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Samandrag

Woman Hollering Creekv Sandra Cisneros er ei bok som har vore vargkele
plassere i ein sjanger. Den har blitt kalla eikksté og ei novellesamling, og fleire av
tekstane i boka har blitt diskutert og analysedtviduelt utan at resten av boka har
blitt nemnt. | denne oppgava vil eg diskut#&v¥eman Holleringsom det eg kallar ein
“bildungscomposite,” det vil seie ein sjanger soan keiast & vere ein hybrid av
Bildungsromarog short story composite. | samsvar med compagsategeren er dei
22 tekstane i boka sjglvstendige og fullstendigstee som kan lesast kvar for seg,
samtidig som det finst forbindelsar mellom dei kil tekstane som gjer at vi kan
lese boka som ein heilskap. Boka er inndelt i @ladsom tydeleg representerar
barndom, ungdom og vaksenliv, og dette tilsei@pgibygginga av boka er fastsett av
Bildung

Eg vil hevde at a les&/oman Holleringsom ein bildungscomposite vil gi ei
meir heilskaplig forstaing av boka fordi struktuiiezin composite gjer det mogleg a
sja samanhengar pa tvers av inndelinga av bok&oBkjuderar med at denne
hybridsjangeren er eit resultat av litteraer “trarigkasjon,” eller transculturation, og
at dette er ein sjanger som er godt egna til @iskihangfaldige og heterogene

samfunn som, for eksempel, Chicanos/as.
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Preface

When Sandra Cisneros’¥oman Hollering Creetvas first published in 1991, it was
under the nam&/oman Hollering Creek and Other Storidfie words “and other
stories” in a title, according to both Susan Gatlsann and Hans H. Skei, usually
signify a collection of individual stories that leaxo connection to one another.
However, in the later editions Woman Holleringthose three words have been
removed from the title. Whether this adjustment ewasnscious decision made in
order to dissociate the book from the genre ofts$tory collections we do not know.
The book is difficult to categorise, and criticsmat seem sure of how to label
Woman Holleringit has been called a “text” and a short storyemtion, and
individual texts have been excerpted from the barudk discussed in isolation.
However, | believe thatvoman Hollerings more than merely @ollectionof stories,
and that the texts are connected in a way thatoffee reader a fuller understanding
of the book than if the stories were to be reacsaply and isolated from the rest of
the book. Drawing on theory on tBddungsromarand the short story composite, |
will argue that the complexity &/oman Hollerin¢s generic province can be
resolved if we read it as what | will here refeaa “bildungscomposite.”

In chapter one | will give a short survey of thevfecholarly works | have
found onWoman Holleringand how the critics understand the genre of tdukbl
will then give an outline of the genrBddungsromarand short story composite.
Chapter two will focus on the concept and theooiesore and satellite stories,
followed by analyses of the central stories oftibek (seven core stories and three
satellite stories). In chapter three | will offediacussion of the three trajectories that
the strings of core stories offer: individual idéntcollective identity, and rite of

passage. As my discussion will hopefully show, geseric hybrid, the



bildungscomposite, is the outcome of literary tansiration, and this is the main

focus of the concluding part of the thesis.



CHAPTER |

In this chapter | will first summarise the few stdrty works | have found that discuss
Woman Holleringor parts of it, and the critics’ take on the geaf the book. | will
then give an outline of the short story composéerg, and the development of the
Bildungsromarfrom the traditional GermaBildungsromarto the newer, revised
versions of the genre, such as the ferBal@ungsromarand the Chicano/a

Bildungsroman

Woman Hollering Creelkand the question of genre

Woman Hollerings a short book of 165 pages. It consists of @f8es, or texts,
varying in length from one page to 29 pages. Thakh® divided into three sections:
the first section, “My Lucy Friend Who Smells Lik®rn,” consists of seven stories;
part two, “One Holy Night,” has only two storiesichthe third part, “There Was a
Man, There Was a Woman,” consists of 13 texts.thhee parts represent three life
stages: childhood, adolescence, and adulthood, a&illdargue that this division
suggest8ildung as the organising principle of the book.

In her essay “From Llorona to Gritona: Coatlicué-eminist Tales by
Viramontes and Cisneros,” Ana Maria Carbonell imsd&Woman Hollering Creek”
as a short story (71), and discusses it in reldbddelena Maria Viramontes'’s “The
Cariboo Café” fromlhe Moths and Other Storiesnd Gloria Anzaldua’s concept of
“Coatlicue states” fronBorderlands/La Frontera: The New MestiZimilarly,
Jacqueline Doyle extracts the same story with notime of the book it was taken
from. She analyses “Woman Hollering Creek” withds®n the figure of La Llorona

and the revision of the myth, and also draws onaddia’s notion of the New



Mestiza, a “new woman,” born out of the borderlaadd transcending the traditional
gender roles.

Mary P. Brady discusses several of the storieslation to each other, the
concept of loiterature, and the shaping of publemuaries, but she labels the book a
collectionof short stories. So does Maythee G.Rojas, althshg is the only one to
mention that the stories are divided into threegp@nd she also sees that “Cisneros’s
stories are linked in their attempt to trace theettgpment of a Chicana/Mexicana
feminist consciousness” (136). Brady and Rojas b®ainclined to call the book a
short story collection because they both work \eitlitions with the titldVoman
Hollering Creek and Other Storie$he addition and Other Stori€sis, according to
both Susan Garland Mann and Hans H. Skei, thedfigrshort storgollection since
such a title obviously makes no claim that theiestoare connected. The later editions
of Woman Holleringhowever, do not have these three words in tlee Whether this
is a conscious choice made in order to dissodmdook from the short story
collection genre we do not know, but it does maleasier to claim that the stories are
linked.

Jean Wyatt discusses “Woman Hollering Creek”, “NeMarry a Mexican”
and “Little Miracles” in relation to each othercigssing on gender discourse, gender
roles, and Mexican vs. Anglo discourse. She comdutat “Viewed from the
perspective of the collection seen as a wholethtee stories can be seen as parts of a
dialectical process of negotiating with culturains ...” (266).

In her article on translation and untranslatabilityvVoman Hollering
Harryette Mullen analyses “Never Marry a MexicaiWWoman Hollering Creek,” and
“BienPretty” primarily, and mentions several other igt®rShe discusses hidden and

coded messages, and insider discourses that stseifimany of the stories in the



book. She suggests that the Spanish language’sx\dtiak as “an insider code
comprehensible to some but not to others” andasstion as a repressed language in
a country like the U.S. where English is the domtrlanguage “might be read as the
primary signification of the entire text” (4). Hower, she entirely avoids the question
of genre and consistently refersvioman Holleringas a “text.”

Elisabeth Mermann-Jozwiak, on the other hand, desesiss genre: “Cisneros
has suggested her interest in innovation: ‘I'm just taken by the linear novel
form. ... 'm much more interested in something neptening to literature.’As a
result, she turns to the short story” (Mermann-Jakw08-9). She says that Cisneros
experiments with thehort storygenre. And she is right — many of the stories in
Woman Holleringare not conventional short stories. However, Gssidas not only
written individual stories, but narratives that aomnected and must be seen in
relation to each other if one wants to get a moragrehensive reading of the book.
Mermann-Jozwiak isolates “Little Miracles, Kept Rriges” from the rest and does
not take into account the connectedness of theestand the unity of the book as a
whole.

A. Robert Lee is the only one among the criticadénfound writing on
Woman Holleringo suggest that the bodsa short story composifeyhen he calls it
“a Dublinerslike Latina cycle of childhood, family, religion, and love aiffs” (331).
He only mentions it in passing, though, and dodstaborate on his classification.
His comparingVoman Holleringo James JoyceBublinersmay spring from the
fact that both works have what Mann calls a contpgsiotagonist: the stories may
have different protagonists, but taken togethey fivevide a general picture of e.g. a

people, a class, or a generation. Mann also saysntBubliners“there is an

! Cisneros quoted in Mermann-Jozwiak.
2 There are many different terms being used forghisre. For the course of this discussion | will be
usingshort story composite



archetypal Dubliner who moves from childhood toldthod” (38). | think this is
also true oMvoman Holleringoecause the book is divided into three sectioats th
represent childhood, adolescence, and adulthoadaléimough the stories all have
different protagonists, we get an overall sensBiloiung throughout the book.
However, | would hesitate to use the word “archatyms it implies that one
character is representative of a large group, atadriot think that a people can be
reduced to an “essence.” | will come back to thegosite protagonist iloman
Hollering later in the discussion.

What several of these critics touch upon is thenectedness of the stories and
the development, or gradual maturing, of the pratégs. Mullen and Wyatt both
suggest a “primary signification” of the whole bodlee’s comparison of the book to
DublinersimpliesBildung and so does Rojas’s statement about denelopmensof a
Chicana/Mexicana feminist consciousness” (emplrasig). However, | think we
need to combine two genres for any of them to stlek theme oBildunglinks
together stories that otherwise would not fit tleeaiption of a short story composite,
but if we considered the book as merelyodectionof short stories, we would not see
the connection between the stories. It is thisdg@pendence of the two genres that
makes Cisneros’s text so interesting. The divisibtihe book into the three sections —
which clearly represent childhood, adolescence aaudthood — suggesBildung as
the organising principle, and allows us to readibek in terms of a short story
composite. This also means that we must look betyloadripartite division of the
Bildungsprocess since the composite structure, as | s does not stay within
these divides. Unlike other compositégoman Holleringoffers up three different
overlapping strings or trajectoriesBildungin various manifestations, which further

complicates the reading as these strings run abaikseach other and the tripartite



division. This is the main focus in chapter twa; floe rest of this chapter | will set up
the generic backdrop for a discussion of a hybeidrg made up of the

Bildungsromarand the short story composite.

Woman Hollering Creekand the short story composite

There is general agreement among theorists thaégeannot be reduced to “a
system, a set of rules, or immanent laws” (Barit®#s). They are “subject to
historical change and modification” (Bartnes 1%#)d every new text brings
something to the genre. Skei even claims thattadigas not necessarily have to be
confined to one genre. In his analysis of Madismme3’'sSeason of the Stranglae
says that there are indications that the text ik bawovel and a short story sequence

(216). Skei concludes that

Season of the Strangler a hybrid form, somewhere between the novelthadhort
story collection, but most of all a form that bateefrom both genres. Hence, we
might profit from a discussion of the so-calledslsbory cycle, which | prefer to call
short story sequence, which theorists situate sdrambetween novel and story
collection, and which might offer us better toads bur interpretive work with the
text. (217)

There are several different terms being used fat\@kei chooses to call a
short story sequence. In his essay “The Short Seguence: An Open Book” Robert
Luscher lists some of themovelle (a combination of the wordemanandnovellg,
short story composite, short story compound, irdegl short story collection, short
story cycle, and Luscher’s preferred term, shantyssequence. Maggie Dunn and
Ann Morris have suggested yet another label: comtgosvel. Different terms carry
different connotations and emphasise differentitjeslof the genre; Luscher has

problems with most of them. To himgvelle “refers to the form’s dual impulses but



suggests the presence of a causal and temporatimardimension most sequences do
not possess” (149). He probably would have incluctadposite novel here if he had
heard of it The Composite Novelas published six years after Luscher’s 1989
article). In their booklhe Composite Nov&lunn and Morris propose the term
composite novel and give a definition that coulst jais well be used for the short
story composite. It seems to me, however, that #neya bit too eager to invent their
own genre and have merely adopted and slightlyesltdefinitions and examples of
the short story composite. They themselves state"tiinesburg, Ohid (1919) is the
book that most people will think of when they heee termshort story cycler read
our definition of the composite novel,” implyingatthe two terms are
interchangeable (Dunn 52). They also give as exesnpl composite novels works
that have been discussed as short story compasitesumber of critics e.g. James
Joyce’sDubliners Ernest Hemingway'i Our Time and William Faulkner'€so
Down, MosesThe creation of this “new genre” consequentlynsesuperfluous and
serves only to add yet another term to the alrexasting abundance of names.

The flaw of terms like composite, compound, andgnated short story
collection, Luscher claims, is that they “fail tedicate the importance of the stories’
sequential nature or the recurrent elements tloatighe more dynamic unity” (149).
The widely used short story cycle “deemphasiz[les]Molume’s successiveness,”
which seems to be the most important aspect toHarséle chooses to use the term
short story sequence because it “emphasize[sktmer’'s development of meaning”

(149). Critics may have good arguments for thein@neferred term, but in the end, it

% by Sherwood Anderson.

* Prior to the publication 6Fhe Composite Novéi 1995 all of the following books, including
Winesburg, Ohipfeatured in Mann'§he Short Story Cycl@d989), and the works have been discussed
as short story composites by Rolf Lundén, SandeaKleppe, and Forrest Ingram.



seems that what people choose to call this paatigdnre depends on whether they
focus on the unity of the whole or the individuglaf the texts.

Whichever term you choose to use, though, the fsegion is more or less the
same: the short story composite is a hybrid genite agpects of both the novel and
the short story collection. In her essay “Faulkhgelty, and the Short Story
Composite,” Sandra Lee Kleppe defines the compasit&a book consisting of
several stories that function simultaneously asraunhous units and as parts of an
interrelated whole” (173), or as Lundén puts i) ten work consisting of closed
stories” (60). The main characteristic of the cosifmis “thetensionbetween the
centripetal unifying strategies and the centrifugates of disjuncture,” (Kleppe 173)
— or between the connectedness of the storieshandndependent quality.

In his bookThe Contemporary American Short-Story Cycle: ThHaniEt
Resonance of Genr@dames Nagel claims that Sandra Cisnefbls&sHouse on
Mango Streeta book that many critics discuss aildungsromanin fact is a short
story composite. Nagel argues that there are se\wifying principles” that connect
the stories ilMango Street“the recurring issues of religion, sexual conduct
education, and financial aspirations provide awlioigical continuity that affords
coherence for the brief short stories that cortstitiie volume” (106); “a continuing,
first-person narrative voice” (107); and that tharies are organised chronologically
(107). These are qualities that one would also &pefind in a novel. However, the
aspect that in Nagel's opinion makes the book apmmite (or short story cycle as he
calls it), as opposed to a novel, is the autonofrgvery story; that “‘each story in the
collection could stand on its own if it were todeerpted™ (Ellen McCracken
guoted in Nagel 107). The stories are at the sanmeihdependent narratives and

parts of a connected whole. Depending on from whrafle we look at it, we can see



the book as many or as a whole; the boundariesdeetthe narratives are at the same
time present and nonexistent. Together these feaall contribute to the distinctive
tension between what Mann calls simultaneous sdfieeency and interrelatedness

(15). Forrest Ingram sums it up nicely when he asks

When do the many cease being merely many and cbing@@ane? Conversely, when

does a “one” become so discrete and differentititatiit dissolves into a “many”?

Every story cycle displays a double tendency oérdisg) the individuality of its

components on the one hand and of highlightingherother, the bonds of unity

which make the many into a single whole. (19)

Within the short story composite Rolf Lundén, ofi¢he principal theorists on
the composite, suggests four subgenres with “gésttectural patterns” arranged
from tightly to loosely organisedycle sequencecluster, andnovella(37). Lundén
himself admits that the substructures “are not absdut ... overlappings occur, and,
also, ... there may well be short story compositas dio not fit any of these patterns”
(37). If these categories are so vague that a giverposite might fit in one, several,
or none of them, one might ask how necessary dulusech subgenres are. | will
suspect that it does not add much to the readirgtext to know where it is located
“on a scale from closure to openness” (Lundén 37).

While Lundén’s subgenres are based on structuranMaggests a thematic
subdivision. An important subgenre, says Mannbpaséd on thbildungsroman
stories joined together to describe the developrmakatyoung person, generally from

adolescence to maturity” (8-85ome do follow one protagonist throughout the hook

but in others each story has a new protagonisttheosame ones only appear in a few

® | believe, however, that this hybrid, which | dailldungscomposite, enriches tB#dungsroman
genre more than it does the composite, and if wisider it as a further development of the
Bildungsromannew possibilities open up: the form of the coniigoallows the author to focus on
essential events in the life of the protagonistdidition, the possibility of a composite protagni
makes it possible to portray tBédung of a people, rather than the traditional focu®oly one
central character. This is the focus of the conalgighart of the thesis.

10



stories — the different characters forming what Maalls a “‘composite personality’”
(20). In relation to one of the texts\oman Hollering“Little Miracles,” Mermann-

Jozwiak says that

Through its large cast of characters and polyplainpices, the story ... challenges
constructions of a singular and homogenous Chisabfect; instead, these petitions
reflect heterogeneity through the multiplicity @frcerns and tensions evident in the
lives of Chicanas and Chicanos. (109)

This is also a representative statement of the evhobk; the “polyphony of voices”
resist generalisation and make up a diverse coleedentity, or composite
personality.

One example of a short story composite with a can@@rotagonist is Ernest
Hemingway’sln Our Time Here we see Nick Adams appearing in only sombef
stories, but the other protagonists are so sirtoléwim that they almost blend into one
character. Mann explains that “Carl Wood arguesith®ur Timeis unified by a
composite personality which is based primarily ackNAdams but which extends
beyond his individual personality” (75). She alsates that “The form of the cycfe
is especially well suited to describe the maturapoocess, since it allows the writer
to focus only on those people and incidents thaeasential to character
development” (9). | will come back to the combinatiof Bildungand short story
composite at the end of this chapter.

“The major difference between the two groups [gngl. composite
protagonist],” Mann says, “is that those with a pasite protagonist are in a better
position to generalize” (10). However, | think tleatomposite protagonist can also
have the opposite effect: the different charadedrthe author express diverse aspects

of the people she/he wants to portray without teger of character inconsistency.

® Her preferred term for the short story composite.

11



Also, | think one should be careful not to be temeralising. A group of people is
made up of individuals that cannot be lumped inte category and labelled without
bearing in mind the uniqueness of their persomaliti therefore choose to see the
composite personality Woman Holleringhot as an “archetypal” Chicana/o, but as a
multifaceted identity reflecting the many pathseasoen can take. This is a similar
view to the one Brewster Ghiselin takes in relatmBubliners “the separate
histories of its protagonists [compose] one esakhistory, that of the soul of a
people” (quoted in Mann 31). The structure of doenposite, with its tension

between the individual and the whole,

“lends itself to an exploration of the unique crétiidentity shared by a group of
people, whereas the novel is suited to an interstivéy of an individual or a few
individuals. The composite, in other words, offanganoramic view of a setting and
its people, whereas the novel’s form demands liroiteof focus to individuals.”
(Joanne Creighton quoted in Mann 10)

Thus, a short story composite with a compositegganist is a good vehicle
for portraying Chicanos/as, because it allows fahlgeneralising and exploring
different aspects of a people. The cultural-sdegadkdrop oMWoman Hollerings so
complex and fragmented that it would not have l@eperly represented by a
traditional individual protagonist. As Richard Raplrez states in his article “Going
Home Again: The New American Scholarship Boy”: “thavel, in my opinion, is not
a form capable of being true to the basic sensemimunal life that typifies Chicano
culture. What the novel as a literary form is hezgiable of representing is solitary
existence set against a large social backgrourid)’ (2vill therefore argue that a

composite personality, on the other hand, is abapture the multiplicity of a

heterogeneous community like the Chicanos.

12



We can find several of what Kleppe calls the “katecia of the composite” in
Cisneros’sWoman Hollering173): each story has its own title, which helps to
establish its individuality. The stories are alstomomous narratives and can stand
alone — several of the stories have been anth@dgad many of them were first
printed in magazines before they were publishedl lasok. Features that unite the
stories are common themes, and setting, e.g. tya&iagon of the borders between
countries, cultures, languages, religions, and gendVe can also see, as Wyatt
suggests, a theme of redefining cultural mythsalsd, | think, questioning and
challenging received knowledge and establishedioeis notions. Another
connecting device is the composite personality thatbe gathered from the different
protagonists in the stories. The procesBitifungalso serves as an organising
principle that links the stories together. Togethieese features make up a “balance
between the closural strategies of the individtmlies and the openness of the
volume as a whole” (Kleppe 173), that is, agaie,ténsion between the

“simultaneous independence and interdependendedtories” (Mann 12).

The Bildungsroman

As previously mentioned, tH&ildungsprocess serves as a structuring device that
links together the stories ¥Woman Holleringand | will come back to this after a
short survey of the history of tiBldungsroman

TheBildungsromaris commonly associated with .@entury Germany, and
Goethe’sWilhelm Meisters Lehrjahr€l795) is generally considered the archetypal
Bildungsromarfrom which the genre originated. The wdidungsromaris
German, and is a compound made uBitdfung (education) an&Roman(novel).

Attempts at translating it have led to terms likbé novel of youth, the novel of

13



education, of apprenticeship, of adolescence,it&iion, even the life-novel™
(Jerome H. Buckley quoted in Labovitz 2), but nohéhese can replace the original
term. The German word is largely kept in the Erglaguage of literary criticism
today, perhaps because of the difficulties of defjrthe genre and finding an English
equivalent for it.

The Oxford English Dictionary describes the clasidgildungsromaras “A
novel that has as its main theme the formativesyeaspiritual education of one
person (a type of novel traditional in German &tare).” Since its “birth”, the genre
has moved out of Germany and developed, and tlasréden much discussion
around how to properly define it. It seems impdssib agree on a definition and
attempts to characterise the genre have beensedifor being too broad or too
narrow: too wide a definition is incapable of dafigpanything, and a too narrow one
leaves too many novels out. In his essay “The Biggwoman for Nonspecialists: An
Attempt at a Clarification” Jeffrey Sammons stdtett if the term is applied too
indiscriminately, it would “introduce an uncontratle arbitrariness into the usage of
the term that, in turn, raises the question whysthauld retain it at all” (35). In his
own attempt at defining the genre, Sammons suggeststhe Bildungsroman should
have something to do wiBildung, that is, ... the shaping of the individual sedin
its innate potentialities through acculturation aodial experience to the threshold of
maturity ... It does not much matter whether thecpss oBildung succeeds or fails”
(Sammons 41).

An intrinsic aspect of thBildungsromaris the rite of passage, a process that,
according to Thomas Vallejos, is “associated witl ke crisis, such as birth,
puberty, marriage, death, or any important chadgep®rson’s state, social position,

or age” (6). It signifies a transformation of th@fagonist, and e.g. the puberty rite of

14



passage can be divided into three phases: 1) ‘@@paof the child from the

parents,” 2) the “transitional phase,” and 3) “aggation, or reintegration” into
society (Vallejos 6). These three stages are alsesentative of what thgildungs

hero goes through during the course of the boat tlaa last phase, reintegration, was
an important part of the traditionBlldungsromanAfter being off on his own and
discovering himself, the hero returns to society bacomes an integrated part of it.
Annie O. Eysturoy explains that “According to Hedéte Bildungshero’s] path to
maturity and wholeness, steers him toward an asgeree to existing social values
and norms” (9). However, for aggregation to bellgp@ssible there needs to be a
unified society for the protagonist to return te Mermann-Jozwiak points out, today
“unitary systems of values or stable centers aregfce no longer exist” (113).
Eysturoy confirms and elaborates on this, sayiag) ‘tlncertainties of contemporary
life are reflected in the often indeterminate egdinf the moderBildungsromanin

which social integration is only obtained througime kind of compromise” (10).

The female Bildungsroman

Very few of theBildungsromanavritten in the 18 century were by women and about
women and the ones that did have a female heroéne mot acknowledged as
Bildungsromanaeintil later. There were, of course,™€entury novels with female
protagonists but these did not quite fulfill theafiications of theBildungsromanin

her bookThe Myth of the Heroine: The Female Bildungsronmatine Twentieth
Century Esther K. Labovitz states that “even those wevkgh started out as
potential femaldildungsromangtraced the heroine’s growth up to her physical
maturity to the neglect of her potential for funtidevelopment” (5). A novel might

start out as 8ildungsromanbut the heroine’s quest for self-discovery, whbne
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of the major characteristics of tBddungsromanis not followed through. Labovitz
calls this “nineteenth century novel which begamad then faltered in its attempt to
trace a heroine through her various stages of dpu&nt, ... the ‘truncated female
Bildungsroman’ (6).

The late arrival of th8ildungsromarheroine Labovitz further suggests, was
due to the fact th&ildungwas not available to women in the nineteenth ggntu
Women were expected to marry, have children andinhia house, and “this new
genre was made possible only whgildung became a reality for women, in general,
and for the fictional heroine, in particular” (Labtz 6-7). Labovitz calls it aew
genre, because there are several differences betiveenale and the female
Bildungsromanin her book, she examines four twentieth centenyale
BildungsromanégDorothy Richardson'®ilgrimage Simone de Beauvoirlemoirs
of a Dutiful DaughterDoris Lessing’<hildren of Violenceand Christa Wolf'S'he
Quest for Christa J.and tries to characterize this new genre andméte how it
differs from the traditional malBildungsroman

Firstly, the heroines do not start their journathva sense of self like their
male counterparts; they “search for a self loshwttildhood” (Labovitz 248), and
have to completely reconstruct their identity aloing way. Secondly, Labovitz states
that the femal8ildungsromarhas feminist undertones, even if the protagomishs
to avoid such thinking. The heroine’s place in aiipechal society and the way this
society affects her are important elements ofdbkisre. So is the “rejection [of the
patriarchy] in the heroine’s quest for self” (Lalt@\249). A third characteristic is the
rebellious nature of these women. They do not reigheir allotted place in society,
but “challenge the very structure of society, ragsguestions of equality, not only of

class, but of sexes as well” (Labovitz 251).
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These characteristics comprise that new genrdethaleBildungsromanAs
Labovitz puts it, “Even while these writers attaghileemselves to a traditional genre,
they elaborated upon the older structure, challémgeassumptions, and finally

fashioned it intdBildungsromaneepresentative of women'’s culture” (257).

The House on Mango Streets Bildungsroman

As mentioned briefly before, one book that is frexfly discussed as a
Bildungsromaris Sandra CisnerosEhe House on Mango Strektowever, it fits in
neither the traditional, male category, nor enjiialthe new genre of female
Bildungsromarsuggested by Labovitz. What Cisneros has doneMaiihgo Streets
another “rewrite” of théildungsromargenre. The book, divided into 44 short
chapters, follows the protagonist Esperanza, agd@hicana growing up in a
Chicago barrio, through one year of her life whes family lives on Mango Street. In
her essay “Crossing the Borders of Genre: Revisibise ‘Bildungsroman’ in
Sandra CisnerosBhe House on Mango Stresatd Jamaica KincaidAnnie Johi
Maria Karafilis discusses the changes Cisneros mdkially Karafilis describes the
classicaBildungsromaras “a novel that relates the development of a€jnal
protagonist who matures through a process of agatiibn and ultimately attains
harmony with his surrounding society” (63). Thisaigenre that does not meet the
needs and intentions of women writers of colour, éikd Labovitz’'s women authors,
they need to fashion out of it their own versiontt@Bildungsromarthat will be true
to their way of writing their version of reality.sALeslie S. Gutiérrez-Jones puts it,
“Cisneros must create her own space, and asseoirevoice, within a culture not

historically open to her” (310).
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The first of Cisneros’s revisions, Karafilis saigsher privileging of the
communal over the individual that has been so itgmbin the traditional
Bildungsromaninstead of searching for her identity throughf‘sésorbed
introspection” (Gutiérrez-Jones 300), Esperanzastoutward to the Chicano
community as represented by the street she liveslany of the chapters are named
after people she knows or who live in the neighhoad, and largely through their
lives and mistakes does she discover who shelisvho she wants to be. As Dianne
Klein points out, “often Esperanza is guided byregbes of women she doast
want to emulate” (24). When Esperanza at the enldeobook states that she will
leave in order to return “For the ones [she] leftind. For the ones who cannot out”
(110), it “reflects a crucial point of differencem the sacred ground of the literary
genre upon which Cisneros is poaching” (Gutiérezed 299). Here we see
Esperanza as one of the rebelli®ilslungsromarheroines who “challenge the very
structure of society.”

Another change that Cisneros makes is structuradtéad of using a straight,
linear narration to chart the chronological comofeage of the protagonist, she writes
herBildungsromann a fragmented, episodic form” (Karafilis 67).& bhapters are
very short and, instead of comprising a causaktiag, they take the form of what
Klein calls “epiphanic narrations” (22). This encages the reader to connect them,
fill in the empty spaces, and “construct them iatde, an experience” (Karafilis 67).
The circular composition of the text is apparenti@ concluding chapter where part
of the first chapter is repeated and Esperanzaosét® write the book the reader has
just finished reading. However, there is a sigalficchange: the opening lines of the
book read, “We didn’t always live on Mango Strd&fore that we lived on Loomis

on the third floor, and before that we lived on leeBefore Keeler it was Paulina,
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and before that | can’t remember. But what | remenmbost is moving a lot” (3). In
the last chapter it is changed to “what | rementbest is Mango Street, sad red
house, the house | belong to but do not belong109-10). After moving so many
times, “Esperanza ultimately remembers Mango Sttieetplace where she began”
(Karafilis 68).

The last major revision of Cisneros’s is “her cpite of American materialism
and manipulation of the stereotypical ‘American &re to include those usually
excluded — the poor and/or non-white” (Karafilig .6bhe house Esperanza dreams of
— although she wants “A house all my own. ... Nobtwlghake a stick at. Nobody’'s
garbage to pick up after” (108) — is not a londbcp. Esperanza does not plan on
isolating herself — on the contrary, she imagin@ssing the homeless in her attic:
“Passing bums will ask, Can | come in? I'll offetn the attic, ask them to stay,
because | know how it is to be without a house’) (&arafilis disagrees with critics
that read this as partaking in a materialist celtiwut rather supports Jacqueline
Doyle when she says that “Esperanza’s dream afusd of her own ... isoth
solitary and communah refuge for herself and others™ (Doyle quotearafilis
70, Karafilis’'s emphasis).

To Karafilis, an important element Bfldungsromandoy women of colour is
what she, borrowing the term from Francoise Lionoalls ‘métissagé or diversity.
Directly translated the French word means crosséing — in other words, two
different entities coming together and forming iadthin the case of the Chicanas, the
Mexican and the Anglo-American cultures merge tonfa new culture, a hybrid,
which has elements from both but is also diffefesrn both. According to Karafilis,
“the protagonist’s ability to achiewvaétissage- in The House on Mango Street

reconcile her Anglo-American and Mexican cultures- is the condition for her
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success and ... the condition for success in dthamntieth-centuryildungsromandy
women of color” (65). To summarise, these are Waat(filis identifies as Cisneros’s
major revisions irMango Streetl) focus on the community rather than the
individual, 2) short, “epiphanic” episodes insteda linear, causal narrative, 3) she
criticises the American materialism and encouragession of the normally

excluded.

Rivera’s ...y no se lo trago la tierrand Cisneros’sWoman Hollering

Creek

Another book that has been labelleBiElungsromans Tomas Rivera’s .y no se lo
trago la tierra/... and the earth did not devounti which portrays a figurative year
in the life of a young boy and gives insight inte tife of Chicano migrant workers in
the U.S. South-West in the 1940s and 50s. The gwatsat tries to remember what he
calls “the lost year” (83), which is commonly unskexod as the lost history of the
Chicanos. Through the recovery of his memoriespthealso discovers his own
identity. The book is made up of several storiegasfing length in which we see no
apparent plot progression; the narratives can finerd®e read in a random order.
Despite the lack of a linear plot or chapters lohkegether by causality, Ralph

F. Grajeda callsierra

a variation on th&ildungsromanfor the focus of Rivera’s work is not on the fioigy
of the individual, peculiar and subjective identityis rather informed by a concern
for the development of a social and collective-gghtification. It is not the
particular and idiosyncratic which is revealed thet general and the typical. (80)

" Rivera’s book is commonly referred totasra.
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Most definitions of thaildungsromaremphasise that the genre deals with the
Bildung of anindividual. The boy at the beginning and endierra is the entity that
unifies the stories, but he is not a conventiomatggonist. Rather, he serves as what
Julidn Olivares terms “the novel’s central conssiod 3); what we may call a
collective identity, the soul of the people. Graedates that “The characters ... all
are recognizable not through personal quirks iir fheerticular character, but rather
because they assume — at least within the contéiedChicano experience —
archetypal dimensions” (80).

I will suggest that this is also the case in Ciesar\Woman Holleringvhere,
like in tierra, we do not have a series of stories with “tradiglonarrative causality”
and a clear chronologic order (Ramon Saldivar i) jndependent short narratives.
Each story has a different narrator, but if sedlectively, these voices can also be
understood to represent various aspects of onacieay or perhaps different paths a
person can take. Together they form what Brady ¢alkocial identity” (114), or a
composite personality. Thus, it is not the identitypne person that is being
discovered, but that of a people.

Sammons’s claim that “It does not much matter wiiethe process of
Bildungsucceeds or fails” (41) implies, the way | seadonclusionfrom which it
can be determined whether the process has succeetild. Neither in Cisneros’s
Woman Holleringnhor in Rivera’'stierra is there a definite ending where we see if the
protagonists are successful or not. We never sepdbple in the last story bérra
reach their destination. The truck that is to tpamsthe migrant workers to the farm
breaks down and they come to a halt in the midfiteeoroad early in the morning.
The last paragraph reads, “the dawn graduallyraéfd the presence of objects ... And

the people were becoming people” (146). This da@®nly refer to the individuals
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that emerge from the truck being lit up by the daut,also the shaping of the self of
the people. The words “were becoming” (as opposétlécame”) do not signify a
completed action, but rather a process that isowiplete — they have not yet arrived
at their destination; their identity is not fullgrimed. Similarly, Lupe, the protagonist
in the last chapter dVoman Holleringdoes not succeed in reconnecting with the
Mexican culture that was abandoned in an earl@y<tTepeyac”), but neither does
she resign herself to a life apart from that ce@ltWe do not see her achieving
métissagebut neither does she fail to do so.

In this sense, thedildungsromanare “unfinished”; the process of
maturation is not complete. Maybe this is parthaf tonstant process of development
that theBildungsromarseems to undergo, and the Chic&ildungsromarns
emerging as yet a new formulation of the genre. @ritee ways it keeps renewing is
by merging with other genres, and this is whetman Holleringdoes: the
Bildungsromarand the short story composite come together ta famother hybrid
genre. This combination is even more suited fotraging maturation, because the
fragmented form permits the author to focus oniatwevents and episodes in the life
of the protagonist. Furthermore, the compositeggonist that a short story
composite allows proves a good vehicle for depicérdiverse and heterogeneous

people like the Chicanos/as.
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CHAPTER I

In this chapter | will first explain the essentialswhat Lundén calls core stories and
fringe stories. | will then propose three setsarkes stories iWwWoman Holleringin
other words three different ways of reading thekba® a bildungscomposite, and
analyse the texts that figure in these. | will aléscuss three satellite stories and give
my reasons for labelling one of them the fringeystif the composite. Finally | will
sum up the three sets of core stories and sudgasbiie of the texts in fact figures as
what Lundén calls the anchor story. The stringsooé stories | propose focus
respectively on the development of individual,sitiidentity; the maturation of a
collective identity; and rite of passage. Thesmg# do not correspond to the three
life stages that the book is divided into; rathleey traverse these divides, and even
overlap each other. Readigoman Holleringas a bildungscomposite offers a fuller
understanding of the book than a straightforwaglieatial reading, because the
complexity of a composite allows us to make conpastacross the divides that the
book presents.

Bildungand rite of passage are two terms that will bel uisehis chapter, and
| will therefore briefly explain what | understatmbe the difference between the two.
Bildung signifies the maturation of a character (or sevdraracters forming a
composite protagonist); in other words, the develept of an identity. Rite of
passage, as previously mentioned, refers to tlee ttages that Vallejos calls
separation, transition, and aggregation. A completeof passage requir@ldung
because it is a processtainsformationfrom one state of being to another. However,
while the rite of passage is an important aspeth@Bildungsromanthere can be

Bildungwithout the three stages of the full rite of p@gsa he protagonist of the
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second part of “Little Miracles,” for example, damature over the course of that
story, but it is not a rite of passage story; haturation revolves around her

reinvention of her own identity, and does not fallthe stages of the rite of passage.

About core stories

Rolf Lundén adopts Seymour Chatman’s tekmsielsandsatellites® to indicate two
types of stories in the short story composite. Rémmel, or core, stories are the central
stories of the book; they carry the plot and cartmeotemoved without doing

extensive damage to the composite. The satelbtéestare more marginal. They are
less significant to the plot, and may be deleteepltaced without damaging “the

narrative logic,” “although such deletion will naally lead to an aesthetically
impoverished text” (Lundén 126). The most margssellite is what Lundén calls
the fringe story, and | will come back to this ghor

“Anchor story” is what Lundén termstie kernel story’ of the volume” (124).
It often assumes a dominant position in the comedsi being longer than the other
stories, and has an interruptive function mucthexdame way as the fringe story. The
anchor story, according to Lundén, is most commeseitlyated at the end or in the
middle of the composite, and is often recogniseddlength. It is generally the
longest story in the book, but there are exceptiertgs “Godliness” in Anderson’s
Winesburg | will come back to the anchor storyWoman Holleringat the end of
this chapter.

Lundén analyses several short story compositesrinst of core, satellite, and

fringe stories, and suggests that in Hemingway®ur Timethe core stories are

8 Which Chatman in turn has translated from Rolaad!ies'’s termsardinal functions andatalysers
(Lundén 125).
° Lundén’s preferred term for core story.
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those concerning Nick Adams. The “non-Nick” storges less central and constitute
the satellite stories (132Voman Holleringhowever, does not have one single
character, like Nick, who can be said to unitelibek, so the core stories must be
identified in another way. The titles Wloman Hollerin¢s three parts are the same as
one of their stories; part one and two (“My Lucyelad Who Smells Like Corn” and
“One Holy Night”) is named after the first storytbie section, the third (“There Was
a Man, There Was a Woman”) takes its title fromaheepenultimate story of the
book. Their foregrounding may suggest that theyl Isoime special significance,
which might indicate that there is one core statyeast, in every section. Another
way of looking at it is in terms of length. In adyolike Woman Holleringwhere so
many of the stories are very short (in fact, ottlall 22 stories, only six are longer than
five pages), it might be reasonable to think thatlbngest stories are the most
important ones. This is partly true because, adl siow below, all the longest

stories are cores stories (except for “Eyes of Eapavhich is the fringe story).
However, it is not the length that makes them ctoees.

SinceBildungis the organising principle of the book, | wilgare that the core
stories inWoman Holleringare the ones that demonstrBiklung, that is, a
transformation of the protagonist (or compositeg@gonist). However, the composite
protagonist complicates the reading, because thrthaydifferent characteBildung
is represented in different ways, and inda&dman Holleringpresents three different
Bildungstrajectories that traverse the tripartite divisadrihe book. These all reflect
important elements @ildung of which no one can be considered more important
than the other two, and this makes it impossibiedtate one finite set of core stories.
| will suggest three ways of reading the book &ddungscomposite through the

three strings of core stories. These focus respdgton the quest for individual
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identity; maturation of a composite personalitygl aite of passage. However, the
strings are not mutually exclusive, and they oyertme of the stories figure in two
of the sets, andBien Pretty” appears in all three. This overlapping ssak
impossible to organise the analyses of the corgestaccording to strings, and | will
therefore discuss the core stories in the order aippear in the book. | will come
back to a more thorough examination of the corgysttrsings in the next chapter.

One set of core stories consists of “Tepeyac,” ‘®&téMarry a Mexican,”

“Little Miracles, Kept Promises,” andien Pretty.” This string shows a development
of individual identity, starting with “Tepeyac,” which the narrator starts her life in
Mexico City, but at the end of the story we seerbkaroved from her childhood’s
culture. The next two stories relate two womenigytio redefine the roles imposed on
them by society. In “Never Marry,” Clemencia’s atigt at reinventing her part in her
relationship with her lover is less than successfsilshe ends up replacing one set of
qualities with another within the same gender sylgem. Chayo in “Little Miracles,”
however, succeeds in rediscovering herself thrargalternative approach to religion
and the goddeda Virgen de Guadalupén the final story, Bien” we see Lupe

trying, and failing at (re)connecting with the eukt abandoned in “Tepeyac.” It is
also significant that all four protagonists aréstst® as the quest for identity is often
tied to the act of creating.

The second set of core stories shows the maturatiarcollective identity
through four women'’s reactions to betrayal. Theigsoanalogise the position of
Chicanas in relation to, and their increasing irahelence from men. This collective
identity becomes gradually more self-assertive,thedocus is being shifted from the

men to the women themselves. The narrator of “Oolg Night” is betrayed by her

91n “Tepeyac” this is only implied, but I will comeack to that later.
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“Mayan prince,” Chagq, but in the end claims that still loves him. Cledfilas in
“Woman Hollering Creek,” betrayed by her abusivslband, stays with him for a
while and hopes that things will work themselveg but eventually she realises that
she needs to get away from him, for her own ancthiédren’s sake. Clemencia in
“Never Marry,” betrayed by her “Cortez,” tries tegain power after her lover leaves
her, but in order to keep that “power” she repress® “feminine instincts.” She takes
on the role of the man in the relationship andamd this she remains trapped within
the polarised woman-man gender roles. Her stréeftagsttaining control is
destructive and hurtful, and she becomes obsessiedvew and his family. Lupe in
“Bien’ does have a little meltdown after her “Prince &ojgaves her, but she is able
to rise above her heartache, and repaints thevolgainting, thus “repainting” her
relationship with Flavio.

A third set of core stories focuses more specifiaah the three stages of the
rite of passage and includes four stories thaesspt these: “Tepeyac” relates the
first stage, separation from the parents. “Holyitligand “My Tocayd indicate the
middle, liminal, stage of transformatiorBien’ is the last part, reintegration into
society. As we shall see, aggregation proves diffior this diverse composite

protagonist and when the book ends, the final staget yet complete.

About the fringe story

As mentioned initially in this chapter, anothertaiguishing feature of the short story
composite is the fringe story, the most margindlwidén’s satellites. As the name
suggests, it is situated on the fringes of the awsitg; it is “so different from the
others ... that it claims special status and miak siut as neither completely

integrated ... nor completely independent” (Kle@@8). It often differs from the

27



other stories in terms of setting, theme, charactdc., and although it might
seemingly have nothing in common with the othdrsrd is always some link
between them. Together with other elements thatibore to the interruption of the
composite, e.g. the autonomy and individual tidlesach story, the purpose of the
fringe story is to create a break in the flow.dtises disruption in the unity of the
work and is, says Lundén, “the very sign, thoughthe only one, of the disruption
that characterizes this mode of writing” (125).

Due to its disturbingly different nature there bdbeen several different
strategies for managing the fringe story. Lundéts lihe three most common. One is
to simply ignore it — if its presence is not ackieaged, it does not have to be dealt
with — or reject it as a “mistake” that should hat/e been included in the composite.
Another tactic is to force it into conformity by pusing on it qualities it does not
have, and make it into something else in ordera&ant fit in with the others. The
third is perhaps the most interesting one: thayé&istory, despite its marginality, is
“elevated into a paradigmatic position” and undmydtas conveying the “essence” of
the composite (Lundén 125). Lundén, however, rgjaltthree approaches. He holds
that to reject or ignore the fringe story, to wyforcibly integrate it, or to read it as a
metaphor for the whole composite is to deny thegfistory its very purpose, as its
function is exactly to “disturb the harmony” of tbemposite (132). He argues that
we need to acknowledge its presence and allowrithgef story its marginality, “even
if it thereby constitutes a challenge to our sesfsgholeness” (Lundén 136). We
have to overcome our desire for unity and orderaudpt the partially disunited
nature of the short story composite. Kleppe agraes ,warns us not to “[try] to see

too much cohesion where there is tension and jositipn” (177).
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In Woman Holleringhere are several satellite stories; stories tiek sut,
either in terms of form or topic. | will discusséle of them: one from the first part of
the book (“childhood”), and two from the last seat(“*adulthood”). | will argue that
the fringe story is “Eyes of Zapata.” Although tht&er two texts are marginal in their
own way, “Zapata” is the one that stands out thetrand contributes to the
disruption of the unity. The second part of thelbffadolescence”) consists of only
two stories and none of them is marginal, becausg ¢an both be read as rite of
passage stories in themselves, although with éifteoutcome; one is “successful,”

the other interrupted. | will come back to thighe discussion of part II.

THE CORE STORIES

“Tepeyac”

“Tepeyac” is the last text of the book’s first sent The preceding stories are “My
Lucy Friend Who Smells Like Corn,” “Eleven,” “Saldar Late or Early,” “Mexican
Movies,” “Barbie-Q,” and “Mericans.” Apart from “Saador,” which | will come

back to later, these are all largely untroubledidéitiod stories about friends, Barbie
dolls, and movies. “Tepeyac” is told by an adultrator who left Mexico City and
moved to the U.S. as a child, and who recollecteemory from her childhood of
herself following her grandfather home after he ¢lased up his shop one night. The
story starts with the sky over Tepeyac in MexictyGdnce the location of a temple to
the Aztec goddess Tonantzin, now the site of dibasledicated to La Virgen de

Guadalupe. As the dark descends “in an ink of Jegmblue,” the focus turns
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downwards, past the bell tower and the church thedendors of the plaza: the
souvenir photographers, the balloon vendors, tbe shiners and the women selling
food. The narrator does not romanticise the sdamegomments on the contrast
between rich and poor with observations like “tbd-canopied thrones of the
shoeshine stands ... when the shoeshine men hawe gred of squatting on their
little wooden boxes,” remarks that picture the shtloi@ers kneeling in front of the
customer like a worshipper would in front of a glé@1)**

The plaza’s photographers are mentioned severaktthroughout the short
story, and establish the idea of the scene as@agfaph or a postcard, with the
basilica towering in the background like a “souvghackdrop] of La Virgen de
Guadalupe” (21). The downwards motion and theahitiention of ink also suggest
the narrator as an artist, painting her way dowmfthe sky to her shoes. She is the
first of several artist protagonists in the compmsand | will come back to a
discussion of female artist protagonists later.

In contrast to the very carefully described visagpect of the setting, there are
very few sounds in this first part of the storyeldnly ones mentioned are the
grandfather talking to the shop boy and then cogntioney in a whisper (22), the
counting perhaps pointing to the counting of st@pd years which will come later.
The feeling of silence reinforces the photographge but it also gives the memory
an unreal, perhaps dreamlike, quality that is gtifeened by the dark, the absence of
people, and several images of sleep, e.g. the mati@ins “like an eyelid over each
door” (22); “fall asleep as we always do ... the Alfoesnoring” (23). The Mexico

City of the past seems even more peaceful axdngasted with the city as the

1 All references t&Woman Hollering Creelire to the 2004 Bloomsbury edition.
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narrator experiences it when she comes back: tteets suddenly dizzy with
automobiles and diesel fumes” (23).

The description of the setting ends with Abuelitoows closing up his shop.
Then the narrator arrives and accompanies her fathed home. On the way they
walk through a part of the city that is very familto the narrator. She has memories
connected to many of the buildings and people,camiments on them as they pass
through the neighbourhood. When they reach theéhond.a Fortuna, number 12,
the girl and Abuelito count the steps as they wakhe stairs. At first it is only the
child and the grandfather counting, but somewhegentarrator as an adult starts
counting the years until her return. At one polr& two versions of the narrator count
together, past/memory and present coexisting. il counts steps, but the adult
narrator adds to the numbers further meaning. Afteintidos” the girl and Abuelito
have reached the top of the stairs but the adelh&eounting the years, and we go
from memory of the past to the present, where shens to the city (23).

The noise and commotion of the Mexico City of thhegent drags us out of the
photograph/dream when the narrator returns mang yager: the Abuelito is dead,
his shop is converted to a pharmacy, the houseadfoktuna is sold, and the streets
are inhabited by people she does not know. The fam#iar neighbourhood is
strange to her now, and the changes hint to theshie might have had if she had
stayed. The basilica, a symbol of eternity, is rfoumbling and closed,”
symbolising what she thought would be there fordgrs now gone (23).

Throughout the first part of the story there iase of conclusion: it is
darkening, people are closing, packing up theirghiand leaving the plaza, and when
the narrator arrives she and Abuelito are seemitiglyonly ones left. The only voice

heard before they reach the house is the grandfegtiag the boy who works for
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him “Arturo, we are closed” (21), and Abuelito’swding money, which suggests a
sort of backwards count-down and hints at the dogrdf steps and years later in the
story that will remove him from his grandchild. Tharrator also reveals that she will
“soon” be leaving, which might indicate that trssthe last memory she has of her
grandfather and that this marks a turning poiritanlife.

The narrator refers to herself as “the one who ledle soon for that
borrowed country ... the one he will not remembeg,dhe he is least familiar with”
(23). As well as signifying steps and years, thentimg also indicates the increasing
distance between the narrator and Abuelito and dbeas she travels through the
borderland and into the United States, “that boa@wountry,” a country she never
will feel completely comfortable with or at home Ihseems that her leaving
terminates her relationship with the grandfathet severs her ties to Mexico, and it
is the loss of this bond she refers to when shks &bout “something irretrievable,
without a name” that died with the grandfather (28)wever, the fact that she counts
in Spanish, and continues in that language wheadhé narrator takes over,
suggests that she has not completely lost toudhtive Mexican culture, at least not
with the language, although everything else imgfeaand unfamiliar. She might try to
get back to the culture of her childhood throughldmguage, but it does not seem
like she succeeds: the word “irretrievable” hamality to it.

The final sentence of “Tepeyac” reads “Who wouldyuessed, after all this
time, it ismewho will remember when everything else is forgottgou who took
with you to your stone bed something irretrievablghout a name” (23, emphasis
mine). The memory is so vivid to the narrator, andmportant, because the reality of

her childhood is no longer part of her life and Bas not been there to see it change.
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Abuelito was an important link to the culture of past and through remembering
him she evokes the time of her childhood.

By recalling this one specific memory the narrdéts a piece of the past
resurface and help her acknowledge what she saatifvhen she crossed what Mary
Pat Brady calls “the multiple borders between Mexaad ‘that borrowed country,’
between memories and expectations” (122). The stapout what the narrator gives
up when she moves to the United States, and “Tageallegorizes the costs of these
crossings” (Brady 122).

“Tepeyac” is the first core story of the book ahd bnly one in the first
section. It represents the first stage in a ritpagfsage, the removal of the initiate, or
protagonist, from her parents, or parent cultuwepething she can identify with. We
see the protagonist in familiar surroundings be&ire is detached from them. The
text also hints that the last phase, the retuthitosociety, will be difficult for the

collective identity oMVoman Hollering

“One Holy Night”

“One Holy Night” is the story of a young girl wh¢gbes] bad from selling
cucumbers” (27). Every Saturday she sells fruitifi@ pushcart, and she falls in love
with one of her customers, a man who calls himShHg Uxmal Paloquin and claims
to be a descendant of Mayan kings, and seducesitiiehis mysteriousness and his
exotic culture. He eventually takes her home taddsn, they have sex and she gets
pregnant. After this, Chaq disappears and thesggdiandmother sends her across the
border to Mexico to live with relatives. She laiads out that the love of her life

turns out not to be a son of kings after all, bualeged mass murderer named Chato
(“fat-face”).
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The text is a rite of passage story where the gootist is transformed from
child to adult, and from child to mother; in otheords a successful caseRifdung
(as opposed to “Myocayg’ which | will come back to shortly). The sexuakta
serves as an initiation into the ranks of adultshe “knowing.” The girl’s social
position is changed, if only in her mind at firgdause she is the only one who knows
about it. However, it is her understanding of hendransformation that is important,
not how everyone else sees her. She takes herataweg the world’s women:
“suddenly | became a part of history ... We wele¢he same somehow, laughing
behind our hands ... | was wise” (30-31). The gidguation of wisdom with
adulthood brings to mind the narrator of “ElevelRdchel, and her assumption that
with age comes knowledge.

The second phase of the rite of passage, transifidine most problematic and
painful for the initiate, and it is “accompanied tigrkness and containment of the
initiate in a symbolic womb or tomb. In contrasie final stage of the process brings
enlightenment and rebirth” (Vallejos 6). Chaq’syttoom, which “used to be a
closet” (29), with one small window and a dirty c@sembles a cell or a tomb, and it
is here that the girl's initiation takes place.

Since the girl does not know Chaq, he is ableitovent himself as he likes:
“What | knew of Chaq was only what he told me, hseanobody seemed to know
where he came from” (29). He does not tell her lotdhhe is, or where he really
comes from — in fact, not a single thing he tels &bout himself is true. He claims to
be “of an ancient line of Mayan kings” (27), anéates a persona drawing from the
old Maya civilisation; the names he adopts for tathare real names of places, and

of figures from Maya religion. The first part ofslmame, Chac, was a Mayan rain god.
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At the city of Chichért? he was associated with human sacrifice, and thig e a
hint towards what we later find out about Chaqgt ttepresumably murdered eleven
girls and hid the bodies in a cave. The middle pAhis name, Uxmal, was an ancient
Mayan city in the Yucatan region of Mexico, so imay he is telling the truth when
he says “this is where | come from, the Yucatée,ahcient cities” (27) — at least this
is where he found his imagined identity. Chac wasgportant god in Uxmal, and
the inhabitants “frequently invoked the assistasfcEhac in their architectural
symbolism, hieroglyphs, and human sacrifices” @nmntica). Around 900 there was
also a ruler of the city who dubbed himself Lordca€hThe Temple of the Magician,
where Chag says he went to pray with his father lagy, is an actual temple, located
at the top of the Pyramid of the Magician in Uxnidie doorway to the temple is in
the shape of a Chac mask.

The girl, too, gets drawn into his mythmaking. 8bepletely surrenders to
his story and makes a place for herself in it, wanto be part of something great and
ancient: “So | was initiated beneath an ancientlskg great and mighty heir — Chaq
Uxmal Paloquin. I, Ixchel, his queen” (30). Sheakes the moon of Tikal, Tulum
and Chichén, all ruined ancient Mayan cities inYlueatan region, and she, too,
reinvents herself in a way — as Ixchel, the Maygodtess of weaving, medicine, and
childbirth” (Britannica), and Chaqg’s “queen.”

There is a strong sense of ceremony and religiughout the story, and not
only with regards to the girl's transformation. @haythologises himself and their
whole relationship with his talk about gods andsstand how “he is Chaq, Chaq of
the people of the sun, Chaq of the temples,” andawmesee that the girl is drawn into

his storytelling in her description of the way la&ks: “what he says sounds

2 The full name of the city is Chichén Itza.
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sometimes like broken clay, and at other times ti&gkow stick, or like the swish of
old feathers crumbling to dust” (29). He createssnosphere of secrecy as well, and
gives the girl a feeling of being special, or chgsehen he tells her that “You must
not tell anyone what | am going to do” (30). Thexalso some Catholicism and
witchcraft mixed in with the Mayan myths: when Abteefinds out that the girl is
pregnant, she sprinkles holy water on her headwdreh the girl comes to Mexico
“one wrinkled witch woman ... rubs [her] belly wiggde” (27). These two sets of
religious practices demonstrate the heterogenadtig'e of the borderland.

The girl has certain expectations about men andtdbwe that she has
probably gathered from girlfriends, magazines, amavhich broadcast what Saldivar
calls “the ideologies of romantic love” that “serag the propaganda for the
maintenance for the sexual economy that makes womeittims merely because
they are women” (186). The women are taught toassipe and patient and wait for
their true love so that they can experience “passiats purest crystalline essence.
The kind the books and songs dattnovelasiescribe when one finds, finally, the
great love of one’s life"\WHC44). Chaqg takes advantage of this when he romances
the girl with tales of temples, gods, and ancieng& He parrots the mantra of the
soap operas and tells her what she wants to hidarséid he would love me like a
revolution, like a religion” (27). With such greatpectations it is no wonder she is
disappointed when he finally takes her home taluset with the pink plastic
curtains and a bed covered with newspapers. Aftelsvshe wonders “why the world
and a million years made such a big deal over ngthHi30). The way théelenovelas
and magazines present romance, love, and sex basibesuch an established “truth”
that it does not even occur to her that it mightbetrue: “| wanted it come undone

like gold thread, like a tent full of birds. The wi's supposed to B€28, emphasis
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mine). She has the impression that there is onethaythese things work, and that is
the way you see it in magazines and on tv.

The grandmother blames the uncle and “the infamyef” for the girl's
misfortune, the uncle blames the country and Areglture, and the girl is treated like
some passive creature, entirely a victim of circiamses, seduced by “thé&monid
(32). And in some ways sh®very passive, like her “role models” in the magaszi
and on tv. We shall see that the passivity oftéhenovelaheroines angers another
protagonist, Lupe inBien” She “want[s] them to be women who make things
happen, not women who things happen to” (161).diHen “Holy Night,” however,
takes after her fictional sisters. She is the ohe gets chosen by Chaq: “I waited
every Saturday in my same blue dress. | sold alhthngo and cucumber, and then
Boy Baby would come finally” (29). He comes to Ipeishcart and picks her up; she
just stands there and waits for him, he is thevaine initiates contact when he brings
her a cup of Kool-Aid and takes her home to hismoo

However, the girl does not see herself as a vicimd, she does not accept the
role society wants her to take on: “I know | wapposed to feel ashamed, but |
wasn’t ashamed” (30). This rejection of the idgnsibciety tries to impose on her
might be the start of a rebellion against the éistadxd gender roles. She rises above
the social “rules” that would make the whole thintp something sordid and dirty
and holds on to the connection she feels she héwGhiaq. Even though she is
disappointed by the sexual act, it was, like ttie says, holy to her — it made her a

woman and a mother, and “suddenly [she] becametaphistory” (30).

37



“‘My Tocayd
“My Tocayd is different as a rite of passage story from “Wblight.” The “death”
and “resurrection” of a girl here serve asrmomplete or aborted rite of passage:
there is no resolution and no change of her stase@al position, and therefore no
Bildung The start of the story resembles a missing p&sah “Have you seen this
girl?” (36), but after the first paragraph it mosghto a gossipy monologue about the
disappearance, assumed death, and return ofwtgrgoes to the narrator’s high
school, hetocaya Trish. The narrator, Patricia, immediately deetar‘Not that we
were friends or anything like that. Sure we talkedt that was before she died and
came back from the dead” (36). She immediatelyodisses herself from the other
Patricia and criticises héocayafor her clothes and the way she talks. She also
disapproves of the way her name sister uses hee:rames she call hersé# Patee,
or Patty, or something normal? No, she’s gottaitferdnt. Says her name’s ‘Tri-
ish™ (37). However, the narrator does not seerhdure exactly what it is that
annoys her, only that she does not particularky hiker — in one paragraph she accuses
Trish both for “[trying] too hard to fit in” and fansisting on being different (37).

Trish, we are told, works at her father’s taco pldbored, a little sad, behind
the high counters” (36). The description bringsiiod someone behind a tall fence,
and the image is strengthened by the descriptidoustomers [eating] standing up
like horses” (36). Like several of the girls in @@&sos’sThe House on Mango Street
who are kept in the house by their fathers, bratla@d husbands allegedly because
they are too beautiful, Trish is fenced in by reghér at the taco place.

The narrator calls Trish “The ‘son’ half of Fatl&Son’s Taco Palace No. 2 even

before the son quit” (36), implying that not onig drish take over her brother’s job

at the taco place, but she was considered onedstns” even before she had to take
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the role of her brother. The narrator and protasgjaofi Cisneros’€aramelq Celaya,
has the same problem. She is the only daughtefathar with six sons, and he
consistently refers to his children as “seven s¢@siramelo319), or Siete hijos
(Caramelo80). The plural of the Spanisiijo (son) ishijos and the plural ofiijja
(daughter) idijas, but when referring to a group of children withthbboys and girls,
the plural ishijos, regardless of numbers (ten daughters and one/sold still be
referred to asijos). This is also the case with other nouns, fikeagnifios and
Chicanas/Chicanos. Daughters are grouped togeittesans and Chicanas with
Chicanos; women are not allowed their own iderdnyg have to share a term that
does not signify females, only males. The narratshort remark brings to mind
Gloria Anzaldua’s discussion absotras(we/us, fem.) andosotros(we/us, masc.) in
her bookBorderlands/La Fronterawhere she states that “We are robbed of our
female being by the masculine plural. Languagensakbe discourse” (76).

The connection between the two girls in “Nlgcayd is initially only their
shared name, until Trish brings news that Max Luaasa Luna from another high
school “thinks Patricia Chavez is real fine,” vehiis “enough to make [Patricia]
Trish Benavidez’s best girlfriend for life” (39)rish becomes the medium for the
communication between the narrator and Max Lucamalluna, and Patricia is
friends with her namesake allegedly only to be &bleorrespond with Max. Through
the narrator’s seeming selfishness we get glimptsbsrtocaya’slife and, although
she might try to hide it, we get the sense thatsles sympathise with her, e.g. when
the narrator reports that the communication wittbkMacas Luna Luna “was painful
slow on account of this girl worked so much anchitilave no social life to speak

of” (39).
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The narrator repeatedly states that she was neally friends with “the
freak” (38), but we can detect a kind of admiratiothe seemingly critical
description of Trish: “destined for trouble thatmoly — not God or correctional
institutions — could mend” (37) — she does her ¢hwmg and cannot be stopped by
neither divine nor earthly forces. Patricia is soggxly mad at Trish for disappearing
because that means she will not be able to “hookithy Max Lucas Luna Luna.
However, this seems to be an excuse for beingdsievith her, to keep from
admitting that she cares about her. The narraaomel to talk to Trish only to get to
Max Lucas Luna Luna but however important he migghto her, in the end her
friendship with Trish is prioritised: “I never dgkt to meet Max Lucas Luna Luna,
and who cares, right?” (40). His most importantction is to bring the two girls
together.

Patricia is frustrated with people at school, “hioglreal tears, even the ones
that didn’t know her” (40). She feels ignored améppreciated, because she
know her, and shdoescare — as opposed to e.g. the P.E. teacher wasusipects,
“hadto say nice things [about Trish]” (36). The startitle, too, reveals the narrator’s
feeling of belonging. She repeatedly refers tolTas “mytocayd and by focusing
on their shared name she associates herself withamee-sister even though she
claims to have no interest in being her friend.

In the end, this all brings new light to Patriciaigially refusing to
acknowledge Trish as her friend. She feels hurtfriend disappears without a word
and does not even bother to mention to her thaissélése until she finally shows up
at the police station and announces that she ideaut after all. “MyTocayg” like
“Holy Night,” is a rite of passage-story. Howevetile the narrator in “Holy Night”

“successfully,” though painfully, enters into thentd of adults, of those who
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“know,” Trish’s crossing is incomplete. The firdtgse of the rite of passage,
separation from the parents, is never fulfilled.tAs narrator remarks, “All I'm

saying is she couldn’t even die right” (40). Trisle'scape from the job, the taco smell,
and the abusive father is interrupted and shensgtiar her parents before any
transformation has taken place. The story seerogrte from the narrator’s need to
talk about the episode more than just wanting ssigo The girl thinks she has lost a
friend, and nobody cares to talk to her aboutNiow why didn’t anyone ask me?”

(36)

Drawing on religious historian Mircea Eliade, Thamallejos comments on
the ritual process involved in the rite of passagesymbolic death and rebirth”
(Vallejos 6). The death of Trish is not only synibddut literal, as her body is found,
identified by her parents, and she is declared.dBael mistake is discovered when
Trish shows up at the police station and is retditioeher family. The homecoming
indicates the last phase of the puberty rite o$pgs, reintegration into society, which
“marks the return of the initiate to the socialisture from which he was separated,
although irreversibly transformed by the liminapexience” (Vallejos 6). However
the reintegration of Trish happens before thissfamation occurs — she is brought
back to life, symbolically, but on the wrong side,to speak. She has not crossed
over and entered into a new state of being, bugdked back into her old life. There is
no resolution of her conflicts: she has not escdpegob or the mean father, and she
will presumably have even more problems fittingiirschool now that she is
“famous.” Nothing has changed for her, and she pvidbably go back to standing

behind the counter at her father’s taco place.
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These two stories reflect the insecurity and canfusf identity that characterise
adolescence, which corresponds to the second istagéte of passage. Both girls
have problems defining who they are. The girl irol{dNight” lets a man, Chagq,
invent her througthis (imagined) identity, and she defines herself antbims when
she calls herself “I, Ixchel, his queen.” [dcayg” Trish tries to act and dress older
than she is, and the narrator criticises her figt ffrish “Invented herself a phony
English accent” (37) and uses her name in an utivadl way in order to find her
own way of expressing herself, but this is not wsgwningly accepted by her
classmates. The fact that she is referred to agoner parents’ “sons” adds to the
identity confusion.

In his essay “Liminal to Liminoid, in Play, Flownd Ritual: An Essay in
Comparative Symbology,” Victor Turner describestthddle phase of a rite of
passage, which he calls the liminal phase, asiagef uniformity and anonymity.
The initiand is deprived of the symbols of her abstanding and regarded as
“outside society, and society has no power over][h(Arnold van Gennep quoted
in Turner 130). She is also often spatially remofrech the rest of society, and
Turner describes the initiand as “meek, weak, amdiie” (129). However, being
“outside society,” she is also outside the norraald and rules, and rebellious
behaviour is accepted. The liminal period is chi@rged by ambiguity, insecurity,
and disorder, and this largely explains the lack ofarginal story in this section of
the book. The normal order of things is disturlmstinctions are erased, and
everything is seen as equally important. This saatif the book also stands out
because it includes only two stories (as opposédetdirst and last parts which
contain respectively seven and thirteen storiég)fwo stories of complete and

interrupted rite of passage demonstrate to possiliieomes of the process.
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“Woman Hollering Creek”

“Woman Hollering Creek” is the story of a womane@filas, who marries a man and
moves across the border from Mexico to the towih Wit lovely name, Seguin,
Texas. She gets pregnant and has her first son,Re@ro, named after his father.
After a while Cledfilas’s husband starts beating bet she tries to be patient and
hopes that things will get better, because shédaased from théelenovelaghat “to
suffer for love is good” (45). In the end, howevare realises that she needs to get
away from her husband, and with help from her doatal another woman she flees
back across the border.

Like the narrator in “Holy Night,” Cledfilas startait as a very passive woman.
Her husband Juan Pedro is the one in charge oh#neage, and of her. He takes her
with him across the border to Seguin and she depamdéim for money and
transportation. The story starts with, “The day [Berafin gave Juan Pedro Martinez
Sanchez permission to take Cledfilas Enriqueta Delidéernandez as his bride,
across her father’s threshold, over several milerbroad and several miles of
paved, over one border and beyond to a tewel otro ladd (43). This initial
sentence gives the impression of Juan Pedro abductedfilas, or taking off with
her like a possession. Other people go over hat &ed make the decisions for her;
she has no real control of her own life.

Once she is in Seguin, Cledfilas’s surroundings ¢ier no choice but to
continue being passive and dependent. The layfdhedown makes it impossible to
get anywhere without a car and this confines Claetio the house, “Because the
towns here are built so that you have to dependusbands. Or you stay home. Or
you drive. If you're rich enough to own, alloweddove, your own car” (50-51). The
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assumption that a woman would have to ask for pg=ion, presumably from a
husband, father or other male relative, to drivaacharacterises the attitude of the
society Cledfilas exists in. This echoes Anzald@asiment that “Culture (read males)
professes to protect women. Actually it keeps womeiygidly defined roles” (39).

She claims that society gives women only threeggwito be a mother, a whore, or a
nun.

The narrator remarks that in the town where Claéfgrew up there was not
much to do, but there were relatives and girlfrigrahd a town centre you cowialk
to, where you could go to the movies or have ashidlke. In Seguin there is even less
to do. Cledfilas does not know anyone in town, asdhe cannot get to the town
centre without a car, she is confined to the ho8sewhile Cledfilas trades one “town
of dust and despair” for another like it (50) stimplied that the town she grew up in
on the Mexican side of the border is the betteheftwo.

There is also a contrast between the social lita@two towns: her hometown
in Mexico has a community of women, gossiping anftiont steps of the church or in
the town centre. In Seguin, “the whispering begihsunset at the icehouse instead”
(50). The icehouse is the men’s domain. When thenewmewlyweds, Cledfilas was
allowed to come with her husband, but all she ldexe was sit and sip her beer, and
smile and nod at the right places. The men domithet¢alk, and eventually Cledfilas
can predict where the conversation is going. Sinelades that “each is nightly trying
to find the truth lying at the bottom of the botlilee a gold doubloon on the sea floor”
(48), but fails because they keep talking in ce@ead every night rehearsing the same
conversations, because “what is bumping like auineballoon at the ceiling of the
brain never finds its way out” (48). As Doyle pittg her discussion di Lloronain

“Woman Hollering Creek”, “Their talk will lead novehne, for the discourse of the
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men is strangled as well” (60). The frustrationt t@mes from this inability to
communicate is perhaps part of what drives the tmetolence, trying to let the fists
express what words cannot: “At any given momenfigie try to speak” (48).

However, the men’s gossiping is not confined toitedouse. Eventually it
invades Cledfilas’'s home as well, as she hears Badro and his friends talking
through the kitchen window. One of the men, Maxiamb, is said to have killed his
wife when she came at him with a mop, and thereauwatless similar stories in the
paper of women killed or beaten by husbands, nedégives, friends or co-workers.
The unspoken acceptance of brutality towards wooneates a backdrop of violence
that serves to ensure that women do as they arettokeep them in their place.

When her own house loses the feeling of safetyotitye place she can go to is
the homes of the two neighbour ladies Dolores (f)aand Soledad (“solitude”).
Firmly embedded in the male-centred mind-set ofstigety, the women devote their
lives to men who are not even there anymore. Sdisdmisband mysteriously
disappeared, and Dolores keeps altars to her tawd slens and husband, both “too
busy remembering the men who had left through ettheice or circumstance and
would never come back” (47). They have both resigoea life of sorrow and
solitude, an existence echoed by their names.

Unable to talk to anyone about her situation, Glastakes refuge in the creek
behind the housda Gritona. When she first hears the name of the creek, simelers
“whether the woman had hollered from anger or p&&) — as a woman in an
unhappy marriage unable to do anything about &,s&#®s no other reason why a
woman would yell. As Doyle comments, “Immersedamance novels and the
telenovelasCledfilas is initiated into a culture of weepiwgmen” (56). She comes

to identify the creek witha Llorona, a woman who, according to Mexican myth,
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drowned her own children in a creek and spendsigteanourning and searching for
them. Cledfilas goes from relating to the heroiokethetelenovelasvho suffer for
love, to identifying withla Llorona, the weeping woman. As Wyatt points out in her
discussion of the revision of gender roles and ‘@&eévarry a Mexican” and “Woman
Hollering Creek,” “Mexican folklore joins with coamporary Mexican popular
culture in offering Cledfilas only ideals of passifiemale suffering” (256). There are
no proactive role-models for Cledfilas to identifith.

Like the narrator in “Holy Night,” Cledfilas hashierited unrealistic
expectations of life and love from the soap op€eFastelenoveladiave taught her
that “to suffer for love is good. The pain all swweemehow. In the end” (45), and she
adopts this as her motto. The last three wordiisfquote are significant, because
they imply that the “sweet” pain is something thaeds waiting for. It is added to the
mantra of theelenovelasalmost as an afterthought, as something the way @t
Cledfilas herself, has worked out from own expeseerit is probably this little
addition that keeps Cledfilas from doing somethabgut her situation sooner. She is
waiting for the pain to become sweet, for the feglhat it has all been worth it — like
it always is on tv. It is partly this notion thaakes Cledfilas stay with Juan Pedro
even after he starts beating her. The first timaiteeher, the plain shock of it renders
her incapable of doing anything: “she didn’t figde#ck, she didn’t break into tears,
she didn’t run away as she imagined she might vehersaw such things in the
telenovelas(47).

The house in Seguin does not have a tv, so Cledfilaot able to watch her
belovedtelenovelagxcept for sometimes when she visits her neighBoledad. Her
substitute for the soap operas are romance nowdsat she loved most now that she

lived in the U.S., without a television set, withdetelenovelas(52). Not until Juan
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Pedro throws one of these books at her, a Coriadelove story, does she wake up
and realise she has to do something. The romanaed figally inflicts physical pain
like thetelenovelasand love stories have hurt her psychologicallysimtong.

Pregnant with her second child, Cledfilas persubagesusband to drive her
to the doctor to make sure the baby is healthy.@bmises him not to mention that
he beats her and says that is anyone asks, sheayidihe fell. When she gets there,
though, she is not able to keep quiet, and shtsstgiing. She shows the doctor her
bruises and agrees that she needs to get awayltramPedro. The doctor arranges
for a friend of hers, Felice (“happy”), to pick Qedfilas and drive her to the bus in
San Antonio. The getaway driver Felice is “likewoman she’d ever met” (56). She
owns her own truck, which to Cledfilas, living irt@vn where you need a car in
order to get anywhere, has come to represent mgliitedom and independence,
something only men are “allowed” to have. Felicansnarried and she has picked
out and paid for the car herself, and Cledfilasnszed that a woman can have that
kind of freedom and make those kinds of decisiampetely on her own, and be in
charge of her own life.

When they drive across the crekGritona, Felice suddenly starts hollering:
she “opened her mouth and let out a yell as loumhgsmariachi” (55). Cledfilas is
surprised by the unexplained and unexpected outkandg Felice does not seem to
have a reason for yelling, other than just fordake of it: “I like the name of that
arroyo,” she says, “Makes you want to holler like Tarzaght?” (55) By turning the
assumed waliling into a yell of joy, Felice reclaithe hollering as something positive
and transform$& Gritonafrom a passive, weeping woman into a holleringck

driving woman.
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Wyatt suggests that in addition to crossing thesptay border between the
countries, “Felice goes &l otro lado— the other side — of the gender border as well,
appropriating Tarzan’s cry from the territory of snalinity” (245). Felice makes
herself stronger, “steals” strength, by choosingdsociate with a strong male figure,
just as she has annexed from the other gendeigthtee@ own and drive her own
truck, and the self-sufficiency and command ofltier At the end of the story,
Cledfilas clearly identifies with Felice, the figgositive female role model she has
had: “Then Felice began laughing again, but it wdselice laughing. It was gurgling

out of her own throat, a long ribbon of laughtéee lwater” (56). Wyatt proposes that

The further description of her laughter as a “gefgh “ribbon of ... water,” suggests
that this is a three-way merger. The promised ifleation with the creek has
occurred — an identification no longer destructiesv that the river's murmur can be
heard as a celebration of female autonomy and mpl{59)

There are several parallels between Cleofilas aadarrator in “Holy Night.”
The link between the two women is suggested fdaimse by the narrators’
descriptions in both stories of “this town of dug7, 50). Also, their men are violent:
Juan Pedro beats his wife; Chaq’'s aggressive natordyimpliedthrough the god
he takes his name from (associated with humanfe&rand his showing the girl the
guns in his room, although it is later revealed tha threat of violence would
probably had been carried out if the girl had reerbforced to leave. Both women
end up single mothers and in the end have to refamily, a family that, perhaps
significantly, lives on the Mexican side of the ther. They get pregnant in the U.S.
and are sent, or flee, to Mexico for safety.

The most noteworthy similarity however, is perhtpesfaith they both put in
the established “truths” about love, what Saldoadls “ideologies of romantic love,”

distributed by theéelenovelasmagazines, romance novels, and gossip. In the end
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both women realise that they have been trickedway they reveal the man behind
the curtain and understand that “the way it's sggpdo be” is rarely the way it
actually is. However, as opposed to the girl in iHdight,” who still claims to love
Boy Baby even after he has been revealed as a neur@eofilas realises that she
needs to get away from her husband and does téka atthe end. While the girl is
shipped off to Mexico by her Abuelita against hdf,Wleofilas takes matters into
her own hands and leaves for Mexico to live withfagher and brothers. In this way
she has come one step further towards taking cludriger own life and towards
becoming more like the independent Felice. As Doyglimts out, Cledfilas does
“[remain] within the patriarchal economy of exchang returning from husband to
father” (61). However, Juan Pedro and Cledfilaathér are significantly different
types of men, and can be seen as representinggdheetsions of machismo that
Anzaldua describes in her boBkrderlands/La Frontera: The New MestiZ&or
men like my father, being ‘macho’ meant being sgrenough to protect and support
my mother and us, yet being able to show love” J1D&ill suspect that this is a
good description of Cledfilas’s father, who at beginning of the story assures her
that “I am your father, | will never abandon yod3j. Unlike Juan Pedro, he never
raised a hand to his wife or his children. On ttleeohand there is her husband,
representing what Anzaldula refers to as “Today’shod who “has doubts about his
ability to feed and protect his family. His ‘maams’ is an adaptation to oppression
and poverty and low self-esteem” (Anzaldta 105dnJRedro reacts to his own
insecurity and feelings of inadequacy and failurid wiolence.

In her book Anzaldua describes the “New Mestizaycanan inhabiting both
Indian, Mexican, and Anglo cultures, able to moaekband forth across the cultural

borders, taking from each what makes her stronggrejecting the restricting
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aspects. Anzaldula states that women have a clwioake: to be a victim and deny
responsibility and put the blame on everybody elséto feel strong, and, for the
most part, in control” (43). Felice has clearly radale choice to be self-sufficient and
in control. Cledfilas starts out as very passive eventually becomes a victim to her
husband’s aggression, but in the end she stepsdigeds away from Juan Pedro even
though it requires a lot of her. The narrator irofyINight” also refuses to be a victim,
and she stands for what she has done. These ateoal) women, each in their own
way, and on their way to becoming the New Mestthas Anzaldla suggests in the

title of her book.

“Never Marry A Mexican”

The title of this story echoes a piece of advieegito the protagonist Clemencia by
her mother. Talking about her mother and fatheen@ncia states that being born on
the U.S. side of the border and being born on tle&ibén side isriotthe same” (68).
Her mother advices her not to marry a Mexican, nmgaa man from the Mexican
side of the border. Clemencia, however, lumpsha@lrhen of Latin America into one

category, “Mexican,” with the announcement,

Mexican, Puerto Rican, Cuban, Chilean, ColombiamaPmanian, Salvadorean,
Bolivian, Honduran, Argentine, Dominican, Venezuel@&uatemalan, Ecuadorean,
Nicaraguan, Peruvian, Costa Rican, Paraguayan,udyag, | don't care. | never saw
them. My mother did this to me. (69)

She sees the difference between Mexican MexicathéJa®. Mexicans, but everyone
born outside the U.S. she puts together in ongoageWith this statement
Clemencia shows herself as a true American as RidRadriguez describes them in

Brown: The Last Discovery of AmericdMost Americans are soft on geography. We
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like puzzles with great big pieces, pie-crust c&agt17). He further points out that
“Hispanics” only exist in the U.S., or rather iretminds of people in the U.S.: “Only
America could create Hispanics, Asians, Africangyelicans” (RodrigueBrown
119) — not bothering with the distinctiveness dfedlent groups, all are given one
label.

Clemencia is the first of three artist protagonisté/oman Holleringthe
other two being Chayo in “Little Miracles” and Lupe“BienPretty.” As previously
mentioned, the narrator in “Tepeyac” can also la€l @s an artist, but she does not
explicitly identify herself as one. Her creativepibsition is only hinted at by the
words she uses to describe the sky and the pladdathe many mentions of
photographers. In her bo@aughters of Self-Creation: The Contemporary Ch&can
Novel| Eysturoy writes about how, Kinstlerromangcreativity and the act of
creation are closely linked to the quest for idgnfiheKiinstlerromans a variety of
theBildungsromarwhere the protagonist not only has artistic asiping, but acts on
them and in the end becomes, or is on the vergeaiming, an artist; “the
Kunstlerromarusually ends on a note of arrogant rejection efabmmonplace life”
(Britannica). Eysturoy says that creativity haslitianally been associated with males:
in literature, religion, and myths, men have bdendreators and women the
creation™® The female artist protagonist not only has to édngr own identity as a
woman in a patriarchal society, but also as astartia field women have earlier been
excluded from; “before self-assertion is possitleman has to come to terms with
not only cultural and social constraints, but adweeritage of patriarchal myths and

assumptions about herself as a woman and an giigsturoy 23).

13 This is at least true in Western religion andunelf but in other religions (e.g. ancient Egyptiaual
Mesopotamian) women are often likened to the oredtirces of the earth.
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Clemencia is an artist by night and a translattigstute teacher by day. She
says “I'd do anything in the day just so | can keeppainting,” although she sees her
way of making a living as “a form of prostitutio(i71). She sells her services in order
to do what she really wants. As an artist she lis tthbe “amphibious,” to move
between classes and transcend the boundariesctihgeople “like to have [her]
around because they envy [her] creativity” and tidlve [her] decorate the lawn like
an exotic orchid for hire” (71); they find her inésting because she has something
that they do not have and cannot acquire. The pocept her because she is as poor
as they are. This amphibiousness allows her tdiihsaveral worlds at once, but it
also has the consequence that she does not belgpnhere.

The narrative is an internal monologue, sometinaesessed to her ex-lover
Drew, sometimes to his son, and sometimes to naroparticular. As if talking to
her ex, Clemencia says, “Drew, remember when yed ts call me your Malinalli?

It was a joke, a private game between us, becausépked like a Cortez with that
beard of yours. My skin dark against yours” (743. @ledfilas in “Woman Hollering”
identifies withla Llorona, Clemencia draws a direct parallel between heeselfla
Malinche, Cortez’s translator and mistress who labslled a traitor for sleeping with
the enemy. In associating herself with Malinche Binelw with Cortez, Clemencia
pictures him as the invader and herself as thewseqg. The image is strengthened
by the description of “his toothbrush firmly pladts the toothbrush holder like a
flag on the North Pole” (69), which suggests hiairoing her like a colonised
country. This echoes a footnote in Héléne CixolBle Laugh of the Medusa,” in

114

which she writes that men see “woman as a ‘darkiment™" to penetrate and to

‘pacify.” ... Conquering her, they've made haste épakt from her borders, to get out

14 Sigmund Freud used this image to describe womanyagerious and uncharted.
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of sight, out of body” (2041, footnote). This sedrke a good description of Drew’s
behaviour: “Before daybreak, [he’d] be gone” (74).

Writing about the legend of Malinche and CortezyiNa Alarcén says that
“the myth contains the following sexual possibdg: woman is sexually passive, and
hence at all times open to potential use by merthenét be seduction or rape ...
nothing she does is perceived as a chdigrioted in Wyatt 248, emphasis mine).
This echoes the way the girl in “Holy Night” is ated by her grandmother and uncle.
It is the assumption that women are powerless eeblé victims that Clemencia
rebels against, because at the same time thassbeiates with Malinche, she refuses
the passive role imposed on her. As Wyatt points“®lalinche is characterized not
as doing but done to” (248), and Clemencia triegwerse this by taking the role of
the man: “I leapt inside you and split you likeapple” (78). However, “Escaping the
crippling polarities of gender is not so simpleagpropriating the gestures of
masculinity” (Wyatt 245), and in doing this Clemenonly replaces one set of
attributes with another. She avoids the role ofghssive victim, but in taking on the
opposite part, she remains trapped in the “gengeaudic” that “imprisons her in a
rigid sex role as surely as if the reversal hadtaken place” (Wyatt 249).

The last time Clemencia is with Drew, in the hohedives in with his wife
Megan, Clemencia walks around alone while Drew ighe kitchen. The house is
“immaculate, as always, not a stray hair anywheoé a flake of dandruff or a
crumpled towel. Even the roses on the dining-roalotet [hold] their breath. A kind of
airless cleanliness that always made me want tezeri€81). Feeling out of place in
this spotless house, Clemencia decides to leavemaik. Walking around with a bag
of gummy bears, she leaves the candy bears inglacere she knows only Megan

will find them: in her nail polish bottles, on Hegrsticks, and in her diaphragm case.
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Finally, coming across a babushka doll, Clemenfiacaps] the doll inside a doll
inside a doll, until [she gets] to the very centke, tiniest baby inside all the others,
and this [she replaces] with a gummy bear” (8 yathng the private space of the
wife, marking her territory with gummy bears, ie@lencia’s own way of planting
flags. However, it is not Drew whom she claims, Blgigan’s role as wife and mother.
As Wyatt points out in relation to the numerousdmes of maternity,” “it seems that
Clemencia’s rage reflects envy, not jealousy ... @eam does not so much want to
haveDrew as tdoe Megan, actively mothering” (251).

This premise is strengthened by the possessivé&iessencia shows towards
Drew, and later, his son. Having lost Drew, sheeflgys a fixation with him and his
family. As Drew was Clemencia’s teacher, she istéfaeher of his son, whom she
“created” when she convinced Drew to let him benb&fm the one that gave him
permission and made it happen” (75). In this wag/ &tpain places herself in the
position of Megan, the mother. Similarly, Clemendi@ms that she “created [Drew]
from spit and red dust ... You're just a smudge ahpbchose to birth on canvas”
(75). Painting and repainting Drew “the way [shes}dit” gives her a feeling of
power and control (75).

Mullen suggests that “Figuring the artist-intellestas female, desiring
subject, and the community as male, desired objecomplicates the signification of
identity, as gender further complicates the adistiltural and class identification and
inverts a previous gender codin@.5, emphasis mine). Clemencia also reverses the
gender roles by adopting the role of the man. H@neshe does not succeed in
undoing the polarised sex roles, instead she rentepped in the old gender role

system.
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There is a lot of suppressed anger in Clemenciaty.dt almost seems like
she is angry on behalf of Malinche as well, noydal herself. She is out to exact
revenge on “Cortez” and his “readheaded Barbi€’ dafe (79). When she leaves the
gummy bear inside Megan’s babushka doll, she takethe little wooden doll, “the
tiniest baby inside all the others,” and takesithvaer. On her way home, she stops
on a bridge over aarroyo and “[drops] the wooden toy into that muddy crediere
winos piss and rats swim” (82). Mullen argues titdemencia symbolically drowns
‘the baby’ in a muddy creek, as if re-enacting llarana’s infanticide” (8), only she
does not drown her own “baby,” but her rival’'s. Bxbough the kidnapping of the
wooden doll is something that Megan will probabby discover for a while, if she
ever does, it gives Clemencia a feeling of sattglfacdknowing that she has taken
something away from her, that something belongiitpé spotless Barbie doll is
lying in the mud: “It gave me a feeling like notgibefore and since. Then | drove

home and slept like the dead” (82).

“Little Miracles, Kept Promises”

“Little Miracles, Kept Promises” can be dividedartivo parts. The first nine pages
consist of 22 (incidentally the same number asthee texts in the book) petitions
pinned on an altar t@ Virgen de Guadalup€é his text deviates even more from a
traditional short story than many of the other $artthe book, because it is plot-less:
it does note relate a coherent narrative, buttieeraa compilation of many different
voices. This fist part can be read as a “mini-cosied — or a composite within the
composite — with its polyphony of voices, charastmnd fates making up a composite
protagonist. The church where the prayers andinfferare left serves as the setting
that brings them together, or in other words, asuifying device. Like the stories of
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Woman Holleringthese notes serve as little windows into thesliokanonymous
Texas Chicanos/as.

Against the background of the many anonymous vpmes stands out: the
second part of the text relates one girl's rediscpwfla Virgen de Guadalupdf we
see the first part as a panoramic picture, theximatl monologue zooms in on one
specific Chicana who pins her severed braid of Inaithe statue of Guadalupe and
thanks the goddess for letting her see the religiminherited from her mother in a
new way.

This protagonist, Chayo, is the second artist gat&st inWoman Hollering
and, like Clemencia and Lupe, she is a painter. é¥@n Chayo’s desire to be an
artist is largely disapproved of or made fun ofhey surroundings. Her education has
removed her from her family and they feel she reisalged them by going her own
way: “Is that what they teach you at the university? NHggh-and-Mighty. Miss
Thinks-She’s-Too-Good-For-UActing like abolilla, a white girl.Malinche (128).

As we will see, Lupe inBien’" also feels removed from the culture of her chddt
by education, but | will come back to this in theadission of that story.

Chayo’s family make her ambitions feel insignificanth comments like
“Look at our Chayito. She likes making her littletpres. She’s gonna be a painter. A
painter! Tell her | got five rooms that need pamgti (126). She feels she is not taken
seriously and that her opinions are unimportanabse she is a woman: “Do boys
think, and girls daydream?” (126). In this way sheports Brady’s argument that
“Cisneros’s narrators [ilVoman Holleringjsuggest the significance and
sophistication of their heretofore ignored and lidated knowledge, conceptualizing

alternative epistemologies” (114). When Chayo piessbraid by the statue tzf

56



Virgen she thanks the goddess for “believing what [stesHis important” when no
one else does (127).

Chayo exists in a community where women are expeactenarry and have
children, and her family rehearse this view whesytask Chayito, when you getting
married? Look at your cousin Leticia. She’s younigpgan you. How many kids you
want when you grow up?126). Women are defined by being a mother to esome
else and not as being a person in their own rijity are supposed to be caring and
take care of the family, as opposed to men, whakoeed their own life outside the
home. Chayo says that she would rather be a ftaara mother, because “a father
could still be artist, could love sothéng instead of sonene and no one would call
that selfish” (127). This echoes Anzaldua’s claivatt‘only the nun can escape
motherhood. Women are made to feel total failuréisely don’t marry and have
children” (39). Chayo goes against this norm whenstates that she wants to live
alone. One reason for this might be that she sees(gspecifically her father) as the
source of her mother’s suffering: “I couldn’t semufla Virgen without seeing my
ma each time my father came home drunk and yelilagning everything that ever
went wrong in his life on her” (127). She also skesmother’s religion as the thing
keeping her from doing something about her sitmamd comes to associdde
Virgenwith all the pain her mother and grandmother rgavge through. She does not
want to become like them and so she initially rijelee entire religion, Guadalupe
included. However, as Wyatt points out, referringisneros’s own words, “To reject
the cultural icon rather than reconstructing itsloet work because Mexican cultural
icons of womanhood are ‘part of you,” (Wyatt 266pnsequently, Chayo must

redefine the religion and make it her own in orelive with it.
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When she looks for other ways to approach theiogligf her mothers, she
discovers new sides of Guadalupe. She identifiéis the strong aspects of the
goddess, and is eventually able to see that teexejuiet strength in her mother and
grandmother’s self-sacrifice. In the end, Chay@gedses that the goddess is not
confined to one religion at all, but is “all at @he Buddha, the Tao, the true
Messiah, Yahweh, Allah, the Heart of the Sky, treai of the Earth, the Lord of the
Near and Far, the Spirit, the Light, the Univer€E28) — she sees all the gods that
people worship as different aspects of one uniVvelisane force.

Like Felice in “Woman Hollering,” Chayo exemplifiészaldia’s New
Mestiza, and sums up her position in a few sentenden she identifies herself as
“A woman with one foot in this world and one foatthat. A woman straddling both.
This thing between my legs, this unmentionable’5{1Per moving between cultures
enables her, as Cisneros herself says in an @ssgyake] from tradition that which
nurtures and [abandon] the element which would nflear} self-destruction™
(quoted in Mermann-Jozwiak 112). It is this negitia of traditions that allows
Chayo to reinventa Virgenthe way she does, combining Indian, Mexican andlén

aspects of Guadalupe:

| recognized you as Tonantzin, and learned youresame Teteoinnan, Toci,
Xochiquetzal, Tlazolteotl, ... when | could see yauNauestra Sefiora de la Soledad,
Nuestra Sefora de los remedios, Nuestra SefioRedabtuo Socorro, ... Our Lady of
Lourdes, Our Lady of Mount Carmel, Our Lady of tesary. (128)

Movement prevents definitions from becoming fixadd as a result, Wyatt claims,
“A woman living on the border has a better chanfcghaking off the hold of any
single culture’s gender definition because shetdvasove back and forth between
Mexican and Anglo signifying systems” (245). Chag/description of the border as

“This thing between [her] legs, thilmentionable(emphasis mine) furthermore
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suggests something taboo, something not talkedt ahiod echoes Benjamin Alire
Saenz’s argument that the borderland between Meaxidahe U.S. is largely
unrecognised by both countries because both ugadbe as a dumping ground for

what they do not want to acknowledge:

And it enrages us that we remain so stubbornlysibig in the eyes of our political
and cultural “centers.”

Here we sit, on a piece of ground that is literaliyhe crossroads of the
Americasandwe remain invisible(Saenz 8)

Chayo describes her braid as “Something shed lgma&eskin” (125).
Through this comparison she invokes Coatlicue Aitec earth goddess of creation
and destruction, usually depicted with a skirt mafienakes and a necklace of hands
and hearts (Britannica). The long hair she has seah offering tta Virgen
represents her “old self” and her old way of seé&ugdalupe. After cutting it off she
feels relieved: “My head as light as if I'd raisédfom water” (125). She has
managed to rid herself of the preconceived notainreligion and of herself as a
woman and artist inherited from her mother and femuiety. When she is asked
“how could you ruin in one second what your mothektyears to creaté?t is
implied that Chayo is her mother’s creation (12bxt the mother has made her into
what she thinks her daughter should be, which Clewgow able to escape by

reinventing herself and her views on Catholic ieligandla Virgen

“Bien Pretty”

The narrator of BienPretty” is Lupe, an independent California Chicare, after
breaking up with her boyfriend, fills her van whler most important belongings and

moves from San Francisco to Texas to work as agir@dtor at a community cultural
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centre in San Antonio. Like she says, “everythidgtger and better in Texas, and
that holds especially true for the bugs” (139), aftdr finding a cockroach “pickled
inside [her] beer bottle” (143), she calls the mesitrol. Flavio Munguia Galindo, the
exterminator, shows up and Lupe falls in love. Blé@es him back to model for a
painting she wants to make of the twin volcanodsida Mexico City, Popocatépetl
and Ixtaccihuatl, “that tragic love story metamarpized from classic to kitsch
calendar art” (144), and she wants Flavio to baderPopo. We do not know how
long they are together, but the relationship eradyowhen Flavio one day tells her
he has to leave, and in a casual remark menti@$éhas seven sons from two
previous relationships.

Lupe is the last artist protagonist of the compo<in a postcard to her friend
Beatriz she writes,HAPPY TO REPORT AM WORKING AGAINAS IN REAL WORKNOT THE
JOB THAT FEEDS MY HABIT— EATING. BUT THE THING THAT FEEDS THE SPIRIT(147).

Like Clemencia in “Never Marry,” Lupe works only #mat she can paint and, like
Clemencia, Lupe paints her man. However, althodghi®is her model, she remarks
that, “Flavio [was] always there before me, likéané was the one painting me” (148).

The story not only depicts Lupe’s relationship willavio, but also her
relationship with Mexican culture and her attentpt§&e)connect with it after being
removed from it by education. Rodriguez writes alibis phenomenon in “Going
Home Again: The New American Scholarship Boy,” whie tells about how his
career as a “scholarship boy” has removed him fagviamily and his family’s
culture. He writes about how his education madafficult for him to communicate
with his parents and his other Spanish speakiragivelk, because, “To succeed in the
classroom, | needed psychologically to sever ng/wigh Spanish. Spanish

represented an alternate culture as well as anlathguage — and the basis of my
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deepest sense of relationship to my family” (Ragey “Going Home” 17). His
education also made him “discover” from the outsldeculture he left behind, and
he states that “It is possible for the academignderstand the culture from which he
came ‘better’ than those who still live within {25). Rodriguez needed to distance
himself from the culture of his childhood in ordermproperly comprehend it. He also
says that “any future ties one has with those vemoain ‘behind’ are complicated by
one’s new cultural perspective” (25), i.e. beingaaavof the “the newly visible
culture” as aculture (26). He explains that people do not normally rddheir
traditions and way of life in academic terms: “Mgrents have neither the time nor
the inclination to think about their culture asudture” (Rodriguez, “Going Home”
25).

Rodriguez’s removal from the Mexican culture alsade him appreciate more
what he had left and he thinks that this is trummahy minority students. He tells
about his parents’ surprise when they saw a gréupirority students on a college
campus wearing serapes, and states that “the nyirggaup student has gained a new
appreciation of the culture of his origin precisbgcause of his earlier alienation
from it. As a result, Chicano students sometime®ivee more Chicano than most
Chicanos” (25-26).

The implication here is that the most “authenti€’s(ch a word should be
used) Chicanos/as are the ones that are unawdreio€ulture. The self-conscious
scholars who have removed themselves from thereutitheir childhood try too
hard to belong and may come off as awkward or i reault in, as Rodriguez puts it,
“sometimes even clownish, re-creations of” theun@tof one’s past (27). Anzaldla
also comments on this: “the more tinged with Angllmod, the more adamantly my

colored and colorless sisters glorify their colocatture’s values” (44).
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| think we can see Lupe in Rodriguez’s descriptbthe minority group
students. Although we know nothing about Lupe’soadional background, it is clear
that she is well aware of Chicano/Mexican tradsi@s a culture, and has certain
expectations as to how she thinks a proper ChieamoMexican should dress and
behave. She is very conscious about her cultuealtity and may exaggerate
elements of it that is not natural to someone wieevgup inside the culture. We see
this e.g. when Lupe, somewhat condescendingly, sxakeof Flavio for not dressing
like she thinks a Mexican should dress: “Wkatiare, sweetheart, is a product of
American imperialism,” and he counters with, “od't have to dress in a sarape and
sombrero to be Mexican. ..khowwho! am™ (151). At first, she gets hurt and angry
that he has discovered her insecurity and queshienbelonging to Chicano/Mexican
culture, but in the end she has to admit to hetkatf“l wanted tde Mexican at that
moment, but it was true. | was not Mexican” (15)-%2onfronted by Flavio’s self-
confidence, Lupe’s own unstable ties to the Mexicalture is revealed. As Mullen
puts it in her essay “The Untranslatability of Expace in Sandra CisnerosWoman
Hollering Creek’ Flavio “gently challenges the&elf-consciou£hicanismo of the
narrator, Guadalupe (Lupe/Lupita), a new age boaerartist’ (13, emphasis mine).
Another episode that illustrates this is when Fasitalking about the dances his
grandmother taught him and Lupe asks, “Don’t yowk any indigenous dances? ...
like el baile de los viejitd® Flavio rolled his eyes. That was the end of damce
lesson” (151).

Flavio’s comment on serapes would probably havenoféd Rodriguez’s
serape-wearing academics as well (26). The minstitgients clearly wear serapes in
order to make a statement; to associate themseittes culture they may feel they

have lost, or are losing. They make a conscioustdfd belong; to set themselves
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apart from those who dwot belong, from “the others.” We see a similar attéun a
remark that Lupe makes: “Over dinner | talked ahowvhether a white woman had
anyright to claim to be an Indian shamaness” (150, empmaisis). One of the main
indications of Flavio’s Mexicanness seems to bddriguage. Lupe has spoken
Spanish with her boyfriends before, but none offrthreere “proper” Mexicans, or
native Spanish speakers. One, crazy Graham, “wdshvdad had learned his Spanish
running guns to Bolivia,” and naturally cannot lomsidered a real Spanish speaker
(153). Her last boyfriend Eddie was, like hersedfmoved from the language and
culture by education: “Eddie and | were both praduwt our American education”
(153). Flavio however, is what Lupe might charasteas a genuine Spanish speaker:
“When Flavio accidentally hammered his thumb, heengelled ‘Ouch!” he said

‘iAy!" The true test of a native Spanish speakdr33). This remark implies that there
are, at least to Lupe, “authentic” Spanish speadeds‘unauthentic” Spanish
speakers. The reason why this is so importanttonight be that she, like Rodriguez,
feels separated from her “roots” by education &edEnglish language, and she, like
the narrator of “Tepeyac,” seems to view the Spgalsisguage as a key to the
Mexican culture and a means to reconnect with it.

When Flavio leaves her, Lupe is initially heartbenland tries different
approaches in order to mend her heart. First sierpes a sort of cleansing ritual,
burning copal and sage “to purify the house” (158hen this does not work, she
tries to get rid of Flavio mentally by disposingenferything that reminds her of him,
and burns all his poems and letters and the sketliee made of him — the Weber
kettle in the backyard smokes for three days beataseall gone: “it was a lot of
layers” (161). She then shuts out the outside wanmldi takes refuge telenovelasand

tv-dinners to get away from her own life and togké&er from thinking about Flavio.
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However, unlike Cledfilas and the girl in “Holy Nitf who take on the philosophy of
thetelenovelasuncritically and accept the world of the soap apeas reality, Lupe
does not recognise the women she sees on tv. 8llerges their passive nature and
has her own little confrontation with tbelenovelaheroines: “in my dreams I'm
slapping the heroine to her senses, because Ithe@mtto be women who make

things happen, not women who things happen teeal ®omen ... The ones I've
known everywhere except on TV, in books and magaziras girlfriends” (161). As

a final act of emancipation Lupe repaints her viotcpainting. She initially intended
Flavio as the myth’s Prince Popocatépetl leanirgy @avsleeping Princess Ixtaccihuatl,
but now she swaps the roles: “After all, who's &y the sleeping mountain isn’t the
prince, and the voyeur the princess, right? Sodeee it my way. With Prince
Popocatépetl lying on his back instead of the 88t (163). Lupe starts and ends the
story of her love affair with Flavio commenting baw she is not “pretty” anymore:
“Everything’s like it was. Except for this. Whemolok in the mirror, I'm ugly. How
come | never noticed before?” (160). Flavio “wolldlzer] prettiness away” (137); he
has rocked her confidence in her own identity asdVullen puts it, “she feels her
own inauthenticity, or rather her cultural hybndi{16). She feels “ugly” because she
is not like him; less Mexican; “bleached,” in Raglrez’s words (23).

Returning to the narrator of “Tepeyac” and her reatdrom Mexico, we can
see in Lupe a similar desire to return to Mexicalture. The two stories can
consequently be read as the first and last phaseitd of passage: “Tepeyac”
represents the protagonist’s separation from thentsand the parent culture, while
in “Bien’ Lupe tries to return to this: “Like theChing says, returning to one’s roots
IS returning to one’s destiny” (149). However, fimal part of the last stage is not

entirely completed — Lupe does not manage to safudgs(re)integrate herself into
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Chicano/Mexican culture. On the one hand, she doesee herself as an American,
but her confrontation with Flavio forces her tolisathat “[she] was not Mexican,”
and when the story, and the book, ends, she hasattfound a way to deal with her

cultural hybridity.

THE SATELLITE STORIES

“Salvador” is the most marginal story in the fisgiction of the composite because of
its poetic structure, and that it is more seridwntthe other childhood stories. In the
third part of the book there are two such stotes stand out: “Tin Tan Tan” is
distinguished from the others by its form and td@&pata” stands out because unlike

all the others, it is set in the past and populatedctual historical people.

“Salvador Late or Early”

“Salvador Late or Early” is the most marginal stofythe first section. It is the

shortest in the book, only one page, and is ndiyraastory at all. The text is more

like a character portrait, as it describes a baoyetw Salvador and his daily activities.
The piece can also be read as a prose poem:ividged into three paragraphs that all
start with the name of the boy, “Salvador,” andheace describes another side of him.
Most of the sentences are incomplete, and repetitiavords like his name, and
“inside,” gives the text a rhythm: “Salvador insithat wrinkled shirt, inside the

throat that must clear itself and apologize eatie it speaks, inside that forty-pound

body of boy with its geography of scars” (10).
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The description of Salvador with “limbs stuffed itathers and rags” (11)
brings to mind a scarecrow. He is also describexbaseone “whose name the teacher
cannot remember, a boy who is no one’s friend” (4@Y it does not seem like the
narrator, or speaker, knows him either. The balescribed as if from a distance, and
he exists on the fringes of some unspoken “centvegre the narrator is. He “arrives”
from someplace else, and later he “runs along sdreein that vague direction
where homes are the color of bad weather” (109, ptace the speaker knows little
about.

The marginality of the boy reflects the text’'s p&eral position in the
composite: “Salvador” stands out as the most ssr@md disturbing of all the
childhood stories of the first section. The boyeskare of his younger brothers and is
forced to grow up too soon; he has reached the athge much too early. The text
feels sad, almost hopeless, in contrast to thelynanworried stories about Mexican
movies and Barbie-dolls. Expressions like “tod#e esterday,” and “late or early,
sooner or later” (10) create a feeling of monotanjinescapability, and so does the
fact that all the verbs are in the present tense. g&ts the sense that this is something
that always happens, that it is almost a charatienf the boy’s: he “shakes the
sleepy brothers awake, ties their shoes, combshbgiwith water, feeds them milk
and corn flakes from a tin cup in the dim darkhe morning” (10).

Salvador disappears from the text in the same thatytte vanishes from the
sight of the speaker after school: he “Grows siaadl smaller to the eye, dissolves
into the bright horizon, flutters in the air befatisappearing like a memory of kites”

(11), as if he was just a memory himself — or sameegou rarely think about.
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“Tin Tan Tan”

“Tin Tan Tan,” is the only text written explicitiy the form of a poem. It is divided
into six verses, and the first letter of each vexsmbined spell the name Lupita. The
poem is a declaration of love and longing from songecalling himself Rogelio
Velasco to his Lupita. In addition to the organisatthe tone is different. It stands
out with a sentimental language that none of therastories have, and it also rhymes
occasionally: “But now that you have yanked my goldireams from me, | shiver
from this chalice of pain like a tender white flatessed in rain” (135). However,
when we readBien” the story directly following “Tin Tan Tan,” wenderstand that
Rogelio Velasco is Lupe’s boyfriend, the cockroagterminator Flavio Munguia:
“Flavio. He wrote poems and signed them ‘Rogelitageo’™ (138). There are other
indicators as well that Flavio and Rogelio aresame man. InBien’ the narrator
describes him spraying her kitchen, “the leath#ityubelt slung loose around your
hips” (143), and in the poem we read, “I arrivedanently at your door. Dressed in
my uniform and carrying the tools of my tradePerhaps | can exterminate the pests
of doubt that infest your house” (136).

We do not know where “Tin Tan Tan” figures in thea@nology of these two
texts. It may be the one poem Lupe saves from b&trlpreakup cleansing ritual or,
maybe more probable, it is written after their tielaship ends. The passionate and
sentimental tone of “Tin Tan Tan” might indicatatft was originally written in
Spanish. The grand words and metaphors are difficutanslate faithfully and feel
almost pompous in English. IBfen’ Lupe claims that Flavio’s poems are “Pretty in
Spanish. But you'll have to take my word for it.Emglish it just sounds goofy” (161).

To Lupe, they are untranslatable, something thatabe brought from one culture,
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or language, into another, and it seems improlkthlleshe would translate one into
English.

Regardless of where the poem comes from, theséetxt® are the only ones
where we get the same story from two points of vi€lis creates a dialogue between
the poem andBien” between the points of view of Flavio and Lupefween the
unschooled poet and the educated painter. Thesdsaréhe only texts in the
composite that obviously share the same charaetedsthe fact that “Tin Tan Tan” is
directly linked to a story that figures in all tieref the core story sets makes it
improbable that it should be the fringe story af tomposite. In addition, other texts,
like “Salvador” as previously discussed, can alsodad as poems even though they
are not that clearly structured as poems. “Tin Tan” and “Salvador” are both
marginal stories, or what Lundén calls satelliidgey exist in the periphery of the
composite. However, they still have several connastto the rest of the stories and

are not tangential enough to the fringe story.

“Eyes of Zapata”

The story that is most unlike the others, and whiefil argue isthefringe story of
the book, is “Eyes of Zapata.” Like the story “Giodks” in Anderson’sVinesburg'®
“Zapata” sticks out by being the longest storyhia book. There are several other
elements that disconnect it from the others as. Wk narrator of “Zapata” is Inés
Alfaro, mistress to Emiliano Zapata, and mothetwad of his children. This is the
only story in the composite that is populated byalchistorical people and relates

real events. It is also the only one that is undedly set in the past — the other stories

15 Lundén discusses this story as a fringe storhapter 6, “The Fringe Story — Or, How to Integrate
the Resisting Text,” in his bodkhe United Stories of America: Studies in the SBtaty Composite
“Godliness” is the longest story WWinesburg, Ohipbut it is still marginal.
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all seemingly describe contemporary life. Howeesra fringe story it is not
completely detached from the others in the boogtillthas a place in the composite
and there are links that connect it to the otheiste

The story of “Zapata” is Inés’s, and she telloiher Miliano one night while
he is asleep. She tells him about the life shetlagid two children, Nicolas and
Malena, lead when he is not there, when he isafidthe general: “Miliano, what
I’'m about to say to you now, only to you do | t¢lito no one else have | confessed
it” (104). She talks about what they have had taeadsurvive, to find food, hide in the
hills from thefederales However, it is an internal monologue with no aumtie; he is
asleep and does not hear her. It seems like shis Wwemn to know, but does not want
to disturb him because he has more important nsaibethink about; what she has to
say is not significant compared to the concerrth@igeneral. This links her to both
Patricia in Tocayga” who feels ignored and overlooked, and to Chaw4.ittle
Miracles,” whose thoughts and opinions are notriadexiously because she is a
woman. These women are all in possession of ded&lnewledge and offer what
Brady calls alternative epistemologies. “Zapatadweh a side of historical events
(although probably not entirely accurate) not ided in history books; the story from
the point of view of “normal,” non-military people.

Watching her lover, Inés says that “when you amegae-create you from
memory ... | miss you even now as you lie next to (88). This suggests that it is
not really him she wants, but what she imaginesthilme, or wants him to be. She
“recreates” him in her mind to a point where ih@t even enough for her to have him
beside her. Similarly, Lupe irBien’ also has certain notions about her man that he

cannot not live up to.
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After watching Emiliano sleep and thinking aboutnibe war has changed
them, Inés flies off in the form of an owl, circléde village and watches over her man
and her children. Her soul leaves her body for deaimtil she returns to the bedroom
where Emiliano is sleeping: “I slow-circle and gliahto the house, bringing the
night-wind smell with me, fold myself back into rhgdy” (88). This element of
witchcraft is also present when Inés talks aboutliat, and her mother who was
killed for being a witch: “The women in my familye’ve always had the power to
see with more than our eyes. My mother, my Tia Gaume. Our Malenita as well”
(105). This magic aspect is something that is sa@adent in any other story, but it
does exist in the background. Clemencia in “Nevariyl' performs “Mexican
voodoo” when she hides gummy bears in her rivabkenup (81). The girl in “Holy
Night” is treated by a “wrinkled witch woman whaasu[her] belly with jade” (27). In
order to cure her heartache, Lupe Beh’ goes to a “Mexican voodoo shop” where
religious items and “Magic oils, magic perfume @oaps” occupy different sides of
the shop (158-59%° The recurrence of these alternative religiousitiats, and their
juxtaposition to Catholic religious symbols andqtices, also suggest the value of
“alternative epistemologies” and different waygtohking.

The story ends as it begins, with Inés watchingliamo sleep and then flying
off as an owl. The story starts when he has jusrifasleep and ends just before he
wakes up. During the night she has told him hawystad he has not heard a word of
it. At the end, flying in the form of the owl ov#re village, she sees her own death,
her mother’s death, and the future of her childiidre past, present and future are all

open to her.

1% This also echoes the two sets of religious tranétipracticed in “Holy Night.”

70



THE ANCHOR STORY: “ Bien Pretty”

One feature of the short story composite that lbabeen discussed is the anchor
story. Lundén describes this as the most domiranet tory in the book. It is often
longer than the other stories, and it is commoodgated in the middle or at the end of
the composite. The story that stands olvimman Hollerings “Bien” which

together with the fringe story “Zapata” is the lesgin the book with its 29 pages. It
is the very last text of the composite, and it @ppén all three of the core story sets,
which indicates that this story holds special digance. In addition to bringing a
conclusion, albeit an open-ended one, to the fipassage stories, it also rehearses
several elements that might have been mentionasides in previous stories: like the
children in “Mexican Movies,” Lupe watches Pedrfalme “singing on a horse”
(161). The same place where Lupe buys her “powd&asa Preciado Religious
Articles, the Mexican voodoo shop on South Lared®8), is also mentioned by the
speaker in “Anguiano.” Lupe buys a romance noveCbyin Tellado, the author of
the book Cledfilas’s husband throws at her (52)16@pe also shares the setting, San
Antonio, with several of the inhabitants of oth&ris, for exampleTocayd and
“Remember the Alamo.” This pointing back to preogdstories gives the composite
a cyclical feel, and it ties the stories togethégse of the same cultural and religious
references makes it clear that the characters intiedossame space and belong to the

same cultural context.
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CHAPTER Il

With the analyses of the individual stories in min@ can now look at how the
stories figure together and how a readiny\@man Hollering Creelis a
bildungscomposite adds to our understanding ofegkieas a whole, and the space it
speaks to and from. As previously mentioned, theetlcore story strings traverse and
complicate the tripartite division. At the begingiof the previous chapter | suggested
three thematic labels for the three trajectori@sdividual identity, collective identity,
and rite of passage — and | will now discuss thiesse ways of reading the book,

before I look at how thBildungsromargenre is developing in new directions.

Individual identity: the Chicana artist

Identity is closely linked to cultural identity. V@h the protagonist in “Tepeyac”
moves from Mexico to the U.S. she loses touch tighculture that has shaped the
first part of her life and that she has come tmidyg with. She refers to the U.S. as
“that borrowed country,” which indicates that stexer really feels at home there;
that she never feels she belongs (23). Howevemwhe returns to Mexico, the city
where she grew up has changed and she does nghised as the place where she
lived as a child. This story reflects what Wyattyelation to “Never Marry,” calls a
“double unbelonging” (246), the opposite of theald@lestiza state that Anzaldua
describes. If one is unable to straddle the baaddrinhabit both countries and
cultures at the same time, one can end up trapgebn them, incapable of
identifying with either.

Clemencia in “Never Marry” also struggles with idigyy and in some ways
she is caught between cultures as well. She idemtifith Anglo-American culture
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and dissociates from Mexico by heeding her motheaigce to “never marry a
Mexican.” However, she is unable to see that shgelfegets put into that category by
her lover, Drew, when he says that “he cauddermarry fher]” (80). She also rebels
against the identity society tries to impose ondsa woman. She reverses the gender
roles, but in taking the role of the man she oelylaces one pre-existing identity with
another and is still defined externally by society.

Chayo in the second part of “Little Miracles” is rasuccessful with her self-
invention. She accomplishes what the girl in “Tegefycannot, and is able to redefine
the religious symbol db Virgen de Guadalupas someone she feels comfortable
with. She borrows aspects from both Aztec, Mexieand Anglo religions and creates
her own deity rather than accepting unquestionitiggybeliefs inherited from her
family. In doing this, she achieves what Karafilals métissage“to reconcile her
Anglo-American and Mexican cultures” (65).

At the beginning of Bien” Lupe is sure about who she is. However, when she
meets Flavio, her self-proclaimed Mexicanness stamdontrast to his effortless and,
to Lupe, “authentic” Mexicanness. This leaves hersgioning her own cultural
belonging, and forces her to reconsider her culideantity.

In the last three stories the quest for identityaenected to the women’s roles
as artists. The act of creation is linked to thecpss of creating an identity and to the
way the women see themselves in relation to thédwasound them. Two of the
women consider themselves partly “outside” societynehow separated from their
immediate surroundings by the fact that they atistar Clemencia sees herself as a
“chameleon,” moving between classes and groupgaple, and Chayo’s family
disapprove of her choices that set her apart flemt However, the fact that they

know they are meant to be artists makes them straangd able to handle this partial
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separation from the rest of their community, beeatsy would not want it
differently. As Chayo puts it, “I didn’t choose bgiartist — it isn't something you

choose. It's something you are, only | can’t expli#i (127).

Collective identity: the New Mestiza

As we have seen, when it comesBitlung Chicanas are faced with a double
challenge: not only do they havefiod their identity, but alsoedefinethe identity

that has been imposed on them by society. Eysfuwoyts out that,

a realistic representation of the femBilungsprocess, which follows the traditional
pattern of portraying individual accommodation ¢égis-cultural values and gender
role expectations, can only portray a femBiledungsheldvho succumbs to social and
cultural norms of womanhood, norms that are arttithketo an autonomous and self-
defined female identity. (29-30)

Women/Chicanas, having “found” an externally crdatefinition of themselves as
women/Chicanas, have to redefine this and shajeidieatity on their own terms, in
accordance with how they see themselves. As Cisreself says in an interview
with Pilar Aranda, “We accept our culture, but mathout adaptingit to] ourselves
as women™ (quoted in Wyatt 267).

In the second set of core stories, the girl in {HWIght” demonstrates the
naive, adolescent reaction to lost love. Her Chaagtout to be someone else entirely
than who she thought he was: his real name meat$dte,” he comes from a town
called Miseria (“misery”), and the newspaper reptinat he was arrested for having
killed eleven girls. However, even after learnihg truth about him, the girl still
claims to love him: “Then | couldn’t read but ordtare at the black-and-white dots

that make up the face | am in love with” (34). $las not learned to stay away from
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men who are bad for her and probably thinks théttaf had been allowed to be
together, he would not have hurt her.

Cledfilas in “Woman Hollering” has come a step figit She does leave the
man who is hurting her, but she needs her doctgiveher a push in the right
direction. In the end, however, it is Cledfilas winakes the decision to leave.

Clemencia in “Never Marry” and Lupe iBfen’ share several similarities,
and their stories almost run parallel up to a aegaint: they both want to belong to
another culture, and find this difficult. They cls@dovers from “the other side” of the
cultural divide; lovers who leave them in the eHdwever, while Clemencia
becomes obsessed with her lost love and resodisstiouctive strategies in order to
get him back, if only indirectly through his soryge is able to let it go through
repainting the volcano-painting Flavio modelled floupe’s inverting the parts of the
Princess and the Prince echoes Clemencia’s swigebirs, but Lupe’s inversion is
only symbolic, a means to help her get over Flaama a more healthy way to deal
with disappointment. In this stringBfenr’ figures differently than in the first: now it
is not Lupe’s cultural identity that is the focbsit her identity as a woman.

Taken together, these stories chronicle the emeegeiithe New Mestiza
through four women'’s reactions to being betrayedney. We see how they become
stronger, more independent and self-assertivd, lupie finally emancipates herself
from the hold her man has on her. She might hawkl@ms reconciling the Mexican
and Anglo aspects of her cultural identity, but she@ New Mestiza, or “New
Woman,” in that she lives for herself and doesrmesda man in her life (although
she might choose to have one): “Everywhere | gomie and me. Half of me living

my life, the other half watching me live it” (163he is completely present in her
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own life, instead of living through thtelenovelaheroines or, perhaps worse, through

a man.

Rite of passage

As the first and second strings of core storiesbmread as respectively tBédung
of individual and collective protagonists, the thatring chronicles the rite of passage
of the entire book. As previously mentioned, “Tep&yand ‘Bien’ can be read as the
first and last stage of a rite of passage, “Tepes@mnifying the separation stage and
“Bien’ the attempted aggregation. The middle part ofrifeeof passage is represented
by “Holy Night” and “Tocaya” These two stories both demonstrate the unifgrmit
and loss of identity that characterise the limstalge. The girl in “Holy Night” “loses
herself” and takes on a new identity in the tramsfation phase: “I gave out a cry as
if the other, the one | wouldn’t be anymore, leait. ... |, Ixchel, his queen” (30).
There is also a sense of darkness and claustraphbbut this part of the story. The
girl’s initiation takes place at night, with thelgrsource of light being “the pale moon
with its one yellow eye” seen through a narrow vawd30), and Chaq’s tiny room
resembles, as previously discussed, a tomb. Theiatisn with death is even
stronger in Tocaya” where Trish is assumed dead. What appears tebbody is
found and identified, but it turns out to be a cabmistaken identity. This reflects the
uniformity that, according to Turner, characterigesinitiand in the liminal stage —
even her parents cannot distinguish her from amajinie

The book’s rite of passage ending with Lupe’s aftesd aggregation in the
last story analogises the challenge that Chicasdag® of trying to combine the

different elements of their culture; an effort timhot always successful.
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Conclusion

As previously mentioned, genres are “subject twhisal change and modification”
(Bartnes 197), and each new text written withirearg has the possibilities of
slightly altering the signification of the genreeWave seen that tiB#ldungsroman
has undergone a development which in the Chi@aldangsromanas Cisneros’s
revisions of the genre demonstrate, includes & f&hbrh the traditional focus on the
individual to the communal, and from a linear, alolpgic organisation to a more
episodic structure. In addition, since its “birih"the 19" century, theBildungsroman
has moved away from the notion that a synthesisdst society and the individual is
possible. The aggregation of the traditioBatlungsromarrequired a unified society
in which the protagonist could find his place ie #nd. Today’s societies are much
more complex, and this holds especially true fongwnities such as the Chicano,
which incorporates Anglo, Mexican and indigenoulsucas from both sides of the
border. With such a complicated cultural backdropther approach tBildungis
needed, and this is whatoman Holleringllustrates.

In The Liminal Novel: Studies in the Francophone-AdnidNovel as
BildungsromanWangari wa Nyat@t\Waigwa says that “Reincorporation or
assimilation into society assumes the existen@eaammunity to which the
protagonist can return, one that has maintainedgmoultural continuity to allow a
clear definition or sense of the individual’'s plagihin the group”15). This is why
the Chicana/@ildungsromameeds to end differently, and possibly why we see
increasingly more examples of the “often indeteaterendings of the modern
Bildungsromah (Eysturoy 10); that is, “incomplete,” or open-euBildungsromane

that do not offer an “orderly” conclusion to tBédungsprocess.
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Karafilis suggests that “the condition for succiess. twentieth-century
Bildungsromandoy women of color” is what she catisétissaggethat is, in the case of
Chicanas, the protagonist’s ability to reconcile lexican and Anglo aspects of her
culture (65). If we agree with Karafili8Yoman Hollerings composite protagonist is
“unsuccessful.” Lupe inBien’ concludes the book, and as an individual protégpn
part of a composite protagonist, and as repreggthmlast stage of the book’s rite of
passage, she fails at achievingtissageShe tries to straddle the border and keep one
foot in each culture, but is pushed over to thelAmside when she has to admit that
“[she] was not Mexican.” Does this mean tiié&man Hollerings not aBildungstext?
| do not think so. Karafilis discusses tB#dungsromargenre in traditional terms: she
still assumes that it needs to end with some ddttsoon, or reconciliation. However,
| think we need to look at the genre in new terwisich | will come back to shortly.

The reason for the complex cultural situation ef lorderland is
transculturation a concept that was formulated in the 1940s byCihigan
anthropologist Fernando Ortiz. He defines it ag ‘fhocess of transition from one

culture to another,” which involves different phsise

“it does not only consist in acquiring a culturdyigh is what the Anglo-American
word acculturationreally means, but the process also necessarillyggihe loss or
uprooting of a previous culture, which could bdexhb partial deculturation, and, in
addition, it indicates the consequent creationevf ultural phenomena which could
be calledheoculturation” (Ortiz quoted in Millington 209)

Two cultures come together and form a third, a eoadilture in its own right, not
identical with either of the two countries, but pessing elements of both.
Transculturation is not limited to Chicano expecerhowever. It happens wherever
cultures meet and interact, and is in this way attaristic of contemporary life.

Recently Richard Rodriguez has addressed this aspewmre general terms,
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suggesting that “The experience of the modern agtixthe experience of confusion
and the intersection of many cultures in a sinig#s (“Amerikas Historier” 22)*

Transculturation creates new cultures, realitiebexperiences, which call for
new approaches to literature, and questions anglvaised about the novel’s ability
to represent the complexity and communal natuferahstance Chicano culture.
Rodriguez claims that the novel “is not a form ddpaf being true to the basic sense
of communal life that typifies Chicano culture. Whiae novel as a literary form is
best capable of representing is solitary existeet@gainst a large social
background” (“Going Home” 27). He also states thatlernity “calls for a non-linear
response” in literature (“Amerikas Historier” 28yhich is precisely what the
composite offers, and why | believe that the contpadructure is more suited for
representing diverse and heterogeneous commulikigethe Chicanas/os. David
Attwell argues that the term transculturation “sesfg multiple processes, a dialogue
in both directions and, most importantly, processesultural destruction followed by
reconstruction on entirely new terms” (18). Follagithis definition, what | have
called the bildungscomposite can be regardedexatit transculturation: the
conditions of theBildungsromans, through revisions and new articulations of the
genre, being “[reconstructed] on entirely new tefms

To conclude, | believe th&ldungstexts can no longer end with the
traditional synthesis between individual and sggiet between cultures as Karafilis
suggests. We need to acknowledge that such rewdiwsilis not always possible and

instead accept open-ended texts as members ofltheagsroman tradition.

" All quotations from this interview are from theginal English version of the interview.
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