ﬁis own birth,
_and to narrate the story of ‘his own death

By hav1ng recourse to the technlques ofgmagical.

reallsm and giving hlS characters and thelr conduct

the same terms of reference as myth, Carlos Fuentes 1s

able to convey a sense of time that is much broader
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than might be accepted conventlonally The sense of

tlme revealed through maglcal realism and myth is not

limited, in terms of the individual, to a time that

encompasses his birth, ‘life, and death, or to the

chronological sequence cf events that occur in his
J 9 " -

lifetime. It embraces all times and places, does not

distinguish absolutely Between life and death, nor

recognlze any dlstlnctlon between the perceptlon of

<7

Y
from 1nterlor or exterlor, subjective or ob]ec-

“time .
tive points of view. What this amounts_to, as Rene |
Jara has p01nted out, while referring to statements
‘froﬁ

Octav1o Paz's El arco y la llra is a . particular

sense of tlmelessness-

Este tiempo mfitico reencarna y actualiza
en los personajes que lo poseen; su

- movilidad abre al hombre "las puertas de

acceso al tiempo criginal que akraza todos
los tiempos, pasadcs o futuros, en un
presente, en una. presencia total o e "

MEL mlto,'asi contiene la vida humiana en

su totalidad: @ por medio del ritmo actualiza
~un pasado arquetipico, es de¢ir un pasado

que potenc1almente es un futuro dispuesto a:
encarnar en un presente", Por eso, en la re-
g16n temporal del mito los contenidos de con-
ciencia del 1ndlv1duo se funden con los de

la humanidadg.

'Fuentes' ap? of myth should not. therefore be seen just

as a dev1ce 1ntenaed to give poetic- texture to his -

work but as an essentlal element of the overall sense

that ‘he makes of tlme The exp11c1t relatlonshlp o

-

of’characﬁers and events to mythology, the collectlve :
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unconscious, represented by the second person .

narrative voice in La muerte de Artemio Cruz and by

3

Ixca Cienfuegos in La regién més transparente, and the

apparent ability of characters to identify, such as in

Las buenas conciencias, with events that ar& not part

of their own direct experience, are all to'be consid-
efed among the characteristics of Fuentes' portrayal
of time in terms of myth. Moreover, the perception oF
time in such terms is not adjusted solely to the J
linear, chronologlcal flow of events. It is attuned
to a broader system of measurement and is adjdsted to’
the rhythmical'cycles of 1life, death, and regenera--
tion. dFor this reason, the representetienjeﬁ events
.as part of a éontinuously'repeating cycle forms an
’imﬁortant-part»of Fuentes' werks¢and;‘for,this reason
also, the past looms so lergely in his nafrativesif
Each individual carries with him‘the burden of his own
»past*end thatfof his kind; which entails a memofy of
4all that has preceded, even to the p01nt at whlch

history began.

'Estoy sentado en una playa que antes --si
recuerdo algo de geograffa-- no bafiaba mar
alguno. No hay més muebles en el universo
que dos estrellas, las olas y la arena. He
tomado unas ramas secas; las froto, durante

mucho tlempo . . . ah, la primera -~
-‘chispa. s « . ("El que 1nvent6 la p6lvora",
- pp. 96-97)

' Infthe'light of these observations, we may
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conclude that‘the connotations of myth ‘are evident
throughout Fuentes' early fiction andjare reflected
in the manner in which he has structured his

narratives. The three concepts that may be noted as

‘relevant to the understanding of myth are equally

~ ) 3 2

"applicable to time: .that the different elements

which contribute to the multi-facetedmature of

reality are of equal sighificance and may be perceived
i [}

simultaneously; that man has conducted himself, and

always will conduct himself according to the same

basic patterns- and sense of understanding of his con-

- dition; and that the past and the‘present thereby‘

‘censtitute a single'phenomenon that together determine

the inevitable direction that events.will take in the’

future. What we have endeavoured to demonstrate in

the course of our‘study'is that' IWé structural

characteristiCs and the con of’Fuentes!eearly'

fiction serve the purpose'ofdexamining and illustrat4
ing these concepts. The de-emphasis of a- chronologlcal

sense of time, the fragmentatlon of the narratives

through use of tlme ShlftS, the presentation of time

from a sub]ectlve p01nt of v1ew, “the fu51on of the.

¢

’past and the present and the portrayal of events in

terms of‘thelr cyclical recurrence are, as we have

seen, all dev1ces emp%oyed byrFuentes with'the inten-

“_tiqn of revealing the underlying,connotations5of time,



3

In brief, it may be concluded that he has
endeavoured to discover in what sense life in con-
temporary Mexico may be seen as a response to the

archetypal patterns of myth.

.
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=

&
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a fatalistie sense;to indicate a kind of powerlessness
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(pp. 241 and 263). RosendavPola'fends to use it in

a much more positive sense to indicate the possible
good that could have come frem her life (pp. 152,

153 and 235). Norma Larrag01t1\g1ves the term a

slightly dlfferent sense when she says to Clenfuegos,

"Yo sbélo he cumplido mi proplo deStan (p. 307) in

which she appears to equate it w1th flnanc1al and

social success. In La muerte de Artemlo Cruz, the
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destino te perseguiraﬂ (p. 17) and "el destino te

_encontrar&" (p. 17), and sometimes in a sense that

seems to.imply predestination:”'mla fatalidad de su

destino" (p. 46).
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muertevde,Artemlo Cruz.
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CONCLUSTON

Our method of analysis of time in the early
‘fiction of Carlos Fuentes is based on a description

of four distinctive elements in his WOrk: the fictive

. present, the fictive past the - quion of past and
present, and the rekationship between time as theme

and narrative structure. It is therefore appropriate
P :

3

that the pOlnt of‘departure for our conclusions con-

sist of a brief review. of each of these elements as a -

means of making some general observations concerning

. Fuentes' preoccupation with trme and the\manner of

its representation in his early work as- a whole.

Whether it is suBjected to some development, as,

.

in La reqién mas transparente, or serves as a static

pOlnt of reference, as in'Las buenas conCienCias, the -

‘ fictive present constitutes the nucleus of all of -

Fuentes" early novels and sho&t stories. As a pOlnt

“of reference, it is the- prop required by the reader

By

to maintain a sense of order in the narrative. and to
permit him to integrate the multiple levels of. time
that are evident in the majority of Fuentes' works.

Undoubtedly, it is for this reason that the fictive

321
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present generally develops in the~context of a

relatlvely objectlve chronologlcal framework Regard- .

" less of the evident linear progre351on that. 1t con-
trlbutes to the movement of the narratlves in general,
'however, the absolute temporal objectivity of. the
fictive present is affected in,some cases through its

.extreme fragmentatlon, the lnterpolatlon of the past,
5, .

and the 1ntroductlon of less—objectlve elements, such

3 .

§s the processes of thought of a character. Nonethem

(_less, the general impact of the flctlve present on the

L J

narratlve structure as a whole lS to endow it w1th a

sense of-objectlve tlme and, as such,'tO'provide it

with a sense of'time related to the real world. Th
iy . , k

1mportance of thlS characterlstlc lS partldhlarly

51gn1f1cant in llght of the fact that the greater /

part of»Fuentes narratlves convey some degree of(

. . - . ] :
subjective time. o - N
The fictive past, for instance, predominates over ‘ 1;
the fictive present5in Fuentesf early WOrks.' In'some g—

Q ‘ 4 X c.. (3 . .

cases, such as .Las buenas conciéncias, the present is
: )

almost entlrely effaced, and 1t is onky in "Letania de

la orquidea" .that the past does not 1ntrude on the

It

i
present in some form, Although several techniques are »
employed to integrate the past 1nto the narratlve,
Jits lntroductlon usually conveys a sense of subjectlve

K

tlme as.a general,resultAof attributing it to the

AN -



memory of a character. Moreoverj the narration of
the past itself has a Significant‘répact on the over-
all,structure of the text because it is a‘key‘factor
in‘fragmenting the narrative, in multiplying the
number of time lines, and in diminishing the sense of
'objective time that might_otherWiseﬂbe obtained.
The process of reducing,the purely objective:
connotations ofdtime is equally enhanced through the -
5.fusi§p‘¢f the past and the present. dAlthough.this
—fusion is obtained in several ways; notbthe least of
which is the integration of the. narratives pert/}ning
to the fictive present and the. fictive past one of
.Fuentes prinCipal techniques is his recourse to the
- devices assoc1ated w1th=magical‘realism; The result
lS the creation of a sense of super~reality, which has .
a marked effect on even the most objective of time.

' structures. The quion of past and present produces a
‘sense of cyclical time, which imposes itself on the
linear structures implied by objective time. Moreover,
the attribution of a cyclical form to the progreSSion '

of time affects both the fictive past and the fictive

present as a consequence of Fuentes recourse to
certain narraéive'deVices, such as the dispos1tion of

. the- text itself, or his portrayal of cyclical patterns‘t
."of conduct that are eVident in the lives of the .

o fictionalacharacters. The overall result is that‘a
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sense of cyclical time is the predominant temporal
'structure of_Fuentes"early fiction. |

“ The cyclical character of time.and-its effect on
narrati?e structure are further_euhanced on oonsidera-
tion of the principdl themes'related to time. The‘
- themes of the inevitable past, destiny eud myth are
, not'only interrelated,\but exercise a singTicaht'v
influence on-the time structure of Fuentesf.novels and
short stories. Through‘their'elaboratioh,.a concept
of time is conveyed ;ccordlng to Wthh the past con-
tlnues to hold 51gn1f1cance for the present because’
-the patterns of human behaviour, as well .as those of
"nations, repeat'the patterns of the past. Thus time,
as is implied in a general Sense‘gyrthe history ~and’
Adestiny of each individual and;nation}bis portrayed
as the continual repetition of a pattern that hes‘
~existed since-time itself begau. The structures with
res;ect to time that are evident in the works we have
 discussed are, in effect, a functlon of the expressxon_

of thesehideas.V

/,,t

Although there is some varletlon in the tech-

: 'nlques employed to elaborate the themes and structures

to whlch we have referred, lt may be concluded that

Fuentesq early flctlon is constituted by a cohe51ve

- group of works. Los dfas enmascarados may be seenias

- an introduction to"the.groub asﬁa'whole,'not only
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becausevit'has the first to be published, but also
hecause it contains techniques and themes that are
later‘developed more fully. vThe recuperation of the
past’and its use as a meansiof fragmenting the
chronology of the narrative are evident in "Chac
Mool". 1In the same story, the brief, static fictive
present, 1eading_to a fh}ly‘developed fictiVe past,
in addition to the technique of.beginning the narra-
tive at its 'end, are more fully elaborated in Eig |

buenas conciencias. At the same time, "Tlacktocatzine,

del jardfn de Flandes", both from the perspective of

il

. " o,
its techniques and its content, is a shorter version
-of Aura. .

If Los dias enmascarados is an int oduction to

o

~the works we have discussed, La muerte de Artemio Cg

.is undoubtedly their culmination. In many respects,
the techniques through which Fuentes concept df time
is portrayed in the earaier works are refined ‘and
perfected in this novel. The recourse to memory as a
means of presenting the past; the use of the third
person narrater“in passages attributed te the memery .
of 'a character; the struetnring-qf a narrative around.
the nucieus'Qf a fictive éresent as a~meanSjof‘ |
deiVihg»iﬁto the-past;‘the‘preponderance of paSt_time;
the‘use bfetimevshifts.inffragmenting4the narrative; |

and a linear time'étructure'subordinated to a cyclical
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form: these are all techniques which are handled
with more complexity and confidence than in the
earlier narratlves.
In comparlson w1th the earlier works, La muerte -

de Artemio Cruz is a 51gn1f1cant consolldatlon of

narrative content. Artemio Cruz is a more complete
character than either Federico Robles or Jaime

Ceballos. The trajectory of his destiny is traced
more fully and the patterns of time portrayed through
the narration of his life are presented in more detail.

' While the attempt, in La regién més transparente, to

portray'the entire society of Mexrco City‘haS’a cer-
.tain merit,vit also poses problems, amoné which is the-
difficulty ofnprojecting a single,.but oomplex and |
representative, symbol of society as a whole.ﬂ Itiis
possible that Ixca Cienfuegos isﬁintended to fulfil

this function, but, in La muerte de Artemio Cruz,

although Fuentes'covers less territory,‘sovte séeak,

he 1s able to use- the central character of the novel ;
.as a much broader, more comprehen51ve, and more

: ev1dent symbol, representatlve of Mexrco as a whole.
;ThlS endeavour to portray Mex1co by means: of-.a
character-symbol should not, however, be seen solely

. aS‘a_development in Fuentes technlques of character-

~ization. With the exception of several of the stories

of LoS‘dias“enmascarados, the history of Mexico, with
.7 o . ] . . ) C ek S .
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' particular embhasis on the revélutionary and post;
revolutionary periods, is not just a bachground
vagainst which Fuentes' narrdtives.are set, but an
intrinsic part of his subject As such the time

that elapses and the manner in whlch 1t elapses during
the span of the life of Artemio Cruz, or, for that ‘
‘matter, during the 1life of any of the other characters
portrayed in Fuentes' fiction, are 1ntended to be
1dent1f1ed with theﬁsame ‘time that passes and the
manner of its pas51ng for Mexico ltself., By establish-
ing Artemio Cruz as a more-clearly‘identifiable symbal
of Mexico and its hlstory, however, the accompllshment

of La muerte de Artemio . Cruz as a culmlnatlon of the

period of Fuentes work with which we have been con-
’cerned is- that 1t presents hls preoccupatlon w1th_
time and w1th Mex1co in a more complete and more

3

unified form. .
| The characterlstlcs which establlsh the cohe51ve-'
ness of Fuentes' early works ‘are also those whlch .
‘dlstanUlSh them from hls more recent wrltlngs.’ More
recently, hlS preoccupatlon with' tlme has been. placed

in a dlfferent context -The predomlnance of Mexlcan

-_hlstory, mythology, characters and settlngs is to

Z,_some extent attenuated by other factors.v ThlS 1s not-

“to say, however, that. Mexlco and its people are no

longer a major concern of Fuentes, but rather that
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|
these concern¥ are placed w1th1n the broader context
of the world at large. The narrative techniques
employed in the more recent works also represent a
considerable development in comparlson with those..
exploited durlng the'early period. Whlle later'novels,

such'as Cumpleafios and Terra nostra, mighthwell be

Ldlscussed on the ba31s of the methods of analy51s used
in this study, it is clear that they would need con(
'51derable reflnement and elaboratlon. Our study, N
therefore, is only a partial view of the 51gn1f1cance
of - tlme and the methods of its portrayal in Fuentes
work as a whole. Nevertheless,vour analy51s conflrms'
our oplnlon that Fuentes' early period, as we have'
defined it:in our introduction,.is,‘in fact, constitu-
ted\by a group of works in certain aspects'distinct
from the works he has written more recently. Thus, in
spite of the 11m1tatlons whlch we establlshed in
defining the scope of our study, it is hoped that our .

analysis will serve as a useful point of departure on

which to base a further study of Fuentes' fiction. -

3
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