



































comment upon the prevalent socio-political conditions of Latin America, but they are
also full of aesthetic attraction or literariness. With a skilful use of magical realism, he
challenges the official readings of history, the ones which were previously thought to
be as absolute and, therefore, unchallengeable. In his epic novel Solitude (1967/1970),
Garcia Marquez apparently tells the story of a family and thei.r village and in doing so
seems to describe much of Colombia’s history by analysing its successes and failures
as an independent republic. Although challenging the official readings of history of a
country ruled by autocrats is nearly impossible, Garcia Marquez seems to have done so
by employing the device of magical realism in his fiction. He appears to be able to do
it on the basis of the idea that nothing is absolute and that everything can be called into
question. The novel seems to constitute a realm of its own, demonstrating that the
Colombian history can also be challenged. Solitude is based upon a variety of real-life
incidents mingled with the fantastic. From mocking the practice of bestowing high
military rank on the young heirs of autocrats to the continuous political games played
between military and political leaders not only in Latin America, but throughout the
Third World countries, the novelist seems to paint a portrait of terror and political
repression. The novel seems to be an attempt to peep into the life of a nation living

under extreme oppression.

Garcia Marquez’s Patriarch (1975/2007) is based upon the life of a fictional
dictator, whose character has been derived from a number of real autocrats, like
Gustavo Rojas Pinilla of Colombia, Generalissimo Francisco Franco of Spain, Rafael
Trujillo of Dominican Republic, Venezuela’s Juan Vicente Gémez, and Joseph Stalin
of USSR. The novelist appears to protests against Third World’s common story of the
devastating consequences of the problem of concentration of power into a single person

(explored in Chapter 7). The most striking feature of the novel is its unique presentation




of the protagonist, who enjoys the god-like status and respect. It appears though a casual

reading of the text that the mythical aura surrounding these rulers helped them control

the hearts and minds of their respective nations despite worst internal political divisions.

*The novel seems to encapsulate the fact that when the times change, the patriot becomes
a traitor and is treated in the worst possible manner. For example, through the discovery
of the General’s corpse in the ruins of his own palace and the way how once-subjects

are now unable to even identify the corpse of a man whose presence was too evident in

throughout their lives.
First published in Spanish in 1994 by the title Del amor y otros demonios and

then translated into English by Edith Grossman in 1996, Demons (1994/1996) seems to

have serious political as well as social implications deep-rooted into the far troubled
history of Latin America. The setting of the novella is Colombian Caribbean Coast. The
plot of the novella revolves around a twelve-year old girl of a rich family. The girl is

bitten by a rabid dog and her parents seek a priest’s services to heal the girl. During the

iy

healing sessions, both of them fall in love with each other and the health condition of

girl miraculously improves. The reason behind the girl’s improving health condition

seems to be the happiness she experiences on finding love in the priest. Then, one day
she is found dead when locked in her cell. While telling a simple tale of love, Garcia

Marquez appears to raise a voice of protest against a number of social issues prevalent

in the Caribbean society, e.g. slavery, racial discrimination, the indigenous concept of

honour. Magical realism seems to play an important role in the novella, as it helps the

author to reconstruct history from an indigenous view-point.

Most of Garcia Marquez’s short stories also exhibit magical realistic spirit,

which seems to help him comment on the inherent-exploitation of various kinds in the

\p B

social fabric (see Chapter 10). In Wings (1968/1996), Garcia Marquez seems to
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with the methodological issues and dwells upon as to how the study has been
undertaken. A theoretical framework has been developed in this chapter to be applied
to Garcia Marquez’s texts in order to analyse the strength of the device of magical
realism as a vehicle of protest. Apart from it, this part provides certain operational

definitions of the terms used in the study, i.e. magical realism and social protest.

The fourth chapter, “Magic and/or Realism? A Journey from Aracataca to
Macondo”, draws on the connection between the fictional setting of Garcia Marquez’s
fiction and his real native town Aracataca. The discussion has been established with the
help of examples from his texts. Effort has been made to highlight that the technique of
magical realism enables one to question the so-called ‘objective reality’ by juxtaposing
the fantastic with the mundane. This chapter also states that the technique of magical
realism lies at the very basis/structure of Garcia Marquez’s works. The fifth chapter
“Magical Realism, Social protest and Anti-colonial Sentiments: One Hundred Years of
Solitude” establishes that the technique of Magical Realism is relevant to the
postcolonial reality and the subsequent voice of protest raised against the ways in which
(post)colonialism has told upon the socio-political and economic systems of the
(previously-)colonized nations, this section of the thesis explores how and in what ways
magical realism has been helpful to Garcia Marquez in registering protest against
exploitation in terms of colonialism, a major form of social injustice. In this chapter, an
emphasis is laid upon Garcia Marquez’s re-construction of Colombian history in Cien
afios de soledad [One Hundred Years of Solitude, 1967/1970 (Solitude)] with the help
of the device of magical realism in order to register protest regarding (in)direct

physical/psychological/verbal/mental violence against the ‘other’ of the society.

The sixth chapter of this study analyses Garcia Marquez’s novella E/ coronel

no tiene quien le escriba [No One Writes to the Colonel, 1968/1996 (Colonel)] from
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The last chapter concludes the whole argument presented from chapters four to
ten. The analysis/discussion establishes that the technique of magical realism enabled
Garcia Marquez to question the so-called ‘objective reality’ by juxtaposing the fantastic
with the mundane. His magical-real fiction not only determines a clear-cut dimension
for the coming day writers, but also acquaints the reader with the general way of
thinking. When explored, the true nature of the so-called Reality teaches the lesson of
tolerance that is essential for the survival of the human race. It lays stress upon the fact
that nothing is absplute. Nothing should be imposed on others as everyone has his own
way of thinking and looking at things; therefore, everyone is right and everything can
be doubted. Garcia Marquez successfully challenges the official versions of Latin
American history (written under the patronage of colonial authorities). It shows that if
much fantasy is mixed with a little fact, the whole mixture of fact and fiction seems to
be factual, especially after the lapse of a certain time period. Magical realism is very
useful in communicating the emotions, feelings and judgments of the colonized or the
previously colonized people / nations to their Centre. It helps a writer to challenge the
thought-to-be-absolute nature of opinion by calling the so-called objective reality into
question. In the contemporary world, fiction is no longer a replacement for or escape
from a flawed or oppressive reality; instead, it is a device which increases the range of
personal choice and the potential for agency (Kelley, 1993). Therefore, novelists with
a social agenda in addition to their artistic agenda find an appropriate medium in

magical realism to enhance the staples of realism.

Along with stating the research questions and the significance of the research,
the opening chapter provides an introduction to this research. The next chapter will
present a review of the relevant literature in order to establish the background that is

necessary to understand the argument of this study.
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Chapter 2
LITERATURE REVIEW
In this section, it has been endeavoured to establish a background for this study by

reviewing the relevant literature from a number of perspectives.
2.1.  Socio-Political History of Latin America: A world of ‘mirrors and mirages’

The interpretation of Latin America has always been shaped either by modernization or
dependency theory' (Kirby, 2003). The leaders of the region are optimistic and find
their resort in describing Latin America as modern by patronizing the Western
institutions, whereas the rest take it as a place having definite third world pockets

(Wiarda & Kline, 2006). However, the economy of the region kept on developing and

in 1975, Latin American corporations constituted 30 per cent of all Third World

corporations (Sklair and Robins, 2002). Latin American countries constitute a
considerable part of the Third World and have suffered from an unstable socio-political
as well as economic history due to the constant intervention of military dictators in
political affairs. The fate of this part of the world has been in thé hands of either civil
or military dictators like Hugo Chavez, Raul Castro, Fulgencio Batista, Gabriel Garcia
Moreno, Alberto Fujimori, Anastasio Somoza Garcia, William Walker, Augusto
Pinochet, etc. Superpowers have been constantly intervening in the political systems of
these countries. This has resulted in the promotion of dictatorial sy;tem, which
safeguarded the vested interests of the superpowers. These interests could either be of

a political or an economic nature.

! Started around 1950s, the dependency theory denotes a situation where the economic
stability of a country or nation is determined by the development and progression of
another country to which the former is subject (dos Santos, 1970 and 2002).
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Since the time of its discovery, Latin America has been attractive to the outside
world for a number of reasons, e.g. its mysterious and less travelled places; its rich
cultural heritage; its huge resources and potential in terms of raw material; cheap
labour; and a potential market of foreign products. But, the attraction proved less a
blessing and more a curse, for it made the outside world occupy and colonize the region
and exploit its resources on a much greater scale as compared to any other excursion of
such kind?, e.g., the United Fruit Company’s (UFC) rule in Latin America. In Kirby’s
(2003, p.1) words, Latin America contained “something of the exotic, whether in its
native peoples, its fruits and vegetables, its Inca, Aztec and Mayan civilizations or its
daunting geography”. While it got exploited in one form or another, the region had to
carry the burden of the same mystery and attraction through the whole twentieth century
up till today. It is this particular context that helped Latin America emerge as the land
of heroic guerrilla bands, the worst dictatorships of their kind, and of unprivileged
people, who constantly struggle for equality and justice.

However, social scientists have come up with different reasons behind the
extraordinary condition of Latin America. Kirby (2003) endeavoured to demonstrate
how different social scientists arrive at varying conclusions about the same social
setup/phenomena, e.g., South/Latin America. Taking Latin America as a case, Kirby
(p. 8) observed that, following the independence of most of the region’s countries in
the 1810s and 1820s, a generation of Latin American writers sought to turn their backs
on the past and find a new future for their countries by imitating what they saw as the
progress of the United States and the great European powers. In plain words, at a

specific period of time, a group of Latin American writers found their past to be

2 Different parts of the world have been occupied by America, Great Britain, Spain,
Portugal, etc. at different times. East India Company is a major example of such
colonial rule in the Subcontinent/India.
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irrelevant, as it was not in accordance with the so-called modern ways of the developed

world. Kirby strengthened his argument by giving examples from different Latin
American writers, e.g., by citing the Argentine writer, educator and statesman Domingo
Faustino Sarmiento, when the latter quoted the comments of Davis (as cited in Kirby,
2003) on Facundo, yet another famous book written in 1845 in Latin America. The
writers took Latin America’s colonial and Catholic inheritance as a hurdle in the way
of region’s progress. Confusingly, they also found its rural and native people standing
in the way of a modern Latin America. They were in a strong mood to promote a Latin
America that is independent of the imported/imposed modernity and at one and the
same time with natives who could evolve their own very indigenous sense of
progression. There were rightist writers, who were of the view that it was the developed
world, especially, North America and certain European countries, which may transform
the region into the modern expansion.

So negative an analysis of Latin America, on the one hand, and a view of the
super powers, €.g., the USA and Europe with so positive a mind, on the other, caused
the evolution of a new group of writers, such as Jose” Marti, who wrote in reaction to
the abovementioned trends and were in opposition not only of the US imperialism
towards the region, but the passivity and numbness shown to it by their forerunners.
The group ultimately struggled to progress and preserve the native culture in order to
found the basis of a society that was distinct, original and democratic in all respects.
However, there always remained a division between the groups who believed the
colonial forces to be their ideal, and the groups who thought the so-called modernity to
be a curse for the native peoples of their land. According to Wade (2001), it was blacks
and indigenous people or their representations that ‘nourished’ elite ideas of the nation;

apart from being points of difference against which to define whiteness and progress,

15

oo [ = me—— e o —_— == o = = .

—— et b




their supposed primitive powers were also valued for their own sake. He argued that,

now the indigenous people and blacks are used to create . . .

... points of difference with which to legitimate democracy, while their powers,
imagined or otherwise, continue to be essentialized as resources for the nation:
recently the image of indigenous people . . . as guardians of the rain forest has

become a popular trope. (p. 862)

A vast interest of the developed world kept Latin America underdeveloped and looted
and plundered the resources of the region on a huge scale. As the result of the
submissive behaviour ;>f the people and the rapid exploitation of the resources, Latin
America failed to form a strong economic, industrial base that was the most important
need of the day. Wiarda and Klein stated that the major cause of the
underdevelopment/delayed development of Latin America was the controversy among
the masses about “Western or non-Western, First World or Third, capitalist or socialist,
and the absence of consensus on these large issues” (as quoted in Kirby, 2003, p. 7).
America intervened in the political system of these countries by installing/promoting
the dictatorial system, as using a dictator/military ruler was much easier than moulding
the opinion of an elected democratic government. The increasing American interest in
manoeuvring the political system of various countries resulted in the oppression of the
public at the hands of few dictators. These civil or military autocrats heavily employed
the governmental machinery to suppress/silence the public opinion. Perhaps the best
example of the use of governmental machinery is the use of secret police and other law-
enforcing agencies. In order to sustain their existence, the dictatorial regimes
continuously worked for the benefit of the economically and technologically developed

countries, providing the latter with opportunities to exploit the local resources.
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Since the early years of independence, the Latin American nations constantly
struggled to become independent of the foreign (in this case, European) influence. This,
however, proved to be a much longer struggle to liberate themselves from the political
and cultural traditions they had inherited from the foreign rule (Vanden & Prevost,
2002). Sometimes, the dictatorial rule was promoted in the name of organising the
scattering regional forces and the assertion of the need of autonomy by different leaders
in the republic of Gran Colombia. Bolivar, known as the great liberator, is an early
example of such rulers. Some other examples of the extended dictatorial/military rule
are Gerardo Machado (1924-1933) and Sergeant Fulgencio Batista (1934-1940 and
again in 1952-1959) of Cuba, various emperors from the Portuguese royal family
(1821-1889) in Brazil, General Augusto Pinochet of Chile (1973-1990), Diaz
dictatorship in Mexico, Juan Vicente Gomez of Venezuela (1908-1935), Juan Manuel
de Rosas of Argentina, Augusto Leguia (1919-1930) and Manuel Prado (1949 and
1956-1962) of Peru, etc. Latin American dictatorships are spread over an extended time
period, e.g. Paraguay, where Dr. Jose Gaspar Rodriguez de Francia established a strong
dictatorial rule, soon after the country gained independence, from 1816 to 1840.
According to Vanden and Prevost (2002, p. 48), his rule set a pattern of extended
dictatorial rule that continued to plague Paraguay until 1989. This, in fact, has been the
dilemma not only of the Latin American countries, but of almost all the Third World,
where both civil as well as military dictators/autocrats are by design installed by the
First World, so that the benefits of the latter could be protected (Katz, 1982; Schmitz,
2006).

Latin America has a diverse culture peculiar for having potential to maintaining
its indigenousness. An effort to safeguard its identity is also reflected in the literature

produced by the writers belonging to this region. Latin American literature claims an
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their lives, Moser and Mcllwaine (2004) hold civil-military dictatorships responsible
for their miseries. Corradi and Kruijt believed that “such violence manifested itself in
repression, torture, ‘disappearances’ or deaths and numerous other abuses of freedoms
of civilian populations usually perpetrated by the military, state or organizations linked
with them” (as quoted by Moser & Mcllwaine, 2004, p. 5). While discussing how these
locals get by with the daily violence that overshadows their lives, the authors
maintained that avoidance, confrontation, conciliation and other strategies are among
the ways to cope with the extreme violence prevalent in the Latin America. On the other
hand, Barton (1997) opined that, until the various segments of society and power
relations that are embedded within the social fabric of Latin America undergo a serious
change, either reformist, revolutionary or otherwise, the political geographies of the
continent will continue to reflect the dominance of a small élite minority integrated into
the global political economy. He further added to his argument that the democratic
political geographies should reflect the face of contemporary Latin American power-
space relations: economic growth and investment under neoliberalism on one face;

poverty and self-help or coping strategies on the other.

~As recorded by Munck (2007), Latin America, from 1978 to 1990, observed a
gradual shift from civil-military dictatorships to elected democratic governments. The
changes initiated in 1978 in the political system of the region have proved to be long
lasting, especially in the countries that took the democratic turn before 1980s. For the
former colonial powers, the experience of the Latin American countries as democratic
republics, however, is hard to accept, as it was much easier for them to make a dictator
go according to their will as compared to the people’s elected government. The role of
printand electronic media in the awakening of the nation is recognisable. Lugo-Ocando

(2008) throws light on the role of diverse media systems in Latin America in relation
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to the political transition in the region. He asserts that the construction of Latin
America’s media spaces was not the result of particular struggles for participation and
debate, but a direct outcome of the spaces derived from elite power. Such power,
however, was conceived as commodities to be exploited by the private sector and

certain mechanisms of political and societal control.

| have taken Latin America as a region unique for many reasons: specifically
for its geographical situation; its socio-political conditions; and its economic
circumstances. The region is particularly suitable for a magical realist to produce
fantastic-real fiction and exercise his/her skill to present the unbelievable as credible

and authentic.

2.2 Magical realism: the problem of definition
Different critics have given different definitions of magical realism. Most of these
The term magical realism has been defined by critics in different and often
contradictory ways. The complexity surrounding the term is three fold: First, the spatial
issues attached to term have made the term enough complicated to cause a confusion in
developing a clear understanding of the term; second, with the passage of time, magical
realism evolved as an independent genre and new defining characteristics were added
to the term; third, the term had been transported to the realm of literature from the field
of art/painting. However, all critics have an agreement that the amalgamation of the
fantastic with the real is the key characteristic of the term. This section of the literature
review shall attempt to provide a comprehensive definition of magical realism after
placing the mainstream definitions of the term under scrutiny.

The coinage of the term is attributed to the German art critic/historian, Franz
Roh (e.g., Beaumont, 2007; Zamora & Faris, 1995; Nagy-Zekmi, 2004; Hart, 2005;

Reeds, 2006). In his 1925 book, Nach-expressionismus, magischer Realismus:
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Probleme der neuesten europdischen Malerei [After expressionism, Magical Realism:
Problems of the newest European painting, 1925/1995], Roh indicated the demise of
Expressionism in an attempt to identify a return to a more realistic style after the
abstraction of Expressionism, which caused a new genre to come into being, i.e.
magical realism. In other words, this new technique proved to be a revolt against
realism, as the latter was accused of projecting an authoritative and absolute picture of
truth to ultimately become suitable for the voice of authority. Although magical realism
was not Roh’s main focus and the term only occurred as the sub-title of his book, it
gained popularity on a huge scale in the subsequent years. He used the term in order to
characterize some reproductions of paintings, which he called a new kind of painting
and that “We look on it with new eyes” (Roh, 1925/1995, p.17). He emphasized magical
realism to be a way to explore the mysteries hidden in everyday reality rather than
describing it as an amalgamation of the fantastic and the realistic. Once Roh’.s book was
translated into Spanish in 1927, the term was introduced to the Latin American critics
and fiction writers. Later, it were the Latin American critics to have attached the
indigenous culture and mythological traditions with the term.

Opposite to the general perception, critics (e.g., Warnes, 2005a & Guenther,
1995) argued that Roh was not the first person to write about ‘magical realism’; rather,
it was the Romantic poet and philosobher, Novalis, who coined the term around 1798
(as cited in Schriften, 1960, pp. 384-5), much before Roh used it as the sub-title of his

1925 book. According to Warnes (2005a), for Novalis, the magical realists are

.. . a mirror image of magical idealists: both are “prophets” simultaneously in
touch with real and ideal. Novalis’s use of the term was no accident, and an

awareness of the legacy of German Idealism can prove productive for critics
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trying to understand the implications of magical realism’s “naturalisation of the

supernatural. (p. 8)

As a matter of fact, Roh was never influenced by Novalis, but the thesis of the latter
was useful for him as it provided him with a starting point because it was based on the
two key elements: realism and magic. Roh (1925/1995) defined the term as an art that
offers “calm admiration of the magic of being, of the discovery that things already have
their own faces, [which] means that the ground in which the most diverse ideas in the
world can take root has been re-conquered, albeit in new ways” (p. 20). To him, this
new art, was a question of representing the fact, the interior figure, of the exterior world

in an intuitive way before our eyes.

In 1949, Alejo Carpentier came up with the term lo real maravilloso (marvelous
reality) in the prologue of his El reino de este mundo (The kingdom of this world) to
“excoriate European surrealism for its empty falsity” (Nagy-Zekmi, 2004, p. 81). His

notion of ‘marvellous real’ was:

... the marvellous begins to be unmistakably marvellous when it arises from an
unexpected alteration of reality (the miracle), from a privileged revelation of
reality, an unusual insight that particularly favours the unexpected richness of
reality or an amplification of the scale and categories of reality, a reality thus
perceived with special intensity by virtue of an exaltation of the spirit that leads

it to a kind of extreme state.

Both the other related literary forms, such as Alejo Carpentier’s lo real maravilloso
(marvelous reality) and the fantastic, apparently seem to be synonymous with the term
magical realism. But, in fact, the latter stands distinguished from the former two in that

the fantastic literature lets the authors address social issues by defamiliarizing view-
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point of fantasy. Marvelous realism describes extraordinary physical as well as
psychological landscapes from an entirely objective perspective, whereas, magical
realism brings reality into a sharp focus, in order to cause a paradigm shift. It was from
here that lo real maravilloso was later transported into the realm of literature,
particularly into the Latin American literary consciousness as ‘magical realism’.
Through the conception of lo real maravilloso, Carpentier saw Latin America to be the
most suitable place for the occurrence of ‘marvelous real’, excluding the other countries
by suggesting that “either their lands do not have an organic magic or that they fabricate
their magic” (Sasser, 2006, p. 101). However, Carpentier’s original notion of /o real
maravilloso “was based on the idea of rediscovering Latin American reality” (Swanson,
2010, p. 58). Although a paradox, the way Carpentier uses Frenchman Perrault and the
medieval-era fairies, allows countries other than Latin American ones to have the
marvelous in their literature beyond national boundaries. Carpentier’s definition is
expresses his heightened disillusionment with surrealism, and is based on two
contrasting dimensions of the world, i.e. a rational, modern and Western world-view

versus a traditional, mythical and thus magical one.

Miguel Angel Asturias’s view of magical realism was in the same line as that
of Carpentier. According to him, there is a third category of reality that exists between
the real and the magic which is characterised by a fusion of the visible and the tangible,
of hallucinations and fantasy. He called this third category of reality as magical realism.

While explaining the term, his main focus was on its indigenousness:

This magic realism, of course, has a direct relation with the original mentality
of the Indians. The Indian thinks in images; he sees things not so much as

phenomenons in themselves but as translated into other dimensions, dimensions
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society” (Childs & Fowler,A 2006, p. 198). But, the realist novel left the reader with only
an extensive physical detail of an event as if it were not fiction, but history with a very

rare use of the faculty of imagination.

Showing a disagreement with Flores, the Mexican critic Luis Leal conformed
to Roh’s original idea of presenting the ordinary seem supernatural. Leal defined
magical realism as something in opposition to fantastic literature or science fiction in
that the former never uses dream motifs or tries to distort reality or create imagined
worlds. To him, magical realism is an attitude toward reality that can be expressed in
popular or cultured forms, in elaborate or rustic styles, in closed or open structures. Leal
observed that magical realism allows an author to face the complex natured reality and
untangle it. In other words, when using magical realism, a writer is at ease to discover
the mysterious side of either concrete things or abstract ideas in life and in human

actions.

Carter (1969) described magical realism as the combination of reality and
fantasy and examined it as the transformation of the real into the awesome and unreal.
Declaring it as an art of surprises and a genre of literature, he.argued that magical
realism creates a distorted concept of time and space, which is directed to an intellectual
minority. Carter’s view of magical realism was based on the idea that the term is
characterized by a cold cerebral aloofness and that the art of magical realism is not
meant for catering to the popular tastes, rather it is for those sophisticated individuals
who are instructed in aesthetic subtleties. Chanady (1985) explored yet another
dimension of magical realism. She argued that magical realism exhibits contrasting
ideas as “autonomously coherent”, but separated through the cultural vision; “one based

on an ‘enlightened’ and rational view of reality, and the other on the acceptance of the
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supernatural as part of everyday reality” (p. 21-22). She conformed to the idea that
magical realism is characterized by the juxtaposition of the magical and the real, but
differed from most of the critics when she stressed that it is the cultural vision that plays
the role of a coherent force in joining these apparently poles apart faces of reality. She
defined the term as something that is exclusively based upon reality, or a realm in which
the author lives and believes while expressing the myths and superstitions of the
American Indians, allowing us to see dimensions of reality of which we are not

normally aware.

The striking similarities and differences between magical realism and the older
narrative  structures, such as historical romance (Moses, 2001), realism,
fantasy/fantastic literature, mythic narratives, etc. is quite helpful in tracing the origin
and the subsequent development of the technique of Magical Realism. Frye’s (1957)
argument regarding the nature of a true myth provides an ample evidence of the same.
He stated that there is no consistent distinction between ghosts and living beings in a
true myth. Whereas in romance, there are real human beings and, therefore, ghosts are

placed in a separate category.

While tracing the origin of magical realism, Venzala (2002) attempts at
justifying his argument that magical realism has emerged from the avant-grades

movement. He observes,

[So magical realism is an attempt to renew a close-knit literary aesthetic
renovation of the European avant-gardes, because although characterized by the

attempt to reflect the American reality, most authors have a strong contact with
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the European world, both with the avant-garde poetry, the novel as more

innovative Europe.? (Venzala, 2002, on line)

On the other hand, Levine (2005, p. 310) asserted that as a technique, magical realism
is an outcome of the “mixture of regional realities and European surrealism [and] was
a new genre which would place Latin American literature on the world map: magical
realism”. It would also be pertinent to note that magical realism began to get established
at the time when “Germany’s reality . . . was not necessarily a beautiful one” (Reeds,
2006, p. 177). It was the reason that this new narrative technique was thought to be

capable enough to show the inextinguishable horrors of that time.

Nowadays, when magical realism has sufficiently flourished and accepted as
“something of a genre in its own right” (Hart, 2003, p. 115), some definitional issues
have caused ambiguity to stay with the term. These issues arise from a number of
directions, e.g., the way it has travelled from the field of painting to the real of literature
and criticism/theory; especially, that it has crossed the international borders in terms of
nation and language; how the term/genre operates within various disciplines; the
authentication of a writing as magical realist in the context of the geographical locale
where the same has been produced. The situation becomes even more foregrounded

when a lot of definitions of the term are available from numerous critics/theorists.

All these factors make the term difficult to understand, especially when seen in
the backdrop of different theories and movements, such as postcolonialism, post-

modernism, post-structuralism, expressionism, surrealism, etc. Roh (as cited in Zamora

3Por tanto el realismo mdgico es un intento de renovacion literaria muy unido a las
renovaciones estéticas de las vanguardias europeas, pues aunque se caracteriza por el
intento de reflejar la realidad americana, la mayoria de sus autores tienen un gran
contacto con el mundo europeo, tanto con las vanguardias poéticas, como con la novela
europea mds renovadora.
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& Faris, 1995) defined the term as an art that offers “calm admiration of the magic of
being, of the discovery that things already have their own faces, [which] means that the
ground in which the most diverse ideas in the world can take root has been re-
conquered, albeit in new ways” (p. 20) . . . as “the new art it is a question of representing
before our eyes, in an intuitive way, the fact, the interior figure, of the exterior world”
(p. 24). Drawing a comparison between the ‘traditional’ and the ‘marvelous’ realism,
Harris (as quoted by Renk, 2009, p. 102) held that, “the concept of ‘marvelous realism’
constitutes for me an alchemical pilgrimage, a ceaseless adventure within the self and
without the self in nature and beings that are undervalued or that have been eclipsed or
imprisoned by models of conquest”. According to Merivale (1995), Salman Rushdie’s
stance on Mérquez’s version of magical realism is the result of a surrealistic bent of
mind successfully interpreting the Third World consciousness. He presents it as a way

of “showing reality more truly with the marvellous aid of metaphor” (p. 336).

The term magical realism entered in literature when it was appropriated by
Arturo Uslar Pietri during the 1940s as “an apt description of a literary form” (Hawley,
2004, p. 283). In literature, magical realism is used to describe prose fiction. It has an
ever-shifting pattern, a sharply etched rea]ism' in representing ordinary events and
descriptive details together with fantastic and dreamlike elements, as well as with
materials derived from myth and fairy tales. The magical realist novels are different
from standard novelistic expectations on the basis of a spirit of experimentation with
subject matter, form, style, temporal sequence, and fusions of the everyday. Certain
characteristics of magical realism include the juxtaposition of the real and the fantastic,
a spirit of experimentation with regard to both form and content, and the extraordinarily

confusing (for an urban reader) use of carnivalesque language.
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it also showed heated heads popped like corks from overflowing bottles, while Post-
Expressionism dealt with painting and pictures with frames. However, the mixture is
based on the fact that éverything happening in the work is ordinary and an everyday
occurrence. Anything, which takes place within the boundaries of magical realism, is
accepted as typical life among the characters in the story. No matter how farfetched or
extraordinary the subjects are, all the characters within the work treat the action
casually. This characteristic is one of the simplest ways to decide whether a piece of
writing is magical realist or not because magical realism contains no action that creates
another action. No action or machine or spell is necessary for any sudden
transformation to happen. It is the only reason why Magical Literature or Science
Fiction is unlike magical realism, where it would be necessary to use an action or a

machine to do certain transformations.

By juxtaposing the fantastic with the real, a Magical realist calls the so-called
‘objective’ into question. When s’he makes the reader surrender in front of his fictitious
and dreamlike tales, the magical realist proves that unreal things can be proved real
when presented carefully. Magical realist writers write the ordinary as miraculous and
the miraculous as ordinary, calling the so-called reality into question. Virtually all
critics now agree that magical realism constitutes a strong narrative tendency that is
completely distinct and separate from what is known as Fantastic Literature. Many
would also agree that magical realism is a thematic rather than a structural term because
its usefulness for literary analysis is so imprecise (Magical Realism. 2001). In magical
realism, “key events have no logical or psychological explanation [and] the author does

not need to justify the mystery of events” (Leal, 1995, p. 123).
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of the perceptions which society does not allow to be challenged. Peck and Coyle

(2002) highlighted the same notion in the following manner:

Like most modern literature, magical realism reflects the ontological
uncertainty of our times . . . Magical realists no longer share traditional realist
fiction’s confident assumption of our ability to understand and describe the
world [. . .] their novels challenge the traditional perception of an ordered and
coherent world which underpins realist fiction’s pretentions to reproduce

reality in literature (p. 138).

According to Zamora and Faris (1995), magical realism is also often regarded
as a regional trend that is merely restricted to the Latin American writers who
popularized it as theory form. However, it was Anglo-American critics who gave the
term the definition that is most commonly associated with it, i.e., it is a mixture of the
quotidian and the fantastic, both in terms of content and technique. Magical realism is
closely associated with Spanish-American writings and imposes a certain paradigm on
non-Anglo-American literatures, especially the Spanish-American one. Essentially, to
describe a work of fiction as magic realist is to impose a system of order in much the

same way a colonial power imposes its idea of order on a subjugated social system.

Apparently synonymous with magical realism, both the other related literary
forms, lo real maravilloso (marvelou.s reality) and the fantastic, are different from
magical realism in that the fantastic literature gives authors sufficient space to address
social issues with the help of the defamiliarizing lens of fantasy. Marvelous realism
enables an author to describe unique physical and psychological landscapes from an
objective perspective. Magical realism is even more result-oriented as it brings reality

into sharp focus with a purpose to cause a paradigm shift (Rodgers, 2004, p. 284).
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Magical realism allows metafictional self-reflexivity work in an equilibrium

with literature and history. It is this state of equilibrium that brings forth “ironic

_inversions of parody” (Hutcheon, 1988, p. 140) that lead to establish the crucial and

fundamental relation between art and the world of discourse, ultimately reaching the
point where society and politics intermingle and affect each other. According to
Hutcheon (1989, p. 3), postmodernism in fiction describes “fiction that is at once
metafictional and historical in its echoes of the texts and contexts of the past”. She held
that historiographic metafiction is a body of the popular novels which are “both
intensely self-reflexive and yet paradoxically also lay claim to historical events and
personages” (1988, p. 5). In other words, it is a quintessentially postmodern art form,
with a reliance upon textual play, parody and historical re-conceptualization. Garcia
Marquez’s recourse in magical realism has a definite and visible political edge and his

work not only does make the reader question the absolute nature of reality and makes

him re-evaluate and ultimately question the authenticity of a politically motivated

philosophy that makes an ordinary individual think in a certain way.

According to Swanson (2010), Garcia Marquez, by presenting the bizarre as
normal and vice versa, was allowed for “a political reading in which a ‘developing
world’ perspective is privileged from within the implicitly ‘First World” form of the
novel and in which the reader is being invited to exercise his or her imagination in order
to invent an alternate and more just reality for the continent” (p. 58). It is this newly
invented/reached alternate and just reality that helps the reader to attempt a politically
motivated interpretation of a magical realist text. In other words, a magical realist text
is able to hold a political debate from the perspective of the Third World. The Marxist
critic, Jameson (1986b) presented a theory about the Third World and the narrative

representation — based on Latin American magical realism — according to which all
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Third World literature would necessarily function as a national allegory that works as
resistance to a system of global postmodernism. National allegory, according to him, is
“the Third World’s literary correlative to the First World’s postmodern cultural logic”.
He further opined that the “third world national allegories are conscious and overt: they
imply a radically different and objective relationship of politics to libidinal dynamics
(p. 80). Ahmad (1987) responded to Jameson’s national allegory construct and refuted
his theory on several grounds. He objected the way Jameson declared “[a]ll third world
texts” to be necessarily as allegorical as to be called ‘national allegories’ on the basis
of the linguistic variation found in the all such texts and thus most of the texts from
Asia and Africa are unavailable in the metropolitan countries. Furthermore, he
highlights that when Jameson talks about the division of a First World and a Third
World, his own text conforms to the system of binary oppositions. However, Campa
(1999a, p. 10) argued that Jameson’s “[t]heorizing the entire Third World with one
totalizing stroke . . . fails to account for a historically and culturally more complex third
world”. Spivak’s (1990, p. 228) proposed model of postcolonial mode of criticism and
textuality in which “you take positions in terms not of the discovery of historical or
philosophical grounds, but in terms of reversing, displacing, and seizing the apparatus
of value-coding”. However, Compa (1999a, p. 10) declares that Spivak’s “image of
postcolonial critic places the danger of assuming a fixed identity [. . . ] [and] suggests
more political edge to postmodern notions of ambiguity and dispersal”. Another
Marxist critic, Michael Bell (2010) states that the obvious literariness of a work of
fiction exhibits literalistic oppositions to which it could be susceptible on various
historical grounds, especially when the highly concentrated foci of national experience
is put into imaginative orbit. However, [ agree with the basic Jamesonian notion of

national allegory, as the technique of magical realism has been exercised in Garcia
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Marquez’s works to highlight predicaments of the Third World, especially when the
English translations of these works are widely accepted in the First World as equivalent

to their original versions in Spanish language.

Having established that magical realism provides significant support to the
periphery in registering protest against the metropolis, it would be appropriate to
discuss the technique as a tool used in-making a nation vocalize its feelings in the form
of re-construction of history from their stance. Sommer (1990, p. 78) maintained that,
“literature has the capacity to intervene in history, to help construct it [. . . from a]

nation-building” view-point.

Rushdie has been one of the influential magical realists from South Asia. His
Midnight’s Children (1982) is well-known for the use of the technique of magical
realism. But, the understanding of magical realism as a narrative technique, which he
exclusively employed throughout his texts, can be distinguished, especially the way he
interpreted Garcia Marquez. According to Merivale (1995), Rushdie’s stance on
Marquez’s version of magical realism is a result of surrealistic bent of mind
successfully interpreting the Third World consciousness. What is important to note in
the canonical magical realist texts, e.g., Garcia Marquez’s Solitude (1967/1970), Isabel
Allende’s La casa de los espiritus [The House of the Spirits, 1982/1986], Salman
Rushdie’s Midnight’s Children, etc. is the way the empirical experience of the non-
subaltern is presented to the subaltern and vice-versa. The technological revolution of
the advanced countries is a quite normal phenomenon to them, but the introduction of
the same n a non-technological society is observed not only as something extraordinary,
but is symbolic of the breech of the purity of their cultural values. Hart (2003) identified
the same quality in the canonical magical realist texts when he described that a leitmotif

of magical realist texts is
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... the sense in which occurrences seen as supernatural in the First World . . .
are presented as natural from a Third World perspective, while occurrences seen
as normal in the First World are presented as supernatural from the point of

view of an inhabitant of the Caribbean. (p. 116)

Most of the magical realist texts have the presence of the “subalternised supernatural”
(Hart, 2003, p. 118). In some cases, it is in the form of ghosts, apparitions and spirits
(e.g., Melquiades in Garcia Marquez’s Solitude) and in others it is in the mould of a
character with extraordinary supernatural abilities (e.g., Rosa in Allende’s The House
of the Spirits; and Saleem Sinai in Rushdie’s Midnight’s Children). Such presence
operates as “disembodied memorialisations of a trauma experienced by the subaltern,
normally in the past” (Hart, 2003, p. 118). This aspect of a subalternised presence
constitutes an important feature of magical realist writings, as they are much different
from the supernatural presence in most of the traditional writings, e.g. ghost in
Shake‘speare’s Hamlet (1602). Here, the writer does not create sufficient context to
introduce the element of the supernatural, but such characters and happenings occur at
once. This explains much about the way magical realism is deep-rooted in the rural or
non-urban cultures, especially, where the geography too has to play a significant part.
According to Martin-Junquera, at the core of magical realism lies the meeting of the
spirit realm and the material world (2008, p. 72). This junction causes a chain reaction
leading to the formulation of a world-view in which the most important thing to note is
the “indistinguishable line between fact and fiction, between act and belief, creation
and conjuring . . . [and this nearly indistinguishable line] between fact and myth

characterizes magical realism (Montes, 2008, p. 115).

As a universal phenomenon, adopted by the fiction writers throughout the globe

(e.g., Carpentier, Garcia Marquez, Allende, in Latin America; Rushdie in South Asia;
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Morrison in North America; and Okri in Africa, etc.), the canvas of magical realism is
known to have been vast enough to embody socio-political commentary on the
contemporary world. Holmes (2008, p. 209) observes that the interest of the authors in
the genre is due to their desire to “underscore political divisions between past and
present”. She argues that the prominent Latin American writers have employed the
technique in order to “juxtapose often painful memories of the past in their Latin
American homelands with current struggle in the United States” (p. 209). Warnes

observed,

The key defining quality of magical realism is that it represents both fantastic
and real without allowing either greater claim to truth. Fantasy, fairy tales and
science fiction operate in worlds that differ from ours sufficiently to preclude
being called in any meaningful way realist. The uncanny and the baroque, on
the other hand, usually incorporate supernatural or exaggerated elements into a
world very similar to that of realistic fiction, but this is usually done in order to
provoke shock or horror in the reader, thus disrupting the principle of

equivalence on which magical realism depends. (2005b, p. 3)

Contrary to realist fiction, the text written in the tradition of magical realism allows the
author to challenge the pre-established perceptions, providing the same opportunity to
the reader, whose mind, though unconsciously, is freed from the burden of the
perceptions which society does not allow to be challenged. Magical realism “blurs the
line between natural and supernatural, disabling assumptions about the primacy of the
rationalist world-view, and clearing space for the representation of cultural alterity”

(Warnes, 2006, p. 498).
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and understand one another’s opinion, as “Everyone’s reason is everyone’s things”

(Chanady, 1995, p. 134).

Among theé purposes and functions of magical realism are: taking something for
granted and breathing new life into it; letting the world know that there are different
views of art, literature and life; showing one’s perspective on life and how one wants it
to be; and providing some relief from Reality. The objective of magical realism is much
closer to Coleridge’s notion of ‘willing suspension of disbelief’, as the latter too causes
the readers to “suspend disbelief by presenting the marvelous as an everyday reality”
(Levine, 2005, p. 307). It is the miracle of magical realism that ordinary things look
extraordinary and are suddenly filled with new meanings. Through magical realism,
people are enabled to look beyond the obvious reality of what something is. With its
help, they can search deeper and deeper to find new dimensions of looking at some
object. In other words, “the bizarre nature of the events and stories [in the magical

realist texts] stresses exploiting myth;” in more explicit words, it aims at

.. . a questioning of the rational cultural tradition of the West: the narrative
mimic, subvert, exaggerate and parody the ways in which Western European
culture has used the novel to make sense of experience. . . [It] challenges
Eurocentrism by expressing a Third World experience and drawing on local

cultural traditions (Peck & Coyle, 2002, p. 138).

If traced back in history, one can find the causes which initiated the trend and
technique of magical realism. The question why magical realism is acceptable as
some'ghing normal, despite being something abnormal, in Latin America, is also
answerable. A number of Latin Americans accept this technique because they live in

an environment which makes them believe in such things. Surrounded by rainforests,
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the inhabitants of this region have a natural inclination towards believing what is
generally difficult for a North American to believe. The psyche of a person living in an
advanced country does not allow him/her to do so, because it is moulded according to
the culture and tradition associated with the place. On the other hand, a person who has
not yet left seeing nature and has enough time to exercise his/her imagination is more
prone to believe in magical realist fiction. As suggested by Sommer (1990, p. 72), the
“‘positive’ reality was traditionally opposed to magic; otherwise the proto-Boom style
of magic realism would represent no new departure”. Hence, the objective before a
magical realist writer is to demonstrate that the same thing can be seen from different
angles. Being abstract in nature, reality cannot be perceived from the naked eye.
Therefore, it varies from person to person. Every individual may have his/her own view
of Reality. Perhaps the novel most commonly described as magic realist is Garcia
Marquez’s Solitude (1967/1970). Yet, if one takes the definition as being strictly one
which must include folklore, this novel too is shifted into the realms of fantastic
literature. Instead, a critic adhering to the term in this way would say that a Garcia

Marquez novel such as Chronicle (1981/1983) is a magical realist novel.

The above may be true — and that is all the more reason for the protest against
all kinds of Imperialis;n and Colonialism to continue. The characteristic fusion of
realistic and fantastic elements originates in the material reality not only of Latin
America, but of the global Postcolonial situation. This is due to a dominant rational-
scientific ‘Western’, and a marginalized mythical ‘native’ world-view. As an inherently
postcolonial mode, magic realist fiction arguably undertakes to redress the cultural
hierarchy imposed by the colonizer by revaluing the alternative, non-Western systems
of thought, presenting them as a corrective or supplement to the dominant world view.

It is a plea and protest for indigenous cultures and civilizations, values and life-ways.
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It is beyond any doubt that like every other nation, Latin America also has a defiant
behaviour against the colonial practices. This is reflected in the efforts in the way of
decolonization. Latin American novel, in this connection, has been of particular
importance. It has been employed as a powerful platform for establishing a strong
stance of history, from a very native-view-point, and bringing about a revolution both
in the intellect and emotion of the nation. The fiction writers touch the very soul of their
targeted readership, and are projected and protected as demi-gods. As Sommer (1990,

p. 73) suggested that,

Arguments can and will be offered . . . for the coincidence between establishing
modern nations and projecting their ideal histories through the novel. But
perhaps the most stunning connection is the fact that authors of romance were
also among the fathers of their countries, preparing national projects through
prose fiction, and implementing foundational fictions through legislative or

military campaigns.

He furthers the same argument by spreading it to the
... North American writers who were establishing a national literature often
assumed a political distance that allowed for an apparently unfettered critique
of society. Latin Americans seemed more integrated into partisan struggles than
given to transcendent criticism of social evils. Their extra-literary debates, like
their novels, cast particular social interests into clearly identifiable actors.

(Sommer, 1990, p. 74)

Rodgers (2004) noted that magical realism has a great potential “to serve as a
vehicle of social protest [and this tendency] has drawn the interest of many postcolonial

authors and critics” (p. 284). When factual settings, characters and situations are
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combined with supernatural elements, and are presented as factual, the order of the
fictive world is disturbed. The specialty of magical realism lies in the fact that the reader
can imaginatively participate in the above-mentioned distorted fictive world. Thus, she
projects the author to be successful at proving that if much of the fantastic i.s mingled
with a little of the real, the whole mixture seems to be true. This becomes even more

authentic after the lapse of a certain time-period. She further suggested that,
b

The subversive power of Magic[al] Realism comes from this juxtaposition of
objective and subjective realities in ways that call the objective into question,
allowing the authors to challenge official readings of social, political, and

historical events (p. 283).

When the objective and the real, though so-called, and the fantastic or the subjective
are mingled, especially when the setting is realistic, the world outside the boundaries
of fiction is made less credible. It is the same juxtaposition of the mundane with the
fantastic, which upsets within the fiction, the category of the real. If something is looked
at, with something else lying in its background, the entire scene changes for the person

who is looking at it.
2.3 Giving voice to the ‘margin’: An articulation of subjective experience

Literature serves a dual purpose; on the one hand it is a source of pleasure for the reader
who enjoys its meanings between the lines, which keep on changing with the changing
times; whereas, on the other, it is a platform to bring certain issues faced by the
respective societies in which the same has been produced. A piece of literary writing
not only highlights these drawbacks, but most often suggests how to deal with these.
The significance of Fiction among various genres of literature has been acknowledged
on the basis of its being closer to life in terms of its being narrative in nature, wide in
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Centre, but only at the cost of exploitation. The characters of the novel are denied the
right of communicating their disapproval over the way they are treated. The way the
author portrays the colonel and his wife in a particular situation is a means of protest

on the former’s part, which he otherwise would not have been able to communicate.
2.4  Conquering the ‘Other’: Colonialism/Postcolonialism

Loomba (2001, p. 2) defines colonialism as “the conquest and control of other peoples
lands and goods”. Founding her argument on the assumption that when a new
community is formed in a new land, the existing communities would necessarily be un-
formed or re-formed, Moreover, she stresses that a wide range of practices like trade,
plunder, negotiation, genocide, enslavement and rebellion are involved in such a
process. Parker and Starkey (1995) noted that the European colonists considered vast
regions of the world merely as blank spaces, lands ‘without narrative’ that are waiting

to be mapped, mined, written into existence.

Defining and theorizing ‘Postcolonialism’ has been a challenge to the
critics/theorists, as it overlaps two important ‘isms’ of the present era, i.e.
‘postmodernism’ and ‘post-structuralism’. If categorized as an umbrella term, which
includes various issues related to the consequences of the either continued or
discontinued process of colonization, the term would mean to be a “period in global
time-space in which most of the former colonies of Western imperial powers have
gained formal independence” (Rattansi, 1997, p. 481). As a distinctive form of
theorization/analysis, the term acts as a major political as well as literary theory and
takes a peculiar shape as an independent field of investigation. Moreover, he observed
that both ‘postmodernism’ and ‘postcolonialism’ shun the traditional disciplinary
boundaries and conventional conceptions of time, narrative and spatiality. According
to him, ‘postcolonialism’ is a “heady, eclectic mix of post-structuralism,
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of the ‘Orient’ lends itself to increasirigly misrepresentations and misinterpretations,
but nevertheless it forms the basis for debate on the interpretation of various colonial
facts from the perspective of the colonized. In an attempt to describe his writing as an
act of reconcilement between Islam and the West and making the world understand the
existence of a ‘pluri-cultural life’, Said wrote that, his idea behind Orientalism was “‘to
use the humanistic critique to open up the fields of struggle, to introduce a longer
sequence of thought and analysis to replace the short bursts of polemical, thought-
stopping fury that so imprison us in labels and antagonistic debate. The goal of the
debate, however, was a belligerent collective identity rather than understanding and

intellectual exchange” (Said, 2003, p. xvii).

Being an intellectual belonging to Arab and the Muslim world, Said’s book is
essentially about the way the Orient/East has been (mis)represented by the
Occident/West. Referring to a lecture, delivered in 1910 by the then British Prime
Minister, Balfour, Said highlights the relation of knowledge to power in the eyes of a
westerner. While Balfour justifies the necessity for British occupation of Egypt, the
idea of supremacy is associated not with the economic and military power, but with the
Western knowledge of the colony. In other words, knowledge to him is mere surveying
of a civilization from its origin to its prime, and then, its ultimate decline as a social
structure; the sole purpose of such knowledge is to drive the place and the people to a
blind alley where they have no choice other than the ultimate submission. In the speech,
according to Said, the people of the Orient have been presented as “devoid of energy
and initiative” and good for nothing except for plotting and designing, being full of
suspicion about everything and lethargic in all respects. The Orientals are further shown

as incurable liars, the ones to have nothing in common with the clarity and nobility of
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argument/thought concerning the colonial and postcolonial reality in the light of his
experience, when, as a psychiatrist, he observed the French doctors treating the North
African patients during the Algerian war of independence from late 1950s to early
1960s. They noted that his argument that “‘blackness’ was a white construct of
linguistic opposition disguising a deeper cultural opposition of controller/controlled,
wealth/poverty, seif-fulﬁlment/self-denial” (p- 5) was developed during the above
period. He discovered that it was the language which was at the basis of the cultural
displacement of these patients, as the doctors did not ask the question that should have
been asked from such patients; the latter too could-not express even what they were
asked by the former, because they got pressurized by the French language. Egan (2007)
maintained Fanon’s view about colonialism by attributing it to the systematic
underdevelopment of the periphery for the benefit of the core. Moreover, he affirmed
Fanon’s thought regarding the fact that the colonized are denied the opportunity to
know themselves. Ironically, the colonizer claims to know the colonized. Boehmer
(1995) re-asserts the idea when he argues that in order to “give expression to the
colonized experience, the postcolonial writers sought to undercut thematically and
formally the discourses which supported colonization — the myth of power, the race
classifications, the imagery of subordination” (p. 3). In other words, a postcolonial
writer reverses the colonial process in order to get rid of such state of mind. Dialogically
interrogating European power and native insurrection, Fanon asserts that there is a
continuous process of cultural resistance and disruption. He lays stress on the
involvement of such cultural conflicts, and the subsequent struggle of the natives, and
problems in writing a text (see, for example, Fanon, 1952/1956; Fanon, 1967; Fanon,
1980). Fanon (1952/1965) acknowledges the contribution of the natives to the cause of

answering back to the Empire. He rejects the Prospero complex (i.e., a psychological
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state of mind which obsesses the colonized) and dwells upon the psychology of the
natives, who are subjected to change their living style, culture, language, etc. (1967).
According to Patke (2004), he “reiterates the absolute need for an organized and
educated counter violence if the struggle for self-determination is to succeed against
the Manichean violence that created ‘native’ consciousness and frustrated its collective
energies” (p. 167). It is also peculiar of him to have tried, as a psychiatrist, to explore
the reasons behind the deep craving of a (previously)colonized people for national
identity and culture to authenticate their claim for cultural emancipation. However, Said
noted that Fanon, while writing in 1960, argued that in the postcolonial struggle to
achieve the legitimacy of the claims of a nation, a national culture had to be fostered.
In this attempt, the native intellectual, who was generally fearful of being reabsorbed
into the culture of the former colonizer, can end up either making or finding a real or
imagined value in native culture that preceded colonization (as cited in Patke, 2004, p.

166-167).
2.5 Review of selected critical response to Garcia Marquez

A number of critics have considered Marquez’s fiction on the basis of the subtlety of
its wit and its possible political implications. Robinson (2006) analyses the insomnia
plague episode from Solitude (1967/1970) in the backdrop of Latin America and the
technique of magical realism. She argues that the Indians in the course of the novel are
perceived as “secretive and almost sinister in the way they notice everything by going
unnoticed themselves” (p. 250). The argument is further strengthened by looking at the
insomnia plague from historical view-point. She finds the plague to be standing
symbolic for the history of the region of Latin American. The identity crisis and
confusion about ‘who we are?’ is what, according to the author, gives rise to the

predicament of the knowledge of self for the indigenous. As the colonizers established
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their hegemony in terms of a linguistic superiority, religious dominance, and cultural
importance over the locals, considering the latter’s language, religion, and civilisation
as insignificant and worthless as compared to the former’s own. The reconstruction of
history in the form of the massacre of the workers fulfils one of the objectives of Garcia
Marquez: on the one hand, to challenge the authenticity of the way hiStorical events are
recorded, and on the other, it becomes an event of social protest against the atrocities
of the colonial agents, who were responsible for the Banana Plantation Massacre of
1928. The third part of the essay deals with the text as representative of the culture of
the Colombians. On the whole, the article explores the work from three distinct
perspectives, cultural, historical and literary, concluding that it is a work rich in
historical and literary sources. The analysis presented by Robinson is dependent upon

Marquez’s recently published memoirs, titled Living to Tell the Tale.

Pelayo (2009) in the famous introduction of his Gabriel Garcia Mdrquez: A
biography holds Marquez as one of the greatest storytellers in any language. The
Colombian government, which had sought his arrest a day before Marquez was declared
the Nobel Prize winner, “wanted this prodigious Colombian son back in his native
country” (p. xiii). The author of the book has endeavoured to enhance the understanding
of the social and historical context of the time in order to make the reader see Garcia
Marquez within the flow of nations and world affairs.

A similar approach has been adopted by Aizenberg (1992, pp. 1235-1253) titled
“Historical Subversion and Violence of Representation in Garcia Marquez and
Ouologuem”. She focused Garcia Marquez’s Cien anos de soledad [One Hundred
Years of Solitude] and Ouologuem’s Le devoir de violence [Bound to Violence] as both

works serve “to reveal the absent history: those Third World conditions and exigencies
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that link postcolonial fiction and a desire to think historically” (p. 1236). Aizenberg
held that magical realism is essentially a postcolonial device, enabling the author to
, challenge the official readings of history;
In these works, manipulating the discourse of the marvelous is understood as an
act intended to reproduce, puncture, and overcome the unreality imposed by the
colonialist enterprise. This enterprise first read the New World through the
distorted glass of a European imperialism fed by a medieval worldview, and it
went on doing so, even though it was the persistence of the “fabulous”
stereotypes and the on-going madness of a colonialist history that kept Latin
America “magical”. [...] Novels such as One Hundred Years of Solitude remain
suspended between the language of the magical and the real, not because Latin
America is inherently more magical than, say, Spain but because the text enacts
the deliriums of a world marked by colonialism, where alien schemata interpret

reality and violent discontinuities mark the configuration of time and space.

Acknowledging Aizenberg’s thesis regarding the reconstruction of history with the help
of magical realism as postcolonial device, the present study spreads itself over a number
of related themes in the postcolonial context, such as slavery, violence, injustice, etc.,

to demonstrate how the author registered social protest against colonialism.

A rather similar approach had been adopted by Taylor (1975) when she tried to
explore the concept of history as contained in Marquez’s Solitude, while contending
the work to be the complex evolution of “a coherent and explicit political statement
about the role of historical consciousness in the evolution of a society” (1975, p. 96).
While arguing about the general nature of fiction as a mode of political communication
and the relation between the work and its social and historical context, Taylor held that

the author’s intent, reader’s response and the interpretation of a work’s significance is
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not a matter of yielding to immediate analysis, but, for such purpose, needs a lapse of

enough time for the work to fit in the social and historical context. She says,

This novel [Solitude] obviously raises significant questions about reader
response which could only be measured, if at all, across a longer lapse of time.
One immediate task is therefore to study particular problems in enough detail to
begin approaching the larger questions of its social and political significance.

(1975, p. 97)

She concludes that “the idea of the imperative of historical consciousness, while often
metaphorical in expression, functions as political discourse” (p. 111).Another similar
approach is found in Strecher’s (1999, pp. 263-298) article titled “Magical Realism and
the Search for Identity in the Fiction of Murakami Haruki” demonstrates how effective
the tool of magical realism is for highlighting an identity crisis in contemporary
Japanese society. The present research is an effort to highlight the potency of the device
of magical realism in an expanded scenario that includes a number of social problems
resulting from the fire and ash of colonialism. Strecher asserts that “the concept of
magical realism bears certain political and cultural specificities” (p. 268). He argues
that Murakami’s raison d’etre as a writer is to “expose the steady decay of individual
identity in members of the generation born immediately after the Second World War,
and in each succeeding generation thereafter” (p. 263). The article suggests an
explanation for the fact that while Murakami's works were initially aimed at his own
generation-the youngest to participate in the Zenkyoto movement-they remain
cbnsistently popular with readers between the ages of 20 and 30. Similar to Murakami’s
work, Garcia Marquez efforts to highlight various societal, political, economic

problems that are deep-rooted in the fact of Latin American colonial experience. The
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Chapter 3
FRAMEWORK: THEORETICAL ORIENTATION OF THE STUDY

The present study was primarily inductive and thus exploratory due to its qualitative
nature, offering information necessary for making such an inquiry. Upon reading the
work of Garcia Marquez, I noticed a pattern of themes related to the politico-social and
economic circumstances of Latin America, specifically Colombia. Most of the textual
occurrences of such themes exhibited a deliberate juxtaposition of the fantastic and the
mundane to foreground social injustice caused by the (post)colonial condition. I
highlighted/marked the areas where the device of magical realism had been employed
by the author to see the presence of such themes of social protest regarding the
reverberations of the process of colonisation. It appeared that magical realism has been
used by the author as a vehicle of social protest in order to highlight a number of socio-
cultural, political, and economic factors which caused hindrance in the development of
the region in general. This was mainly due to the difference of perspectives between
the Third and the First worlds. The Latin Americans wanted to progress but not at the
cost of their indigenous cultural values, which were against the perception of the First
World. Some of such problems the region had to face due to the process of colonialism
were slavery, extreme poverty, political turmoil, civil wars and the subsequent anarchy,
a hybrid community that neither was overtly able to accept modernity nor could stay
back in a primitive condition. However, another noticeable thing was that it was the
postcolonial reality to have brought forth confusion where the dwellers of the symbolic

city of mirrors and mirages were ultimately lost.

[ have chosen to use the framework of a combination of the relevant issues from
postcolonialism and new historicism in order to interpret/analyse Garcia Marquez’s

texts with an overall objective to find out the effectiveness of the technique of magical
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realism regarding its capacity to register social protest in his fiction. To understand the
phenomenon of magical realism as a tool of social protest in the works of Garcia
Marquez, the said framework was applied through close reading method. As the
theoretical framework of the present study was developed from five different
perspectives (as described in the literature review section of thg: previous chapter), each
equally contributing to the central argument. First, a context for -the study was
developed by analysing the socio-political history of Latin America, the region where
the magical realist writings took their root and had significant grooming. This was done
with the help of the observations found in important writings on the subject. Second,
significant writings on the technique of magical realism were explored in order to
demonstrate coherence in the development of the device itself and how it enables an
author play upon the genre to express his/her political reservations. Third, an effort was
made to define what social protest is and how does it help various segments from the
‘other’ raise their voice against the dominant parts of the society. Fourth, previously
written literature on Post-colonialism was surveyed, as | have hypothesised the
existence of a serious connection between the genre in question and the postcolonial
theory. Ultimately, this was taken as the point of junction/relevance of Garcia
Marquez’s writings and the application of the said theory, as the latter was of immense

help in exploring the element of social protest in the former.

By developing such theoretical framework (from readings in Postcolonial
Studies and the particular conditions of the region in which Garcia Marquez produced
fiction), I have taken into account the findings/stances of the intellectual world towards
the degree of potency of the technique of magical realism and how it is connected to
the postcolonial debate. The framework was used to foreground the element of social

protest in the fiction produced by the author.
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In the critical reading stage, | undertook a questioning, examining, and
expanding upon what the author says with my own arguments. I read the isolated texts
critically and applied the framework of both postcolonialism and new historicism — as
developed in the light of the first two stages of close reading. I found certain issues
related to the general idea of exploitation, i.e. colonization, marginalization, slavery,
identity, hybridity, etc., to be relevant if applied on these texts. Having had the
postcolonial theory in background, these texts made a purposeful reading, especially
when I read them with the question in mind as to how the author achieved the desired
effect of social protest and why did he choose magical realism to carry such protest.
The close reading revealed that various literary devices, such as hyperbole, humour,
irony, metaphor, analogy, imagery, allusion, and inference ultimately work towards
building the degree of social protest necessary to evoke the same emotion in the reader.
Postcolonial theory was applied to Garcia Marquez’s selected fiction in order to draw
attention to the relevant themes such as identity, history, exploitation, protest, and social

injustice in his works.

Garcia Marquez’s fiction incorporates and juxtaposes elements derived from
disparate sources, e.g. oral/folklore culture, myth, and stereotypes. These carnivalesque
juxtapositions operate at two discrete levels of structure and language while the
disparity between these sources is manifest in the very structure of his work. This
incongruity is further strengthened by carnivalesque and plain language, humour, the
aesthetic of the monstrous, and hyperbole. This study is concerned with the textual
features, a magical realist text challenges Western epistemology, proving the so-called
rational as inconsistent and arbitrary. The last stage of close reading is ‘Writing’. It

enabled me to define Garcia Marquez’s position in the broader Latin American literary

y
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context. [ presented my own critical analysis at this stage by applying the

abovementioned methodological framework on Garcia Marquez’s selected texts.

Garcia Marquez’s fiction has been selected for the current study, as it reflects
the response of its author — a major representative of the collective Latin
American/Third World conscience — to various undesirable social practices (such as
slavery, exploitation, marginalization, etc.) in the backdrop of the Post-colonial
paradigm by expressing his specific view of the colonial experience and by challenging
the official readings of history with the help of the technique of magical realism. The
information contained in the first two chapters of the study on various genres of
literature, i.e. post-colonialism, magical realism, and the knowledge of the socio-
political and geographical conditions of Latin America, provided the necessary
background to the application of the Postcolonial theory and evaluate the selected

material in the light of the pre-formulated hypotheses.

As the present study was a close reading of Garcia Marquez’s fiction, I have
offered certain observations resulting from the findings I came up with during a minute
reading of the text. With the help of the aforementioned theoretical framework the

author’s assertive mode of social protest in his isolated texts has been highlighted.

The introduction of the definitional issues surrounding magical realism (see
Chapter 2) helped to evolve a definition of the term as a narrative technique that comes
into play when fact and fiction are blended in such a manner that the amalgam becomes
sufficiently acceptable to the reader that s’he can have a better understanding of the
subjective nature of reality. This blending disturbs the world inside the text effectively
and makes the reader challenge the so-called absoluteness of the real world, as well.

Garcia Marquez’s texts used as cases for the current study reflect the responses of the
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social injustice is a concept denoting injustice in either one or various segments of a
society. PrejudiceA being a major trait of social injustice plays an important role in the
process of social injustice and the latter is disastrous on both an individual and a
collective level. Whenever there is a divide in thinking on the basis of a binary
oppositional system, e.g. white-black, civilized-barbarian, First world-Third World,
etc., prejudice comes into play to cause social injustice. Among a number of forms of
social injustice, ‘exploitation’ has been isolated as the basic unit for analysis in the
present study. In the coming chapters, the theme of exploitation in the works of Garcia

Marquez has been explored from the angle of colonialism and political repression.
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the ceiba, that it produces no flowers or fruit, and that its light, pouous wood is
used for making canoes and carving cooking implements. Later, I discovered in
the Encyclopaedia Britannica that in Tanganyika there is a nomadic people
called Makonde, and I thought this might be the origin of the word.

(Mérquez, 2003/2004, p. 19)

The truth revealing the etymological facts behind the name of Macondo tells the reader
about how deeply Garcia Marquez was affected by the (seldom-mentioned)banana
plantation massacre. Throughout the autobiography, Garcia Marquez relates his
childhood memories and their impact on his evolution as an author. He acknowledges
the fact by mentioning that when he was on the way to Aracataca along with his mother
that “Before adolescence, memory is more interested in the future than the past, and so
my recollections of the town were not yet idealized by nostalgia” (p. 5). These
childhood memories play an important role in his writings. The reader can find these
scattered here and there on the pages of his novels and short stories. The resemblance
between Macondo and Aracataca has been mentioned more than once in the long

autobiographical narrative by Marquez.

I remembered as it was: a good place to live where everybody knew everybody
else, located on the banks of a river of transparent water that raced over a bed

of polished stone as huge and white as prehistoric eggs. (p. 5)

Garcia Marquez highly disapproves of the way the Latin American region was
deprived of its innocence and identity in the name of the so-called modernity. Whenever
he wants to do so, he uses magical realism as a tool of protest. For example, in the very
opening lines of the novel, fantasy is mingled with reality and there is an obvious

presence of dreamlike atmosphere that provokes the reader to at once compare the past
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and the present of the country. The length of the sentence also works towards initiating

the dreaminess.

At that time Macondo was a village of twenty adobe houses, built on the bank
ofariver of clear water that ran along a bed of polished stones, which were white

and enormous, like prehistoric eggs. (Marquez, 1967/1970, p. 1)

The use of numbers® and the introduction of stones are also important. The enormous

and prehistoric eggs work as a hint at the prehistoric society, devoid of any pollution,

> In a magical realist text, numbers play an important role in making the setting appear
as realistic. The magical realists use numbers in the form of figures, dates, years, etc.
to achieve the effect of Magical Realism. The reader, who is reluctant'to believe in the
fantastic, is made to believe in it when it is presented with the help of dates from history.
In his Midnight’s Children, Salman Rushdie (1982, p. 9), makes the readers believe in
the strange telepathic impulse of Saleem by introducing him as one of the 1001 children
born on the midnight between 14™ and 15™ of August. Garcia Marquez himself uses
this as a strategy to give verisimilitude to his stories: “If you say there are elephants
flying in the sky, people are not going to believe you. But if you say there are four
hundred and twenty-five elephants fighting in the sky, people will probably believe
you” (Roper, 2009, p. 14). In Wings, Garcia Marquez uses phrases like “On the third
day of rain” (1968/1996, p. 186) or the “world had been sad since Tuesday” (p. 186)
and makes the improbable seem probable. Other magical realists, e.g., Isabel Allende,
also employ the same technique to give an air of authenticity to their narratives. For
instance, in her Spirits, Nivea had given birth to the “fifteen children, [of Servo del
Valle] of whom eleven were still alive” (Allende, 1982/1986, p. 3) and the undesirable
incident, which had brought a lot of humiliation to the family name, in the church had
happened on a “Holy Thursday” (p. 3), are significant in the above context. Garcia
Marquez uses numbers to make the improbable seem probable. For instance, the rains
after the Banana Plantation Massacre start and continue for “four years, eleven months
and two days” (1967/1970, p. 320). Colonel Gerinaldo Marquez had “escaped three
attempts on his life [and] survived five wounds” (p. 249) till his death. Having gone to
find her lost son, Ursula comes back “Suddenly, almost five months after her
disappearance” (p. 36). Making the ground for a story that concerns itself with both the
marvellous and the realistic, the repetition of certain names and incidents makes things
even more plausible creates a deep impact on the minds of the readers. While narrating
something extraordinary, when the latter are exposed to certain references from history
like Nostradamus etc., the reading appears to be more authentic. Even when certain
plain incidents are explained without making exaggerations, these happenings become
more likely as far as the readers and the world within fiction is concerned. The number
three is related to witchcraft and superstition — like the three Mora sisters in The House
of the Spirits (Allende, 1982/1986) and the three witches of Macbeth (Shakespeare,
1606) In Solitude, it is after “three days of useless searching [that Colonel Aureliano
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defileient of the social structure not only of Colombia, but the whole region.
Melquiades brings some ordinary things from the world of science to Macondo, where
these ordinary things are taken as the most extraordinary ones; it is extremely magical
for the Latin American mind to see certain scientific miracles happening around, just
as the myths, culture and traditions of Latin America are something alien to the
developed world. The trivialness of the outcome of the import of scientific equipment
in the Macondian society in a magical-real manner is also an expression of protest
against the violation of the innocence of the place. The two magical ingots brought to
the town by the old gypsy amaze people on the basis of the ability of the former to make
the “pots, pans tongs, and braziers tumble down from their places and beams creak from
the desperation of nails and screws trying to emerge” (p. 2). An oxford coma separating
ordinary household objects capable of being attracted to the magnet from the
extraordinary piece of cloth worn by women as an undergarment which cannot be
drawn towards the magnet, add to the triviality of the nature of an imposed version of
science rather than a need-based invention. The usefulness of science as compared to
the local myth has also been challenged to assert that such exhibitions of European and
North American scientific marvels are insignificant for an indigenously rich and self-
sustaining culture, i.e. Latin American one. An exposure to various scientific
inventions, brought from the outside world, made people confused to an extent that they
“found themselves lost in their own streets” (p. 17). Such technological and ideological
bombardment ruined the indigenousness of people, leaving them without any identity.
The satire is even stronger when the patriarch of the society sets out to explore the
surroundings for the possible presence of treasures, but finds nothing of importance.
However, the armour that he is able to dig out from the marshy earth gives an obvious

clue of the region being destroyed and then re-established after several colonial
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adventures. The attempts of the Colonel to find new routes that may connect this rather
(pre)mature society to the rest of the world work on both intellectual and practical
grounds. Melquiades’ gift of some Portuguese maps and instruments of navigation also
tell about the attempts the Portuguese had been making to colonise the region. With the
scattered references to the pirate Sir Francis Drake, Queen Elizabeth, the Spanish
galleon, etc., the author leaves the readers to decide for themselves the responsible
forces for deterioration in the primitive Macondian society. The effect is even enhanced
when the reader learns that despite a heightened level of accuracy in both theory and
practice/reasoning and experimentation of Jose Arcadio Buendia — not unlike

Marlowe’s Dr. Faustus — is unable to achieve the desired degree of accomplishment.

The government officials manipulated history to bag the benefits and cast the
rest into the sea of oblivion. The author highlights that if a lie is repeated in'a certain
way, everyone is prone to believe it as if it were truth. It is the same way authorities

throughout the Third World use propaganda-tactics to achieve their vested interests.

The official version, repeated a thousand times and mangled out all over the
country by every means of communication the government found at hand, was
finally accepted: there were no dead, the satisfied workers had gone back to
their families, and the banana company was suspending all activity until the

rains stopped. (p. 315)

The way gringos exploited the resources of the nation was scientific and well-planned
to carry far-reaching effects. By diverting the river to bring its waters to the plantations
and laying a rail road to transport the rich resources of the place to their cities and

countries (Marquez, 2003/2004), Aracataca, Catenaga and the other indigenous towns
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(Swanson, 2010). On the basis of the close reading of his work, it would be appropriate
to hold that he was able to raise such strong protest against colonialism only because
he chose to write in the tradition of magical realism. His writings smack of his firm
belief in magical realism. In other words, through the device of magical realism, one
can make a person on both individual and collective level believe in anything that is
communicated with enough conviction. His multi-layered fiction can be interpreted on
several levels of meanings, an evaluation and analysis of Marquez’s work on the level
of criticism of the process of colonization and its effects on the indigenous land and
people makes it interesting and yet useful in terms of a positive contribution to the
society; particularly, when the Latin American region constitutes a major as well as
representative part of the Third World. A journalist turned fiction writer, Mdrquez’s
writings reflect a blend of journalistic and fictive bent of mind in that he highlights the
plain instances of social injustice in his fiction (Taylor, 2010). Having “strong political
and historical views” (Bell, 2010, p. 186) embedded in Latin America, his disapproval

of the colonial practices can be taken as a prime example of it.

The door of Garcia Marquez’s magical-real world of Solitude opens in the
newly established village of twenty adobe houses. The village is called Macondo. It is
a place far off from the rest of the civilization, as the people living here are quite
ignorant of their surroundings; they have no knowledge of a route that may connect
them to the outer world. The isolation of the community has been emphasized when
Jose Arcadio Buendia, the leader of the ‘prehistoric’ Macondian community, “was
completely ignorant of the geography of the region” (Marquez, 1967/1970, p.10). Being
the leader of his community, Jose Arcadio Buendia was bound to feel the agony of the
whole tribe on living a life of isolation. His desperate efforts, in the form of scientific

experiments and expeditions, to find a route that may connect Macondo to the rest of
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around it; and the fictitious seems to be reliable, plausible and true. When the entity of
the real is upset within the realm of narrative, it becomes questionable outside the
boundaries of fiction as well.

As compared to the other boom writers, e.g. Cortazar and Vargas Llosa, Garcia
Marquez has chronicled the history of violence in Latin America very eloquently
throughout his literary career (Vela, 2006). With a subtle use of the technique of
magical realism, he is able to re-create Colombian history to protest against the policies
of the colonial masters and the way capitalism told upon the socio-political and
economic structure of the region. His epic novel Solitude presents a synthesis of
historical events in symbolic episodes of exploitation of the natives at the hands of the
American banana planters. The capitalist exploitation has been exposed by the author
in such episodes. The reader finds most of his fiction set in an imaginary town of
Macondo that stands allegorically for Colombian history in particular and Latin
American in general. The way Marquez used Macondo as a place where most of his
fiction originates attaches extraordinary importance to this place and urges the
reader/researcher to explore this in detail.

Being postcolonial in nature, Solitude (1967/1970) is an embodiment of a
compacted/concentrated version of history. The non-linear time format of the novel
stands allegorical for the lengthy process of colonization and how it affected public and
private lives of people. A major subject of the novel is the way colonizers established
a distorted version of history and used it as a weapon to damage the identity of the local
population to affect the general perception regarding the way the former adapted to
overcome or suppress the latter. Just as Ursula becomes heavily disturbed because of
the concert of so many different birds that she “would plug her ears with bee wax so as

not to lose her sense of reality” (p. 10), Garcia Marquez and his countrymen are deeply
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On the one hand, the indigenous culture disappears in the noise of drums and
kettles of modernism brought by the gringos; and on the other, the erasure of certain
historical events and the distortion of history, at the hands of the colonial masters, has
been highlighted in the form of incidents like that of the banana plantation massacre.
The insomnia plague episode is the author’s way of protest against the colonial version
of the so-called historical reality (i.e. the region is uncivilized and inferior in culture
and is dependent upon the Centre to become educated and thus economically/culturally
developed) imposed on the Latin American world. Visitacion, Cataure and Rebeca
represent the real inhabitants of the region, who have been deprived of their past and
subsequently their true identity. The Spanish conquerors not only invaded their lands,
but imposed their language, culture, religion and tradition on them. The invasion was
so intense that the original inhabitants of Latin America fell prey to a state of utter
confusion and depravity. The concept of mulatto (as discussed in chapter 8 on slavery)
is important in this respect. The Europeanization of a whole race became the chief goal
of the colonizers. Garcia Marquez’s use of magical realism is not unlike dramatic irony.

According to Hegerfeldt (2005, p. 214), when

... the characters’ rejection of events as fantastic is contradicted by the reader’s
knowledge that they are true, the resulting tension underscoring the events’
outrageousness. Though rejection and rationalization differ from dramatic irony
in that the characters are not necessarily ignorant of what is going on, but may
merely be dissembling, the strategies resemble dramatic irony in that the text

sets up two contradictory perspectives to make its horrible point.

When the plague fully takes the inhabitants of Macondo in its clutches and they

forget the names of even ordinary things of everyday use, they paste name-signs onto
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natural products like petroleum, minerals, coffee, cocoa, etc. On his way back to

Aracataca, his native place, many years later, Garcia Marquez recalls that,

The Sierra Nevada de Santa Maria and its white peaks seemed to come right
down to the Banana plantations on the other side of the river. From there you
could see the Arawak Indians moving in lines like ants along the cliffs of the
sierra, carrying sacks of ginger on their backs and chewing pellets of coca to
make life bearable. As children we dreamed of parched, burning streets. For the
heat was so implausible, in particular at siesta time, that the adults complained
as if it were a daily surprise. From the day I was born I had heard it said, over
and over again, that the rail lines and camps of the United Fruit Company had
been built at night because during the day the sun made the tools too hot to pick

up. (2003/2004, p. 5)

The passage is impoﬁant as it carries a feeling of disapproval of the exploitation of the
indigenous population and their resources. The Arawak Indians provided a much
cheaper and problem-free replacement of labour, as the indigenous labourers could be
paid in the form of vouchers usable only at the Company’s stores and they did not resist

either (Marquez, 1967/1970).

Based in the United States, the United Fruit Company (UFC) invested huge
sums of money in the business of bananas in Colombia. Not unlike the East India
Company that entered India in the guise of traders only to occupy the whole Sub-
Continent and remained in possession of the rule for more than two hundred years, the
UFC gradually assumed full control of the Banana Zone — an area in Colombia
specifically suitable for banana plantations. The UFC exploited the resources of the
area as much as it could. It adopted a particular strategy for this purpose; the company
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would enter an area, build a company town, attract workers, and pay them in scrip
redeemable only in the stores established by the company itself. On recognising that
either the land is not that productive due to over-cultivation or the workers are being
unionized, the UFC would leave the project and seek another place for banana
plantations. The same episode would be repeated at the new banana plantation. It was
this “false splendor of the banana company” (Mérquez, 2003/2004, p. 62) that made the
deprived workers even poorer and gradually a strong hatred developed against the
UFC’s administration. It was October 1928, when a number of people working on the
banana plantations of the UFC went on strike. They demanded proper sanitary facilities
and cash salaries. At last the catastrophe occurred when a huge crowd gathered in the
central plaza of Cienaga to protest against the atrocities of the company. While the
workers were demonstrating for their rights, troops, who were being paid by the
company in the form of cigarettes, beer and other commodities of daily use, opened fire
on the crowd. As the result of the incident, more than 1500 people died on the spot
while some 3,000 others were left injured. Ironically, the conservative government
denied any such occurrence and, as a result the incident was not included in the history
(text-)books. While portraying the after-effects of the strike of the banana plantation
workers Garcia Marquez employs the device of magical realism by blending history

and myth and by presenting events in a non-linear style of time.

Next to José Arcadio Segundo there was a barefooted woman, very fat, with
two children between the ages of four and seven. She was carrying the smaller
one and she asked José Arcadio Segundo, without knowing him, if he would lift
up the other one so that he could hear better. José Arcadio Segundo put the child
on his shoulders. Many years later that child would still tell, to the disbelief of

all, that he had seen the lieutenant reading Decree No. 4 of the civil and military
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made a mountain out of a molehill. Admitting that he himself was troubled by a sense
of frustration, he investigated the massacre incident and “spoke with survivors and
witnesses and séarched through newspaper archives and official documents [and
reached the conclusion that] truth did not lie anywhere” (Mérquez, 2002/2008, p. 62).

All the major stakeholders differed from one another;

Conformists said, in effect, that there had been no deaths. Those at the other
extreme affirmed without a quaver in their voices that there had been more than
a hundred, that they had been seen bleeding to death on the square, and that they
were carried away in a freight train to be tossed into the ocean like rejected

bananas. (p. 62)

Garcia Mérquez (pp. 14-15) acknowledged how deeply he wasaffected by the

banana plantation massacre:

It was there, my mother told me that day, where in 1928 the army had killed the
undetermined number of banana workers. I knew the event as if [ had lived it,
having heard it recounted and repeated thousand times by my grandfather from
the time 1 had memory: the soldier reading the decree by which the striking
labourers weré declared a gang lawbreakers; the three thousand men, women,
and children motionless under the savage sun after the officer'gave them five
minutes to evacuate the square; the order-to fire, the clattering machine guns
spitting in white-hot bursts, the crowd trapped by panic as it was cut down, little

by little, by methodical, insatiable scissors of shrapnel.

Like most of his works, the setting of Garcia Marquez’s Solitude revolves
around a mythological village called Macondo. From the very beginning, it is presented

as a place characterized by an extraordinarily peaceful environment, the idiosyncrasies
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However, the struggles of General Uribe came to an end in 1902, when he signed the
Treaty of Neerlandia, an event also portrayed in Solitude. The first three decades of the
Nineteenth Century witnessed the notorious colonization of Colombia by the UFC,

based in Boston, United States of America.

It would not be wrong to say that Solitude (1967/1970) is the reconstruction of
the history of the evolution of a human settlement, as it tells the story of the six
generations of the Buendia family which plays the central role in the novel. Here, like
any great epic, the reader comes across a picture of how at a particular moment in
human civilization a particular group of people organized its life. It deals with a
particula‘r nation’s historical reality; in this case, it is the development of the Latin
American country of Colombia since its independence from Spain in the early decades
of nineteenth century. The seemingly endless civil war portrayed in the novel directly

corresponds to the civil wars in Columbia from 1885 to 1902.

Garcia Marquez is quite ironical when he talks about Mr. Herbert and the
ulterior motives behind his trip. The underlying ironical tone of the below-mentioned
statement tells a great deal about the way the natives have been exploited by the
colonisers throughout the globe. Not unlike Caliban in Shakespeare’s (1995, p. 38) last
play, The Tempest, José Aureliano Segundo serves his guest with the highest degree of
hospitality, but feels his worst disappointment and the same sense of indignation
towards Mr. Herbert — once felt by Caliban for the colonisers of his inherited island ~

when he is paid back in the form of slavery:

...and then I lov’d thee

And show’d thee all the qualities o’ th’ isle,

98




A

S

The fresh spring, brine-pits, barren place and fertile;

Curs’d be I that did so...

If compared with the United Fruit Company in the novel, Melquiades’ character as a
trader becomes useful in highlighting the overall protest of the novelist. In Marxist
terminology, the anti-proletariat activities of the UFC as a huge enterprise are more
clearly visible if seen in the background of the dealings of Melquiades. At the beginning
of the novel, Melquiades is reported to be an “honest man” (p. 2) who warns Jose
Arcadio Buendia that his magical irons would not work for extracting gold from the
bowels of earth. But the latter who “at time did not believe in the honesty of gypsies . .
. traded his mule and a pair of goats for the two magnetized ingots” (p. 2). In the coming
March, the gypsies came back to Macondo. This time Melquiades brought gigantic
magnifying glass as a proof that “Science has eliminated distance” (p.3). Despite the
efforts of the gypsy to dissuade him from buying it, Jose Arcadio Buendia again
hurriedly traded the magnifying glass for two magnetized ingots and three colonial
coins. After the failure of both the intended ideas, he waited for Melquiades for another
several years. This time the gypsy “gave him back the doubloons in exchange for the
magnifying glass, and he left him in addition some Portuguese maps and several
instruments of navigation . . . [along with some notes] so that he would be able to make
use of the astrolabe, the compass, and the sextant” (p. 4). What adds to the irony is the
difference of the purpose of the trade for both the parties. The intended use of things
Jose Arcadio Buendia buys from the gypsy is either destructive or negative, e.g.
extracting gold from earth with the magical ingots in order to pave the floors of his
house with gold; and using the magnifying glass as a weapon of destruction instead of
using it for amusement. The poor workers of the UFC sell their time and efforts to the

UFC in order to get themselves food and shelter. In the first case, Jose Arcadio Buendia
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patients were deceived by the company physicians. The patients, on the other hand,
could not even tell between the tablets because these were of the same colour, i.e.

copper sulphate.
About the poor condition of sanitary facilities. the narrator reveals that,

The company workers were crowded together in miserable barracks. The
engineers, instead of putting in toilets, had a portable latrine for every fifty
people brought to the campus at Christmas time and they held public

demonstrations of how to use them so that they would last longer (p. 306).

Despite a number of appeals to the authorities, when the workers could not succeed in
getting their problems solved, they “turned away from the authorities in Macondo and
brought their complaints to the higher courts” (p. 307). But the high ups of the Banana
Plantation Company were too influential to suppress the voice of the workers. The
perverted system of justice only turned a deaf ear to the petitions of the workers, and
some “sleight-of-hand lawyers proved that the demands lacked all validity” (p. 307)
and that the banana company could not entertain the demands of the workers, as “they
were all hired on a temporary and occasional basis” (p. 307). The workers got flared up
on such an unjust attitude of the governmental authorities, higher courts and their
employers. It was then the “great strike broke out” (p. 307) and the cultivation stopped
altogether. The situation got even worsened when the owners of the United Fruit
Company saw their huge sum of capital invested in the banana business going wasted
in the form of “‘the fruit rotted on the trees and the hundred-twenty-car trains remained

on the sidings” (p. 307).

... [The protests began and] the idle workers overflowed the towns. The street

of the Turks echoed with a Saturday that lasted for several days and in the
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In the next ten minutes, he killed Prudencio Aguilar, the ghost of whom later takes away
the sleep of Jose Arcadio Buendia, though he thought it a killing in the name of honour.
Not unlike the ghost in Shakespeare’s Hamlet (1602), the ghost of Prudencio Aguilar
works as a latch-pin in the course of the whole narrative in that the migration of the
Buendia family occurred in the result of the founding of the town of Macondo. It is
qhite ironical that the most important events in the history of Macondo take place in the

consequence of an otherwise insignificant cockfight.

In the beginning of chapter two of Solitude (1967/1970), a well-perfected use
of hyperbolic language makes the description of Ursula Jguarin’s great-great
grandmother’s pain more visible and definite. At first, the reader is amused by the
humorous situation of the lady, who sat on a lighted stove and throughout her life did
not walk in public, as something strange had happened to her way of walking. It is much
later, when the reader realizes the graveness of the situation and out of the humorous
language comes forth the ironical undertone of a tragic incident in which a young lady
turned into a living-corpse. The description is typical of magical realist nature and
leaves the reader with an assurance of a successfully communicated protest against the

colonial (mis-)adventures.

The incident of tying the humble and defeated Jose Arcadio Buendia in the end
of chapter four of Solitude is yet another example of such exaggerated humour of ironic

nature.

He was about to finish off the rest of the house when Aureliano asked the
neighbors for help. Ten men were needed to get him down, fourteen to tie him
up, twenty to drag him to the chestnut tree in the courtyard, where they left him

tied up, barking in the strange language and giving off a green froth at the
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mouth. When Ursula and Amaranta returned he was still tied to the trunk of the
chestnut tree by his hands and feet, soaked with rain and in a state of total
innocence. They spoke to him and he looked at them without recognizing them,
saying things they did not understand. Ursula untied his wrists and ankles,
lacerated by the pressure of the rope, and left him tied only by the waist. Later
on they built him a shelter of palm brandies to protect him from the sun and the

rain. (p. 81)

It is to be noted that Jose Arcadio Buendia, who was once able to put together “a manual
of startling instructional clarity and an irresistible power of conviction” (p. 3) was “tied
up, barking in the strange language (p. 81) that nobody was able to understand. The
way the patriarch of the Macondian society is tied to a tree carries much greater
significance in the magical realist structure and scheme of the novel. The picture
becomes clear when seen in the light of the biblical undertone. If Macondo is taken as
the Garden of Eden on the basis of its being “built on the bank of a river of clear water
that ran along a bed of polished stones, which were white and enormous, like prehistoric
eggs [and the] world was so recent that many things lacked names” (p. 1), the chestnut
tree can be seen as a symbol of the tree of knowledge, forbidden to Jose Arcadio
Buendia and Ursula Iguarin, who can be seen as Adam and Eve in this context. In his
quest for knowledge, Jose Arcadio Buendia crossed the predefined limits and his
limited mind could not bear the weight of knowledge it was exposed to. As a
punishment, he became mad and he was banished from the place he originally belonged
to, where the dead of his family were buried. Now he was exposed to the hardship of a
world that was full of violence and plagues of many kinds. Sometimes, Marquez uses
the device of magical realism in describing his extraordinarily fictional characters as

the realistic ones. He makes the reader believe in the magical lives of these characters
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through his carnevalesque language. For instance, it is unbelievable forthe readers that
the character of Melquiades is a “fugitive from all the plagues and catastrophes that had
ever lashed mankind” (p. 6), as if it were some extraordinary being, beyond from any
kind of destruction and decay; but, the author persuades the reader to believe it by
associating Melquiades’ fugitiveness with his survival from a number of deadly
diseases of that day. He had “survived pellagra in Persia, scurvy in the Malayan
archipelago, leprosy in Alexandria, beriberi in Japan, bubonic plague in Madagascar,

an earthquake in Sicily, and a disastrous shipwreck in the Strait of Magellan” (p. 6).
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Chapter 6

‘ORPHANS OF THE SON’, CIVIL WARS AND POLITICS OF PROTEST:
NO ONE WRITES TO THE COLONEL ‘

After having given his prime years to the civil wars, the protagonist of Garcia
Marquez’s Colonel (1968/1996) is condemned by the authorities to wait for a letter,
and to go every morning to the post office to check whether the long-awaited letter has
arrived or not. The wait the old man is cursed to suffer is not without method; the letter
would not only bring him financial sustainability, in the form of a per-month pension,
and take him out of the economic crisis, but would be an acknowledgement regarding
his position as an army officer of senior-ranking. It would satisfy a consciousness that

gropes for the prosperity, honour, dignity he, along with many others, deserves.

The pathetic economic condition and his degenerated standard of living do not
match the military rank the colonel carries. The opening paragraph of the novel
establishes a clear cut economic as well as social background of the colonel when he
finds almost nothing in his coffee pot. It is pitiable to see a person, who should have
been enjoying a much better and stable socio-economic status, doomed by the
authorities to so dejected a state. He has to wear clothes and the shoes that “look like
the shoes of an orphan” (Marquez, 1968/1996, p. 10). They are literally “rotting alive”
(p. 4) in the town that is as indifferent to both their spiritual as well as material needs
as the government is. The way Marquez has portrayed the colonel as preparing for the
funeral is remarkable; every minute detail smacks of the worst economic condition of

the old man.

After shaving himself by touch — since he’d lacked a mirror for a long time —
the colonel dressed silently. His trousers, almost as tight on his legs as long

underwear, closed at the ankles with slip-knotted drawstrings, were held up at
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the waist by two straps of the same material which passed through two gilt
buckles sewn on at kidney height. He didn’t use a belt. His shirt, the color of
old Manila paper, and as stiff, fastened with a copper stud which served at the
same time to hold the detachable collar was torn, so the colonel gave up on the

idea of a tie. (p. 4)

Instead of being celebrated as the emblem of struggle, honour, loyalty and dignity, the
colonel has been driven to wait for a petty pension-letter. It has been “nearly sixty years
— since the end of the last civil war — [that] the Colonel had done nothing but wait” (p.
1). While society denies him the dignity he deserves, the military-authorities denied the
colonel the pension he is entitled to. Every day, the old man goes to the post-office in
the hope to receive the letter, but even after the lapse of fifteen long years he has to
return empty handed. Somehow, the colonel has become so used to waiting as to have
found the very purpose of life in this act. The un-ending wait, mixed with the sleepless
nights “tormented by the whistling of the asthmatic woman’s lungs” (p. 9) make the
days and nights of a retired military officer. With the young generation killed in the
wars, when the colonel’s wife describes themselves as “the orphans of our son” (p. 10),

she becomes the voice of all those victimised by the troubled history of Latin America.

The colonel’s rooster is a powerful image of hope in the novel. It belonged to
his supposedly dead son. The old man does not have enough money to buy clothes, food
or even the medicines for his ailing wife, yet he spends whatever he has got in hand on
the maintenance of the fighting-cock. The apparently insignificant bird is the symbol of

hope in a critical time, not only for the colonel, but for the whole town.

While on their way to attend the funeral procession of the one dead of natural
causes, Sabas’s question that “what’s new with the rooster” (p. 7) projects the image of

the bird as something important in the whole context, especially when the reader already
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knows that despite all his poverty the colonel is resolved to provide the bird with the
best of his care and attention. While the rooster is being prepared to participate in a
fight, the self-esteem of the townspeople reaches its peak. The rooster provides the
colonel and the people around him with a constant source of courage and determination

against the atrocities of the military regime.

The whole town is preparing for the cock-fight. They have saved their last
pennies to bet on the cock. The cock-fight parallels the final battle between the people
and the military regime. Their hopes rest on the rooster, the symbol of defiance in the
face of the worst despair. The cockfight fanatics are symbolic as the rebels. The way the
colonel’s wife shows her disgust over the cockfight is the external manifestation of the
fear of the old woman regarding the increasing death toll in the target killing of the

people having rebellious inclinations.

The town in the novel represents Latin American society in miniature. The
political chaos prevalent in the society is also highlighted through the fact that the
colonel’s wife is never told that Augustin, her only son, is not dead, but is in hiding. To
save her from the terrible effects of waiting, which is more disastrous for a mother than
the shocking news of the death of her son, she is told that Agustin has'been killed by the
opposed political force. The reason behind the concealment of the truth is perhaps the
uncertainty and the political turmoil that Latin America was facing. Agustin remains in
hiding out of the fear lest he is killed at the hands of the military-dictatorship. In fact,
Sabas, the godfather of Agustin, was the only one to have “escaped political persecution
and had continued to live in town” (p. 7). The colonel waits for a favourable time when
his son no niore needs to remain in hiding. However, in the face of hope, his wait for
the good time never ends, just like that of the pension letter. The movement of time

becomes slow for the old man, and he gradually loses the sense of change particularly
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associated with the passagé of time. His desire to pass time is quickly manifest in his

act of winding the clock for a prolonged period of time.

The country is passing through the worst phase of its history, as people are
forced to leave their dear ones and remain in hiding in order to save their lives. Nobody
is allowed to talk about the way the masses are oppressed by the military government,
so strict is the system of surveillance on the part of the latter. The politics has proved to
be so brutal as to have taken the lives of a huge a number of people merely on the basis
of assumptions regarding their rebellious inclinations. The colonel is preparing for
attending the funeral of a person, who has died of natural causes, as if it was an occasion
to celebrate. The colonel’s wife expresses her amazement over her husband’s

extraordinary preparations;
“You look as if you’re dressed for some special event’, she said

‘This burial is a special event,’ the colonel said. ‘It’s the first death from natural

causes which we’ve had in many years’ (p. 5)

The colonel feels uncertain about the news that a person could die of natural causes. For
the first time the colonel becomes sure that the man was dead when he notices the lack
of a trumpet, which was thought to be necessary on the funeral of a politically murdered
person. People are so afraid of the dire consequences of defiance that they are unwilling
to pass by the police barracks. In a time where people do nothing except for passively
waiting in silence for something to happen out of the blue to rescue them from the
devastating political and economic situation, the colonel is courageous enough to say
that ““But this isn’t a rebellion’ [...] ‘It’s a poor dead musician’” (p. 8). The authorities
suppress the opinion of the masses to such an extent that even the newspapers are

censored unless they mould the general opinion. When, on being asked about any news,
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portrayed through the character of the colonel, who has been made to wait for his long-
pending decision on a pension. His hope in a hopeless world is in itself the odd

juxtaposition of the real and the fantastic.

Repetition of certain events in the course of the novella projects the notion of
non-linear nature of time, a very Latin American phenomenon as compared to the
Western world. Garcia Marquez reconstructs history, and thus, registérs his protest
against the unfavourable social realities related to the aftermaths of a long era of
colonial influence. He takes a real character from past, studies the problems it faced,
and projects these in a generalized scenario. In his Tale (2003/2004), Garcia Marquez
writes about his grandfather, a revolutionary colonel, who took active part in nearly all
of the civil wars, especially the one known as the ‘War of a Thousand Days’. The fact
that “when the law on war pensions was passed he filled out the forms to obtain his,
and he as well as his wife and closest heirs continued to wait for it until his death” (p.
86) proved to be a permanent image regarding the indifference of the military regime

towards the rights of the people. He further writes that his grandfather:

...in person organized the file with surfeit of sworn testimonies and probative
documents, and he took them himself to Santa Marta to sign the payment
protocol. According to the least happy calculations, the amount would be

sufficient for him and his descendants to the second generation (p. 86).

Even after the death of her colonel-husband, the author’s grandmother told the author
in her final moments: “I can die in peace because I know all of you will receive
Nicolasito’s pension” (p. 86). So optimistic were the families of all who fought for
revolutionary causes that they would get the pension one day or another and live a life
free of financial worries. Garcia Marquez’s protest is at its peak when he chooses the
un-ending wait and hope for the pension letter as the central theme of his Colonel.
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Latin America is no different from rest of the Third World in that it has been
exploited by a number of colonial rulers and military dictators. Garcia Marquez
responds to the specific conditions of their region by giving vent to his views about the
effects of colonial experience, which still continues in the form of military dictatorship.
Written in 1958, his Colonel criticizes the way it suppresses the public. Although
written a long time ago, it continues to serve as an event of social protest and is quite
relevant to contemporary society in that it continues to be a source of awareness among
the masses about the social as well as political realities of the region. Among its chief
purposes are registering a protest against the exploitation of the masses at the hands of
the military dictators. Dealing with the social struggle of an individual, the novella,
with all its historical roots and political implications, proves to be a potent source of
protest against the military dictatorships, brought onto the scene by the imperialists in
order to guard their vested interests. It shows that despite economic prosperity and
material prospects, moral and spiritual values decline so rapidly that the people are left

barren with their empty souls.
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‘Chapter 7

DICTATORIAL RULE, POLITICAL REPRESSION AND THE THIRD
WORLD: THE AUTUMN OF THE PATRIARCH

Dictatorial rule has been a serious threat to the progress of most of the under-developed
part of the world. Since Latin America constitutes a substantial part of the Third World
and is mostly governed by either civil or military dictators, dictatorial rule and its causes
and effects has been a favourite subject of the fiction writers of this region. The magical-
realist fiction writers have been most eloquent in highlighting flaws inherent in such
type of governments, weather in Chile, Colombia, Argentina, or Venezuela. Garcia
Marquez’s Patriarch (1975/2007) is a protest against the dictatorial system in Latin
America. He used the technique of magical realism to establish that autocrats and
despotic rulers are a challenge to the development of a place and. prosperity of its
people. The dictators govern their people not on the basis of the latter’s will, but by an
iron fist. Spread over decades, these dictatorships suppress people’s rights to reject their
governments. The extraordinarily lengthy sentences in the novel are magical realist in
nature, as they evoke dreamlike and magical feelings in the reader, making the latter
accept whatever magical or dreamlike as something common and ordinary. Written in
long paragraphs, the novel’s suffocating atmosphere corresponds to theidespotic rule

that leaves no space for the public to breathe freely.

The invaded- and occupied presidential palace in the world of the novel is
metaphorical of the decaying despotic presidential system. The “stagnant time” (p. 1)
referred to at the very first page denotes the stagnancy in all the gévernmental affairs
during the decades-long rules of the autocrats. In order to prolong their rule, the
dictators suppressed the public and worked against the interests of the latter. So weak

the system would become that,
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. . . all that was needed was for someone to give a push and the great armoured
doors that had resisted the lombards of William Dampier during the building’s

heroic days gave way. (p. 1)

Prolonged dictatorial or military rule has been the root cause of social, political
and economic upheavals in Latin America in particular and the Third World in general.
Colonial powers choose military heads that are inclined to rule the couritry, install them
as presidents in uniform, and use them for their own vested interests that cannot be
fulfilled by a democratically elected leader. Garcia Marquez’s work can be interpreted
as political struggle against military rule. Whether it is his Solitude (1967/1970) or
Funeral (1992/94), Patriarch (1975/2007) or Erendira (1972/1996), Garcia Marquez’s
pen writes with the ink of a desire for democracy. Patriarch, in particular, tells the story
of a fictional dictator, whose character has been derived from a number of real
autocrats, like Gustavo Rojas Pinilla of Colombia, Generalissimo Francisco Franco of
Spain, Rafael Trujillo of the Dominican Republic, Venezuela’s Juan Vicente Goémez,
and Joseph Stalin of USSR. The most striking feature of the novel is its unique
presentation of the protagonist, who enjoys god-like status and respect. It is amazing
that despite the worst internal political divisions, Stalin, Franco, and Trujillo, and many
other dictators managed in a significant measure to control the hearts and minds of their
respective nations, because of the mythical aura which surrounded their persons. The
same has been very effectively symbolized here. But, when the wheel of fortune turns,
the ‘patriot becomes the traitor’ and his last time becomes extremely pathetic. The
pitiable situation has been exhibited in the novel through the discovery of the General’s
corpse in his own palace. His most loyal subjects are now unable to’ even identify the

dead body of a man whose presence in the federation is symbolic for [the so-called]
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fact that God is with them. His perception as god is so strong in their lives that they

cannot perceive him as a human being, a person of flesh and blood.

Magical realism is once again fully utilised in the novel to protest against the
military rule, not only in the very form of the novel, but the substance itself. The six
chapters of the novel denote the six major dictators of the region. The extraordinary
léngth of these sections is a symbol of the long and un-ending rule of these autocrats.
Not unlike the uniformity of the style and objective of the rule of many Latin American
dictators, all these sections begin and end in the same way. Quite contrary to Solitude
(1967/1970) which is full of so many characters that the reader at once feels confused
and has to depend on the genealogy tree given just before the novel commences,
Patriarch (1975/2007) has just one character around whom the whole novel revolves.
According to Kulin (1988, p. 147) the novel tells about the life of “an unimaginably old
dictator, who remained alone in his palace, in which cows were wandering about”.
Dictatorial rule does not allow the general public to even breath freely, and the reader
of Patriarch is left with no space to breath. The stagnant atmosphere of the fictional
world of the novel is so suffocating that it is difficult for even an ordinary reader to

easily go through two or three pages in a sitting.

The author uses postcolonial silences to develop the serious undertone of the
novel, i.e. protest against dictatorial rule. Throughout the novel, the autocrat has been
described as an individual who enjoys the heights of popularity, one that has never been
reached or thought by any other human being. The over-emphasis on his popularity
tells the reader a great deal about the irony lying between the lines. The “six
assassination attempts” (Marquez, 1975/2007, p. 9) on the dictator are in fact an
indication that he is not that much liked. The device of hyperbole —a contributory factor

to magical realism — has been employed by the author as a tool to develop the character
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of the dictator. The extraordinary description of his authority in the country, the way he
hires imposters to appear at different places at the same time and to secure himself from
any possible attempt on life, all work towards the theme of the work. In his specific
humorous manner, Garcia Marquez reveals all the tactics of the despotic rulers to

strengthen their rule;

... [The dictator] made some officers believe that they were being watched by
others, he shuffled their assignments to prevent their plotting, evergl army post
received a ration of eight blank cartridges for every ten live rounds and he sent
them gunpowder mixed with beach sand while he kept the good ammunition
within reach in an arsenal in the presidential palace the keys to which hung on

a ring with other keys that had no duplicates . . . (p. 11)

At times, the dictator has been ridiculed by the novelist in a degradingly humorous
manner in order to show his disgust with the former’s character and way of government.
For example, the way the despot “would become reconciled with himself when his
personal physician the minister of health would examine his retina with a magnifying
glass every time he invited him to lunch” (p. 170). But, unfortunately, the most
neglected segment of the country is its people, who, at any level, are given no
importance at all. Their needs and problems are of no value in the eye of the godlike
ruler who has been ruling the country with an iror_l fist for ages. He is rather concerned
about how to save his government, increase his financial assets, and suppress his
enemies. A fear of rebellion among the people is always in his mind. Ironicaily, the

patriarch

125

b i







that, back and forth when the gringos shouted to [him] we’re leaving you here with your
nigger whorehouse so let’s see if you can put it all together without us” (p. 22).
Apparently the general is a strong dictator who rules the people of his country with an
iron hand, but as a matter of fact, all his strength is due to the English and foreign
support. He is so afraid of the situation that he cannot face the general public and never
gets out of his chair, lest his weaknesses become marked and visible in the eyes of
people. If compared to the situation of the Third World countries ruled by military
dictators, the ‘Centre’ literally makes the rulers hostage to make them do as they are
told by the latter. Through these dictators, the ‘Centre’ manages to control the economic

resources and impose their ideology.

The very fact that he was worshiped like a demigod had become the Patriarch’s
greatest fear, as he knew very well that he will have to reap what he had sown. He is
warned by the narrator that when he got out of his chair, shed his military uniform, and
went into the public, he shall be dealt with as a traitor. As a matter of fact, the President
has been so barbarous to his people that there was no chance that he is spared from the
erupting wrath of people. Not unlike his long rule, there is a long list of his crimes
against his own people. Sanches (2006, p. 178) observed that violence has been a
prominent social response to the applications of structural adjustment policies
throughout Latin America”. The dictator too, for almost the same reasons, suppressed

the voice of the people by every possible means.

The moment they see you on the street dressed as a mortal they’re going to fall
on you like a pack of dogs to collect from you in one case for the killings at
Santa Maria del Alter, in another for the prisoners thrown into the moat of the
harbor fort to be eaten by crocodiles, in another for the people you skin alive
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and send their hides to their families as a lesson. (Garcia Marquez, 1975/2007,

p.22)

Throughout fhe novel, the general public is constantly trying to escape the so-called
truths imposed by the dictator. The way the government rejects and suppresses people’s
right to be spontaneous in their conversation and acts is an example of how fearful it is
regarding the latter’s emerging identity. So violent are the ways of suppressing the
rebellions (or any possible rebellion) that it is very difficult to even think of denying
the authority of the regime. After a rebellion against the dictator, a young soldier is
skinned alive to teach the people a lesson and to make rest of the rebels confess what

he wanted them to. The General . . .

... chose one of the main group and had him skinned alive in the presence of
all and they saw his flesh tender and yellow like a newborn placenta and they
felt the soaking of the warm blood broth of the body that had been laid bare as
it went through its throes thrashing about on the courtyard, and then they

confessed what he wanted . . . (p. 30)

There are times, e.g. in the abovementioned part of the text, when the author explains
the events in an extraordinary detail. On the one hand, an extended explanation of such
kind adds to the overall dreamlike effect of the text, and on the other, foregrounds the
realistic-fantastic relationship within the text. According to Newell (1997, p. 42), the
“people have been exiled from language and meaning, forced to be no-where and no-

one by the dictator’s supreme ‘I’”.

The motive behind these atrocities was to suppress the general public so much
that they could not think about a revolt against the tyrannical rule. The presence of a

foreign hand has been obvious in all the dictatorial rules throughout Latin America in
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on land or sea, and he was stretched out on the floor, face down, his right arm
bent under his head as a pillow, as he had slept night after night every night of

his ever so long life of a solitary despot. (p. 3)

Quite interestingly, even then, nobody was ready to believe in his death, “because it

was the second time he had been found in that office, alone and dressed and dead”

(p. 5).

The novelist informs the reader, in a rather light manner, regarding the
undemocratic happenings and results of the unending rule of the dictator. Banning the
information provided by Ambassador Palmerston, one of the last diplomats to present
his credentials, in his memoirs is one example of such undemocratic practices (pp. 72-
73). The lyrical language along with the rich narrative detail renders a magical effect to
the novel. Corresponding to the lengthy reign of the dictator, the lengthy sentences
throughout the text initially cause boredom in the readers, and eventually make them
abhor the institution of dictatorship. The complex sentence structure may also be taken
as the complexities of the autocratic government. If the novel is taken as a symbol of
the whole region, this can also be interpreted as an effort to demonstrate the existence
of dictators in many countries of the region. The long sentences of the novel sometimes
resemble those of Solitude (Marquez, 1967/1970) and create the effect of magical

realism in the projected circular/jumbled movement of time. For example,

That was how they found him on the even of his autumn, when the corpse was
really that of Patricio Aragones, and that was how we found him again many
years later during a moment of such uncertainty that no one could give in to the
evidence that the senile body there gouged by vultures and infested by parasites

from the depths of the sea was his. (Marquez, 1975/2007, p. 72)
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The author successfully raises a voice of protest.against the presidential tyranny and
hiighlights that the dictatorial rule is what contributes towards the underdevelopment of
the Third World countries. The effect of magical realism is achieved by mingling the
ordinary with extraordinary. There were surprisingly large reception rooms in the
presidential palace, for instance, “where hens were pecking at the illusory wheat fields
on the tapestries and a cow was pulling down the canvas with the portrait of an
archbishop so she could eat it” (p. 73). The reception rooms were once the focus of all
(a)political activities, the emblem of control and discipline, a symbol of art and beauty.
But, now they are but the ruins that are only of interest because they have been of great
importance in the past. The way Garcia Marquez is able to make the reader feel the
difference in the past and the present is remarkable. The extraordinary and lengthy
detail of the destroyed palace works, which sometimes seems to be extremely
unnecessary, creates a contrast with the passages telling about the glory of the Patriarch.
Ultimately, these helps the reader to imagine the hatred for the Patriarch in the hearts
of people. The interesting juxtaposition of “a barefoot Guajiro Indian . . . with a small
entourage of congressmen and senators whom the dictator had appointed himself with
his finger according to the whims of his digestion” (p. 73) to escort him simultaneously
reveal how Guajiro Indians were subjected to inhumane ways and how governmental
affairs were run not by the will of the people, but by the pointing figure of the autocrat.
And the whole affair was staged and set according to the whims of his digestion. There
is also a lot of protest against the dictator’s sense of immediate governance, as on the
way “he ordered a butcher to cut off the hands of a cheatingl treasurer in a public
spectacle” (p. 74). It is the same sense of immediate governance and sole authority that
makes one of the chief characteristics of any dictator. Through the ‘cut-off-the-hands

incident’, the authority and the ways of dictatorial rule in some Arab countries has also
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been criticized. The incidents of repression, barbarity, despotism and tyranny have
been highlighted in the text with the help of the technique of magical realism. The
murder of Dionisio Iguaran is not the result of an action against the state, but because
his cock won in a cockfight, which was supposed and planned to be won by the despot’s
grey cock. This is an example of the barbarism of the despot (p. 75). The humorous
description of the cockfight blended with the terrible reality of the tyrannical rule of the
despot is magical real in nature and serves as an ironic comment upon the suppression

of the masses in the autocratic governmental/political systeim.
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Chapter 8

CLASS, RACE, SLAVERY AND MAGICAL REALIST PROTEST:
OF LOVE AND OTHER DEMONS

Unveiling exploitation at different levels in various segments of society has been a main
concern of the literary writers. People usurp the rights and belongings of the ‘other’ or
the ‘marginalised’ in order to either get themselves to a better material position or
merely soothe their minds by the feeling of other’s deprivation. In specific terms,
exploitafion has been defined as the “unfair treatment of someone or the use of a
situation in a way that is wrong, in order to get some benefit for yourself” and “the
process of making use of something so that you gain as much as possible from it”
(MacMillan English Dictionary, 2002, p. 485). Amongst the most significant forms of
exploitation frequently been made subject of discussion by Garcia Marquez is
colonialism. More precisely, it is the subjugation of a nation in order to (mis)use its
social, political, economic, material and intellectual resources by the forces of
colonization. His criticism of colonial practices would not have been that subtle without
the help of the technique of magical realism, which he employed throughout most of
his works. As his fiction is multi-layered and could be interpreted on several levels of
meanings, an evaluation and analysis of his works on the level of criticism of the
process of colonization and its effects on the indigenous land and people makes the
works interesting and yet useful in terms of a positive contribution to the society;
particularly, when the Latin American region constitutes a major part of the Third
World. In the first place, Garcia Mérquez raises the voice of protest against the Spanish
incursions to colonize the Latin America, while in the second, he condemns the North
American a(ivances in the South to capture and subsequently make use of the resources

of the latter.
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Garcia Marquez’s Demons (1994/1996) is set in a remote South American
seaport du;ing the colonial era. The port is a typical place for the trade of African blacks,
who were abducted from their native places to be brought there in order to be sold to
the local rich either to serve them or to be re-sold for a profit on the original expense.
These slaves were treated as a commodity. The present part of the thesis highlights that
it was a subtle use of the technique of magical realism that enabled Garcia Marquez to
highlight the practice of slavery in this novella. The opening of the novella clearly
demonstrates a deliberate attempt on part of Garcia Marquez to foreground the
exploitation of the black community at the hands of the indigenous people. Carried by
the mysterious South American geography, the reader is made to feel the screams and
shouts of the crowd present at the drawbridge in the slum of Getsemani, right in the
heart of the slaver’s port, “where a shipment of blacks from Guinea was being sold at a
discount” (p. 5). In the opening pages of the novella, the way the narrator describes the
enchanting beauty of an Abyssinian female slave “whose beauty was so unsettling it
seemed untrue ... she was put on sale for the simple fact of her beauty” (p. 6). The
novelist employs magical realism by highlighting the most ‘untrue’ beauty of the slave
on the one hand, and on the other, by letting the readers to depend upon their
imagination by means of holding the other possible information about the girl. A
preserved imagination, on part of the readers, through a deliberately created uncertainty
is an example of authorial reticence which is one of the features of the genre. The only
thing that works as an equivalent of an impossibility of description of such dreamlike
beauty is so high a price only the Governor could pay “without bargaining and in cash
... her weight in gold” (p. 6). The readers are well aware of the fact that determining a
sale price for an innocent girl and the act of selling her on the price of gold equal to her

weight is synonymous to attributing mankind even below the so-called costly stones
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and her entire person breathed an air of intimacy. The Viceroy turned pale,
inhaled deeply and with a movement of his hand erased the unbearable vision

from his memory. (p. 105)

The governor orders her to be taken away. “For God’s sake”, he shouts, “I do not want
to see her again for the rest of my days” (p. 105). The reaction of the governor reflects
the guilty conscience of the colonisers. The fact that the girl’s skin is
unravished/untouched by a slave-owner’s brand adds to his fear and guilt. The way she
has been described to be ‘alarmingly perfect’ splits his mind and heart. He comes to a
realization that enslavement has brought impurity to her unmatched beauty, despite the
fact that she was physically unharmed. His reaction can be interpreted as an acceptance
and denial of the way slavery affects mankind, as the colonisers still have some concept

of morality, however an un-materialized one.

Just like the rotting palace of the Patriarch in Garcia Marquez’s Patriarch
(1975/2007), the house of the Marquis is also described as a colonial mansion that is
constantly decaying with the passage of time. Authorial reticence is at work when
present emptiness and vacancy is mentioned and it is left for the reader to imagine the

stories of the heightened glory it exhibited in the past.

The house that “had been the pride of the city until the beginning of the century”
(p. 8) is now “a melancholy ruin with its large empty spaces and the many objects out
of place made it seem as if the occupants were in the process of moving” (p. 8-9). So
shattered he is that the Marquis “fell on his knees in front of [Bernarda] and burst into
the harsh weeping of a useless old man” (p. 116). Like the rotting mansion, the Marquis
is also rotting and suffering constant deterioration on both physical and psychological
level. When Father Cayetano inquires after his health:
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Alone for the first time in the gloomy mansion of his forebears, he did not sleep
well in the darkness because of the congenital fear of American-born nobles that
their slaves would murder them in their beds. [. ... ] He would tiptoe to the door,
open it with a sudden movement and surprise a slave spying on him through the
keyhole. He heard the blacks, naked and smeared with coconut oil to elude
capture, slip away with tiger steps along the corridors. Overwhelmed by so
many simultaneous fear, he ordered that the lamps be kept burning until dawn,
ejected the slaves who, little by little, had been taken over the empty spaces and

brought into the house the first mastiffs trained in the arts of war. (p. 39)

The Marquis’ fear gradually increases. It becomes so intense that towards the end of

the novella, when

Sprawled in his hammock, the Marquis again felt the terror that his slaves would

attack him with knives and he forbade them to enter the house even during the

day. (p. 117)

The basic cause of such terrible fear on the part of the Marquis was due to his
“heightened sense of perception. He feared them because he thought them to be
completely different from him; they were black and he was white. At times, he
expresses his feelings regarding their being different. The “blacks lie to us but not to
each other” (p. 119). This reflects the basic division between ‘us’ and ‘them’ that drives

the Marquis to fear the black slaves.

The way the Marquis makes a “donation to the Church of the lands that
sustained his grandeur” (p. 119) reflects the colonisers’ guilty conscience on having
used the resources of the colonised territories on a huge scale. In order to wash away

his sins, the Marquis gives away,
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The dog bites four people, three of whom are black slaves and the fourth is Sierva Maria
de Todos los Angeles. The proportion is significant in the context of the
colonial/postcolonial debate in that nearly same is the ratio of the colonizing and the
colonized world, i.e. ¥« Whites and % blacks/browris (and that too slaves). The dog may
be taken as a symbol of colonization. When gone mad, the dog of colonization bites —
and in other words affects — the whole world. The presentation of the beast as having
an ‘ash-gray colour and ‘a white blaze on its forehead’ is also significant; ‘ash-gray’
colour is symbolic for something peaceful, quiet and sombre, while the ‘white blaze’
on the very forehead of this ash-gray animal is a bad omen, telling a great deal about
the forthcoming terror that it is about to unleash upon the world. People, who presented
themselves as the most civilized of all and the carriers of the sacred torch of knowledge,
at once turned into the worst of the exploiters. It is beyond the imagination of the public
that the process of colonization would be of so far-reaching effects even after the end
of the real-time process of colonization; the descendants of the actually colonized
people still suffer from a particular state of mind responsible to alter their course of
thought and action, making them feel themselves inferior to the colonizers’
descendants. The opening sentence of the novella, therefore, smacks of the over
brimming feelings of disapproval and protest against the colonial process carried out in

Latin America first by the Spaniards and then the North Americans.

It is quite ironical that the families involved in the slave trade did not give even
a single thought to the threat they posed to the whole humanity, but were concerned
about the threat of a plague and that too of rabies. The irony is doubled when it is
revealed to the reader that the families involved in slave trade, who in fact had never
felt sympathy on the pathetic condition of the slave-families, were so worried about

their own so-called reputation that “even a simple dog’s bite might damage the family’s
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honor” (p. 12). Whereas the Marquis does everything to save his family’s honour, the

slaves did not have resources and freedom to cure the infected;

Yet the most terrible dramas did not pass into the annals of history, for they
occurred among the population of blacks, who spirited away the victims to cure

them by African magic in the settlements of runaway slaves. (p. 12)

Immediately after describing the setting, i.e. the South American Seaport during
the colonial era, the reader is exposed to, although narrated in the extraordinarily
lightest manner, the extraordinary event of the trade of slaves abducted/smuggled from
Guinea. There is a strong sense of disapproval of the way the slaves are treated in that
society. The maid was “attracted by the crowd at the slave’s port, where a shipment of

blacks from Guinea was being sold at a discount” (p. 12).

The reader is able to live in two worlds simultaneously: in the world of fiction
and his own real world. A life in the world of fiction is only possible through the subtle
use of the technique of magical realism. The reader knows that the world of the text is
fiction, but he experiences its existence and wants to believe in it. This makes the reader
question the so-called absoluteness of the real world. And at the same time, the author
makes the reader share the former’s intense feelings of protest that have been made
noticeable with the skilful use of the abovementioned technique. It is worth noting that
in the world of the novella, the contagious disease spread by the rabid dog is attributed
to a plague. The idea of plague is very relevant in the present discussior; on the basis of
its social and moral implications along with the medical one. According to the Athenian
conception, plagues are inflicted upon a nation which - either on an individual or a
collective level - has been involved in a heinous crime. Mitchell-Boyask (2008, p. 2)

empbhasizes the presence of a complex interplay between the theme of morality and the
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imagery of disease in the 5" Century Athenian drama. Giving examples from various

dramas of that era, he concludes that,

... an imbalance of bad over good brings disease for the city, and most link the
malfunctioning of the social and political orders to illness. Disease here is
associated with disturbance in the city, and wise speech or song can bring a cure,

presumably by restoring order (Mitchell-Boyask, 2008, p. 127).

The residents of the town too fear a plague. Although the background of the fear is not

given, the absence of the same not only makes it appear to be significant, but makes the

readers unconsciously search for it. In other words, the fear lest a plague is inflicted -

upon the townspeople is the indirect result of their guilty conscience regarding their un-
ethical and immoral practices, such as exploitation of the enslaved and smuggled black
community. Right after the readers are told about the rabid-dog-plague, another kind of
plague is introduced to them: the ‘African plague’ that is feared to be out broken on the
vessel that lay anchored outside the bay and that ultimately turns out to be mere food
poisoning. The vessel is not allowed ashore until the town’s prominent people make
sure that the reason for the Negro slaves’ death is not the African plague, but food-
poisoning. In other wbrds, the slaves were not provided with proper food by the people
who enslaved them. This inhumane treatment of the black is an ample evidence of the
racial discrimination and exploitation on part of the colonizers. The blacks were not
only forcibly used for rowing the ships — that carried the looted raw material including
minerals, fruit, artefacts, etc. — from Africa to the Americas and Europe — but later on
were sold in auctions. The discrimination on the basis of region and race is manifested
in the act of the townspeople to force the ship to anchor and unload the goods and

people on the port, but remain on a reasonable distance from the coast. In his short story
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French, and the British colonizers who kidnapped the black community from Africa

and smuggled them to these areas in order to make them forcibly work. This free labour ‘

caused them huge profits, which they spent in their natvive lands. The coastal town in
the novella also conforms to the above notion of uplifting its socio-economic condition
by indulging in the slave-trade. The enslaved Negros are abducted from Africa and
brought here in order to be used as free-labourers: the females as maids and ‘comfort
girls’, and men as servants and labourers in the farms and plantations. The exploitation
of the black females is highlighted when Bernarda Cabrera gets herself impregnated by
the Marquis and threatens him that “she was not a black but the daughter of an astute
Indian and a white woman from Castille, and the only needle that could mend her honor
was formal matrimony” (p. 42). In other words, the black females had no honour as
compared to the mulatto, what to say about the white ones. The fact that Bernarda
dragged the Marquis into an illicit relationship serves as a comment on the increased
sexual appetite of the mulatto female. The description of the first sexual encounter

smacks of the heightened lust of Bernarda:

She stormed the hammock, mounted him, gagged him with the skirts of the
djellaba he was wearing and left him exhausted. Then she revived him with an
ardour and skill he could not have imagined in the meager pleasures of his

solitary lovemaking and without glory deprived him of his virginity. (p. 41)

When Sierva Maria was born, “premature and puny . . . she looked like a bleached
tadpole, and the umbilical cord wrapped around her neck was strangling her” (p. 43).
The strangling umbilical cord can be seen as an omen.of her future life in which she

was constantly suffocated by the empty norms of the society.
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As Sierva Maria “had begun to blossom under a combination of contrad'ictory
influences” (p. 10), the influence of her rich parents and the extraordinary African
slaves in her household. It is worth noting that whatever the girl inherited from her
parents is of negative nature, whereas she learnt a number of positive habits from the
slaves. The portrayal of slaves having a rich culture that was sufficient enough to
influence a young girl of an aristocratic household is a protest against the attempts of

the colonisers to impose their culture on the colonised.

She inherited very little from her mother. She had her father’s thin body,
however, and his irremediable shyness pale skin, eyes of taciturn blue and the

pure copper of her radiant hair. (p. 10)

Sierva Maria is the daughter of “an aristocrat and a commoner” who is brought up
among the black slaves of the household. Such hybrid atmosphere leads to a rather
lower social status for the girl. She has to suffer in both the worlds, i.e. of the coloniser
and the colonised. It is this identity crisis that she remains a misfit in both the worlds,
an outcast who has no place to call ‘home’.

Unlike the adults, Sierva Maria does not have any ulterior motives leading her
to suppress the black community/servants/maids in her household. She likes to spend
most of her time; in the servants’ courtyards playing and helping them in the daily
chores. The socio-cultural as well as politico-economical superiority that is the driving
force behind all the activities on part of the local community in the town has not yet
affected the lass. It is from here that she learns the strange and mysterious ways of the

African culture;

This afternoon, however, she looked for Sierva Maria in the servants’

courtyards. She was helping to skin rabbits, and her face was painted black, her
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feet were bare and her head was wrapped in the red turban used by slave women.

(p. 14)

However, it is these strange and untamable traits she adapted from the slaves that she

is accused by the convent to have demoniac possession. The fact that Sierva Maria is

‘culturally’ an African does not allow her father to develop a patriarchal bond with her.

He is unable to understand his own daughter because he is unable to understand the
African culture.

So materialistic has become the approach of the adults of the town that even
love, the most significant and delicate of all emotions, has become meaningless to them.
The relation between parents and children is usually considered to be a powerful one,
but in the miniature world of ‘love and demons’ even this relation has failed. The
reaction of the parents of Sierva Maria to the knowledge of her being bitten by a rabid
dog leaves the reader in a shock. Due to the indifferent attitude of her parents, the girl

too has lost any soft corner for them.

He always believed he loved his daughter, but the fear of rabies obliged the
Marquis to admit to himself that it was a lie for the sake of convenience.
Bernarda, on the other hand, did not even ask herself the question, for she knew
very well she did not love the girl and the girl did not love her, and both things
seemed fitting. A good part of the hatred each of them felt for Sierva Maria was

caused by the other’s qualities in her. (p.15)

A prominent critic, Armstrong (1994, p. xi), highlighted the paradox inherent in the
practice of slavery by borrowing an example from Woolf’s 1927 novel To the
Lighthouse in which one of the characters, Mr. Ramsey, is shown as thinking of the

“social inferiority of the liftman who both literally and metaphorically facilitates his
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ability to move ubward. He recalls, in a quickly repressed moment of guilty recognition,
that the achievements of ancient civilizations were dependent upon slavery.” She
furthers her argument by concluding that the irony of this reflection lies in the fact that,
ip reality, slavery was historically much closer to Mr. Ramsey himself. In other words,
to try to uplift oneself by oppressing the ‘other’ is both an ironical and paradoxical idea,
which should not go side by side. The identification and the subsequent condemnation
of this trend are quite important. Mansbridge (2001) noted th;t along with
implementing some historical and culturally derived or borrowed strategies to condemn
various forms of domination, it is mandatory to develop an ‘oppositional
consciousness’, which is partially dependent upon recognition of “some of the ways a

dominant group uses power to initiate and maintain its position” (p. 15).

The novelist establishes a link between the world of reality and the world of
fiction by mentioning the archaeological expedition of the “old convent of Sana Clara”
(Marquez, 1994/1996, p. 1) in the preface to the novella and the long hair of Sierva
Maria in the novella. It is through this link that Garcia Marquez mingles the real with
the fantastic on the structural level of Demons. Sierva Maria’s “twenty-two meters,
eleven centimeters” (p. 3) magically long hair that are discovered in a real
archaeological expedition, which was reported by Garcia Marquez as a journalist, serve
as a protest in the postcolonial terms. At the end of the novella, magical real description
of the death of Sierva Maria is over brimming with protest against a system in which
innocent people die of love. The girl, confined in the church, is bound to suffer the
barbaric and torturous treatment by the Catholic Church. The magical real side of the
unending growth of Sierva Maria’s hair serve as a harsh comment on the colonial
system, a system that is, on the one hand, unjust itself in its existence and, on the other,

is constantly proves a source of injustice for people.
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On the twenty-ninth of May, having lost her will to endure any more, she
dreamed again of the window looking out on a snow-covered field from which
Cayetano Delaura was absent and which he would never return. In her lap she
held a cluster of golden grapes that grew back as soon as she ate them. But this
time she pulled them off not one by one but two by two, hardly breathing in her
longing to strip the cluster of its last grape. The warder who came in to prepare
her for her sixth session of exorcism found her dead of love in her bed, her eyes
radiant and her skin like that of a newborn baby. Strands of hair gushed like

bubbles as they grew back on her shaved head. (p. 160)

When she does not pluck the last grape of the cluster, Sierva Maria is portrayed as
trapped in the clutches of impossibility and hopelessness. She is desperate to get rid of
her miseries but, just like the cluster of golden grapes, they grew back in a magical way.
Her dreaming of the ‘window’ and being unable to find Cayetano Delaura in the ‘snow-
covered field’ out of it signifies the hopelessness of the colonised to find a way to live
a free life, independent of authority and subjugation of any sort.

Although the setting of Marquez’s Demons is the South American Seaport
during the colonial era, the author has made it relevant to today’s post/postmodern
world, as well. Parallel can be drawn between the colonial society, as depicted in the
Demons, and the present day post-9/11 society in a number of respects, e.g. the
enslavement of the Black/Brown community and an exploitation of their resources,
creating superiority on linguistic, psychological and physical levels. Language has been
a major tool for creating an inferiority complex among the colonized. On the other hand,
in establishing a linguistic superiority over the native population, the colonizers have
always found a significant means to smoothen the process of colonization. Whereas,

this linguistic superiority effectively suppresses the colonized, it does not cease to affect
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the efforts of the colonial masters to establish a linguistic superiority over the ‘other’.
The same practice can be noticed in the Sub-Continent, where the words of the English

language are still spoken in the ordinary discourse to impress the addressee.

The sweeping attacks of the masters on the supposed degenerate moral character
of the slaves are meant to disguise the former’s own wrongdoings. The presence of the
slaves is unacceptable in the civilized society of the masters. The slaves are driven out
of the rooms of the house of the Marquis with a broom when they are discovered
“committing calamitous acts of sodomy or fornicating with battered women” (p. 10).
But, the desire of making ‘them’ just like ‘us’ is also present in the slaves. The young
slave girls would blacken Sierva Maria’s face with soot and she was able “to dance with
more grace and fire than the Africans, sing in voices different from her own in the
various languages of Africa, agitate the birds and animals when she imitated their
voices”. “In the oppressive world where no one was free”, the creation of a sort of
counter-colonization, confined to the children only, was underway by the oppressed

slaves (p. 10).

From slavery to the issues of gender and race, the theme of exploitation has been
manifested throughout Demons and exploitation on the basis of colour and creed has
been strongly condemned. It is highly unjust to assume that certain people, who belong
to a particular race and have a coloured complexion, are not ‘civilized” and it is the
“White man’s burden” to spend all his energies to whitewash the former’s cultural

values and replace it with his own in the guise of an educator.

Garcia Marquez’s fiction is helpful in the construction of an oppositional
consciousness in that it condemns certain forms of domination by identifying the
methods and manners of the dominant to control the ‘other’. His Demons is helpful in
unveiling the forms of dominance, e.g. the role of language in creating dominance, and
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how displacement of the African Black slaves caused the development an acute identity
crisis among them. On its root, the exploitation of the Black community had various
issues such as language, racial superiority, and gender discrimination, etc. As a matter
of fact, the miniature world of Garcia Mérquez could achieve the desired effect of his
narrative only with a mature handling of the device of magical realism. The world of
Demons is not limited to the Latin America only, but is relevant to the whole of the
Third World, e.g. the Sub-Continent, where slavery is still being practised, however, in

an indirect manner.

These short and apparently un-important passing remarks regarding the way
Indians were treated in the Caribbean world serve as a major theme in Marquez’s
fiction. In Innocent Erendira and Her Heartless Mother, for example, the author
deliberately mentions the cistern placed in the courtyard of the grandmother’s house
and is used “for the storage of water carried over many years from distant springs on
the backs of Indians” (1972/1996, p. 3). The Indian community was being treated so
badly that the narrator did not even remember since when such cruel practice was being
carried out. The inhumane treatment of the Indian becomes even more highlighted when
the narrator describes that a broken-down ostrich was “hitched to a ring on the cistern
wall . . . the only feathered creature who could survive the torment of that accursed
climate” (p. 3). Slavery was so common in the society that the wealthy people thought
it normal to keep dozens of slaves and servants. Equally important is to note that when
the Amedises died, “one of melancholy fevers, and the other riddled with bullets in a
fight over a woman, the grandmother buried their bodies in the courtyard, sent away
the fourteen barefoot servant girls” (p. 3). In his Tale (2002/2008) Garcia Marquez
mentions a servant girl named Chon, who had come from Barrancas with his

grandparents when she was still a girl. When she grew old,
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... pouring warm water perfumed with oregano into the bathtub through a tube
from outside. [. . .] Suddenly the water in the tube stopped. Erendira left the tent
to find out what was going on and saw the Indian in charge of pouring water

into the tube chopping wood by the kitchen. (p. 48).

Slavery has been a significant theme in Garcia Marquez’s other works, as well.
The language of the oppressed plays an important role in highlighting the invasion of
an indigenous culture, of which language is a major part. Arcadio and Amaranta in
Solitude are so attracted by the purity of the Guajiro language that they are almost
obsessed with even when they were children and “had already begun to get their second
teeth and still went about all day clutching the Indians’ cloaks” (Marquez, 1967/1970,
p. 41). Pertinent is the fact that they were “stubborn in their decision not to speak
Spanish but the Guajiro language” (p. 41) only because Spanish was the language of
colonisers, whereas Guajiro was spoken by the ‘others’. The children found it natural
to take refuge in the language most close to their roots, a language the speakers of which

are deprived of some of their basic rights. Almost the same happened to Rebeca:

Her greenish skin, her stomach, round and tense as a drum, revealed poor health
and hunger that were older than she was, but when they gave her something to
eat, she kept the plate on her knees without tasting anything. They even began
to think that she was a deaf-mute until the Indians asked her in their language if
she wanted some water and she moved her eyes as if she recognized them and

said yes with her hand. (p. 42)

Rebeca’s parents did not know the reason why she did not die of hunger. It were

rather the Indians, who “were aware of everything, for they went ceaselessly about the
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house on their stealthy feet, discovered that Rebeca only liked to eat the damp earth of
the courtyard and the cake of whitéwash that she picked of the walls with her nails” (p.
41). What is important to note on the other hand is that because the Indians had to look
after everything in the house, they had to use their ‘stealthy feet’ ceaselessly throughout
the day, and they were able to notice even minute happenings. Being too close to the
Indians, a strong sense of secrecy, superstition and witchcraft is evident in the behaviour
of Rebeca, as she did all this in utter secrecy when no one was looking. Hanging
between the two discrete worlds of reality and fantasy, the girl had a feeling of guilt of
her attempt to hide her habit of eating mud from everybody. Besides their physical
activities, the Indians were able to notice it only because of their extraordinarily
superstitious nature. Having such knowledge in the world of the text serves as a
comment on the general perception of their knowledge and practice of the black arts

and voodoo magic.

The loyalty of Indians is beyond any doubt. Two thousand Indians stood by
Colonel Aureliano Buendia, when he left Riohacha after he was banned to represent the

Liberals (p. 133).

In his autobiography, Marquez recalls the tradition of slavery remained alive in

his own family even after it was formally abolished:

The move to Aracataca was seen by my grandparents as a journey into
forgetting. In their service they brought two Guajiro Indians — Alirio and
Apolinar — and Indian woman — Meme — purchased in their own region for a
hundred pesos each when slavery had already been abolished.

(Marquez, 2002/2008, p. 37)
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Another important issue in racial representation is that of the concept of ‘mulatto’ and
the way it has been represented in the works of Garcia Marquez. In specific terms,
mulatto is a person having one white and one black parent (The American Heritage
Dictionary of English language, p. 4771). Because they are part-Native American, part-
African, mulattos are looked down upon by the Europeans and Americans and are not
accepted by the either society. According to Vasconcellos (2003), this marginalised part

of society has to face serious problems in practical life;

At the same time, they were not completely accepted by their colonized
counterparts because they were given an elevated status and the accompanying
benefits. Furthermore, these children were labelled by both worlds. Terms such
as mulatto, half-breed, mestizo, and the like would mark them all their lives.
The only way to escape such a label was to adopt European characteristics and
values. They married those from higher status to improve their social standing

and often adopted European dress and Christianity. (p. 111)

In Garcia Marquez’s work, one finds scattered references to the individuals of mulatto
community and it can be determined as how they were treated.in the overall society.
According to Antonio Olliz Boyd (as quoted in Hunsaker, 1994, p. 225), the literary
mulatto female “is often a sex object or a symbol of primitivism, and she yearns for
sexual union with the white male”. Huﬁsaker’s objection to such prejudiced description
of a mulatto female smacks of the “degradation of black woman and the self-flattery of
white men that Olliz Boyd finds in the stereotype of the black female surface repeatedly
of this image” (Hunsaker, 1994, p. 225). Garcia Marquez’s portrayal of a mulatto
woman occurs in some passing remarks and not a major part of the plot of any of his

work. Perhaps, this is due to the fact that “consciousness of race appears to be much
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less prominent in Colombia than in Brazil (p. 225). In Cholera, for example, the
portrayal of the character of Dr. Barbara Lynch as a seductive mulatto female, who
trapbed Dr. Urbino and got engaged in an affair of short duration, works towards the
stereotype of mulatto female. The short duration of the affair is a comment on the
mulatto females’ desire to have sexual union with a male. Her seductive power is so
strong that a person like Dr. Urbino could not resist and got trapped in no time (Garcia
Marquez, 1985/1988). The magical description of the lady is helpful in the construction

of an image the author wants to portray.
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Chapter 9

HONOUR KILLING, MAGICAL REALISM AND PROTEST:
CHRONICLE OF A DEATH FORETOLD

Garcia Marquez’s Crénica-de una muerte anunciada [Chronicle of a Death Foretold,
1981/1983 (Chronicle)] is a story of sex, betrayal and the subsequent honour killing of
the individual who is supposedly responsible for striping of the respect from the name
of a prominent family in the town. Magical realist as well as horrific (Danow, 1995),
Chronicle (1981/1983) is replete with instances of protest on various levels. While
taking the reader through different happenings in the textual world in a chronological
order, the novelist explores and presents the nature of honour as a cultural phenomenon
in the Latin American society along with registering protest against racial
discrimination as an aftermath of slavery. The novella is said to be a “simple narrative
so charged with irony that it has the authority of a political fable” (Buford, September
10, 1982, p. 965) on the basis of the use of magical realism. This chapter of my thesis
is an attempt to analyse the novella in the backdrop of the novelist’s use of magical

realism as a tool to highlight social injustice in the society.

Honour is defined as “the quality of knowing and doing what is morally right”
(Oxford Dictionaries online), and the “principled uprightness of character [or] a
woman’s chastity or reputation for chastity” (The American Heritage® Dictionary of
the English Language, 1992, p. 3502). In this context, honour killing denotes the killing
by family or family members who are believed to have brought shame on the family’s
name. Garcia Marquez’s magical-real narration dissects the legitimacy, granted by both
culture and religion, of the traditional (l:oncept of honour and presents it as an empty
norm to safeguard the so-called social reputation. The novel serves as a comment on a

society where it is the murdered to be blamed for being killed and the murderer is
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considered to have done an act of heroism. Like most of his magical realist works,
Chronicle (1981/1983) also finds its roots embedded in reality, as it “reconstructs an
actual murder that took place in Sucre, Colombia, in 1951. In an interview . . . Garcia
Marquez declared that Cayetano Gentile Chimento — Santiago Nasar in the novel — had
been one of his childhood friends” (Pelayo, 2001, p. 112). Though he mentions
Riohacha as a neighbouring town, throughout the novella, Garcia Marquez does not
reveal the name of the town where the whole action takes place. A feature of magical
realism, the authorial reticence here is not without reason. It helps the reader not to
think of honour killing as a problem only limited to Latin America, but as a dilemma

of the whole Third World, particularly Afghanistan, Bangladesh, and Pakistan.

The novella opens with the description of “the day when they were going to kill
[Santiago Nasar]” (p. 1).® The third-person narrator explains in a magical tone how the
about-to-be-killed Santiago Nasar saw two different dreams about trees. In the first
dream he saw himself “going through a grove of timber trees where a gentle drizzle was
falling, and for an instant he was happy in his dream, but when he awoke he felt
completely spattered with bird shit” (p. 1). While in the second, “he was alone in a

tinfoil airplane and flying through the almond trees without bumping into anything” (p.

6 It is important to note that most of Garcia Marquez’s works begin with a situation
where someone has already died or about to die. In Solitude (1967/1970), the
protagonist is about to face the firing squad; in Patriarch (1975/2007), the dictator has
already dies and his corpse is rotting in his once celebrated presidential palace; Demons
(1994/1996) is based on the real incident of excavation of the tomb of a girl who has
extraordinarily long hair; Sailor (1970/2007) begins with the news of the death of eight
crew-members of a ship of the Colombian navy; in Erendira (1972/1996), the sons of
the heartless grandmother die in the beginning of the story; in Death (1970), six months
and eleven days are left in the life of the Senator; the Chronicle (1981/1983) begins
when Santiago Nasar is about to be killed by the twins; The story of Storm (1955/2008)
opens with the child narrator telling about the unnatural death of the doctor and the way
his grandfather kept the promise of attending the doctor’s funeral despite the fear of
isolation in the community.
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2). Garcia Marquez’s strongly surrealistic description of characters and events that are
quite ordinary and not corresponding to the serious nature of the plot, exhibit the spirit
of magical realism. Santiago Nasar’s dreaming of the ‘gentle rain’ is a magical event
made to happen in a realistic world as something real. The reader is informed that
Placida Linero, his mother, “had a well-earned reputation as an accurate interpreter of
other people’s dreams” (p. 2), but the true interpretation can only be reached when “they
are told her before eating” (p. 2). The soft and gentle rain of the first dream can be seen
really falling at the time of his death. The way the whole town knows about the tragedy
to befallen the house of Nasars denotes the collective insensitivity on part of society

that does not do anything to save the life of a fellow human being.

Garcia Marquez holds the relevant explanation of the origin of the multi-ethnic
society of the town by just giving passing remarks about them. This helps him raise a
voice of protest as the reader is forced by the inherent suspense in the novella to fill the
gaps the former leaves within the text. For example, he highlights the massive impact
of slave-trade on the fictional society — that serves as a mirror-image of the real society
— even much after the abolition of the institution of slavery. The differences among
people on the basis of race and creed are made the focus of such protest. The population
of the town can be categorised in three ethnic groups. The First group is represented by
Victoria Guzmén and her daughter, Divina Flor. They are of African descent and are a
direct reference to the Spanish conquest of the Caribbean and the slave trade. In the
opening pages of the novel, the readers are made to feel that the people of African
descent are still victim of discrimination, mistrust and hatred, which they return to the
society as their answer. Victoria Guzman and Divina Flor, her daughter, are the servants
in the house of Nasars. The slave-like treatment of servants serve as a comment on the

unending repercussions of the (post)colonialism. Victoria Guzman had been seduced
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by lbrahim Nasar, the father of Santiago Nasar, in the fullness of her adolescence
“She’d made love to him in secret for several years in the stables of the ranch, and he
brought her to be a house servant when the affection was over” (p. 8). Divina Flora,
“who was the daughter of a more recent mate, knew that she was destined for Santiago
Nasar’s furtive bed” (p. 8). The way Garcia Marquez informs the reader that Divina
Flora is the daughter of a more recent mate of her mother is yet another instance of

protest in that the mother’s purity has already been snatched away by a number of

. people with good social standing. Victoria Guzman’s disgust is evident when she is

described to be unable to avoid “a wave of fright as she remembered Santiago Nasar’s
horror when she pulled out the insides of a rabbit by the roots and threw the steaming
guts to the dogs” (p. 8). Her throwing the rabbit guts to the dogs can be compared with
the way dogs want to eat Santiago Nasar’s guts when, butchered by the twins, his dead

body is “exposed to public view in the center of the living room” (p. 73).

They hadn’t stopped howling since [ went into the house, when Santiago Nasar
was still in his death throes in the kitchen and I found Divina Flor weeping with
great howls and holding [the dogs] off with a beam.

“Help me,” she shouted to me. “What they want is to eat his guts.” (pp. 73-74)

The manner in which the novelist has used the word ‘howl!” for Divina Flora right after
the dogs are described to be ‘howling’ outside the house of the murdered Santiago
Nasar stands metaphorical for the intensit)f of girl’s sin of helping the Vicario twins to
enter the house and kill Santiago Nasar by not bolting the door. He uses magical realism
to foreground the sin of Divina Flora when the reader, despite knowing that a human
being cannot howl and it is only dogs and wolves who do it, accepts the animalistic

imagery employed for Divina Flor just as s’he accepts it for the dogs. What is
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emphasized by the novelist here is the dog-like and low status of the black servant
community in the Caribbean. There are scattered references in the novella to
butchering/ slaughtering other animals such as roosters and pigs. When an animal is
butchered, the reader unconsciously compares it to the butchering of Santiago Nasar.
The inability of the Vicario twins to get rid of the smell of Santiago Nasar from their
hands and the entire population of the town suffers from it. The way the smell of his
skin takes over the town as a plague signifies the collective guilt of Santiago Nasar’s
murder. On the dawn of a cloudy Tuesday, the narrator visits the house of Maria
Alejandrina Cervantes. Despite the fact that she is a whore, Garcia Marquez describes
her to be a very decent and respectable personality, having all the manners and courtesy
to facilitate people in getting a relief from the burden of worries. In contrast with the
traditional view of a whorehouse; her home boasts of the respectability of it dwellers.
In fact, the paradise-like picture of her home .with musicians, the dancing courtyard and
the lanterns lend a magical air to it, making it difficult for the reader to believe in its
being a whorehouse. Instead of condemning her for being a whore, Maria is described
as an attractive woman whose job is to give information about secrets of sexuality to
men. Magical realism comes into play when the narrator does not condemn Maria for
being a whore but presents her as a decent woman without an element of surprise,
especially when the culture of the place does not allow women’s sexuality at all. The
collectively agreed upon concept of woman in the Colombian society is either the one
completely conforming to the social values defining their sexuality or their complete
rejection. There is no moderate way of living a life in the society. The nature of the
collective guilt of the townspeople is so intense that Maria, who is herself a whore and

thus symbolic for filth, tells the narrator about the hideous smell of human flesh. Just
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urine was shut off, and he suffered the frightful certainty that he wouldn’t sleep

ever again for the rest of his life. (p. 80)

On the contrary to the Vicario twins’ fear of revenge by Arabs, the reader is

informed in a very plain manner that when the Colonel Aponte, the mayor,

“ ... worried by the rumours, visited the Arabs family by family and
that time, at least drew a correct conclusion. He found thém perplexed
and sad, with signs of mourning on their altars, and some of them sitting

on the ground and wailing, but none harboured ideas of vengeance”.

(p- 82)

The Arabs too, like the other ethnic segments of the community, felt themselves equally
responsible of the crime on the basis of their silence and inaction. Victims and the
culprits at the same time, the very realization of themselves as accomplice in the crime
does not let the Arabs even think of taking revenge from Pedro Vicario and Pablo
Vicario. The novelist deliberately holds any solid comment or information regarding
whether it was really Santiago Nasar who was responsible of taking the virginity of
Angela Vicario, the returned sister of Vicario twins. The beating of Angela Vicario by
her family is yet another point of protest in the novella. The way brutal social
conventions are imposed on the individuals, especially on the females, lays bare the
double standards of the society that apparently claims otherwise. It comments upon a
society where men are allowed to do as they please, whereas the women are denied an
equal treatment. On finding that she is not a virgin on her wedding night, Angela is not
only banished from the home of her husband but is i'nhumanely beaten by her own

mother. The prettiest of all her sisters, Angela Vicario is described to be so beautiful
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that “she had born like the great queens of history, with the umbilical cord wrapped
around her neck” (p. 31). Not unlike Sierva Maria in Garcia Marquez’s Demons
(1994/1996), who too had her umbilical cord wrapped around her neck . . . strangling
her” (p. 43) at the time of her birth, Angela too suffers from the so-called values of the
parochial society she is part of. The wrapping of one’s own umbilical cord, which is
the source of food for a baby in the womb, around one’s neck is symbolic for the trouble
the child is to see in the future life.

As a matter of fact, the male members of the society, e.g. the narrator himself,
Santiago Nasar, Luis Enrique, and Cristo feel no fear of bringing a bad name to their
families as well as deceiving their female partners, when they visit a whorehouse in the
town and do whatever they want. In other words, a man’s having pre-marital sex is
acceptable in the Caribbean culture and if a woman is found to have done the same, her
sin is considered unforgivable. This has been extremely manifest in Garcia Marquez’s
Whores (2005) in which a ninety years old man wants to give himself pleasure of the
company of a virgin as a birthday gift. The discrimination a woman faces in a male
dominated society is one of the major themes of Chronicle (1981/1983). Nearly all the
major female characters in the novella are shown to be victim to an unjust treatment.
Garcia Mdrquez clearly defines how a woman should be brought up, what should she

learn, etc.

The brothers were brought up to be men. The girls had been reared to get
married. They knew how to do screen embroidery, sew by machine, weave bone
lace, wash and iron, make artificial flowers and fancy candy, and write
engagement announcements [. . .] [a] mother thought there were no better-reared

daughters. “They’re perfect,” she was frequently heard to say. “Any man will
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“All right, girl,” he said to her, trembling with rage, “tell us who it was.”

She only took the time necessary to say the name. She looked for it in the
shadows, she found it at first sight among the many, many easily confused
names from this world and the other, and she nailed it to the wall with her well-

aimed dart, like a butterfly with no will whose sentence has always been written.

“Santiago Nasar,” she said. (p. 47)

Presenting a surreal version of thoughts passing through the mind of Angela Vicario
along with the fact that so many names of both alive and dead people who she could
mention as the violator of her virginity came to her mind is an attempt on part of Garcia
Marquez’s deliberate attempt to obscure the whole situation. The use of surreal
description works in contrast to the journalistic styled provision of information creates
an ambiguity about the reality. Throughout the text, the reader remains confused
whether Santiago Nasar was the one who violated the virginity of Angela Vicario or
was it somebody else.

Victoria Guzman, the cook in the household, can see that Santiago Nasar “was
just like his father, [. . .] a shit” (p. 8). The submission of the whole black community
to the atrocities and wrongdoings of the feudal lords of the society is manifest in the
submission of Divina Flor’s being “overwhelmed by the drive of her glands” when
Santiago Nasar “grabbed her by the wrist when she came to take the empty mug from

him” (p. 8).

“The time has come for you to be tamed,” he told her.
Victoria Guzman showed him the bloody knife.

“Let go of her, whitey,” she ordered him seriously.
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“You won’t have a drink of that water as long as I’m alive.” (p. 8)

The submissive attitude of the daughter symbolises the centuries long fear of the
colonial masters, while the intensity of the mother’s reaction informs the reader about
the collective anger of the black community and how it is being bottled up for so many
years. The way Santiago Nasar retreats is the result of another kind of fear: the fear of
a possible revolt by the black servants who are treated as slaves. This fear is identical
to that of the Marquis in Demons (1994/1996), where the Marquis always suffers from
a fear that the black slaves are going to bring about a revolution against him and kil
him in a most savage way. Contributing towards magical realism, the juxtaposition of
two contrasting extremes, i.e. submissiveness and revolt, on the one hand, provide the
tension between two opposite forces at work in the novella, and on the other, foreground
the bitterness of the slave-master relationship. Water, here, serves as a metaphor for
virginity and the purity of the black woman (the colonised). It is a purity that is
attempted to be defiled by the masters in the most horrible manner. The whole episode
can be taken as a metaphorical representation of the slave-master cc!mstruct. It is quite
important to note that the mother addresses Santiago Nasar as “whitey” just to highlight
the author’s protest against the racial tension in the community. Santiago Nasar belongs
to the second ethnic class, i.e. the Middle Eastern descents. The Nasars and the so-
called Arab population have been referred to as ‘Turks’ in the novella. This reflects the

mass displacement of the Arab-Christians from the Ottoman Empire in a period ranging

from 1860 to 1914 (Holland, 2005, p. 7). The narrator-investigator tells the readers that,

Divina Flor confessed to me on a later visit, after her mother had since died, the
latter hadn’t said anything to Santiago Nasar because in the depths of her heart

she wanted them to kill him. She, on the other hand, didn’t warn him because
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she was nothing but a frightened child at the time, incapable of decision of her
own, and she’d been all the more frightened when he grabbed her by the wrist
with a hand that felt frozen and stony, like the hand of a dead man. (Marquez,

1981/1983, pp. 11-12)

The way slave-like servants were treated in the society is exhibited by Divina Flor when
she tells the narrator about her inability to avoid Santiago Nasar’s “butcher hawk hand
... when he grabbed my whole pussy” (p. 12). And it was not something that happened
once or twice. Rather, it was a daily routine of Santiago Nasar to get amusement and
sexual pleasure by teasing the girl.

It was what he always did when he caught me alone in some corner of the house,

but that day I didn’t feel the usual surprise but an awful urge to cry.

(p.- 12)

She took revenge of all these crimes from Santiago Nasar by leaving the door unbarred,
against the orders of Placida Linero’s orders on the day of his killing, and let the killers
have an opportunity to kill him. This is particular to note that the reader is made to
believe numerous times that everyone knew about what was going to happen to
Santiago Nasar and that the two killers are waiting out there to kill him.

The detail regarding the sadist nature of Santiago Nasar and the way he used the
female servants of the house as objects for sexual gratification at the age of just 21 years
is quite relevant to unveil not only his feudal disposition but that of his whole class.
However, it has got nothing much to do with the plot of the novella. Apparently, the
insignificant detail seems to be a net of diversion thrown on the readers to divert their
attention from the killing and the killers. But, as a matter of fact, the extraordinarily

lengthy description of what could be condensed in just couple of lines or not presented
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foreground the intended message by the novelist. Magical realism comes into play when
Garcia Marquez chooses names from the world of the real and include them in the
names of his fictional characters. By doing so, the novelist establishes a link between
the worlds of fiction and the reality and lets the reader enter into the world of fiction. He
includes fictional names along with the names of his own mother, Luisa Santiago, and
of his own wife, Mercedes Barcha. Here, the fantastic-real names of the characters work
towards tying the events more strongly to a fixed reality, giving the readers an
opportunity to enter the fictional world’ and legitimatising the magical real story of sex,
murder, betrayal, and the shared guilt of the entire town for their indifference towards
one of their fellow being. The Vicario twins are acquitted by the court on the basis that

they had killed Santiago Nasar to save their family’s (so-called)honour.

7 According to Thiem (1995), the effort to provide a door for the readers to enter the
world of fiction is called ‘textualization’.
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Chapter 10

RELIGION, MAGIC, MODERNITY AND SOCIAL PROTEST:
WINGS, WATER AND BLUE DOG

Being a Marxist Garcia Mérquez uses his writings as an instrument of propaganda
against capitalism. The journalistic objectivity while describing plain events along with
the fantastical and imaginative elements help him protest against exploitation of the
proletariat by the forces of capitalism at various levels. This chapter will demonstrate
how Garcia Marquez’s short stories exhibit a use of magical realism that enables him

to register protest against exploitation in the society.

The first short story isolated for this chapter is Garcia Marquez’s Un sefior muy
viejo con unas alas enormes [A Very Old Man with Enormous Wings, 1968/1996
(Wings)]. Published at the time when Colombia was passing through a crucial phase of
its history known as la violencia®, Wings exhibits a juxtaposition of the fairy/folk-tale
elements — in the form of falling down of an angel from the heavens to the compound
of a destitute family — with a plain explanation of the events. When Pelayo and Elisenda
see the angel, they are taken up by a feeling of surprise, but they do not doubt or
question the existence of a heavenly figure, who is so weak and feeble that he is unable
to even move or hide somewhere. Apart from the astonishing attitude of the family
towards the angel, what makes the situation even more realistic is that the angel himself
is surprised on being cornered by human beings. It is thought and believed that an angel
comes to take the life out of the one who is to die. The lady next door, while explaining

the strange creature, tells the family in a very plain manner that,

8Levine (1981, p. 62) described The Violence (La Violencia) as “a massive and savage
explosion of killing and civil warfare which claimed hundreds of thousands of lives in
the decade after 1948.”
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“He’s an angel,” she told them. “He must have been coming for the child, but

the poor fellow is so old that the rain knocked him down”. (p. 204)

The way family captures the angel and uses it as a source to become wealthy is
something very extraordinary. The wonder of readers and villagers on coming across a
heavenly being, in flesh and bone, right in front of their very eyes has been explained
by Garcia Marquez in the plainest manner possible. The very fact that the angel has
fallen on earth because he could not fly in a violent storm. His use of hyperbolic

language and its irony seems to be on its peak;

It so happened that during those days, among so many other carnival attractions,
there arrived in town the travelling show of the woman who had been changed
into a spider for having disobeyed her parents. The admission to see her was not
only less than the admission to see the angel, but people were permitted to ask
her all manner of questions about her absurd state and to examine her up and
down so that no one would ever doubt the truth of her horror. She was a frightful
tarantula the size of a ram and the head of a sad maiden. What was most
heartrending, however, was not her outlandish shape but the sincere affliction
with which she recounted the details of her misfortune. While still practically a
child she had sneaked out of her parents’ house to go to a dance, and while she
was coming back through the woods after having danced all night without
permission, a fearful thunderclap rent the sky in two and through the crack came
the lightning bolt of brimstone that changed her into a spider. Her only
nourishment came from the meatballs that charitable souls chose to toss into her
mouth. A spectacle like that, full of so much human truth and with such a fearful
lesson, was bound to defeat without even trying that of a haughty angel who

scarcely deigned to look at mortals. (pp. 190-91)
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The juxtaposition of the actual rules of morality and the fantastic repercussions of their
violation create a tremendous biblical atmosphere in the description of the
Spiderwoman. Malm (2008, p. 79) argued about the above instance of hyperbolic
language that it is a “remarkable mock-morality much in the manner of Rabelais . . .
built around allusions to Biblical language, the parables of the New Testament, and
traditional Spanish literature”.

Perhaps, the author wants to imply that certain trivial happenings in the course
of history sometimes may cause happenings of extraordinary nature. Being a significant
constituent element of magical realism, hyperbole, humour and irony are extensively
employed by the author to develop the general phenomena of protest against the social,
political and economic injustice. However, the implications of this phenomena are
much vast than they appear to be. To achieve the effect of a biblical undertone, Garcia
Marquez uses the names of days of the week. The basic theory behind this technique is
that odd and quasi allegorical references to time establish an air of authenticity around
the narrative. When in Wings (p. 186) the narrator suddenly narrates that “The world
had been sad since Tuesday”, Marquez not only wants to give the narrative a biblical
touch, but creates an atmosphere of authenticity around it. The very act of introducing
an angel among mortals, and that too very poor, adds to the irony and paves a magical

realistic ground for the story.

Having a sound knowledge of the varying attitudes and historical experiences
of the Colombian/Latin American people, Garcia Marquez was in full agreement that
they shared a common understanding of la violencia, and, thus, have developed a
familiarity towards it. This is why he portrayed manifold reactions of the villagers to
the institution of religion. When Pelayo and Elisenda “went out into the courtyard [. .

.] theyfound the whole neighborhood in front of the chicken coop having fun with

175

i ot s i

Lo e




theangel, without the slightest reverence” (p. 106). The angel in Wings stands symbolic
for the institution of religion; the villagers as Colombian people; and Father Gonzaga
as Roman Catholic Church. A general psyche of the villagers is manifest in their desire

to see the whole angel-episode in the perspective of a theocratic government.

[The villagers] thought that [the angel] should be named mayor of the world [.

..] [or] be promoted to the rank of five-star general in order to win all wars.

(p. 107)

The destitute family, in the compound of whom the angel had to land, and the villagers
manifest multiple reaction to it. By doing this the author lets the reader at liberty to
choose the side on which s/he would like to stand. This comments on the socio-cultural
norms of the region by making the readers, who are Colombians/Latin Americans/Third
World people, to understand that they can influence the society in general by identifying
themselves either with the religion or the otherwise. In both the circumstances, they are

able to create an impact in shaping the society.

As part of hyperbole, the visualizing capacity of magical realism (as discussed
by Zamora & Faris, 1995) is at work in full in Garcia Marquez’s Light is like Water
(1992/1994). The extraordinary description of light as an unusual phenomenon
highlights the difference between the way of thinking between the children’s mythical-
rural background and the technologically advanced urban materiality: “Light is like
water . . . you turn the tap and out it comes” (Mérquez, 1992/1994, p. 158). The visually
supported explanation of light is understandable for a Colombian, who hails from a
place “so recent that many things lacked names” (Mérquez, 1967/1970, p. 1). The kids
are left so startled by the technological advancement in the city life that the narrator

explains light coming out of an electricity bulb in a magical way;
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On Wednesday night, as they did every Wednesday, the parents went to the
movies. The boys, lords and masters of the house, closed the doors and windows
and broke the glowing bulb in one of the living room lamps. A jet of golden
light as cool as water began to pour out of the broken bulb and they let it run to
the depth of almost three feet. Then they turned off the electricity, took out the
row boat, and navigated at will among the islands in the house. (Marquez,

1992/1994, p. 158)

The children miss the boating adventure, which they were used to enjoy every other
day in their native place. The wish to boat once again resulted in their fanciful
inquisitiveness regarding the light. Their house in which the family previously lived
was in Cartagena de Indias. It had “a yard with a dock on the bay, and a shed that could
hold two large yachts. Here in Madrid, on the other hand, they were crowded into a
fifth-floor apartment at 47 Paseo de la Castellana” (p. 157). The narrator never mentions
the reason behind the migration of the family to Madrid. The silence is of postcolonial
nature and highlights the element of protest running in the background of the whole
short-story. Madrid has been described as “a remote city of burning summers and icy
winds, with no ocean or river, whose landbound indigenous population had never
mastered the science of navigating on light” (p. 161). The description draws a serious
comparison with Cartagena de Indias in that the latter does not have the technology of

air-conditioners that turn the burning summer into icy winds in no time.

Eyes of a Blue Dog (1950/1996) is yet another of Garcia Marquez’s magical-real short
stories. By the use of magical realism, the author enables himself to highlight the urge
of intimacy in the utter isolation and loneliness of the modern world. The desire to have
a relationship, either of love or sex, is manifested through the way the two main

characters, the narrator and the woman, meet each other in a dream shared by both. The
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abrupt begirining of the short story leaves it up to the readers’ curiosity to determine
the extent of loneliness of the narrator. The opening line, “Then she loqked at me” (p.
146), lets the reader feel the long waiting of the narrator for the moment when the
woman looks at him. But, right after the long awaited glance, the woman’s magically
“slippery and oily look” makes the narrator realize that soon the dream will be over and
that he will eventually forget her. He offers her to make a simple phrase an event to
remember each other, so that in their next dream they could make each remember of
their last night’s dream: “Eyes of a blue dog” (p. 146). The phrase becomes the very
source of their intimacy, a junction where the abstractions of their memories intersect
and turn into the (desired)concrete reality. Without taking her hand off the lamp she
said to me: “That. We’ll never forget that.” She left the orbit, sighing: “Eyes of a blue
dog. I’ve written it everywhere.” (p. 147). Both the man and the woman are victims of

isolation, a mega feature of modern world. They are simultaneously afraid of any

“possible intrusion in their short-lived ‘dream-date’: “I’'m afraid that someone is

dreaming about this room and revealing my secrets” (p. 147). Afraid of the fact that it
shall break the magical world of their dream, they avoid any physical contact and try to
feel each other with the help of other abstract feelings. So cold do they feel that they

agree that the world of their dreams “must be a city of ice” (p. 148).

And over the flame she held the same long and tremulous hand that she had
been warming before sitting down at the mirror. And she said: “You don’t feel
the cold.” And I said to her: “sometimes”. And she said to me: “You must feel
it now.” [. . .] It was the cold that had been giving me the certainty of my

solitude. “Now I feel it,” I said.

Magical realism works to highlight the miserably isolated life of the modern man by

presenting a juxtaposition of the couple’s shared dreams and the bitter reality of their
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loneliness as well as inability to meet in the real world. However, it is to be noted that
the lack of a physical connection does not necessarily weaken the bond between the
two. Their intimacy in dreams increase with the passage of time, as they are able to feel
each other’s presence in their dreams. The desire to find each other in the real world is
manifest in the woman’s turning her skin from copper to red while becoming suddenly
too sad and saying: “Do something about it” (p. 148). She is more desperate in her

desire to create a reality out of a dream.

“If we find each other sometime, put your ear to my ribs when I sleep on the left
side and you will hear me echoing. I’ve always wanted you to do it sometime.”
I heard her breathe heavily as she talked. And she said that for years she’d done
nothing different. Her life had been dedicated to finding me in reality, through

that identifying phrase: “Eyes of a blue dog.” (p. 149)

Her attempt to find an opportunity to meet the narrator in the real life makes her speak
the agreed upon phrase wherever she goes. She tells him that “she went into restaurants
and before ordering said [eyes of the blue dog] to the waiters” (p. 149). She tells him
the way she would write the phrase on the napkins and scratch it on the varnish of the
tables with a knife. Even on the steamed-up windows of different buildings with her
forefinger. She méntions how, on remembering the smell of the room where she met
the narrator last night, she asked about the narrator and repeated the phrase in front of
the clerk of a drugstore. She even wrote the phrase with her lipstick to write the phrase
on the tiles of the drugstore and got rebuked by the clerk. But all the efforts were in
vain. She becomes so afraid of leaving the narrator’s memories that she asks him not to
“open that door . . . [the] hallway is full of difficult dreams” (p. 153). The acute desire
of the couple to see and meet each other in the world of reality highlight the increased

sense of loneliness in the real life.
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To conclude, Garcia Méarquez’s short stories exhibit a use of the technique of
magical realism to protest against injustice at societal level. He is able to transform the
individual/personal perspective into the political one, ultimately spreading his protest
to the whole Third World. It is through his created-world of fiction, Garcia Marquez
comments on the empty norms of society and presents how different institutions in a
society contribute to the deterioration of the condition of people iiving in it. [fhis Wings
(1966/1996) focuses religion by criticizing how the lack of faith destroys the real
meaning of making collections in the name of Church by letting the so-called pious
souls to become greedy and selfishness, Siesta (1962/1984) highlights the divide
between the First and the Third Worlds by continuously referring to various historical
developments of the region, such as the metaphorical use of banana and almond trees
for heat and shade. The reflection of his portrayal of the First World as the exploiter of
the Third World can be seen on various segments of the society as well, e.g. the
oppression of men against women, the usurpation of rights of the Black by the White,
the exploitation of the proletariat at the hands of the elite-class. Loneliness, as
experienced by the couple in Blue Dog (1950/1996) who can only try to wipe away
their feeling of loneliness through their shared dreams, can be seen as the loneliness of

all the Third World countries that share a dream of real independence and prosperity.
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Chapter 11
CONCLUSIONS

The present study was an attempt to explore the potency of the technique of magical
realism to help Garcia Marquez register protest against social injustices in the Latin
American society. In the analysis and discussion chapters (Chapters 4 to 10), I have
analysed the way Garcia Marquez uses the technique of magical realism to register
protest against social injustice in his fiction. A close reading of the selected texts of
Garcia Marquez shows that the technique of magical realism provided necessary space
to the novelist to blend reality and fantasy in such a p‘roportion that the difference
between the two gradually diminished. The study highlighted that the amalgamation of
the factual and the fantastical in a magical realist text is meant to challenge the
authenticity of the so-called objective reality, which — in the postcolonial context — can
be taken for the official readings of history. The textual analysis of the texts of Garcia
Marquez have confirmed that the use of magical realism enabled him to address a
number of social and historical problems of the Third World with the help of the
corresponding ideological and political action in the texts (see Chapter 7). His writings
provide an example of ‘historiographic metafiction’ in that they not only challenge the
thought-to-be objective in the general and philosophical terms, but re-creates history to
be read in parallel with the official versions of the same, e.g. banana plantation massacre
and insomnia plague episode in Solitude (see Chapter 5 for details) and the way
dictatorial governments oppress general public as depicted in Patriarch (see Chapter 7
for details). In the former, the fictional events correspond to the real incidents of killing
of innocent workers, who were on strike for their rights, and the way government tried
to rub it off from the pages of history by denying the massacre; whereas, in the latter,
the Third World people’s dream of peace, progress and prosperity is shown to be
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shattered at the hands of the dictatorial system of government. Magical realism helped
the novelist to (re-)construct history by juxtaposition of the extraordinary and the
ordinary. The episode of insomnia plague in Solitude serves as a metaphor for a highly
controlled media and a public who is denied the right to information. As a critique of
the way colonizers imposed their own version of reality leaves Macondo without a clear
sense of the past (see Chapter 5). The First World countries have democratic
governments, but create such circumstances that most of the Third World have
dictatorships. Political repression as a major consequence of the prolonged dictatorial
rule in the Third World countries has been highlighted in Patriarch. The novelist
creates a fictional dictator by mingling features of all major Latin American dictators.
Extraordinarily long sentences and the cyclical movement of time in the novel manifest
the prolonged and un-ending dictatorial rules in the region (see Chapter 7). Colonel
serves as a comment on the way long civil wars have told upon lives of people, who
should have been living in peace without any financial and mental tension. The old war
veteran — the Colonel — has to live from hand to mouth because he has been denied the
right of pension. His long and unending wait for the pension letter symbolizes the way
the whole Third World is waiting for the prosperity it was promised by the First World
(see Chapter 6 for details). In his Demons, Garcia Mérquez discusses another theme
related to exploitation, i.e. slavery and racial discrimination. The very foundation of the
novella has been established on magical realism in that the novelist took its basic idea
from the stories he heard during his childhood, folklore, and the real event of excavation
of a tomb. The way slaves were auctioned on the basis of their physical traits is
especially focused in the novella (e.g. the Abyssinian slave girl episode; for detail see
Chapter 8). Chapter 9 analyses how Garcia Marquez comments on the social injustice

inherent in the indigenous culture by discussing the idea of (so-called)honour killing. It
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is in this chapter that he discusses how discrimination on the basis of race, colour and
creed tells upon the integrity of a society as a whole, e.g. the way Victoria Guzman
“thinks about Santiago Nasar is metaphorical for the disgust of the whole black
community on the atrocities of the white‘feudal lords of the society (Chapter 9). The
critical analysis of Garcia Marquez’s three short-stories foregrounds how the novelist
makes certain social problems the focus of his censure. Blue Dog reveals the broken
and bruised social structure of a Third World country, where people are so isolated that
they can only meet each other in dreams. Garcia Marquez’s use of magical realism in
Wings enabled him to criticize how people, on both individual and collective level, use
religion for their own benefits. The amalgamation of the magical and the real in the
form of an angel descending from the sky to the house of a poor family. The wonder of
the villagers on seeing an angel is narrated by the novelist in the plainest possible
manner diminishes the difference between reality and fantasy, disturbing the entity of
established reality. The children’s magical imagination regarding light in Water
manifests a disapproval of such empty advancement at the cost of rich cultural values

(see Chapter 10).

All the texts selected for a close reading in this study showed that magical
realism corresponds to the Third World’s social, political, economic and geographic
conditions and has evolved as a subversive phenomenon that is helpful to raise a voice
of protest against colonialism and its after-effects. It provides a freedom from the
control of realism and lets an author invent new and neutral spaces somewhere between
the real-world and the fairy-land. They are at liberty to mingle the realistic with the
fantastic in order to give the lesson of tolerating others’ views, however different in
nature they may be. The study also demonstrated that just like the hybrid nature of

magical realism, we are living in a multinational and multi-ethnic postmodern world,
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where different cultures intersect each other to form a global culture. In other words,
magical realism works as a facilitating force to create a point of fusion between
different worlds and shows that people belonging to otherwise diverse and opposite
worlds can co-exist. Through reconstruction of history, fiction writers show the official
readings of past events as a subjective experience, resulted from a particular mind set.
An official reading of history is, in fact, the relation of the process of invading another
nation’s land, economy, resources and culture, whereas the magical realist literature is
an expression of the colonized, the ‘Other’ of the society. As a magical realist, Garcia
Marquez communicates the experience of a marginalized community back to the rulers
through his writings (e.g. Solitude, Demons, Colonel, Patriarch as discussed in the
Chapters 4-10). The study highlighted that magical realism, as a narrative technique
and a popular literary genre, is of help to a postcolonial fiction writer. It serves as a

means to articulate what s/he otherwise cannot.

Latin America is no different from rest of the Third World in that it has been
exploited by a number of colonial rulers and military dictators. For the writers of this
region, magical realism is specifically suitable to write their experiences, both colonial
and postcolonial, back to their colonial masters. Garcia Marquez responds to the
specific conditions of his region by giving vent to his views about the effects of colonial
experience. He is able to do it with the help of the technique of magical realism. The
study deliberates that Garcia Marquez’s magical realist fiction transcends the
boundaries of the real and the fantastic and creates an atmosphere where the authenticity
of the so-called objective accounts of history, as propagated by the colonial rulers,
become vulnerable. The analysis of his texts showed that it is the extraordinary use of
language by Garcia Marquez that contributes to raising a voice of protest regarding the

mental and physical problems caused by the (post)colonialism. The juxtaposition of the
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The biblical undertone adds to the overall effect of irony and makes his fiction fulfil
the criteria of an epic. In Solitude (1967/1970) for example, parallel can be drawn
_between Macondo and the Garden of Eden; Jose Arcadio Buendia as Adam and Ursula
[guarin as Eve; and the sin of incestuous marriage between Jose Arcadio Buendia and

Ursula Iguarin can be compared with the Adam and Eve’s eating of the forbidden fruit.

The study reveals that Garcia Marquez’s fiction is quite relevant in that they
continue to be a source of awareness among the masses about the social as well as
political realities of the region. Their main purpose includes registering a protest against
the exploitation of the native resources, unveiling the deliberate attempts to distort and
even omit certain incidents from the history, and to show respect towards the native
culture and tradition. The dilemma presented in his fiction not only addresses the Latin
American political realty, but has become a phenomenon to highlight the presence of
such problems in throughout the Third World. His short-stories and novels are of great
significance on the basis of the use of magical realism and the manner in which they
communicate the feelings of protest. Exploitation of the working class, on both
individual as well as collective level, is highlighted in his texts. The author relates even
minute details of seemingly trivial incidents and proves that sometimes such
insignificant happenings may cause a major change in the social fabric. His fiction
attempts to highlight the fact that there is nothing that could be called ‘objective truth’
or ‘absolute’. Through a skillful use of magical realism, he demonstrates that it is the
subjectivity of experience that drives an individual to form certain beliefs, either
individual or common. Therefore, one should not term another’s belief as wrong on the
basis of mere difference of opinion, (e.g. the conflict between the banana plantation
workers and UFC highlighted in Chapter 5). Opinion and perception may vary from

one person, one nation, one society, one culture to another. As human beings, we should
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