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'i

writer:

As for our language, it . . . is neither Spanish
I} or English, not ‘bilingual. We do not go from .
] one to the other, nor do we keep them separate.
| 3 The two are in dynamic tension creating a new,
‘ interlingual "language." Ricardo Sanchez calls 1
] it the tertiary principle. I prefer the term .
:]_(; F interlingual, because as Ricardo himself has
: | demonstrated, the two languages fragment into .
] types of Spanish and English, and what the Chicano '
R speaks is the product of many fragments. Using .

ASPECTS OF PROSE STYLE ] } the same principle . . . Chicanismo is the sum
IN THREE CHICANO NOVELS: o tgtal of (all ou;\:I modeslggsexpregzion and no one
* S alone. Bruce-Novoa . P
IN THREE CHICANO NOVELS: Pocho ‘ e . ;
Bless Me Ulti A ’ Thigs interlingual tension among fragments, Bruce-Novoa “
4 ma, AND The Road to BB asserts, is precisely the image and appropriate medium !
Tamazunchale S of the Chicano writer's cultural position.
We are neither [Mexican nor North American]
will . ] as we are not Mexican-American. I propose ‘
ard Gingerich ‘ that we are the space (not the hyphen) between ,
™ UPQMFW“m’QfEHQﬁh 2 the two, the intercultural nothing of that |
€ University of Texas at El Paso i space. We are continually expanding that
‘ space, pushing the two out and apart as we
build our own separate reality, while at the

, . same time creating strong bonds of interlocking w
aCCenghiciﬁgugﬁg%;sgoiz 2:;iEngli§h spoken with a Spanish ; %iggéon ;ha;v?old the two in relationship. i
characteristi : ons a? m?y.be one of its X iG.: P- w
is it a diziégi'oglgiéznsgg ieSSt significant one. Nor ] This sense of being between-ness, of an identity and "

distinct speech rhythms and Sn tSPQClallzed words, ] experience which must be asserted first as a no-thing,
fundamentally English speech yn ixf generated from a ’ 2s neither this nor that but a newness, was not easily L
The English learned and s okepog » 88 is Black English. 1 or readily arrived at in Chicano fiction, and its j
of Spanish-speaking immigﬁantg Y the sons and daughters ] implications are still being explored. Bruce-Novoa's !
Mexican origin, throughout the'AEOSF but'not all of 3 formulation makes the role of language style in Chicano .
west, is often neither English erican West and South- - experience evident: it is both the key to and the H

other, a tertium quid which 1 nor Spanish but something E mystery of that experience, for by understanding the

the other of its source lan uzans first to one, then to ‘ meaning and dimensions of the language (s) he speaks he
the other. Bilingualism i gthges, never fully one or = will understand the space of existence he occupies and, |
n e Bouthwest usually means therefore, who he is. 1In a real sense, the much-touted ﬂ
languages but r : ; .
spanning of an 222?21:&? lgzent1v3 and theg p?ecarious of a search for an authentic interlingual writing style i
; fire zone between them yNowﬁgaraged’ linguistic free- (not vice versa), and only those writers who have !

| creative challenge of éhis 1i re-ls.the,haza?d and seriously undertaken the second search have been glven
N apparent than i h lnguistic situation more serious consideration, by Chicano readers, as guides in .
1 n the attempts of Chicano poets and the first. %

‘ : :

| E g;ctiggrzi;tzigrzgsizglve‘igfective and authentic styles

0 » ‘ Wl i i

iE stylliﬁig traditions oé Mexiég gidigilziz E?g-malnstream

.% Literamy EéaSUtf agssessment of the parameters of Chicano

' rigaary fp ce" within Anglo culture published in the

| il . 15 nt of the last decade, Juan Bruce-Novoa says th
cllowing about the linguistic resources of the Chicaio

What these considerations suggest is that the
analysis of language style in Chicano literature, though
at first glance it might appear a marginal and pedantic ‘
exercise, could provide the royal road into a given |
writer's deepest beliefs, convictions, intuitions, and !
fears about his or hex existential space as Chicano and ]
as human, thrown toward death in a life of particularly i
focused and restrained choices; could provide, in short, w

not the calculat
ed mastery of two separate and distinct search for identity in Chicano literature is the metaphor i
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thg clearest window to his or her unique vision of
Chicanismo.

The study of literary style is alwa
the analysis of three factors:
the norm, and personal or repres
range of language use which both participates in and
transcends the commonality of use.
cally literary,
that it identifi

a common speech (Chaucer's
50 miles of London")},
of precisely that rising,

deviation which reflect th
composer. Style is parole rather than langue,

and challenge of style analysis, once linguistic
have been identified and described,

terms of the work's overall aes
of form, performance,
Necessary and what they reveal.
"Prolaegomena to the Analysis of Prose Style," Richard

Ohmann argues, convincingly, that stylistic choice no
longer makes sense to us as s

cosmetic alternatives for say
does not mean style is an obv
¢ept; on the contrary,

modern semanticists {co
ephebes of Heidegger an
Suggest a complex of in
thought, fact,

Heidegger's mes

of linguistic discrimination an almost sacred aura:

style as the untouchable, untranslatable perfection of
saying, of exactly the right words

order. But all stylistic choice,
take place within the constraints
and can be attributed reliably to
textual performance) only when it
rasses those constraints thro
writer's "epistemic choices."

its patterns of exXpressive
e precise choices of its

is to explain in

ing the same thing. This
iated or meaningless con-
Wittgenstein, Whorf, and other

terdependence among language,
and even cosmology (and being itself in

authorial intent (or
parts from or sur-
ugh the patterns of the

What is relevant to the study of style is the
fact that any language persuades its speakers
to see the universe in certain set ways, to the
exclusion of other ways. It thereby limits the
possibilities of choice for any writer, and the
Student of style must be careful not to ascribe

to an individual the epistemic bias of his
language. A writer cannot escape the boundaries
except by creating new words,
syntax or by building metaphors,
ew ontological discovery.
even short of these radieal linguistic

set by his tongue,

by uprooting normal
each of which is a n
Yet,

¥S in some degree
choice, deviation from
entative expression in a

Style is a specifi-
as opposed to linguistic, phenomenon in
es the expression of a superior particu-

"dialect spoken in and within
the study of its style is the study

The view
patterns

thetic economy, its unity

and intent, why those choices ware
In his much reprinted

election among a variety of

nsiderably reinforced now by the
d their philesophical hermeneutics)

sianie¢ formulations) which grants the act

in exactly the right
Ohmann points out, must
of a language community
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activities, an infinite numberhofwﬁiizi?gfu% .
Shotces rematz o 22 Zzgieggizn? when repeated c
. . pattern : i 4 .
32{h'unusugl freguency, 1s ?he sign of ? zzgting
meaning, and thus of a perglstent way o o e
h ' henomena of experlence. And ever single
Socur anes of linguistic oddities, ?SPGC;Z Y
2?33§§1 places, can point out what might
called temporary epistemolog}es.h.Ch the term
Here, then, is one way 1ln W ; e e en
"sgyle" is meaningful, one klnd(ghmann Sore:
really exists for the author. .

p. 43)

i i ifficult to imagine a body of
Cgrtalnlyé ;EswgﬁiihbioiéfEmmediate}y, grappmcaléyéhznd
llte;a;yl edemonstrates the epistemic fun?tlontore ror
expllc%t yt listic choices than Chicano 11Fera ? Eﬁglish
wrltgylgnsugl writer, escaping the boundaries gome
:gg S;a;igh is a daily necesiitgf(iz ;ﬁoliitg o e
e 2?wg¥eii2m2ilﬂe502x;eriencef and neo;ogiigié_
i;iggzzz syntax, and metaphor—?uiigizg.ngrEfESSion ;

CoE a :
pe2:2bt§etgiizegfoghzongéﬁgiching, word borrowing, and
un .
oral i%teiizitaazogiamine the prose styles of se;eéiicano

hi : ’novelé narratives composed by authorsf(;Om hic
Eackgro d and'treating characters gnd events "
backgroggure what do we f£ind? It is my purpose1 o
Fomo g:rate 'by means of brief_discu5519ns of g: i
%iﬁ:?onal séenes, that styéist;gtigiiigliogzyof Cieical
part@cularly prggtizbii :ﬁe Eich linguistic and aesthz;:z
Feaonas for'exghich a novel like The Road'to Tamazunchal
ana a poom i?ke "g1l Louie® abound, so obvious to egig
tha a.pgegll bilingual and so invisible to thi vaI Y
ron mJ'-nlma\l %orth American public. Spec:|.f:|.caI]L-.151{1 I ed
monOllng‘éhat even a cursory review of the Engll s

by Chic writers over the past two decades"reyztemic
b{ ctigazgolutiOn of a growing awareness ogl gg; teme
(hlice" in language resources actually avallz PR

c ocess of composition; (2) that the struggnOt o Ay
pg uvate literary language, one wh}ch doe?thin fa’

a ?? it the image of Chicano experilence Wl I ege, is
oS ote logical framework of Anglo-American glitera—
eplstemz ogt of the unique genius which Chlcang Liter

b thg ezstrates; and (3) that just as Bruce- 3 °a's .
foce 'eﬂ?on of the Chicano writer's idiom as iis% amy
Qescr1? 5 1 tension between fragments of Eng Lsh ane
1nte?llnguathe image of "the intercultural not tggout
gﬁ?ﬁiﬁg ;iistence - a nothing, ?iuczgﬂgvgzszzgglity —'so

i infinite and simultan >s81bi

gi???:izcwiﬁgriﬁgig and analysis of that idiom's
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interlingual features
that no-thing becomes.

0

episteg?znghgfserts.that beyond the guestions of
Bogoropic ch mce which stylistic analysis seeks to
qualitieé of fz:fizésooga:;oiqcount oL hone habitual
ani = ’ ion, as t

novg?? ztgisss;ge and persuasive tone 2§s§hge2:§:te the
Lo mote impliciti. fNo quest@on for the Chicano aﬁéhor
bristling witn ¥ ifraught with emotional tension d
botton euinton in array of word choices that are étan
oo Englisho oglcal,thén the guestion of his or h

i oNerer Americas a creative medium, In order to sefi
does i represZﬁthOks must be written in English:; ho
Spanish or bi1ingualozizziﬁénggthegtically' e fUily :

e : ; on in L
gomgr03£522ea§2m+nan? social and ecgnomighgl:iésn %ig;
can be empioeg ;nev;téb%e and what stylistiec sérate i
How dcea o0 mani;uTizémtﬁe or outwit those compromigzzg
Zngegslthe exporhamate t ihmatrlx language {English) to

ci i i
diglecz %ZaignSﬁgerlng"that the latter ig itself oft
doopiy buried’witnger Spanigh, regional dialect egn )
Cooriyonried v in the matrices of Mexican and ' c)
In thepo ésh.
Pocho {1obg) Ehnlgg scene of José& Antonio Villarreal's
Juan Rubio, Shogtsa;hg;ag§a§£02agonégt Tairertpaublo.
Juan Ruk na . Juirez bar
2. Chagtzi.ongh?sp:rpose.of this scene and of nearggezll
macitapeor one 1s o deflne the image of revolutionary
lwaye in ehon, in Rubio pergonifies and which functio
Spaays int matac_ground of Richard's childhood and ne
na gone Fo ma urity. The scene takes place in Mexico
Shaakine’s %ous.that all the principals must be ’
Speakin aczgﬁgzh in the "original" event of which this
Only one choan presumes to be the artistic "imitation."
Sy one ph & occurs in Spanish, ":Qu# quieres?," bu£
tranmoer.of e;pre5510ps are clearly phrased as o
cspeoiaily zom;om an imaginary Spanish original. Aan
e inaty o on pattern is an adjective followed b
Spenion nou; e pgonoun "one" to translate a variety gf
cpan equivals and pronouns for which there is no one-
pord equl _:Et 12 Eﬂgllsh: "He is a bad one!™; "Thi
Somewha{ sg;culgii;elgaa Yoo ?gt ceanyocat oneé“ N
: L e cou r
ggsgg;gs?nx’orlginals ag: "iEs ma§3?2ftf§§§at:: ueda
oo naéurggi me cyes, sorda?" Only the first gf thes
Sipar nat woulg occcur in normal English speech; the ®
oor e _woul almost certainly come out as "She sta
Are you deaf?" or "What are you, deaf""'Ys

is our window tc the being which

Then, : i

chﬁr:as"Fggelnsglts precede the bullets, these phrase

Ganehptnt e ge"? has larger balls than the city—breds
n Son of the great mother whore!'" which

wa mi
ght reconstruct as "EI pedn tiene los huevos més

Gingerich/Prose Style 211

grandes que el gauchupin del barrio® or "El pebn es mis
huevon que el gauchupin del barrio" and as "iHijo de la
gran putda madpe!" But Villarreal has drawn his epistemo-
logical line, performed a code switch, at the words pedn
and gauchupin which might have easily been rendered as
"peasant" and "gpaniard" - at the expense, of course, of
all the rich cultural nuances of pride and disdain so
essential to those words. Not depending on the audience,
villarreal later makes those attitudes explicit in the
conversation between Rubio and General Fuentes. Another
device is the literal rendition of idiomatic Spanish

phrases or metaphoric expressions. "I have -- years,"
for the Spanish "Tengo -- afios," is used often in place
of the normal English "I am -- years old." When Richard

is porn his father tells his sisters, "your mother has
given light.," a 1iteral rendition of the metaphoric dar
lusz.

Such examples could be multiplied. HNcne are
particularly original; the latter device especially was
used by Hemingway in For Whom the Bell Tolls to lend an
air of exotic rusticity to his characterizations of the
Spanish guerrillas, especially of the gypsy woman, Pilar.
To the bilingual reader all of the stylistic devices I've
mentioned are immediately obvious. What may not be s0O
obvious is the way in which villarreal's epistemic choice
to resolve the matrix/core language dilemma with this
strategy of a translation illusion implicates him in a
network of aesthetic choices which reach into nearly
every structural element of the novel. Take the
narrator's stance. Poeho 15 told in the third person, a
Bildungsroman in which the protagonist enjoys the com-
plete and unrestrained sympathy of the narrator. In
electing to tell Richard's story to an English audience -
an Anglo audience - villarreal must assume a vast
ignorance about the context, values, history. symbols,
and emotional habits of Richard's Chicano culture, all
of which must be explained if richard is to be under-
stood and taken to heart by that audience. Consequently

the need for the long-winded, discursive narrator who

rambles on in summaries and digressions about Richard's
the history of

father's values, Mexican catholicism,
the pachuco. Given the epistemic choice, however, with
which the novel begins, it is difficult to see what
other narrative option villarreal could have had; how
could a first person narrator have supplied all this
explanation about himself without swallowing the book
utterly?

But even this translating narrator {(both
linguistically and culturally} chokes at certain in-
violable limits. The choice not to use English iIn
certain expressions, that is, to break the translation
illusion and switch codes, is perhaps a more obviously
epistemological choice in that it identifies a limit to
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the resources of Engli i

and gauchupin from gigszbggz Soone ioano artist.
The_play of insult around the
Rubio and the Spaniard leads i
the word gauchupin:

Pedn
Scene are ready examples.
wzrd pedn between Juan
nto the direct affront
"You need not i ont of
¢ : associa i
gﬁggeiabigays"the Spaniard to the bar girltgegizg with
paan gauchﬁ c TEe pe@n has. larger balls than the city-
aicg,Jauch E n,” Rubio replies. The Spaniard's casugl
grotammt ransformed through the same word into Rubic!
sonethgng g;rogance. Perhaps "redneck" could providelo p

T a cultural analo :
or 9 2 3 gue - but not a
il Eﬁéazgggc_ in American English. Behind these words -
et o whiciousness that peones made the Revolution
ot Sparimnas w;; the ogcasional unrestrained massacée
oipopania trénSlaizg zgéngﬁ,tVillarreal chose to believe,r
Ceaders, 1n the orsoiand &t be learned, even by Anglo

3 ' » °
o Pogighiﬁg f.fgther, in fact, becomes for the narrator
Gect ok the iving symbol of Mexican Spanish and his
to a paunhy agiiizzst sugerhuman revolutionary patriot
., + exXploited farm worker i

rarallel to Richard's growing ambition to begg;g g;rectly

artlst’ a writer one
r
W]]O IllaStEIS tl]e alle.n tOngue Of a

"Silence!" roared Juan Rubio. "We will not
speak the dog language in my house!"™ The
were ﬁt the supper table. Y
Richa gut Ehis is %merica, Father," said
B rd. If we live in this countr W
ive like Americans." Yo we mast
"And next i
you will tell me that th
: 08
Eg; tortillas you are eating but bread aﬁdare
se";re Eot beans but Aahm an' ecks !
©, but I mean that you must .
that we are not in Mexico. 1In MexiigmeEer

"Hahm an' ecke," hi *
(Villarreml, 1959, p.133) o ne¥ interrupted.

J ,
"EZ; gzglo knews that "bread" cannot say "tortilla" da
cham a Eggs cannot become "huevos con jamén"; th a0
o "cgrgeczﬁengxltgre tives in its words. Rubio kﬁows
e for ings, but it is a de
ﬁ;ggi:gge,Agagnogiedge to which "America" is ggi:ﬁgw
. in e conversation is
: presented a

:Zizzizzion fﬁom'ﬁpgnlsh; Juan Rubio says "and“sii o}
o and "an in another when he is actuall ne

ng the "dcg language." This scene, and inysome

ways the entire novel, 1
; : + 1s an exploration of i
irony and ambivalence implicit in Rubio's fiﬁgi Fragte

beak the dog language," h
syptax, and grammar of thg éog s sars
It is, of course, the narrator's

By no accident

gentence. "We will not s
in the vocabulary,

;anguage itself.
irony and ambivalence, not Juan Rubio's

is Pocho a bildungsroman of the yound artist, as are a
number of other early Chican¢ fictional works, nor are
they less resonantly symbolic of the Chicano struggle
for being so. The struggle with the irony and
expressive ambivalence of Juan Rubio's roaring declara-
tion is the struggle for Chicano identity itself; the
struggle for a language {8 a struggle for exact, dis-
criminating, and authentic identity, and in that
struggle the writer finds him- or herself willy-nilly in
the vanguard. Many will no longer find Richard Rubio's
answer viable (nor likewise villarreal's aesthetic
strategy of the translation illusion and its attendant
network of stylistic and epistemic choices) but the
novel is an honest and integral effort to account for
its own stvle and beind.

By the time Rudolfo Anaya's Bless Me, Uitima
appeared in 1972 a gufficient public for artistic pro-
duction had developed within and around the Chicano
cormunity itself to support enterprises such as Tonatiuh
International which published the novel. No longer did
Chicano authors presume they had first and foremost to
address an alien, menclingual audience. The tone of
explanation almost totally disappears and the expressive
purpose comes clearly to dominate the shape of stylistic
devices. The translation illusion strategy is still
fundamental, but it is less obvious in the English style
and can usually be detected only in contextual details
of plot and characterization, "All of the older people
spoke only in Spanish, and I myself understood only
Spanish. It was only after one went to school that one
learned English," the narrator informs us in the first
chapter. We can presume, therefore, that every scene
in which adults predominate is "sriginally” in Spanish.
Except in school, of course: ni:a la vecal!' 'What does
that mean?' Miss Violet asked. 'It means okay!'"
(Anaya, 1972. p. 145). ©Or "'Gosh, okay. let's go!
exclaim the protagonist's older sisters on the morning
of his first day of school. "'Ay! What good does an
education do them,' my father filled his coffee cup,
'they only learn to speak like Indians. Gosh, okay.
what kind of words are those?'" (ibid., p. 50) Without
such specific indications there would be almost no
textual clue that a generational language shift is
occurring within this culture; none of Pocho's direct
translation devices are found in the English style of
Bless Me, Ultima. The only stylistic pattern that
hints at a Spanish original is a certain vague
formality of address between adults and especially from
children to adults: "'Your son lives, old man.' Ultima
said. She undid her rolled sleeves and buttoned them.
My grandfather bowed his head. 'May I send the word to
+hose who wait?' he asked" (ibid., p-. 96). In only one
case, the conversations between Cico and Antonio

n
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concerning the golden carp,

does a similar tone occur
between children:

"There are many gods," Cico whispered. "Gods
of beauty and magic, gods of the garden, gods
in our own backyards -- but we go off to foreign

countries to find new ones, we reach to the stars
to find new cnes --"

"Why don't we tell others of the golden
carp?" I asked.

"They would kill him," Cico whispered. "The
god of the church is a jealous god, he cannot live
in peace with other gods. He would instruct his
priests to kill the golden carp --" (ibid., p. 227)

These are not phrases, however, that can be easily
reconstructed in some hypothetical but precise Spanish;
in Cico's case we cannct at all he sure the rather
stilted parallel syntax and glorified diction is actually
meant to reflect any Spanish original; there is no
compelling reason to believe Anaya intends anything more
than the direct imitation of preadolescent speech. In
other words, the stylistic limits between the fictional
transcription of direct speech and the illusion of
translation from a Spanish original become blurred in
Blese Me, Ultima. The translating narrator recedes
before a bresentational ‘one; explanation fades into
What does make awareness of a Spanish orig-
inal inescapable in numerous conversations is the direct
transcription (without translation) of Spanish words and
sometimes entire sentences. The formal "buencs dias le
de Dios" salutation is used repeatedly, and in the
presentation of Ultima to Antonio's family no less than
seven phrases or full sentences (out of fourteen verbal
exchanges) are rendered in untranslated Spanish. The use
of Spanish words and Phrases is a frequent device
scattered throughout the novel; a count of fifteen pages
chosen at random reveals the following freguency per
Page, not counting proper namesg or repeated words: 6,3,
1,2,5,0,4,3,1,0,3,3,0,4,0. A closer analysis of such
eXpressions in two sc¢enes, one in which the narrator
clearly functions as translator and one in which he does
not, will clarify Anaya's use of this stylistic feature.

In Chapter 12 (all chapter numbers are given in
Spanish) a lynch mob led by Tenorio Trementina comes
after Ultima, whom Trementina accuses of having killed
his daughter by witchcraft. It is a scene deeply imbued
in every sense with the law, custom, emotion, and
expectations of the Pre-Anglo New Mexican Hispanic rural
culture; given what the narrator has told us of the
language habits of this community, it is reasonable to
assume that dialogue in this scene would "originally"®
have been as free of English asg any passage in the book.

The narrator, in other woxrds, must be at one of his
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i he space of five and one-hal
;ggzzliﬁgogoﬁizﬁiﬁg ggaﬁish aords,'pbrases, zz Ezngjzzzi
EQuie ?; iLa mujer que .
Pt qncezza§2;o ZQ;ziglisiéh%nga ti madre{; aQuz pqia
p” gi?Jq;did0° mira; while &% occurs fou; t:|.mesl,1 fgzga
iggeé'times, énd curanderg and cab?on twice eaio for
tal of seventeen separate ngrratlve chqlces e
Egazslate the "original" Spanish express;znzforoughly
e examine a sce
scen?'i ChiiagggiséneIgfwthe school eQisodes whe;e crans-
gquiishe?g presumably dominant (that is, Wheriigdethe
12%ing narrator keeps his lowegt PrOflée%hgid e
following. The hilarious and ill-fate T e, if
istmas play in Chapter (agtorce OCCuUrs 1n gl o guage
the atgr's earlier comments about his gchogttle
e nairsufficient to demonstrate ghat, E?ls lia shit!!
oho nz‘c device drives home the point: Ng P Y'say
om0 ed Miss Violet came in. 'What did youd oné—
A};EJ]:;?oaI'INo-play, shucks,' abel said.'. In six ag Jone
hatf es the boys say mierda, puto, Jo@tdoé q¥our ce e
e pagz veca twice, and cabron and chingada .
eagh, Y or total of fourteen Spanish expre551oqsh N ch
This seene f only three less than the fu%ly Spar}lsS iiSh
o seene. Clearly Anaya does not distribute his 'ﬁZl
o Sce?iﬁs only through the scenes where Fhe or;g;
expresg; imagined to have occurred in Spanish. RS ree
gvg?Zr;nces are that in the lynch mgb'scene, ggfzne
o; those expressions could be cla551f1gd assp e ecene
jetives or insults while in Ehe Chrlst?a 'E o
exg ¢ ne is not a profanity, qué. And only 1r ne ish
ggaiigh—original scene do complete sentences in Sp
occuré ond and around these uses of_Spanlghhlgcgéziogue,
ize vently employs another dev1ge-wh1ctain o ohly
gilia a%'s uses of pedn and gauchupin: cer n xie
Vlllarrfbound terms are neverxr tranglated. The. ne
culturz which endures so vividly in the memorlzser
e tand v father and of all the Mirez clan is n o A
Antonloti Staked Plains as it became when Te§?s moved
galled stzrn New Mexico in the 19th centu;y; . anua B o
Tiemera sists throughout the novel, llkerSi tizle
}laneros gir"cowboy.“ Curandera is the frequen e
fo pliigma and compadre and vatos are"found hii? a
thare 1G éacha deprecatory term for Anglq gll '
oo nge Néne are translated orx spe$1f;ga 1yand
Occ§¥s zed énywhere in the story. anaya s ;ﬁglism of
Ei?qt:astylistic use of Spinish iieln ggis?ywhich o
rom mares, 2
Egirgigiscﬁﬁzinigi1§é§i;gies as the conflicting names of
warrlgg %eiﬁzggeiérious astylistic dev%cgs add udeOO;n
Bless MZ, yitima is an aggressively bilingual mo
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5i:ie2§a§ion. Though the book is in English, a reader
with ne tgowledgg of SQanish would be literally unable
ro read Anioﬁﬁg?;ogathlntenzity of the confrontation
s father an the lynch mob or t
iﬁuzgzzzzeprgizséfg of the boys in the Christmageplay
! narrative voice insi "t
know this éommunit e titetonal
K v, can't assimilate this fic
ti
;iggiingﬂiii?cyﬁgbiie fagiliar with a certain nuggzi of
s. e author's auth i
sive purpose takes ] i S olein
priority over any desi !
e o v desire to explain
. power, or nuances of th
refusing to assume hi j ot b meno- Y
= s major audienc
lingual North Ameri S e the vange o
. _ cans, Anaya broadens th
epistemic choices availabl i Svo oge of
to his ex i
though the strictl eh B S tocs bo . ut
¥ English resources of Bl L
o ; L . : ess Me
Byeiﬁigai}y inferior, in my judgment, to those of’Pgizzma
vl 35 1n2 on Llgne instead of "plain," curandera )
chilia" gf herbqlist,“ rigtas instead of "strings of
hi i uenos Qtas le de Divce instead of "A good day t
gab;o comgadre instead of "godfather," and por dios y e
theirn;qﬂziiga}ugeZgn;igaé puto, and ehingada inste;d of
L L . axon analogues, Ana i
;g?;ng te his fictional image the "tempo;ary g;i;ie—
g;ﬁ: fg?zz each of these words contains
person narrator of Bles ) 2 i
s : : 8 Me, Ult
n of indeterminate age who recounts even%s szggm;st:o-

.and-a-third years of his childhood between the ages of

six i i
withagfti;ght or nine, the period of his acquaintance
vacmest of é This narrator isg characterized in the
e, Cin gims and never clearly materializes; one must
press a'fi - e ;bsence of evidence to the contrary, that
ne accountgfoe o the art%s§n's consciousness attempting
o stylisticrtltg own origins. But, consistent with
than chpiair ch?n ency degcribed above to express rather
the events and é;gggc€2§ilg¥,t§his o PEetet
through a style which I could o;f Ceall nos his_life
sody." Its chief characteristics zr:atienostalglc Nins
£
Siziﬂtggrupﬁ Hse of value descriptors - “ggsgu$nt and
dictio; u%, free,"_"evil,“ "clean," "lovelyg- and a
Siowio ugdeixagggratlon al@ost entirely free oé any
Jonic ur cutting, sometimes reflecting exaggerated

"Ay maldecido!" Tenorio grunte

h@mquf Qt Narciso. Thegtwo cgmzniogzzﬁZf
igaln, like two rams locking horns, and the
grtender and the other two men had to pull

with all their strength to pry them loose
(Araya, 1972, p. 153) .

sometimes reflectin 1 i i
S s g the excessive vitality of the
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Bones climbed up a stage rope and perched on 2
beam near the ceiling. He refused to come down
and be in the pldy. vBoocooooooo-enz i Miss
violet called, "ocome down!" Bones snapped douwn
at her like a cornered dog. "The play is for
sigssies!® he shouted. Horse thyrew a ehunk of a
two-by-four at him and almost clobbered him.
The board fell and hit the Eid and knocked him
out cold. 1t was funny because although he
turned white and was out, his legs kept going
. . . (ibid., p. 145)

sometimes reflecting the influence of Ultima in the

emotions of young Antonio:
Huddled in the kiteche
There was no sound. vgn el nombre del Padre,
del Hijo, y el Espiritu Santo--" I felt
Ultima's hand on my head and at the same time
I felt a great force, 1ike a whirlwind, swirl
about me. 1 looked up in fright, thinking the
wind would knock me off my knees. Ultima's
bright eyes hald me still. (ibid., p. 51)

romantic sentiment of the

n we bowed our heads.

and often reflecting the

narrator's memories:
"ah, there is no freedom like the freedom of
the llano!™ my father said and breathed in the
fresh clean air. nand there is no beauty like
this earth,” Ultima said. They locked at each
other and smiled, and I realized that from
these two people I had learned to love the
magical beauty of the wide, free earth.
{ibid., p. 217)

Another rhapsodic quallty is the h

ritualistic dream descriptions revolving around the

"hlood" of the Lunas and Marez's, a language which for

all its symbolism nevertheless lacks specificity of

image and detail:
It is blasphemy

eavily symbolic and

to scatter a man's blocd on
unholy ground, the farmers chanted. The new
son must fulfill his mother's dream. He must
come to El Puerto and rule over the Lunas of
the valley. The blood of the Lunas is strong
in him. He is a Marez, the vaqueros shouted.
His forefathers were conguistadores, men as
restless as the seas they sailed and as free
as the land they conquered. His is his father's
blood. (ibid., P. 6)
A similarly ritualistic language emerges in the episodes
of the golden carp. Finally, the language of a mes-
sianic mysticism which gathers around the image of
Ultima gives the nostalgic style its central focus:
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And that is what Ultima tried to teach me, that
the tragic consequences of life can be overcome
by the magic strength that resides in the human
heart. (ibid., p. 237)

Her hand touched my forehead and her last words
were, "I bless you in the name of all that is
good and strong and beautiful, Antonio. Always
have the strength to live. Love life, and if
despair enters your heart, lock for me in the
evenings when the wind is gentle and owls sing
in the hills, I shall be with you--" (ibid.,

p. 247)

All of these stylistic gualities - blurring the
limits of the narrator's translator role by code-
switching and scattering Spanish phrases homogeneously
throughout; using untranslated culture-bound Spanish
terms and symbolic names; a vaguely conceived adult
narrator who makes frequent use of heavily polarized
value descriptors; an irony-free diction of exaggeration
reflecting violence, childish vitality, and the senti-
ment of memory; dreamily imprecise but heavily symbolic
dream descriptions; and a language of messianic optimism
focused on the figure of Ultima - combine to produce a
fictional experience which is simultaneously expressive
and escapist. All conflict in Bless Me, Ultima is within
the Chicano culture itself, with two highly significant
but backgrounded exceptions: the seizure of the Llano
by the Anglo intruders, and the distant World War from
which the older brothers return. For all the bravado
of their vagquerc and conquistador heritage the Mirez
clan has tragically lost its birthright, the open ranges
of Eastern New Mexico, to an alien power and is impotent
either to recover it or redirect their masculine energies ]
into other activities. Gabriel Mirez 1s reduced to '
repairing the westward roads of other men. The rage,
frustration, and restlessness which is Mirez's legacy to
his oldest sons is romantically transferred by the
narrator to a Poesque curse of the "blood"; its true
source is the historic aggression of the dominating
Anglo culture, though the narrator summons all the
defenses of his imagination against the awareness of that
fact. The deepest, most secret, conflict in Bless Me,
Ultima is between the power of Ultima and the dis-
possessing power of the invaders who have emasculated the
Mirez men, a conflict for which the much foregrounded
Luna-Mirez disputes are only a diversionary tactie,
hence the rather wooden and insubstantial tone of these
disputes. The domestic drama of Antonio's parents is
a ritual displacement of which the now-adult narrator
has become dimly and unwillingly aware. Ultima (promise
of a potential ultimatum to the usurpers) is the fantasy
image of compensatory power through which the narrator
hopes to escape the destiny of frustration which has
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fallen on his older brothers. Here is the motive and
source of the rhapsodic, nostalgic style I have de-
scribed above: in his mythical retelling of the story
of Ultima, the narrator literally seeks a personal
"magic® which will either empower him to yake up the
burden of the historical injustice for wh}ch he must
eventually demand redress or will grant him a peace

from that burden such as she gave to the wandering souls
of the three Comanches who had been dispossessed of

the Llano by the grandfather of Tellez, three sou%s who
are, as Antonio's dream insists, the three Qark figures
of his brothers, "driven to wander by the wild §ea-blood
in their veins" (ibid., P- 225), The power Ultima
wields is not a real power of the real world but.an
image of promise, an image of spiritgal power-whlch the
adult Antonio sees as a promise of his salvation from
the historical injustice which has embittered his

father and seems destined to consume his brothers.

The Foad to Tamazunchale (1975) marks a more
accomplished and self-assured stage in the evolution o?
Chicano prose style. Set in the East yos Angeles barrio
during contemporary times. this exguisitely crgfted
1ittle novel follows an old Chicano encyc}ogedla sales-
man, Fausto Tejada, through the last Yertlglnous,_
desperate, and glorious week of his life. Tpere is no
alter ego of the narrator, no voice elaborating an
image of its own origins as iIn Pooho and Bless Me,
Ultima. In Tamazunchale we find a fluency: qontrol,
forthrightness, and transparency of style which renders
both narrator and novel credible to a_degree we.cannot
feel in either Focho or Blege Me, Ultima. .Credlble
because this story projects an expressive image of a man
and a culture which is at once more sensory than.that of
Poeho and more "real" than that of Bless ye,_ulttma, in
spite of the incredible and wildly unrealistic turns of
i lot.

e pIi Pamazunchale the translation illusion strategy
almost entirely disappears. There is no direct comment
and only the flimslest of stylistic evidence to sugges
that the narrator ever functions as translator of any
Spanish-original conversation. With Tamazunchale the
image of a lost language which the narrator presumes
his audience cannot hear oI understand has been
abandoned. With the evolution of language awareness and
control (not assimilation - Pamazunchale 1s not an
assimilationist novell, the narrator's sense gf )
inaccessible original experience, the authentlcnlmage
of his cultural reality which he feels must be "trans-=
lated," is gone. A tone of adegquacy and selchontalned
wholeness characterize this style. If we examine
briefly Chapter Seven, the “wetchk“ episode in which
Fausto plays a minor part and which stands as an_ .
especially autcnomous event in the novel, we notice e
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following. First, though the gathering of barrio
residents around the body of the young mojade which the
children find in the riverbed and their subsequent
dealings with him are scenes as deeply imbued with the
narrator's sense of Chicano values as is the lynch mob
scene in Bless Me, Ultima, we cannot with any certainty
Say, as we can in both Pocho and Bless Me, Ultima, that
the narrator reguires us to imagine a scene transpiring
"originally" in some other linguistic form than that in
which he has rendered it. There are no literal trans-
lation devices which call attention to some idiomatic
Spanish expression, as in Poche. The children and even
the adults speak in common, colloquial English phrases:
"'I'm telling!' the other boy said, backing away"
(Arias, 1975, p. 57). "'No,' Tiburcio said. 'Leave
him alone, he's been through enough. Next you'll want
to take off his clothes'" {ibid., p. 58). "'How can
you tell?' Smaldino asked" (ibid., p. 59). (This last
question is an especially telling note on the cultural
ambience as it cccurs in response to Fausto's assertion
that the dead young man is a "wetback." As other
commentaries make clear, the image Tamazunchale's narra—
tor sping is of an emphatically Chicano conraunity at some
distance from Mexican "roots" and the realities of
Mexican migrants.) Untranslated Spanish phrases (code-
switches), however, do occur with only slightly less
frequency than in Bless Me, Ultima. In this six-page
chapter, qué, mojado, mija (mi hijal), vato, tto, no te
apures, estd bién Seflora, and chaparrito y con una gorrita
each occur once while the title Seficra is used three
times. A count of such expressions on 15 pages chosen
at random gives 0,0,4,1,0,3,1,1,2,2,3,0,3 - not counting
Proper names.

Most revealing of Arias's particular stylistics of
code-switching and his sense of bilingual epistemic
options is his use of "wetback"/mojado and his descrip-
tion of the naming of the corpse. The narrator of
Tamazunchale does not fix on certain key words which he
always renders in Spanish, as Anaya does with Zlanc and
eurandera; the epistemology of Arias's code-switching is
more varied, subtle, and at first glance even haphazard.
Chapters Seven through Eleven (pp. 57-90) all have
wetbacks/mojados in primary roles; from the incident of
the dead young man the story moves on to a wild scheme
{(which may all be a feverish fantasy) in which old
Pausto brings hundreds of undocumented workers across
the border at Tijuana disguised as drunken U.S. sailors,
marches them north to Los Angeles where the barrio resi-
dents prepare a huge picnic to feed them and then
improvise a stage happening at the Los Feliz Theater for
the diversion of the visitors:; called "The Road to
Tamazunchale," the play shows an imaginary busload of
people on their way to the semi~legendary village of

S
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Tamazunchaleiwhicg sgemg to"gicge3§?éebgﬁeggfng?ietggzz'
" nd" to be dead:

zgocaﬁrizeeverything #nd everyone. If youlwantéczgiscan
even be nothing" (ibid., p- 90). At the_c ose croTs
and audience, including the horde of“Mex1can %ﬁzlly'all
march up a stage ramp into the sky. "and even Ly &
were lost, diminished, gone between the horizon

n
starsin these chapters the word vwetback” occurs three

times (pp. 59. 70, 71}, "mojado(s)" eleven tlzig (pp.

59, 63, 66, 67, 72, 81, 825 83, 84; 86, zg)énly in the

v"jllegals" once (p. 69) . Wetback occu1 only 1

first two of these five chgpters{ and only n the et

descriptions of the narratlve.v01ce, n?Ver t et o

conversaticon among barrio re51dent§: Faus o'ven .

the young wetback" (p. 70): “The signal was g;rd ios

the army of wetbacks rose agd gtarted gff ?gze

Angeles (p. 71) ; uFausto,_w1nk%ng at hlsdn%as ; vetback

ARy graSpeihthi iizzazggg'(agiﬁillg the first use

(B 29 ora Th th vel ator say "wetback"

of the word in the novel) doces the narr OF Ay e roters.

when reporting a thought process of one © e A
lines later on the same page ?he WOor ) J

coonzs for tre tirel tine: T Shink ] a9t Iren s,

T e che monolir 1 —Chicano audience (who

joined for the monolingual, qog loamo e Bout

would nct have understood mojado othe o out

i i e bilingual audience whose hackles gh
:éiinigzggighresponsg to the gffe;s;;ep;nd7%1:gaggggggy

i07 o word. r .
Coqnggaizogzegf Eggtﬁzglin conversagiqn.("'Eva, a few ‘Y
;nng%(ax.dos isn't the world.'"), in d_lescrlblng g ;harzg;‘zf
thoughts ("The problem of the moygdos cille oroiow ne
thing drastic, but Fauste Bad A8 o tive voice of the

i ion. , or : L
i;giaioioi?gne {*Filled and belching, theA??gZ?Zspattern
andered back to the river."). C%early, Arias s pat
gf code~switching in the uses of "wetback /moqi_gn S o
calculated to lead the reader throggh a traﬁglt; n int
bilingualism if hehor iheaé; Eﬁgzilng;ilisaa ctoateay as
offense if he or she alre . It ie 2 S rrovides
much artistic and educathna% as eplshe A e of
a concrete instance of Arias's compre englthe mage

ience which insistently.reaches beyon 1y
monelingual suatence o vhich ooke seeks to DB,

i d Rubio, and beyon ;
ﬁiggirAntonio’Mérez strives ?o enchant O?tAgEa;tiants
condition of social marginallty and }oss, E S e hic
both. This image of a univergal audlgnce_gtic oS S e
epistemic choice to first progﬁct a l;ﬂg:;g e
between the narrator's use of .wetpac Jhe od as
characters' use of "mojado" which is then i 'vz ed as,
the narrative voice shifts also to the exclusi

e
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"mojado," the onl
2 only word that adeguately 4
Zzggzg :qd am?lvalept balance of identﬁtyegggegizge
recenta 302 with wh1c§ this Chicano reality views th
yecen ' f?'o?umentgd immigrant. The shift is a calcﬁ—
o foécgd ;Cl:EF flgurg o# the reader's perspective which
oo trod Y is st¥llst1c use of code-switching to v
from the ng}o, outsider's view ("wetback") to th meve
Renteria: gﬁécigz §§¥i§ectiv? of Fausto, Tiburcio? Mrs
i ' i '

Deoeeigats ren ("mcjado") as the narrative

In Chapter Seven, after the children report their

discovery of the &
ead yo i : ;
Scene ocours: youth in the riverbed, this little

"David is mine!" M
for ara’vid is m ! rs. Renteria shouted
"David?" Tiburcio a

) 2" sked. "Since when i

his nﬁmeT?;vid? ?e looks to me more like als
. urcio looked at T
s A rourel the man's face.
"No, senor!" another i
H 2r volce i "

"Que Roberto--Robert!" cried, "Roberto.

"Antonio."

"Henry."

" Lupe [

Alex, Ronnie, Arma ini

ndo, Tri i
Everyone had someone, ' nis Miguel
ho 0Meanwh:.le Mrs. Renteria left her neighbors
newgy one turned away to debate the issue

éhé éh en the othgrs returned no one noticed'
: anhge, for_DaV1d appeared as breathtakin
T;esseq 28 he did naked. "You're right," g
;burc;o announced, "his name is David : but
you still can't have him." {Arias, 1975, é..59)

T
nggiigagiiu:irean knew the outcome of this little
! s since in the first sent
chapter the reader is S rrane
: . told, "Mrs. Noriega' i
g;sgovgred.Dav1d in the dry riverbed” (ggig grgndg?;ldren
Angig—Jgsiéﬁegémthe narrator seems to suggesé, éo this
e, even though he "look i i
Mrs. Renteria want i O otpne w1
s a David and ev {
s C en a corpse wil
DEVide§§§$1iﬁiysguiﬁrpsehwill do because tﬁerewislno
. such as she imagi i
dead illegal is no i S e aive, Hoo
: more David than he is 1 '
N 2 : : alive.
;rgggezfogls naming is another resonance of the vggious
aopecq it nglggazﬁebchgpter is constructed. "They all
Yy drowning. That the river w
gﬁgegccurreﬁ ??égdto thesg?ildren, but they remainzg
.. L vr B - 8o dry, in fact, th
Zhihgzzfégyrfﬁégz;ts r?tu;nhhim to tﬂe riverbéd a;ge:hen
moon" with Mrs. Renteri i
"wetback" has to b Sver) pic
e soaked down with several pi
of water brought from the house. He is “restgizghigs

e
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his former self" by an ancient ritual, but remains dead.
The name David, which the narrator mentions was also the
name of a small boy who.really had drowned in the

riverbed vears before when an

unexpected cloudburst had

filled it, serves everyone's needs but his own.

The ironies of this chapter are variations of
Pamazunchale's most significant and characteristic
stylistic feature, the breakdown of traditional realist
and modernist narrative devices for separating "illusion"

and "reality" in fictional structure.

Here is Arias's

deepest yet perhaps least obvious influence from the

Spanish.

Despite his apparent commitment to English as

a creative medium, he is in this regard the most "Latin"
of Chicano authors; his artistic apprenticeship has heen

as much with Borges, Quiroga,
Benedetti, Garcia Marguez, Ru

d'Assis, Juarroz, DOnoso,
1fo, and Fuentes as with

Hemingway. Joyce, Faulkner, Lawrence, Mailer. Updike,

or Bellow. It is from these

Tamazunehale takes its post-M
effects: a central character
alpaca-herder - who originate
in Fausto's mind, then appeal
the LA Freeway (he'd gotten 1
not actually seen by anyone e
Chapter Six when he appears i
thereafter one more "person”

continual blending of "actual

Latin masters that
odern techniques and

- Marcelino, the Inca

s as the sound of a flute
5 with a herd of alpaca on
ost in the Andes), but is
1se in the story until

n Fausto's bathtub and is
in the barrio family; a

" and dream events in the

l1ife of the protagonist (Fausto's trip to Peru, his
racing trip to Mexico, his smuggling operation, and the

whole Los Feliz Theater show)

; fantastic events depicted

in "realistic" detail (the little cloud which blows all
about the barrio dropping snow here and there); and
dead characters who act alive (Fausto's wife Eva and
Fausto himself in the transcendental picnic of

Chapter Thirteen when people

become foxes, chrysanthemums,

a dog's howl, a rustle of wind, and cars prance like

horses) .

As though to confirm this influx of Latin

American narrative style which numerous critics have
observed in Tamazunchale, Arias has referred to a taco
vender he once Sbserved in Michoacan as a model of

artistic performance.

Describing how this "Sefior

Chivo" heckled, teased, and challenged his customers,

Arias notes that his "qiving, cabuleando . .

style of

expressing language and experience, +hig exchange of
assaults and retreats, glimpses of truth and untruth,
this game-playing with reality" offers the image of a
truly epistemic alternative to the crisp, reductive,
journalistic prose style so common in American English:
"I'm annoyed when somecne says they can explain Or
understand another person completely, as if they were

writing Time oY Newsweek epithets:

'Juan Valera, the

balding, 40-year-ocld misogynist from Tijuana.' Poor
guy. He's now relegated to the ‘known' world of facts.
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No i
andmgitgiyéono complex%ty, ne gquestions. We can drop him
and go on ¢ the next item" (Arias, 1976). Having worked
as a_ ez i er with the Buenos Adires Herald, as a stringer
whose oc usives have appeared in The New York Times and
Malving mmentaries (most recently on the Falklands/
Ariasrssazar)_contlnue_to appear in The Los Angeles Times
roaing rgsiént;nce with English journalistic style the’
Dhovin hg n el sO0 many American novelists, is intimate
e Shg ,_an_ p;ofessional. He teaches journalism But '
experizpe shifting, double~jointed realities of Chicano
enpe regiiszggnottbe.eﬁc?mpassed, in his opinion, by
¢+ BStraightforward, and essenti ]
prose style. The mysteries " 1o, o aTe
pros L : r complexities, and question
technigﬁzzowﬁggﬁdgaiegt1;? thetsha§e—shif£ing ncaIrrativeS
: esent only be learned i
i?igligichsgﬁgly some part of the critical excite;ent
outnaie is t;g i;:;%e Eqvel was received by the Chicano
] . ization that the interli
which its style defines i Tal motnings ce
L _ L ; the "intercultural nothing"
g?ég?aétya;giébiﬁ to Chicano reality is somethin;ngon—
: an a river zone betw ]
U.S.7 1t it a spacs whi een Mexico and the
ich can reach as f
and as decy a5 Do : > s far as the Andes
e pas deep Quixote, taking Hollywood in stride
There are three passa " i
: ges of "advice" passed bet
Sﬁggicgizzugzicructﬁl moments in each of tﬁe three ngszgs
on, ree messages which provide a
> 3 - I} 0} sum-
Q?riﬁlng zlew of the stylistic intent and accomplishment
sceneeiﬁ Cﬁzgiezo;ks. ngte; a climactic, violent family
en o ocho, Juan Rubio gives hi
a parting blessing; both fath d . covering
e Ehag bless of’the' 3 er and son are recovering
: ir first physical confrontati
agd Rlchard-has now told Rubioc for the first time ;gn,
his aspiration to be a writer.

"Do you want that more th i
an anything?"
and f“Yeg, my father, More than anything,
orgive i
o mothgr." me if I put that before you and
"There is nothing to forgi " i
: give said
Juan Rubio. "Only, never let anyéhing stand
In your way cf it, be it women, money,
gr -- what people talk about today -~ position.
nly that, promise me -- that you will be
Erug to yourgelf, unto what you honestly
_elleve is right. And, if it does not stand
;gxﬁour wayitdo not ever forget that you are
can. was Juan Rubi
r o, io who was now
. "I could never forget that!" i
' C . " said
Richard.  (Villarreal, 1959, p. 169)

z:iho is a Mexican—%merican novel and its style par-
es only of polarities - Spanish or English, Mexican

e S e e
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or American. Since Richard is not, cannot ‘be, Mexican,
he must become an "American" writer, a magter of -Andlo
English who keeps hig Spanish at a distance and Incorpo-
rates it into that English only through c¢learly identifi-
able stylistic devices iIn which a tendency toward literal
translation rather than code-switching predominates to
the point of echoing that classic English platitude of
Shakespeare's Polonius, "po thine own self be true."
Again, the irony of that advice in the mouth of Juan
Rubio is a figure of the tragic irony of polarities in
which the narrator sees Richard trapped. ". . . and
forgive me i1f I put that before you and my mother"; since
as we have seen in the symbolic economy of the novel the
father is intimately bound to the power and priority of
Mexican Spanish as an epistemological system, it is only
by putting "that" - the professional domination .of Anglo
English - before his father that Richard has any hope of
success. From these authorial determinations, epistemic
choices, the style of -Pocho has its genesis.

T have already called attention to the final words
of Ultima to Antonio in Bless Me, U i1tima., the blessing
from which the novel takes its title:

I bless vou in the name of all that is good
and strong and beautiful, Antonio. Always
have the strength to live. Love life, and
if despair enters your heart, look for me
in the evenings when the wind is gentle and
owls sing in the hills, I shall be with you.
{(Anaya, 1972, p. 247)

The romantic sentimentality of this prose style -~ light
years distant from the verbal brutalities of An American
Dream or Executioner’'s Song, from the despairing
jocularity of Giles Geatboy, or the adolescent meta-
physics of Slaughtaerhouse 7ive - can be taken sexriously
only if its focus and image of audience are held in
mind, only if we remember the social background of loss
and marginality and despair against which Ultima speaks

and against which the "hlessing” of her book rises up.

That is, in speaking strictly to a Chicano audience I
whose historical and psychological needs are adjudged to _
be distinct and separate from those of the dominant a
language class, Anaya can generate a deviational prose

style calculated to serve those needs. The nostalgic, ‘
rhapsodic English style in which the voice of the
dying Ultima is cast focuses her advice on that segment ,
of the Chicanc audience {of which young Antonio is the |
embryonic symbol) which is actively searching for its
most fundamental images of cultural integrity and power. W
It is a voice neither credible nor comprehensible to |
the monolingual Anglo reader. Withdrawn into &

gestational isolation, the voice of Bless Me, Ultima .
proclaims a romantic detachment from the dominating 1
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Anglo styles, as its i
detachment from thz dgﬁiizitvﬁ Ttare
values, medical arts,
matri; language.
inally, in the magical tra
¥ gedy of T

gizzz:;zZaie a new voice of confideﬁce, pggmjzgd :gd
shape—shift?ﬁaks through_its protective layers éf
o Do anifed g ﬁn§ disguise. Within the play "The Road
Foad poane ale" in Chapter Eleven (of the novel Th
onia, Lo Ta gzunchale) the following dialogue occurse
"probagl etween two actors, an "old man," who i

Y Robert, Smaldino's eldest son,; with aﬁs face

patterned by black L
pevive A3 crayon wrinkles, and a little girl in

£ a correspondin
ultural mores, scie 121
3 L ntific
and reality prlncipleé of the

"Mijita . .
Tamazuncgale." - eberyone should go to

:W@at's it like2™
are di?égieigy otheriglace. Oh, a few things
:What at yoa ﬁean?¥ou want them to be.”
Well, if you see a bir
: d, you
it'znd it'll talk back., If youywanga:o;:igi;o
aboutyggrs'd If You want to be an apple, thini'
e mig;t gguhmigh? be hanging from a tree
polon mig e in someone's hand, maybe
"Could I be a flower:"
:You can be the sun."
"How 'bout the moon?™"
"You can be the stars. ., . .
"g??Itlf I want to be me again?"
28, you can be a song of é milld
i1l
igugds, or yoﬁ can be a little girl liste;?:
ne sound. (arias, 1975, p. 89) 7

The old man (who iz not reall

a 1 ) Y an old man i
gezzg?Yes;Tig speaking og death (which is)ﬁo:hiegiii
e éiare we going to die?"” she asks, plantin
agninee pa onerst person glural pronoun sguarely I
Taver ce dramat'reallty wblch cught to cut through ever
D Yesios, dran 1¢, narrative, fictional, and personal Y
roils "éex aé MIJ%ta, the.reader responds to that small
authoé e e going to die, book, paper, print
man confouﬂdgeigggspi?gﬁizr riader; s Arias's’old
with an assertion as bafflﬁég Z:titni:uEZ;:aigsponse'

ne dles
in Iamaz un al e
No o Ch -

"Well s Sone
PrEtending.“ people do, but they're only

"Like in the movias?"

"Not exactly. The i
. Y do die, t !
buried and people cry, and some'ofhgﬁer;egven

o
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become very drunk. . . ."

vrhen what happens to the dead people?”

"They usually see how stupid it is to
die, so thay come out of the earth and do
something else.”

"po we have to die if we don't want to?"

"Not unless you're curious. That's what
happens to most people. They have to try it
once."” (ibid., pp. 89-20)

Are we going to die? "No one dies in Tamazunchale"”
{Tamazunchale: the play, the novel, the liberated
fictive imagination, the mystery which human imagination
jtself is only the figure of). Do we have to die if we
don't want to? "Not unless you're curious." With

thase questions Chicano fiction addresses a "we" for
which the labels "Anglo" and "Chicano" become just that,
useless labels. This is decidedly nof to say, as one
reviewer has, that The Road to Tamazunchale "transcends
Chicano experience." Precisely the contrary. I
believe the fictional veoice which speaks in this imagin-
ary drama could only have come from the interlingual
space of Chicanc experience. Its tone of familiar
commerce with the dead ~ reflected in the easy presence
of Fausto's dead wife Eva, in the David episode, in
Marcelino (who seems like a visible spirit), and cul-
minating in the supra~rational certainties of this
dialogue and the vision of Fausto's wake in the firpal
chapter - owes more to the memories of the Mexican Day
of the Dead festival (November 2) and its magnificent
ofrendas of candies and sweet breads, to the vivid
intercession of a multitude of santos in daily affairs,
to the skeletal cartoons of Posada, and the poem "Muerte
sin fin" of Jose Gorostiza than to anything in the North
American Gothic derived from Edgar Allen Foe. Oon the
othexr hand, Temazunchale's conguest of despair, its tone
of assurance beyond everything, so evident in the above
dialogue, echoes directly that sublime Anglo-American
prophecy of Walt Whitman: "po die is different from
what anyone supposed, and luckier" ("Song of Myself,”
T.130}. Only in that distinctly interlingual Chicano
space, of but not in both Mexican and North American
linguistic and folk traditions, could a fictional voice
in the 1970s find the stylistic grace with which to
avoid, to sidestep capably and convincingly the flat
realistic "yes" we must feel looming in the little
girl's primeval questions: Are we all geing to die?

Do we have to die if we don't want to? And that,
raising yet another faithful and fidedigna illusion in
the face of death's dominion, is what the art of
narration has always been for.

L T P S,
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