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ABSTRACT

The thesis is primarily concerned with the develo-
ping existential outlook of the Chilean novelist José
Donoso,and with the evolution of his narrative tech-
nique.It concentrates on his major works written be-
tween 1956 and 198l. The first two sections constitute
a consideration of his novels up to 1970: they chart
the movement away from traditional realist procedures
towards technical innovation and experimentation,as
well as highlighting the passage from a feeling of
disenchantment with 1ife towards one of real terror
before existence.A parallel relationship is postulated
between this pattern of increasing structural complexi-
ty and the author's growing sense of metaphysical an-
guishs: the breakdown of conventional structural patterns
is seen as a reflection of the collapse of all faith
in the notion of order in general.This process peaks
in 1970 with the publication of El obsceno pdjaro de
la noche - at the same time the most complex and most
despairing of his novels.However,after 1970 the pessi=-
mistic tone seems to decline,while style and form take
on a less problematic appearance.The third section of
the thesis is an analysis of this post-1970 phase in

Donoso* s writing:it is suggested here that the apparent
relative simplicity of the later work is indicative of
a more resigned attitude to life,that a moderation

in viewpoint is expressed via a moderation of the ele-
ment of formal complexity.Thus,changes in outlook are
matched by changes in technique:in this way,narrative
form is seen to function as a pointer to,or even as a
metaphor of,the author's vision of existence.

At the s2me time,changes in techrnique are examined
in relation to changes in modern Latin American fiction
in general.Donoso' s novelistic evolution - as well as
epitomizing the transition from traditional realism %o
experimentation - is also seen to indicate a way for-
ward after the experimental explosion or “boom" asso-



ciated,by and large,with the 1960s.With regard,for
example,to his later work,the thesis argues against
dismissive criticism,developing instead the notion

that his new style is not only a logical consequence

of his intellectual evolution,but also a response to
what he sees as the stagnation of the modern novel as

a whole.The notion is that,although the ‘new novel®

was essentially a reaction against the perceived stale-
ness of conventional realism,many innovations of modern
fiction have themselves become standardized features

of modern writing:in other words,in many cases, the
innovations of the new ndovel have come to appear almost
as conventional as the forms they replaced.Donoso" s
return to simpler forms is therefore seen as innovatory
in the modern context.However,the thesis also argues
that this simplicity is only apparent:rather than
attacking the assumptions of realism head-on via out-
landish structural distortion,the post-1970 fiction
dupes the reader into accepting the novels as ‘realis-
tic* or - at least - as straightforward,but only to
break down each novel‘'s apparent pattern of develop-
ment as it progresses. Thus,the earlier tendency to
create alternative narrative structures is contrasted
with Donoso‘s current attempts to subvert traditional
realism from within by undermining the very realist

patterns upon which his later novels appear to be
based. The later work is not therefore seen as an out-
and-out rejection of the principles of the “boom}but
rather as a sophisticated renewal and development of
its methods.
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CHAPTER OI'E ;
CRITICAL REACTION TO DONOSO

The last decade or so has seen & proliferation of
critical articles on Donoso.During this period diffe-
ring critical attitudes have emerged and there is &s
yet no general consensus of opinion on the meaning of
his fiction or on the best ways to approach his work.
It is proposed to examine briefly some trends in
Donoso criticism and to suggest some possible deve-
lopments.My intention is largely to ignore merely
introductory or expository criticism (e.g. that rep-
resented by such articles as those of Guillermo
Carnero or Jaime Siles on El obsceno pdjaro de la

noche or the general chapters on Donoso in books) and
concentrate instead on what seem to be the more impor-
tant and representative critical works.

A sigzeable group of critics avoids trying to
interpret Donoso’ s work at all,taking refuge in the
idea that his novels (especially El obsceno pdjaro)
are impenetrable.Pamela Bacarisse points out that in
El obsceno pdjaro:

many pieces of information given to the reader
are contradicted,many of the events recounted

are then said not to have happened,there are
conversations which may or may not have taken
place and characters are themselves then some-
one else,or themselves and someone else.What the
reader believes,on a narrative level,is up to him

She goes on to say that"it is surely impossible to know
how to choose between the various versions of the truth
we are given”LCertainly El obsceno pdjaro does contain
many contradictory elements and on & narrative level is
therefore difficult to decipher fully.However,this does
not mean that the novel is impossible to interpret.
Indeed Dr. Pacarisse herself goes on to give a highly
plausible analysis of El obsceno pdjaro,showing that
the narrator's condition of ontological insecurity

turns the novel into & willed process of evasion.



John M. Lipski,meanwhile,claims that the various
facets of E1 obsceno pdjaro "destroy the multiple

signifiers and ultimately disappear in a dazzling
verbal explosion™ and 2. Nelly Martinez seems to be-
lieve equally th&t the multiple viewpoints of the
novel and its many possible interpretations make it
undecipherable.She considers that it shows "la derrota
del Logos - Logos que apunta a un significado trascen-
dente o presentido™,which is replaced by "el juego de
un sentido por siempre diferente y por siempre di-
ferido™. Martinez thus reduces the novel either to
"la nocidn del diferimiento del significado dltimo de
un texto al ser aquél (el significado) arrebatado por
la praxis de una infinita postergacidén” or to "la
sucesidn de diferencias de significado (de diferentes
significados)™.
In another article the same critic comments that:
asi como las caretas simbdlicas del narrador se
invalidan mutuamente,también los diversos dis-
cursos se cancelan mutuamente revelando que la

escritura misma_ es una mdscara que enmascara el
hecho de serlo".

and goes on to claim that:

al final de la novela,cuando la conciencia
narradora se hunde en la oquedad, s6lo gquedan
astlllas cartones,medias, trapos,diarios,papel,
mugre’ ,vale decir solo restan palahrds obgetos
inservibles,vaciados de significacion’

However,she produces no hard evidence to show that
this is the significance of the final scene of 51

obsceno pdjaro.

" Her words clearly echo those of Severo Sarduy who,
in writing about El lugar sin 1imites,compares the
transvestite Manuela to literature itself.He feels
that the "planes of intersexuality are analogous to

the planes of intertextuality which male up the lite-
e

rary object", He sees 1iter&ture,like transvestism,as
a kind of mask;just as the mask of transvestism merely
hides "the very fact of transvestism itselfl’ ﬂ 50
writing is merely a magk which covers up asn enbi-
ness bheneath. ‘



Such views are shared by other critics.In an
article on El obsceno pdjaro,Alicia Borinsky says that

"los elementos de 1la obra...se presentan como super-
. . A
ficies"but that "no guardan nada en su interior"™ she

concludes:

Leemos un juego de superficies que nos engana ]
porgue no son,como estamos inclinados.a deseax,signo
de interioridad.No hay nada detrds,sdlo subsiste
la ilusidn de la mdscara en una 1inea horizontal’s

Similarly,Sharon liagnarelli claims that:
the word in the novel bhecomes a surface,a simple

envoltorio,the wrapping that never yields the
object or subject that it pretends to cover’

and that:

the novel becomes a game with the discovery of
the impossibility of unmasking or unwrapping the
essence,with the impossibility of finding a
centre,a core’
Ignoring any possible social,exiStential and meta-
physical implications of El obsceno pdjaro,Magnarelli
declares that Donoso is'presenting literature and the
written word as the principg! themes of the novel™®
and even suggests that "la mancha negra” of Mudité's

ashes at the end of the novel merely reflects his re-
duction to words,his being nothing more than "a dark
stain on a white page™ 1In another article shé makes
her position quite clear:

The presence of the signifier once posited the

presence of the signified;now the text accentuates
the inevitahle,eternal ahsence of the simified.

4 similar conclusion is drawn by Alfred J.MacAdams:

What the narrator...says is in effect irrelevant.
What matters most is the telling itself, the
imposition of order (grammar) on arbitrarily

chosen things (sizns)%

It seems clear that such critics are not actually
analysing or interpreting the text itself;rather they
are bringing certain literary theories to bear on to
the text.Sarduy s article relies heavily on quotations
from Lacan,Rarthes,Jacques Derrigda and Jean-Louis Baudry.

\0.



Similarly Z. Kelly kartrhez spends about half of her
first ahove-iientioned article discussing the post-
structuralist theories of Jacques Derrida with only an
occasional reference to El obsceno pdjaro itself.But
can the implication that it is not worth trying to
find any meaning in Donoso' s work really be justified?
Not according to D.L.Shaw who has written:

toda tentativa de presentar El obsceno pdjaro de
1a noche como una serie de significantes sin
significado estd condenado de antemano al fracaso.
Donoso es ante todo un hombre de ideas,un hombre
con una cosmovisidn muy definida,de la cual debe
partir todo enfoque vdlido de su "obr

Hugo Achugar,in his book on Donoso,makes a similar
point,though less consciously and less directly than
Shaw:
la produccidn literaria en tanto produ001on
social propone un proyecto ideoldgico que da

cuenta - a pesar incluso de la voluntad del
propio escritor - de un modo peculiar y deter-

minado de entender y reaccionar frente & 1g realidad

social?
It is interesting to note that while Achugar actually
chooses to emphasise ambiguity and interdeterminacy as
the essential features of the auvthor' s novels and
stories,he is ready to assert of the short stories for
example that "los textos...tienean uwna unidad que les
viene de ser producidos por un hablante con una cou-
cepcidn del mundo determinada" and that "el conjunto
de textos...tiene como todo acto humano un significadoﬁ?
It would seem,then,that for these critics the inherent-
ambiguity of the texts is not necessarily a bharrier to
understandirig.

Donoso* s own words might help.While on many

occasions he has implied that there was no spzcific

('u

o
Lrl G

ntion hehind the writing of El1 obsceno pdjaro,for

example,and in a recent interview he goes so far as to
claim that "el arte es irreductible a su significado™,
this is not at all the same as saying that

t
meaning in his wor'.Indeed,in many other interviews

\\.



Donoso has freguently discussed the ideas behind his
novels and has even commented on some specific themes
or symbols.Thus in a recent interview,he describes his
novels as "a play of balances and surfaces which have
meaning and & continuity,a unityﬁ”ln another he re-
cognises that it is "perfectamente aceptable" for
different critics to see different meanings in his
work:

es mejor que una obra pueda ser vista y entendida
en muchos distintos niveles.A m{ me agrada que
los criticos digan que mis novelas son sociales,
politicas,erdticas etc.;que presenten otros
niveles que vengan & ampliar o a2 negar los que

yo veoX

What this suggests is that art should not be brought
down to @& single meaning:he does not wish critics to
26
"reducir la novela a una parte de si misma.In other
words his work may have multiple and compleX meanings
but meanings nonetheless.lz explains this idea to San
llartin:
Una novela tiene tantos niveles que elegir;uno
no me satisfaria.Decir que es algo,y negar las
otras posibilidades.Quisiera que fuera une cosa
tremendamente polifacética,tremendamente vital,
tremendamente movible, tremendamente bharroca...

como las ciuvdades _mmedievales gque de alguna manera
tienen un sentido”

found in Donoso' swork,let us now turn to how some
critics have applied themselves” to finding them. An
obvious first category is that of the eccentric

TTey 2 an - S 4.3 S e . — ey Y . 2
Taving arzusd, then,that there are meanings to be

readings.. novel like zZ1 obsceno pdjaro,for example,is

an extremely complex work of art and one which presents
many difficulties for reader and critic alike.This has
resulted in a batch of rather odd interpretations

2

Silvia Martinez D'acosta, for example, in &rn essay full
of mysterious refences to Indian rituals sugzests that
Humberto Pellaloza feels & homosexual attraction to

z . ’.._‘ » 2 s o - -
do1: J eronino JeAzc013ia/the represgion of which causes
his paranoia.Humberto's desire for Inés is seen as in

{2 :



reality only a2 front for his sexual attraction to don
Jerdnimo.The same critic also claims that Humberto
sees Peta Ponce as a mother figure,whom he rejects out
of a fear of incest,and Dr. Lzula is said to he the

father figure who condemnis the idea of incest® In an
article on Coronacidn,Ramona Lagos treats us to a

psychoanal ytical explanation of the importance of the
colour pink to Andrés and later puts forward some
curious interpretations based on an analysis of the
significance (as she sees it) of the names of the
characters in the novel.She also asserts that Andrés's
collection of sticks represents @ phallic symbol, and
in analysing his relationship with Lourdes claims that
the servant was in love with Andrés but that now "ha
transferido sus sueiios de amor hacia el gusto por el
comer?Equally curious offerings come from Anita L.
Vuller,who sees Mudito's death by fire in E1 obsceno

pdjaro as representing "su unidn con Dios,su purifi-
cacidn y la destruccidn de las fuerzas malignas" and

the pumpkins as "el milagro del mand para las viejas
hambrientas":°ana from Francisco Rivera who sees the
frustrated hopes for a miraculous child as a parallel
for Humberto's frustrated attempt to become a writer®

Other critics disguise pedestrian observations
with rhetoric,sometimes to a point at which the critic's

comments seem to be almost totally devoid of meaning.
This is the case of FPaul VWest among sundry others.
He writes of I1 charlestdn:
this Donoso in & minor key is still an iridescent
vertical invader of horizontal caterories.M®

As 1or Treg novelitas burguesas,vWest sayss

the surprises ... are irrevocable and,for all
their sheen of ephemera gloatingly pinned onto
cork,diagnostic of the human brain itself,done
21most with @ brain-side manner.s

Fortunately,however,there have been more con-
vincing attempts at interpretation.A frequent approach
is via social comment,and some critics heavily empha-

sise this element in Donoso‘s work.,Guerra Cunningham,

\3.



for instance,sees Coronacidn as a novel concerning "la

cafda total del mundo aristocrdtico en decadencia )"
while in reference to the characters of the same novel
John o. Brushwood claims that "their obvious function
as a commentary on the Chilean"oligarchy...transfers
the reader's attention to a specific political situa-
tioa"?'The most complete examination- of Coronacidn of

this nature is the sociological investigation under-
taken by & group headed by Luis Bocaz: they discuss
the novel purely in the 1ight of Chile's social and
economic position in the 1950s% Similarliy,Charles M.
Tatum sees the "central theme" of El obsceno pdjaro
as "the demise 6f a feudal society" and "the decay of

- : 3F - .3 = .
an oligarchical systen“% Even antonio Cornejo Polar

sees it ag"la gran novela de la decadencia burguesa“?

The problem with this approach is that it tends
to over-simplify,for clearly there is much more even
to Donoso‘'s early work than social criticism.Several
critics (including,for example,José Promis Ojeda,Isis
Quinteros and even Tatum himself in a different articléﬁ
have pointed out that there are as many similarities
as contrasts between the social classes in Donoso's
novel s.0thers (such as Kirsten F. Nigro and John J.
Hassctgs have actively attacked social interpre-
tations.In fact Donoso himself has insisted that "no
tengo ninguna visidn social“ﬂ and has elsewhere de-
clared:

Nada me irrita tanto como los criticos que re-

ducen mis novelas a sus elementos sociales,esos

: L et e y T , P td IR L e o i e 2 & e
due gulieisn Jua yo gL @g8CIlteo el Carngo g CL3Me
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de lés clusgses soCiales chilenas!

L su
= - § e aaim =
avoiding such r
L B3 el 251 G _Gl__:.' il
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1

S0C1lul Tilevencce.Thizgie the idea thut the rational
world based on the principles of social convention
prevents the individval from fulfilling himself on an
instinctual level hecause it forces him to suppress his
more natural inclinations.This concept is central to

"



Tatum' s approach.He believes thats

Donoso's fiction leaves the impression that a rigid
set of conventions,mores,and values dominates his
characters of all social classes frustrating
spontaneous self-expression?

George R. licllurray points out in his book on Donoso
that this theme is linked with the Surrealists’ dream
of "the liberation and transformation  of man which
they hoped to accomplish through the establishment of
a direct 1link between the objective and the subjective
realms and through the eliminationr of the contradic-
tions between the real and the imaginary"¥ Perhaps

the most thorough treatment of this theme is that

offered by Herndn Vidal in his book,José Donoso: su-

rrealismo y rebelidn de los instintost Vidal inter-

prets all of Donoso's novels from this point of view
and supports his argument with extensive references to
the theories of Carl Jung.The book is cogently argued
and well written but it contains in my view a number

of misinterpretations of specific aspects of Donoso‘s
work and once more it often tends to over-emphasise the
more social implications of its main theme.Equally it
sometimes appears to offer interpretations that are
rather too optimistic. Although he recognises that the
liberation of the unconsncious can have disastrous con-
sequences,vVidal often seems to think that Donoso reall
does believe that man car achieve fulfi%dpent in this
way.McMurray is more cautiousshe emphasises Donoso's
pessimism and suggests that "the surrealists' aspiration
of ameliorating the human cornditiorn through their

=t

artistic endeavor would more than likely strike him
as naive"? a thought echoed by Quinteros in her book*”
Nevertheless,the basic theme of Vidal‘s book reflects
a central concern of Donoso's writing,and this is &
subject to which critics (such as Promis 0Ojeda,Tatum

" e S P N y - -
and many others) have returied

7 — 3 A P
= gd. 11 4diid C:-‘_’,:A' 1il,.

Tlainly interpretations like those of Vidal and
lcHurray must in some way relate to a consideration of
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the mental states of the protagonists of Donoso's
stories and novels.This leads us on to & fifth trend
in Donoso criticism,namely that which attempts to
analyse his work on the basis of a psychological or
psychoanal ytical examination of the texts.Many critics
have pointed out Donoso’s lack of faith in the unity
of the personality and his obsession with its disin-
tegration.Josefina A. Pujals's study of El obsceno

pdjaro-though often vague and rambling - is essen-
tially concerned with psychological breakdown? John
Caviglia puts the emphasis on the mental collapse
that follows any attempt at rebellion against the
collective values of our society: "the abandonment
of the norm...leads not to unique individuality but
to disintegration and chaos”? This reminds us of
Vidal's stress on Jung s concept of the repressive
effect that the collective unconscious has on the
individual,a point taken up by Helen Calae de Agiiera

in her useful article on Tres novelitas burguesas?

There is also a great interest in actually descri-
bing the process of mental disintegration.lcMurray
for example details the symptoms of schizophrenia
and goes on to show how Humberto Pefialoza of El
obsceno pdjaro manifests the characteristics of a
schizophrenic patient.Pamela Bacarisse similarly
sees Humberto' s condition as one of schizophrenia

with elements of ontological insecurity, and she puts
forward an exellent analysis of the text based on
this diagnosis.

However,there have also been: many less satis-
factory attempts at this kind of analysis.The un-
wisdom of taking the psychoanalytical process too
far was mentioned & propos of Ramona Lagos's ar-
ticle on Coronacidn.Sometimes too,this kind of app-
roach results in the substitution of closely argued
analyses by vague and unhelpful comments.Typical of
many is Emir Rodriguez Monegal,who sums up the

author's work as the expression of "una realidad

\b.



torturada y pesadillesca,una realidad que completa
el mundo de la superficie,que lo lastra de sombras,
que lo duplica en claves terribles"’ Such nebulous
statements are sadly familiar to students of Donoso.

The same problems occur when critics try to
establish relationships between myth and Donoso's
work.Prominent here are Quinteros,Hortensia R.
liorell,G.Durdn and especially Richard J.cal1an®®
Al though Quinteros and Callan do make many stimu-
lating points in their work,one cannot help feeling
that they sometimes go too far in their desire to
seek out mythical elements in Donoso‘s novels.

This tends to deflect them from the task of ana-
lysing what the works under consideration are in
the end about.Such an approach is perfectly valid
when it aids our understanding of the texts,but,
as Donoso himself has suggested,this is often not
the case.In an interview with lMcHMurray he said:

I believe some critics tend to overemphasise
mythical interpretations which often do not
greatly increase the reader's understanding
of a literary work?$

It may be time for critics to place less
emphasis on psychological or mythical examina-
tions of Donoso’s work,and to turn directly to
the texts themselves in order to try and find out
what it is that Donoso has to tell us about the
human condition.There is now,I think, a need for
an approach which will pay more attention to the
levels of meaning in his novels,while at the same
time bearing in mind the essentially ambiguous
nature of much of his work and taking into
account the multiplcity of elements that go to
make it up.This would contribute to a greater
understanding of Donoso's work without contra-
vening the author's own wishes that his novels
should not be interpreted reductively.

A major area of thematic significance which

| +.



has been particularly neglected is that relating
to the existential and metaphysical aspects of
Donoso' s work.Apart from the vague references to
nothingness and hopelessness that recur in Donoso
criticism,there have been very few attempts to
anal yse exhaustively and clearly this side of the
Chilean author's writings.Only a few critics have
eXxplicitly and unambiguously referred to the im-
portance of this theme.Shaw insists it is "un
tema fundamental en la obra de Donoso: su nos-—
talgia de la fe,de un Dios garante de un ‘orden'
existencial sin el cual no hay m&s que caosﬂ?'
Robert Scott observes that "Donoso has always
been concerned with death and its horror”?'and

in a useful article (despite its jargon and its
obsessive desire to relate the argument to the
theories of Ernest Becker) suggests that E1
obsceno pdjaro dramatises the individual‘s need
to fight against the annihilation represented by
death.In an article on the short stories,McMur-
ray points out the importance in Donoso‘s worlk:

of "la angustia existencial del hombre moderno
en un mundo cadtico desprovisto de Dios"™. He
develops this idea more fully in his bodok on
Donoso,especially in relation to El lugar sin
limites and El obsceno pdjaro,- an approach fo-

llowed also by Victorio G.aguera with regard to
the former novel®

However,the theme has not been dealt with &as
fully as it desefves,since most critics have
hitherto chosen to see man‘'s anguish mainly as a
result of sociological or psychological factors,
or,as in the case of Achugar,as a result of his
awareness of the inherent ambiguity of reality;
Even Celeste Kostopulos who stresses Dornoso's
"preoccupation with the individual‘s anguish
"? examines this theme only
in relation to society's suppression of indivi-

before human existence
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duality.This problem is especially relevant to
Coronacidn and Este Domingo.The metaphysical
aspect of these novels has really only eme® been
discussed in relation to the individual charac-
ters' expressions of fear.There has been no real

attempt to see the existence of this obsession on
a symbolic level underlying the plot-of these two
novels.Bven in considerations of El lugar sin

1{mites and E1 obsceno pdjaro critics have ten-

ded to couch their language in vague abstrac-
tions whenever they have touched on this aspect

of the novels.

Hitherto we have mainly been concerned with
thematic interpretations of Donoso's work.
One reason for this is that the majority of Donoso
criticism actuvally takes the form of content ana-
lysis,most of it being concentrated on El1 obsceno

pidjaro.Apart from the would-be semiotic and
structuralist approaches mentioned at the begin-
ning of this study (which do not always clarify
our understanding of Donoso's work),there have
been very few convincing attempts at a sophi-
sticated,formal analysis of his fiction.
Nevertheless,we can begin to distinguish
several types of critical reaction to the formal
aspect of Donoso's novels.Some critics simply
include a few passing references to the novel's
structure in the course of a largely thematic or
generalized study.Rodriguez Monegal,for example,Con-
trasts briefly what he sees as the traditionalism of
Coronacion with the more professionally executed
Este Domingo and comments on the importance of svm-

bolism and Juxtaposition without investigating their
technical impact on thénovels in any depth. The
formal level of Hassett's general article on El
obsceno pdjaro merely involves references to the

novel® s'unique narrative structure"” which he sees
as "an endless series of repetitions, substitutions

and transformations" which has the effect of "forcing

Vs



the reader to constantly readjust his visual apparatus

to accomodate the next wave of images passing before him"%
Other critics make more specific observations about

the nove;/s\structure,but these often stand in isolation

and do not constitute 2 genuine departure from content

analysis.Isaac Goldemberg and Ramona Lagos for instance

both offer essentially thematic interpretations of

Coronacidon.But at the same time the former does suggest

that the novel is structured around the interaction of

a social and psychological axis and points to the exis-

tence of three layers of isolationQLagos meanwhile

enphasises the novel's division into three parts and

the parallels between misid Elisa‘s two parties.It is

a pity that these ideas were not more fully developed.

We see a similar pattern of approach in Caviglia's ar-
ticle on El obsceno pdjaro.His analysis is not essentially

formal but he does make a brief attempt to demonstrate
how the novel's jumbling of different points in time
shows "the distance between disillusion and an adole-
scent’ s illusory desires”%?romis Ojeda’ s article on
Donoso™ s work is also largely thematic but he too in-
cludes useful formal observations,especially on E1

obsceno pdjaro whose structural basis he sees &s one

of contradiction and ambiguity.He also malkes the inte-
resting point that Donoso‘s work progresses from the
presentation of the process of conflict (Coronacidn,

Este domingo) to a situation where the reader is given

2 more general image of the actual state which results
from such conflicts (El lugarsin limites,El obsceno

'7Déjaro).
The most common type of critical approach to the

formal aspect of Donoso's novels (especially El obsceno
pdjaro) is to introduce & general comment on style and

structure without making an adequate attempt to de-
velop or explain it.Thus Eyzaguirre refers to El
obsceno pdjaro as an "obra mucho mds ambiciosa que las

anteriores" which "no deja lugar a dudas del gran do-

minio de Donoso sobre el arte de novelar"® However,
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this is all he says about the novel.le does not
attempt to explain the functioning of Donoso's arti-

stry in El obsceno pdjaro.Similarly,J.Marco comments

on the same novel that "la forma es también el con-
tenido" and states that,despite the novel‘s apparent
chaos, Donoso* s "maestria organizadora" points to the
existence of a hidden structure which makes senseé of
the novel as a whole What Marco does not explain is
the relationship between form and content,or what the
hidden structure of El obsceno pdjaro actually is.
It is of some interest that of the books de-
voted to Donoso none takes an exclusively or even
predominantly formal approach,When their authors do
consider the technical aspects of Donoso‘s work they
tend to discuss them in relation to the features of
the new novel as a whole.In other words,their most
common feature is to point out how Donoso's use of
ambiguity and audacious structures constitutes a
challenge to the traditional novel's simplistic per-
ception of reality.To be sure Quinteros goes some
way beyond this,particularly in her comments on Este
domingo and El obsceno pgjarc,and McMurray includes
useful,if rather general ,remarks on Donoso‘s tech-
nigque in the creation of mood and his use of symbolism
and stream of consciousness.VWhen Vidal,on the other
hand,comes to grips with the structure of E1 obsceno

djaro,the account he gives is in my view confused
and even contradictory.Ricardo Gutiérrez Mouat,in his
recent book on Donoso,does avoid the normtl patiern
of content analysis,but his rag-heg of different
literary theoa%fjo% despite some interesting points -
gets him littlggaésertion of the self-referentiality
of the textsthis aim is to establish "una relacidn
homoldgica entre la produccidn luddica y la produccidn
literaria,una analogia estructural de cuatro términos
que pone en evidencia la homogeneidad o isomorfia del
lenguaje modelado y del lenguaje modelador”?‘Pethps

-

the best general work in this respect so far is
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Achugar® s.Although his approach is more thematic than
formal ,an awareness of the importance of Donoso’s fic-
tional technique is implicit throughout his study.
His book emphasises the process of development in
Donoso' s presentation of ambiguity within reality,seeing
his work @as having moved from the simple opposition
of appearance and reality to a total denial of objec-
tive reality in El obsceno pdjaro.While there is room
for disagreement with some areas of Achugar's analy-
sis,his book is a significant contribution to Donoso
criticism and certain aspects of his general thesis
are closely relevant to any formal analysis of

Donoso' s work.

It is clear,then,that al though some kind of con-
sensus exists on a few points there has as yet been
no overall assessment of Donoso's fictional tech-
nique.With regard to Coronacidn,the critics seem to
be polarised into two groups: those who emphasise the
traditional elements of the novel and those who ses
important innovative elements in it.Critics 1like
Cedomil Goié,for instance,have attempted to show that
Coronacidn's technique is not as transparent as it
might at first seem? Goié argues that Donoso‘s skil-

ful manipulation of point of view gives the reader a
more convincing and more ambiguous vision of reality.
Goié is the only critic to really develop this idea
(although G.I.Castillo-Felit'and Quinteros para-
phrase him in their studies of Coronacidn)and this
important article must be seen as marking a major
development in critical interpretations of Donoso's
first novel.The point is taken up briefly by Gutié-
rrez Mouat who argues that "la novela decide subvertir
las mismas convenciones que privilegia para aludir

a otra forma de narrar,cada vez mds carnavalesca y
; b8 . ; .
menos realista"., Achugar too is one of the few cri-

ull

tics to emphasise the fact that traditionalism and

> . ) &%
innovation are "elementos coexistentes en al texto".
This is an important pointer towards the path that-
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future criticism of Coronacion should follow.It is

not enough simply to show the existence of realist or
avant-garde elements in the work:we must endeavour to
demonstrate the transitional nature of the novel by
examining analytically the tensions created by the
co-existence of two potentially conflicting elements
within a single literary artefact. -

The structure of Este domingo has received more
critical attention.This is probably because the no-
vell symmetrical structure is relatively easy to

identify and it is not surprising therefore that the
vast majority of formal analyses of this novel have
been descriptive in nature.Joan Rea Boorman's section
on Este domingo,in her book on the new noveiw and
Quinteros' s structural analysis of it both fall into
this category.While both critics point out that the
novel® s technique creates a more ambiguous picture

of reality,they do not clarify sufficiently how this
is achieved.Even MclMurray,in his chapter on Este
domingo,only offers general observations about the
novel's organization and about Donoso's evocation of
mental processes.liaria del C. Cerezo‘s analysis re-
mains as the most penetrating so far? So, it must be
said that most of the formal discussions of Este
domingo have not progressed far beyond straightfor-
ward descriptions of Donoso's arrangement of his
material.Analyses of El lugar sin 1imites have also
tended either to ignore its formal aspect or to offer

only passing comments of a very general nature.

The majofity of formal criticism has meanwhile
been concentrated on El obsceno pdjaro.Myrna Solo-
torevsky s articles contain useful ideas on trans-

mutation devices and binary oppositions?‘Lipski too
makes some relevant points about Donoso‘s style and
his use of "paradigmatic interpenetration" in order
to generate ambiguity.But at the end of his earlier
article he unfortunately slips into vague,semiotic

jargon and instead of clarifying his stance seems to
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plump for the idea that the novel is ultimately un-

decipherable.Several other critics, including Achugar,
Quinteros and Gertel?also advance the view that am-
biguity and indeterminacy are fundamental to.the
novel' s structure.But we seem to have been slow in
developing critical techniques which. are adequate for
dealing with the extremely_complex form of works like E1
obsceno pdjaro,Fuentes' s Terra lostra or Sdbato's
Abadddn el exterminador.It is possible,however,that

the recent article by Georgescu on the last-named

novel may indicate a way forward based on modified

Barthesean principleS?

Meantime, some of the best analyses of Donoso's
technique are to be found in José Donoso.lLa destruc-—
cidn de un mundo edited by Antonio Cornejo Polar.
Indeed Cornejo Polar himself,both in his introduction
and in his article on El obsceno pgjaro, emphasises

the importance of the relationship between form and
content.He says of E1 obsceno pdjaro,for examples

no se trata de "decir" destru001on se trata,
mds bien,de encontrar-algo asi como un sig-
nificante no arbitrario_ gue plasme,encar-
nédndolo,ese significado”

His identification of a law of substitution as the
structural basis of Donoso's work is a significant
critical achievement.Adriana Valdés shows the impor-
tance of substitution and reversability in her article
on El obsceno pdjaro in the same book.Following the
theories of Todorov,she examines the motif of the
"imbunche" on a verbal,syntactic and semantic level
and suggests that the various motifs with 811 their
contradictions do help to bind the novel together in
some kind of unity? Radl Bueno Chdvez applies the law
of substitution to Este domingo and,although his stu-
dy limits itself to & small area of analysis,shows an

important aspect of the organizational basis of the
novel I'ernando lloreno Turner meanwhile offers a des-

cription of the narrative technique of El luger sin
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limites and shows how the rule of inversion can be
applied to almost all of the characters?

While Valdés and Moreno Turner sometimes fail +to
relate their points fully to the meaning of the no-
vels and some of the other articles are only partial
studies of the aspect of technique under consideration,
they do point the way forward for future criticism to
follow.A more sophisticated formal approach to Donoso's
work is vital for a more complete appreciation of this
author' s fiction.

Future criticism will also of course have to in-
corporate Donoso' s later work.The bulk of work on
Donoso comes to a rather abrupt halt after El obsceno

péjaro.This is perhaps due to the disappointment of
some critics,l1ike Shaw,at what they see as the relative
simplicity of the later work after the tortuous com-
plexities of El obsceno pdjaro.However,it is plain

that the quality of a novel does not depend on its
stylistic and structural complexities.Indeed Donoso s la
ter work is to some extent a reaction against the ten-
dency to see a good novel as one which maximises com-
plexity.The new novel emerged as a reaction against
certain stereotyped forms of literature and Donoso may
be worried that it is now close to replacing one set
of stereotypes with another.

The criticism to appear so far on Tres novelitas

burguesas has been fairly sparse and sometimes rather
superficial., There have been several recent articles
on Casa de campo, though very little on lLa mis-

teriosa desaparicidn de la marquesita de Loria and

El jardin de al lado.If past experience is any guide

future considerations of these novels will,as usual,
emphasise their more specific themes (such as the po-
litical aspect of Casa de campo and the more personal
aspects of El jardin de al lado - though already the
discussion is quite varied with regard to the former

novel).However,it will also be interesting to con-
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sider whether or not we can detect any change in
Donoso' s narrative technigue and attitude to litera-
ture,or see any development from the position of meta-
physical anguish and pessimism that for the most part
characterises Donoso's work up to and including El1
obsceno pédjaro de la noche. The movement away from

the darkness,chaos and complexity of El obsceno pdjaro

to the lighter,more simple and more humourous tone
of the later work may indicate if not a change in
attitude then at least some kind of progression or
evolu tion.The seriousness and the sense of despair
are withouf‘zgfcill there,but we can perhaps intuit
a greater sense of calm and acceptance.

To conclude: despite sporadic allusions to its
partial incomprehensibility and a few eccentric app-
roaches,Donoso’ s work has given rise to a first phase
of criticism which has been largely concerned with
interpretation of content.Different approaches:social
psychological and mythical are already well represen-
ted, though greater emphasis remains to be placed on
Donoso' s basic existential malaise,its possible
sources and development.While considerable areas have
been explored and some quite closely mapped, there is
more systematic work to be done here,especially with
regard to novels other than El obsceno pdjaro and
with regard to the latest works,where a change of
outlook may be underway.Far less has been done,
however,on Donoso's literary technique,the structural
arrangement of his narratives,the devices employed,
the narratorial stance or the ways in which effects
are achieved.There is room for comparative study of

his symbolism,his use of irony and the actual means
by which he presents the ambiguity of reality.
Finally the development of his style remains to be
examined.Only when we begin to give systematic atten-
tion to Donoso' s works as what they are,that is,
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literary artefacts,and not merely vehicles for the
expression of ideas,can we consider that Donoso cri-
ticism has really taken off.

It is the aim of this thesis to move towards the
kind of critical approach mentioned above: that is,a
greater concentration on the developments and changes
in Donoso's vision of the human condition,and on the
evolution of his narrative procedures.I shall be con-
centrating on his novels between 195& and 1981: this
means the exclusion of any detailed consideration of
the short stories,Poemas de un novelista and Cuatro

para Delfina.The examination of individual works will
begin with an extensive chapter on Coronacidn which

it is hoped will serve as a "point of departure".
Thereafter,the thesis will bé divided into two sec-
tions covering the pre- and post- 1970 periods in
Donoso's writing.It is proposed to devote a chapter
in each section to follow out successively the "exis-
tential" approach - that is,reviewing the stages
through which his outlook passes.This process will be
‘COmplemented by chapters on individual works or
groups of works:it is my intention to examine the pro-
gression of Donoso's attitude to literature and to
attempt to show that the shifts of technique are in
some way related to (or at times even metaphors of)
the author's intellectual evolution.
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CHAPTER TWO
CORONACION ¢ A NOVEL OF TRANSITION

Critical reaction to Donoso‘s first novel,
Coronacidn,has been mixed.Opinions differ widely,both

in terms of thematic interpretation and in terms of
artistic evaluation.The most common initial reaction
to Coronacidn was to see it as a novel of social

criticism.However,many critics have since come to em-
phasise the novel's presentation of the conflict be-
tween man's natural instincts and the repressive
effects of social convention.A few have pointed to
the importance of the theme of existential anguish in
Coronacidn,but there is still room for further de-
velopment here.As for the formal aspect of the novel,
very little work has been done in this area,with cri-

tics falling basically into two groups: those who em-
phasise the novel's traditional,realist nature and
those who see innovative elements in it.However,it is
the very co-existence of these two elements within
one text which in my view holds the key to an under-
standing of the literary significance of Coronacidn.

F.W.J.Hemmings declares that Coronacidn "is best

described as a nineteenth century novel" and goes on
to say that "everything about it is redolent of na-
turalism in its heyday"[ Fernando Alegria tells us
that "Donoso ha entronéado la novelistica del 50 con
la vieja tradicidn del realismo chileno" and makes
the charge that "su sentido de la tradic¢idn...carga
(su obra) de fdrmulas literarias que 12 novela de la
segunda mitad del siglo veinte ha descartado ya de-
finitivamente™ Rafael Conte complains that "lo que
no acababa de convencer en Coronacidn era la técnica
narrativa,mimética,pasada tal vez"™ Herndn Poblete

Varas asserts that "José Donoso es esencialmente rea-
lista" and "despegado & su realismo,descuida por com-
pleto el dmbito de la fantasfa"™ R,A.Latcham also saw
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Coronacidn as a traditional novel but he attacked it
because it was not realistic enough: "Donoso usa y
abusa en su novela de resortes truculentos, de si-

tuaciones absurdas que poseen menos valor que sus

andlisis de caracteres o detalles de ambiente socialﬂ{
Others have been more forthcoming in their

praise of Coronacidn.V.Herndn Diaz Arrieta ("Alone")

is full of praise for this "composicidn magistral";

because of its ambiguity,its lack of any real heroes

and its emphasis on internal reality he sees it as a

typical example of the new novel. Anita Arroyo,in a
disappointing analysis,also pays tribute to the novel:
she is particularly impressed by the scene depicting
Andrés' s madness which she thinks is "pintada de mano
maestra por Donoso", Enrigue Anderson Imbert is equa-
11y impressed: he thinks Donoso writes "con arte de
pintor o,mds bien,de coredgrafo"i Finally,Cedomil
Goié,in what is probably the most careful study of
the style and structure of Coronacidn,suggests that
it is not just a traditional novel but a modern and
innovative one.It represents a "ruptura con las for-
mas de la realidad" and reflects a surrealistic in-
terest in "una nueva esfera de realidades interiores"
and "nuevas formas o modos de experiencia“? His views

- . - - . . . rlo
are Supported by Wuinteros and Castillo-relid.

some critics,however,are more cautious. They app-
reciate the positive and innovative elements of Coro-
nacidn but also recognize that there are residual
traditional elements in the novel.Vidal,for example,
is well aware of its limitations,and is not complete-
ly satisfied with Donoso‘s technical presentation of
his subject matter:

Vemos que Coronacidn,novela de primeras
armas,tiene una base irracionalista gque
Se posesiona de estados mentales crepu-
sculares y oniricos yde momentos de gran
tensidn psiquica,en que los instintos mds
bajos de los personajes fluyen a flor de
piel.Sin embargo,este material,que habria
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requerido un lenguaje lirico y un punto de
vista consecuentes con diafanidad y ambigie-
dad,es tratado con un lenguaje que con fre-
cuencia pretende una precision "clinica",

de esforzada elegancia e inhibido casti-
cismo,que con comillas pide perddn por su
lenguaJe popular y se détiene con ojo
sociologico sobre superficies "tipicas" que
no se han liberado totalmente del naturalismol

Similarly,McMurray feels that :

f

despite its artistically inspired structure,
philosophical depth and psychological pro-
bings,Donoso* s first novel is not without
serious defects...The novel lacks the subtle
integration of form and content and the vital
tension between internal and external rea-
lities that characterize the author's sub-
sequent works#

It should be emphasised that traditional and in-
novative elements exist side by side in Coronacidn.
Gutiérrez lMouat writes that "el lenguaje del juego
permite marcar una adhesidn al orden social...pero
también un punto de partida"? Rodriguez Monegal de-
scribes Donoso's work as "naturalista y onirico,li-

teral y simbdlico,tradicional y renovador!*However,
he does not go on to develop any explanation for the
co-existence of these diverse elements within one
novel.Cornejo Polar comes closer:

Coronacidn es un texto transicional en tér-
minos de historia literaria:soporta en efecto,
una desigual vigencia de modelos narrativos,
cuyos extremos resultan definitivamente con-
tradictorios y delata asi el €nimo de un
narrador insatisfecho con la tradicidn y
ansioso por definir su propio campo narrativo's

Achugar takes up this point in his book on Donoso:

Ya que puede ser leida,y lo ha sido,como

un producto ultimo de la tradicidn crlolllstd
realista y también como un ejemplo del
resquebrajamiento de ese mismo cddigo,hoy..
podemos integrar ambas lecturas - d::qo un
paso ““Ss_ como elementos coexistentes en

el textol

He concludes that:

La primera novela de Donoso pues,marcaria
con precisidn el momento de pasaje de un
antes al después de sus tres novelas pos-
teriores vinculado a la nueva novela
latinoamericanal?

s



Coronacidn is, then,transitional in nature,and a

much closer analysis of this aspect of the novel needs
to be attempted. The thematic and artistic tensions
within the novel suggest that Donoso was still tied to
the conventions of social realism but at the same time
engaged in a nascent struggle to renovate his literary
technigque in order to give exPressiontto a new way of
perceiving reality.At this stage Donoso was undecided

in his outlook both philosophically and at the literary
level: there are therefore unresolved conflicts of inten-
tion in the novel which can be perceived both in terms
of his exploration of sundry,irreconcilable themes at
one and the same time,and in terms of structure and
narrative technique.The overall impression is one of
unresolved unity of theme and technique.A close thematic
and,more especially,formal examination of Coronacidn

should yield an explanation for this unresolved unity,
demonstrating that Donoso was caught between the demands
of literary tradition and the simul taneous need to
strike out in a new direction.

Anderson Imbert tells us that Coronacidn "pre-

senta contrastes entre la clase alta y la clase baja,
entre vidas en descomposicidon y ruina...y vidas de

una pujante masa"'? Eyzaguirre thinks that each event

in the novel "marca etapas de 1la decadencia de la
familia Abalos y, por extensidn,de una clase social
Chilena en vias de extinguirse"? Similarly,Guerra-
Cunningham thinks the novel is about "la caida total
del mundo aristocrdtico en decadencia™® and Yerko
Moretic and Carlos Orellana see misid Elisa and andrés
as "los exponentes de un estrato social en clara deca-
dencia y descomposicidn": Rosa Chacel even claims that
the relationship between andrés and IEstela is intended
to reflect the attitude of the Spanish "conquistadores"
to the natives of Latin Americéfwhile aPturo Arias and-
Ileide Luzia Rezende claim that the novel tries to "nier
la lutte de classes":"ce projet idéologigque pourrait

appartenir & la qudte d'une auto-affifmation dé la part.
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couches moyennes de la société &hillenne des années
*50° w7

"Clearly we should not take social interpreta-
tions of Coronacidn too far,and Donoso was perhaps
right to tell Eduardo Godoy that:

si los criticos ven en mis 1libros sola-
mente un instrumento de protesia social ik
me indigna.Y si es asi,son torpes y ciegos.

Equally proper are the assertions of Promis Ojeda for
example,that there are as many similarities as dif-
ferences between the two social classes depicted in
Coronaciéﬁgﬁuinteros goes even further,claiming that

there is no element of social conflict in the novel:

" en ningin instante aparece aqui la problemdtica de

l1a novela proletaria chilena,que denuncia la exXxplo-
tacidn de una clase por la otra"?but this is mani-
festly not the case.In fact,Donoso himself,in the
aforementioned interview with Godoy,was forced to ad-
mit that Coronacidn displayed many of the characteristis

of protest literature:"Coronacidn es eso,no puedo
negarlo“i? '

Let us briefly summarize Donoso‘'s main areas of
attack.He emphasises the wealth,frivolity and super-
ficiality of the rich as demonstrated by such charac-
ters as Inés,Maria,Adriana and above all Tenchita.In
contrast to this we are shown the dire conditions of
the poorer classes of Santiago (and,later,Valparaiso):
we read,for example,of the appalling hovel Mario in-
hgbits and witness the misery and discomfort of the
toothless,wretched Dora.We 2lso see the indifference
of the rich to the plight of the poor and we are
given numerous examples of the hollow liberalism adop-
ted by characters like Andrés and don Ramdn in order
to placate their consciences.There is even an element
of environmental determinism in the novel.Andrés
thinks that René,Dora and llario live "una vida en la

que todo lo siniestro - el crimen,los vicios,el robo,



todo - era posible y hasta comprensible...porque
cualquier cosa era mejor que 2bandonarse a esa mi-
seria"?Similarly,Mario also blames the environment
for making him turn to crime:

Al fin y al cabo ni é1 ni René eran los
verdaderos culpables.Estela era cupable
de todo,también la Dora ,¥ los chlqulllos,
y la mlserla que lo habia obllgado a aban-
donar su buen empleo en el emporio para
ir en busca de René;y su reloj perdido;

y esta necesidad ahogadora de evadirse

de su propia sombra para rozar siquiera
desde lejos las cosas buenas de la vida,
esas cosas que los habitantes de la casa
que veia en la acera del frente debian
tener & manos llenas; todo eso culpable,
no €l (p.204).

However,the element of social protest in Coro-
nacidn is undermined by the thematic implications of
other aspects of the novel.For example,Donoso attempts
to broaden his picture of reality by presenting the
poorer classes also in a negative light.Rosario,for
instance,demonstrates the same sense of hierarchy and
snobbery as upper class characters like misid Elisa.
She prefers Angel to the other boys from the local
shop, the Emporio Fornino,

por ser el unico que se mostraba consciente
del vinculo que 12 unia al Emporio.4 pesar
de su larga viudez nada halagaba tanto a
Rosario como que se la considerara unida
aun a tan prestigiosa institucidn,ya que
Fructuoso arenas (her late husband) habia
sido empleado de Fornino antes de casarse
con ella y pasar a ser jardinero de misid
Elisa Grey de Abalos (p.1ll).

andrés says of Rosario that "ese vinculo con el mundo
exterior y con su pasado conyugal cimentaba cada dia
mds el convencimiento de su propia importancia" (p.15).
Segundo, the new shopkeeper,is also part of this
hierarchical system:since the modernization of the

shop "se sentia con derecho a mirar en menos & todo

el mundo"(p.26) but the indignant Rosario "no iba a
permitir que ese sinverglienza de Segundo,que le debia
su puesto en el Emporio a Fructuoso,despidiera inju-
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stamente al pobre Angel con el udnico propdsito de
hacer sentir su autoridad"(p.25).

Similarly,while presénting Mario and René as
victims Donoso also shows them to be in many ways just
as unattractive as the upper classes.Mario®s behaviour
is dominated by the need to appear "macho",and his
treatment of Estela is often deplorable.René's charac-
ter is even more ugly:he gives Dora a life of misery
and is willing to take advantage of anybody.So,while
on the one hand,Donoso presents the lower class chara-
cters as innocent victims of an unjust hierarchical
system,at the same time he highlights their prejudice,
selfishness and violent tendencies.It seems that, in
Coronacidn,Donoso was attempiing to renovate the novel

of social protest by including some of the negative
aspects of the poor,but falling between two stools
because of his inability to strike an adequate balance
between ideology and detachment.This brings us back to
the transitional nature of Coronacidn:one explanation

for its unresolved unity seems to lie in the fact that
Donoso wanted to write a more modern,objective novel
but was still embroiled in the conventions of the
novel of social protest.

Basically Donoso was trying to do too many things
at once,and his problems were further exacerbated by
his attempt to approach the story from three angles at
the same time: the social,the psychological and the
existential.The element of psychological analysis is
quite a striking Yeature of Coronacidn.In a general

article on the Latin american novel Thomas E. Lyon
points out that an analysis of the differences between
the traditional novel and the new novel will indicate
that "a change from external to internal structure is
obvious; the mass social problems...have evolved into
more individual ,mental concerns™’ However,in Coronacidn

both of these elements are presént.On the one hand we
have detailed descriptions of the external reality of
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the poorer classes (for example the accounts of the
hardships of Dora and the cold,miserable condition of
her house or the description of the ramshackle houses
of the working classes of Valparaiso) ;on the other
hand we are given a quite detailed analysis of the
psychology of Andrés,Mario and René.If we share Lyon's
view that the traditional novel is characterized by
external reality while the modern novel is characterized
by internal reality,then we must again conclude that
the 0l1d and the new co-exist in Coronacidn.Once again,
Wwe see that Donoso was struggling to express himself
in a new and original way but was at this stage unable
to liberate himself fully from the conventions of tra-
ditional realism which were still dominant in the
Chile of the 1950s.

Linked with the psychological aspect of Donoso's
work is the author's concern about the conflict between
the demands of convention and man's natural instincts,
something which many critics have chosen to emphasise
as a major theme both of Coronacidn and Donoso‘s other
novels.Promis Ojeda has written:

La novela...es mucho m€s que la simple crd-
nica de una decadencia.Es,por el contrario,
el relato de la agonia y muerte del mundo de
la cultura,de la civilizacidn que ha enajenado
al ser humano con un sistema de normas cuyo
unico efecto ha sido desangrarlo de su poten-
cia,de su vitalidad,de su razdén de existir
como ser viviente.La caida se produce cuando
este mundo,asi ordenado,sufre la aparicidn
sorpresiva de aquellas fuerzas primarias

que l&a racionalidad de la cultura ha preten-
dido soterrar bajo una capa inconsistente y
frédgil que llamamos civilizacidn?®

Similarly Vidal states:

En su temdtica,la novela de José Donoso se
presenta a nuestros ojos como la exposicidn
de los efectos que tiene una norma de valores
sociales inflexiblemente represivos sobre la
base instintiva de la personalidad humana,
entendiendo por instintivo aquel impul so
vital que busca la manifestacidn mds amplia
de las potencialidades naturales del indi-
viduo,en un balance armonioso con el canon
cultural imperanted

35



Coronacidn constitutes then an attack on a whole cul-

tural system which undermines man' s natural and in-
stinctive spontaneity by forcing him to conform to
alienating norms of behaviour which merely stifle the
more positive,vital side of his personality.By exten-
sion the novel also brings out the Surrealists' idea
that man can only find spiritual fulfilment when he
succeeds in liberating the more imaginative,irrational
side of his nature from the restrictions imposed on
him by reason.In fact,Vidal thinks that Coronacidn
shows a strong "filiacidn surrealista"’but,as we shall

see,Donoso" s faith in the possibility of finding true
liberation is open to discussion.

The conflict between conventional and natural,
rational and irrational behaviour is a fundamental
theme of Donoso‘s work and any full analysis of Coro-
nacidn would have to take account of this aspect of
the novel.But as this issue has been frequently dis-
cussed,my intention is to offer only a brief discus-
sion of it here.

The ordered,rational ,conventional life-style of
the Abalos family effectively eliminates any vitality
they might have,and this is reflected by the atmos-
phere of monotony and decay which the novel builds up
in its presentation of a crumbling old mansion and its
moribund inhabitants.Into this static,sterile world
comes a charming,spontaneous country girl Estela. Ac-
cording to Promis Ojeda she reveals "la precariedad del
orden establecido y anticipa su destruccidn"> In his
view,"la mujer aporta con su vitalidad campésina un
aliento pdnico,una fuerza que surge de lo mds profundo
de la naturaleza humana y de cuya atraccidn no puede
escapar ni siquiera la conciencia intelectualista“?#
Her relationship with lMario is practically the only
one in the novel with any element of genuine warmth
and love (though Quinteros is perhaps rather over-
categorical in her assertion that "no hay duda que los
amores de Mario y Estela son verdaderamente amor"ff



Almost every other relationship in the novel stands in
contrast: two obvious examples are those of René and
Dora,and Carlos Gros and Adriana.However,it is Andrés,
representing contemporary man,who forms the most stri-
king contrast with Estela (and,to & certain extent,
Mario).He suppresses his instincts until it is too late;
his collection of walking-sticks is & symbol of a ste-
rile life in which he has shirked involvement:'

Goié thinks that the "personajes de la clase mds
alta sorben ansiosamente 124 vida,que les falta,de la
clase baja que ofrece generosamente su condicidn vital“l;=F
He feels that the two social classes depicted in Coro-"
nacidn "son sectores humanos los que aparecen Como pro-
yeccidn"de una realidad muriente y de una realidad vivi-
ficante"t This is of course true up to a point,but
Goié' s assertion needs to be qualified,for the lower
class characters often show themselves to be equally
tied to the forces of convention and reason.Promis Ojeda
deals with the case of René.He compares him to Andrés,
saying that:

como seres humanos son absolutamente iguales:
dos existencias inauténticas que evitan el
riesgo y el compromiso & costa de su comodi-
dad personal,carentes en absoluto de volun-
tad para asumir una decisidn frente a las
opciones¥

He goes on to say that "en ambos casos estdn ausentes
los valores que fundan la existencia auténtica™™’ There
is room for disagreement with some aspects of Promis's
treatment of the character of René,but he does raise
the interesting point of the sinilarities that exist
between the classes.Evan Mario,despite his apparent
vitality and independent mind,often behaves according
to the demands of his environment.With his friends from
El Cdndor de Chile he has to conform to the standards
of "machismo",suppressing his natural instincts for the
sake of appearances,just like Alberto and Jaguar in
Mario Vargas Llosa's La ciudad y los perros. This pro-
blem remains throughout his relationship with Estela:
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his natural ,warm,tender inclinations towards her are
constantly endangered by his socially-induced vision of
women and family life as a threat.However, it seems (to
some critics at least) that his better side triumphs at
the end of the novel as he leads Estela off to safety.

But even a brief consideration of this theme raises
questions. Surely the view that the lower classes (Mario
and Estela) represent a more positive,meaningful way of
1ife and that the upper classes (Andrés and misid Elisa)
lead a 1ife of emptiness and sterility,is contradicted
by the simul taneously expressed idea that the lower
classes are the ever-suffering victims of the rich and
comfortable upper classes?Yet 2gain we see the unresolv-
ed unity of Coronacidn.

Mario® s behavior (particularly near the end of the
novel)also .raises.the whole question of,Donoso' s attitude to
the idea that man can achieve some kind of fulfilment
if he can liberate the natural or irrational side of

his personality from the restrictions imposed on it by

convention and reason.Vidal,although always emphasising
the ambiguity of Coronacidn,is on the whole fairly op-

timistic.He claims that:

En Donoso existe una conflanza en gque el
instinto es fuente de armonia de amor para
la convivencia de los hombres... #%

Despite this he later states thats

la ambigliedad y lo grotesco indican que el
mundo de Coronacidn estd lleno de escepticismo
sobre la posible supera01on de las limita-
ciones de la personalidadé®

But he then seems to change his mind:

el mundo de José Donoso es el de la rebelidn
mds fundamental del hombre,la de los instin-
tos.Donoso muestra una cSpcranza potencial
para los 30venes y,qulza,para las clases baaas,
porque en ellos el primitivismo de su energia
instintiva,en sus aspectos valiosos,no ha sido
aplastado por los reflnamlentos y comnromlsos
que encontramos en la burguesla Aungque no hay
total conciencia gde ello en Andreés,Mario y
Estela,su lucha por romper los moldes de sus
vidas es la confrontacidn del instinto vital
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y liberador contra la muerte & manos de una
norma colectiva insana y anestesiadora#’

He concludes his section on Coronacidn by saying:

Los personajes,portadores de la perspectiva
de la instintividad redentora,parecen haber
vencido las incitaciones degradantes de su
espacio#*

However,he then asks:

Mario y Estela ;han quedado cntrampados?f{
Clearly Vidal is confused:on the one hand he sees Coro-
nacidn as being about the liberation of our instincts,
yet on the other he seems to think that Donoso feels
such a liberation is impossible.Achugar,however,does
not share Vidal's scepticism.He feels certain that
Donoso is putting forward the Surrealist idea of the
liberation of the imagination and the irrational:

Andrés Abalos se refugia en 12 locura y tra-
stroca el orden vigente;otros - Mario y Este-
la - se escapan no se sabe adonde y Coronacidn
parece terminar proponiendo que la concrecion
de 1los suenos o de la imaginacidn es la udnica
solucidn -posibl e

Critical confusion on this matter is understandable
given Coronacidn's transitional nature and Donoso's
state of philosophical indecision at this stage. There
are both optimistic and pessimistic elements in the
treatment of Mario and Estela's relationship.One po-
ssible explanation is that Donoso wanted to use a.cont-
rast to emphasise the sterility of Andrés's life and his
mental deterioration once his natural instincts are
awakened. The triumph of Mario and Estela in a sense me-
rely emphasises the failure of Andrés. -

This,however,would contradict Achugar‘s idea that
andrés also finds some form of liberation in madness.
Andrés's madness certainly is an escape,though not
quite,I feel,in the way Achugar sees it.His madnesgs has
metaphysical implications which Achugar does not fully
develop.Furthermore,it is hard to believe,as Achugar
seems to do,that Donoso really feels that man can ful-
fil himself by fusing the realms of dream and reality.
Madness for Andrés may be an escape,but we should hard-
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ly see it as some kind of spiritual fuliilment.
Perhaps Goic¢ comes nearer to an explanation when
he refers to "la pulsion vital e instintiva la que de
ordinario arroja a los hombres - y a2 las mujeres - al
desorden bajo la seduccicn de lo extrafio"’ Coronacidn
describes the mental collapse of Andrés following the

sudden emergence of the irrational,instinctive forces
his reason has for so long suppressed.l do not think
Donoso believes that the liberation of the imagination
can bring man fulfilment in the way the Surrealists

felt that it could.He does,however,seem to advocate a
more sensible balance of emphasis between our instinc-
tive and rational sides.Man as he exists today is so do-
minated by the rational side of his nature that he finds
it difficult to maintain any kind of mental stability
when external events cause his long suppressed instinc-
tive side to surface.

If we now go on to analyse the existential aspect
of Coronacidn the problem of thematic complexity emer-

ges once again.The novel presents a vision of an absurd
life in a chaotic universe,a 1life rendered totally
meaningless by the inevitability of death.In a sense
this message of pessimism contradicts the hint of opti-
mism implied in the theme of the liberation of our in-
stincts.Even if Donoso does feel that man can achieve a
harmonious existence on earth (which is doubtful),it
seems that this existence must ultimately be absurd and
pointless because any meaning it might have is under-
mined by the reality of death.The existential theme
also contradicts the theme of social protest to a cer-
tain extent.Social protest implies a hope of change,yet
the novel' s existential message is one of hopelessness:
what is the point of pressing for change if 1ife is
meaningless anyway?Donoso manages & more subtle inte-
gration of these themes in his later work;but in Coro-
nacidn they strike one as contradictory.This is largely
due to the cumbersome way in which the themes are pre-



sented,as we shall later see.

So far critics have not tended to emphasise the
existential side of Coronacidn.Apart from general or
vague comments there has been no detailed analysis of
this theme.Thus Isaac Goldemberg,quoting Octavio Paz,
thinks that Coronacidn demonstrates that isolation and
solitude are "el fondo Wltimo de 1a condicidn humana"*®

and attempts to show three levels of isolation in the
novel:physical,emotional and spiritual.Some critics,
like Guerra-Cunningham,note that there is an existen-
tial side to the novel but see it only on the most
obvious level,that is in the words of Andrés when he
expresses his fears of death.P.Vansittart,meanwhile,
denies any serious level in the novel:he sees Coro-
nacidn as "rueful comedy,with moments of the macabre
rather than the tragic“@ However,one cannot seriously
deny the deep pessimism of Donoso’ s work as a whole.
We need only think of his suspicions about our ability
to decipher reality and his lack of faith in the unity
of the personality as reflected in the madness of
Andrés and misid Elisa.Cornejo Polar believes for one
that Coronacidn "anuncia ya el germen del descreimiento
frente a la realidad y del escepticismo ante la vali-
dez de los actos del hombre"sy Donoso is for him "el

implacable testigo del mundo que acaba“? This is cer-
tainly true,but Donoso's pessimism about 1ife goes
even further than this.It has its roots not only in
his lack of faith in man but also in his lack of faith

in God.He has told Castillo-Felid that "un tema" bdsico
en todo lo que he escrito es un terror. . a la muerte"‘z
and in an interview with McMurray he has said:

I really don't have any concept of God except
that I'm convinced he doesn't exist.This
doesn*t deny the possibility of metaphysics
but on the contrary,makes for another kind

of metaphysics,which is the great protest
against the fact that we are here on earth
and given consciousness and can do nothing
about it.We are not going to be granted ano-
ther 1life and we know that nothing is going



to happen after this life.Nevertheless,we
have been given...a spiritual awareness that
makes us protest against this terrible hoax
of having been placed by an enemy in this
ridiculous,absurd situation?d®

He goes on to say that :

the whole problem of life,in my opinion,is
non-communication with a non-existent God
when we want to communicate#*

Donoso's lack of faith in the traditional values
and beliefs upon which our society is based produces
a sense of metaphysical anguish and despair.This is
why he introduces the idea of a lost paradise into
Coronacidn (an idea which will find its fullest exp-
ression in El lugar sin limites).James Higgins,in an
article on Cien afios de soledad,explains the ideas

Este mito es en realidad la expresidn de un
anhelo que ha tomado la forma de nostalgia:
asi como el adulto suele traducir sus suefios
de felicidad en una nostalgia de su infancia,
el hombre,alienado en un mundo dominado por
el mal y el dolor,proyecta hacia el pasado,
hacia la infancia de la humanidad,su suefio

de una existencia integrada y felizf

Promis Ojeda sees this concept as underlying Coro-
nacion.He thinks that andrés's fear of misid Elisa
and Mario's fear of René show that:
desde el fondo del tiempo,el recuerdo del
paraiso nunca recobrado hace mds dolorosa

la existencia presente,que se manifiesta
amenazante y peligrosa,..

, Expulsados del paraiso por la degrada-
cion de los dngeles guardianes,los seres
humanos se enfrentan,pues,peligrosamente,

& la posibilidad de lo desconocido,al abismo
. de la caida final,al derrumbe del orden Qque
‘" hasta el momento todavia logra mantenerse

a floted '

However,Promis fails to develop the potential of this
theme.

llany of the characters feel some kind of nostal-
gia for an idealized but now vanished past.Gutiérresz
Mouat has pointed out that "la voz colectiva de la
burguesia...exalta el pasado y desvaloriza el presente
porque aguél es el tiempo de la inmutabilidad y éste,
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el de la transforﬂa01on“ But this is not the same as
what Axtmann incorrectly - in my view -describes as
"a nostalgie qu'exprime le texte pour 1 ordre tra-
ditionel et les vielles vaTeu”s d*oligarchie associés
'3 1la douceur de 1 enfance“ The central idea is that
our loss of faith in CGod means the loss of any hope
in a meaningful existence.We no longer live in a para-
dise of comfortable beliefs and traditional faith in
God: the reality of life today is one of anguish and
despair. This sense of hopelessness is brought out in
the description of the Abalos household.The old house
is run-down and decaying,so much so that "ya no valia
la pena preocuparse"(p.l4):this implies the idea of
some kind of fall.Its inhabitants go through the same
process of deterioration.Andrés,for example virtually
ends up in a state of lifelessness.He tells Lourdes:
"no quiero comer;los muertos no comen"(p.199).In fact
the whole novel is shrouded in an atmosphere of death
and decay.This can be seen in Donoso's presentation
of misid Elisa's slow decline into o0ld age,senility
and eventually death.

Misid Elisa‘s life represents the idea of a fall,
of a transition from an ideal,ordered world to a chao-
tic one.The loss of her youth and sanity reflects man's
loss of faith in a meaningful existence.She herself
often laments the way times have changed.She cannot
open her birthday present because "estos nudos moder-
nos con tantas zarandajas no los entiendo"(p.50).She
complains about modern music: '

jes..y estas mﬁsicas de ahora; jSon infernales!
+++ jVieras las musicas de antes!Esa si que
era misica linda.Y los bailes ...(p.39).

She looks back nostalgically on the good manners of
the gentlemen she knew in her youth.Talking of one
suitor,George Lang,she says:

Le habfa hablado a mi papd que gueria casarse
conmigo,como se hacia antes y como debe ser (p.39).

Andrés* s memories of his grand-mnother underline
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the extent of the change that has taken place in her.
Thinking of misid Elisa as he saw her when she was a
child,he exclaims

i Tan armoniosa entonces, tan diestra y callada!
Toda la casa habia respirado serenidad en
agquella época,lo que tocaba iba adquiriendo
orden y sentido (p.19). .

However,the order of the past soon gives way to chaos:

durante el afio que siguid,aquello que se habia
mantenido oculto por un tlempo bajo super-
ficies armoniosas,estalld con violencia.Ya

no existia paz en la casa (p.22).

As misid Elisa's madness develops,

la casa,que en otro tiempo estuvo llena de
voces tranqullas de pasos que apenas se oian
por las alfombras espesas de las salas, de
puertas cerradas calladamente,resond con los
gritos de misid Elisita ( p. 23,

These examples contain indications of the idea of a
lost paradise and it is not surprising that Andrés
attempts to placate his sense of existential unease
with "la idea de volver a vivir en la casa de su
abuela para gozar de esa paz,de la armonia"(p.4l).
His idealized vision of misid Elisa's youth represents
a traditional,ordered perception of reality based on
a faith in the meaningful nature of 1life.His attitude
to her collapse into insanity and old age reflects
modern man' s loss of faith in a world in which we can
see an order and in the God who has traditionally
guaranteed that order.

The hopelessness and pessimism implied by such an
interpretation can be seen in the numerous references
to death and' decay in relation to misi4 Blisa.lourdes
and Rosario (who herself,as we have seen,laments the
loss of the. good o0ld days when her superiority was
Tecognized at the local shop) comment on the ever
decreasing number of visits the old lady receives.
They conclude that the reason "es que tanta gente se
muere"(p.37),and they long for the days when the par-
ties tUsed to be happy



- ¢Se acuerda de antes?

- iCémo no!

- ;Qué lindas eran las fiestas de misid Elisita,
con tanta gente y tanto regrlo,y ella arre-
glada que parecia una reina!Si no le faltaba
mds que la corona ...(p.37).

Bearing these words in mind,it is possible to inter-
pret the coronation scene at the end.as & kind of
ironic reflection on the meaninglessness of 1ife following
man' s loss of faith in an ordered universe.

The finality of death is what really renders life
void of meaning and misid Elisa is obsessed by the
topic.Her comments :

Yo no sé por qué me habrdn salido todos estos
pelos.Antes nunca tenia.Ahora me estoy como

los caddveres,dicen que el pelo les sigue
creciendo después que los entierran...%;.BS),

and,when Andrés gives her a pink shawl:

Claro que para mi debia haber sido negro,
una mortajita bien abrigadora (p.50).

are typical.Donoso's outlook is underlined by the way
the novel obsessively focuses on misid Elisa‘s im-
pending death.Carlos Gros puts this process of decay
in chillingly cold termss

Se aproxima un marasmo senil,el agotamiento

de todas las funciones de su organismo.la
materia,aburrida de estar viva,se prepara
para el reposo de no ser mds gue sustancia,

Es el ciclo que se cierra,simplemente (p.152).

Nobody comes to misid Elisa‘s final party and she
dies later on that evening.Thus the final touch is
added to & hopeless situation as she sinks into the
nothingness of deatl.

However,it is with andrés that Donoso's existen-
tial malaise finds its most obvious expression. This
character has been dealt with by many critics and most
of the books on Donoso examine the subject of Andrés's
malaise .He has managed to repress his sense of meta-
physical anguish (represented by his dream about plun-
ging into an abyss at the end of a truncated bridgéB
and replace it with a false sense of order,"ese orden
que es la esencia misma de la vida"(p.41).The word
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"orden" crops up agein and again in Donoso's worlk: it
Tepresénts man's need to believe in an ordered,har-
monious universe.The falsity of such a belief is brou-
ght out in the famous Omsk episode in which Andrés
takes refuze in the idea that his sense of unease is
"un desconcierto que podia transformgrse en orden si
ino se conformaba con ser incapaz por naturaleza de
llegar a la verdad,y no se martirizaba con responsa-
bilidades y preguntas carentes de respuestas"(pp.64-5).
However,his eventual realization that he has never
really lived,the failure of his attempt to find some-
thing to give his l1ife meaning,and his failure with
Estela lead him back to an awareness of the absurdity
of 1ife.The chaos of a universe with no God to guaran-
tee an order is represented in the novel by the image
of madness.The madness of misid Elisa undermines
Andrés' s sense of order just as it did his grand-
father' s,don Ramdn.Andrés feels that "la locura de su
abuela se habia clavado firme en su mente,...impi-
diéndole encontrar su orden"(p.42).She becomes "la
peor amenaza para la cordurd de Andrés"(p.43)and he

no longer knows "ddnde mirar,a quién acdudir en busca
de orden"(p.51).His words to Carlos Gros underline the
madness theme and also bring out a vitally important
aspect of Donoso®s philosophy:

co te das cuenta de que todo no es mds que
un desorden,una injusticia,un juego de locura
del Cosmos?Si hay un Dios que vele por el
destino de los hombres,no puede sino ser un
Dios loco.;Qué locura mds completa que haber
dotado a los hombres de conciercia para dar-
se cuenta del desorden y del terror,pero no
haberlos dotado de algo para vencerlos?No,
Carlos,no te ciegues,el Unico ordenes la lo-
cura,porque los locos son los que se han dado
cuenta del caos total,de la imposibilidad de
explicar,de ragzonar,de aclarar,y como ho pue-
den hacer nada ven que la uUnica manera de
llegar a la verdad es unirse a la locura total.
A nosotros,los cuerdos,lo Unico que nos gqueda
es el terror ...(p.lSTS

Donoso seems to be asserting a totally nihilistic view
of life.His pessimism is further underlined by Andrés's



terrifying reflection on his fate near the end of the

novel:

£1 ya no era un ser vivo,ya no era hombre.
Estaba reducido a cosa,a materia que aguarda
el momento de 1ntegrarse a la nada donde no
hay tiempo ni extensidn.Dentro de pocos afios
€l iba a morir,y ese finalizar -de su conciencia
individual que lo separaba con una linea de
claridad del resto de los objetos,era también
el fin de eso que algunos saben llamar alma.
Entonces,encerrado en el frio de su ataud los
gusanos 1ban a tardar un tiempo insignificante
en reducir su cuerpo y todas las muestras
materiales de su 1nd1v1dua11dad a polvo,dejan-
do un pequefio montdn de basura y unos huesos
anarllgentos Afios y siglos.Después,su atauid
cansado de mantener la unidad de esos pobres
restos suyos,se pudriria,mezclando esa sus-
tancia a la tierra 1nd1feren01ada Afios y sig-
los y milenios,muchos mllenlos La ciudad donde
sus restos reposaban seria arrasada de la faz
de la tierra,y mds tarde,cuando la familia.
humana no fuera siguiera una huella en la ma-
teria inanimada,el planeta quizds estallaria,
uniéndose al polvo del caos (pp.212-3).

At the end of the novel it appears that Andrés
eventually goes mad.McMurray sees his madness in nega-
tive terms:

His denial of his absurd fate constitutes an
escape from freedom and responsibility that
typifies Donoso' s characters but contrasts
sharply with the revolt through action of the
absurd heroes of existential literaturel

Continuing this argument from the existentialists®
point of view,he comments in a footnote that:

Andrés's willfull surrender to madness in or-
der to evade reality makes him an example of
bad faithd

However,al though madness may be an escape for Andrés,
it is also in a sense a more authentic form of exis-
tence than that embodied by Carlos Gros,who represents,
not,as Pamela R.Hill would have it,"the narrator's
Spokesman"?but,to a certain extent,the existentialists®
idea of taking a positive attitude to 1ife despite its
absurdity.If there is no God,no meaning in life,no
structure to our universe,then insanity is the perfect
image to express a vision of 1ife based not on tra-
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ditional concepts of & coherent,meaningful universe
but on a totally nihilistic view of the absurdity of
our existence.

The lower class characters in the novel also
bring out the theme of existentiai anguish.Critics of
Donoso have so far failed to notice ‘that the positions
of Mario,René and Dora do reflect on a symbolic level
the same sort of crisis as that undergone by Andrés.
They are constantly searching for something that will
give their l1ife meaning.However,it seems that they
nearly always fail to reach their goal.Dora wants to
have false teeth and live like a lady,but she never
achieves her aims and continues to lead 2 1life of mi-
sery.René wants a comfortable 1ife and a bar in Iqui-
quesbut,like Dora"s,his hopes are frustrated. This
sort of situation parallels Andrés‘'s search for mea-
ning in life,a search that ultimately ends in failure
because there is no meaning to be found.

As we have seen,Promis Ojeda sees definite simi-
larities between the circumstances of Andrés and those
of René.However,Promis sees their problem in terms of
an inability to break out of the routine of their
existences and take positive decisions that might
change their lives.He says that both characters :

se aferran a un orden establecido,negdndose
infantilmente 2 1la posibilidad de existen-

cias diferentes,al riesgo de la ruPtura de

la normalidad aceptada y mantenida’®

He critices René for failing to become a criminal de-
spite his reputation as a thief and for failing to
abandon Dora despite his desire to do so.It is for
these reasons that he condemns René as someone "que
vive una existencia a medias tintas porque no tiene
ni la decisidn ni el coraje para afrontar los cambios
que su voluntad anhela"

While Promis is right to point out that a para-
llel exists between the circumstances of Andrés and
René,his attempt to define the nature of the parallel
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is unconvincing.It seems odd to attack somebody for
not being a thief or for not leaving his wife and chil-
dren.Furthermore,the events of the novel actually con-
tradict Promis's argument:René does in fact try to
change his situation by an act of robbery when he
attempts to steal the Abalos family' s silver.The em-—
phasis should not be on René's unwillingness to take
action but rather on the way fate seems to conspire
against him.

Like Andrés, René is always searching for some-
thing to give his 1life value.On a concrete level this
is simply a desire to transcend the social limits of
his class,but on a symbolic level it reflects man's
basic desire to find some kind of meaning and fulfil-
ment in life.We are told that René has to deal with
criminals "en su angustia por empinarse por sobre su
suerte misérable"(p.92).He aspires to a more dignified
level of existente and buys people drinks "con el fin
de hacerse querer y respetar"(p.92).Furthermore,he
wants to "irse al norte o cualquier parte,para huir
de todo esto para siempre e instalar un pequefio bar"
(p.91).He later tells Mario that his dream is to set
up a bar in his home town of Iquigue.An awareness of
the symbolic importance of Iquigque is vital for a full
understanding of René's situation.It is a further
symbol of a lost paradise.René recalls his childhood
home in loving terms:

... viviamos en Iquique.Td no conoces Iquique.
Es un puerto macanudo,relindo,lindo de veras.
Mi papd tenia un despacho chiquito cerca del
muelle.Ahora dltimo me he estado acordando
todo el tiempo de ese despachito,quizds por
qué serd.A la entrada siempre habia unos sacos
con porotos y garbanzos y lentejas,con la
boca abierta,asi.Vendiamos verdura también,

la poca que conseguiamos porque alld no hay
»ee« Yy unos rollos de cordeles que colgaban

del techo,y cucharones,y ollas de fierro
enlozado blanco,y a mi 1o que mds me gus-

taba era que me dejaran pintarles el precio
con un lapiz de cera negra...(pp.178-9).

He develops this idealized description but then goes
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on to give an account of how the business eventually
declined.He now lives in Santiago but desperately
wants his lost paradise back :

A veces,los sdbados ... nos ibamos a bafiar a

la playa y a calentarnos al sol.Nos bhafidba-
mos a pelolita! jMe gustaria ver el mar otra
vez,pero mar de veras,no en Valparaiso! jVal-
paraiso es una mierda,una buena mierda!( p.179).

His desire to find his paradise again is reflected in
his wish to set up the bar in Iquique :

Un bar chiquitito,no muy grande,mds o menos
no més,eso si que bien bueno y con harta fama
... jPuchas que seria bonito!Asi si gque se
puede gozar de la vida.;Y yo guiero gozar!
iQué estoy haciendo aqui,pudriéndome?(p.180).

The potential robbery of the Abalos silver fills
René with hope:"era como si recién ahora naciera su
verdadero yo.El futuro era bello y preciso ..."(p.187).
The money he will receive from the robbery will,he
hopes, give him the chance to escape from the limita-
tions of his present existence.However,his hopes and
dreams are shattered when the robbery ends in failure.
He beats Estela violently ¢ "y lloraba castigando,
destruyendo & ese ser que habia osado derribar sus
esperanzas"(p.211).0n a concrete level,his chances of
breaking free have been crushed: but on a more sym-
bolic level ,he can be seen,like Andrés,as representing
the frustration of man in general when he realizes
that there is no hope in life.

Dora's case offers significant similarities.
She also sees her past as a kind of lost paradise :

iTan rebién que cantaba en la guicarra mi
mamacita! Por eso es que yo aprendi.Pero
ahora hace md€s tiempo que no canto...,al
René ,antes le gustaba,pero ahora no.. De
todas las casas del barrio mandaban llamar
& mi mamacita para que cantara en los bauti-
Smos y en los casamientos,y & nosotras nos
llevaba y nos serviamos de todito.Era gorda
mi mam€,bien gordita,como yo antes,y cuando
cantaba se le ponian bien colorados los ca-
chetes,y se reia para lucir sus dientes.Por
eso0 es que nosotras éramos tan queridas en
el barrioj;las chiquillas de la cantora,nos
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decian.Y cuando mi mamacita entonaba,le bri-
llaba la tapadura de oro que tenia aqui,entre-
medio de los dos dientes de adelante.Cuan@o

yo era cabrita bien chica,lo que mds queria
era parecerme a ella,y como por ahi decian

que tenia la misma boca que ella,con un pa-
lito no md€s me lo llevaba escarbando entre-
medio de los dos dientes de adelante para

que se me picaran y me pusieran.una tapadu-
rita de 0ro...(p.31).

However,Dora's desire to be as beautiful as her mother
comes to nothing.Her own physical decline parallels
the collapse of her hopes.She is now toothless and
scrawvny.We are told that:

Mario recordd que cuando la Dora se juntd

con René tenia tan lindos dientes,que él1,un
mocoso,se habia enamorado...de ella...De eso
hac{a ya muchos afios;y 12 mujer de René,ahora,
era un espectro.El escaso pelo grasiento le
colgaba tieso detrds de las orejas.Su cara
era como si alguien hubiera abandonado un
trapo lacio encima de alambres torcidos en

1a forma de sus facciones de antes y el trapo
se hubiera guedado alli,un remedo colgante

de su antigua cara (p.30).

She looks back longingly to the past and remembers
the "tan relindos dientes que tenia yo de chiquilla"
(p.30).However,they are all gone now and René no
longer desires her.She desperately hopes for a set of
false teeth so that she can be attractive again and
win back her hushand:

Si tuviera un poquitito de plata,un poquitito
no mds,algo podria hacer...Me compraria uno
de esos chalcitos largos que se usan ahora,
uno colorado,con hartos flecos.Y me pondria
los dientes.Estoy segura que si me pusiera
los dientes yo le gustaria al René otra vez,
segura,segura. jPero asi,cdmo me va a estar
queriendo el otro si parezco espantapdjaros!

(pp.33-4).

Doras wish is more than what Quinteros calls "la
ilusidn del pobre“gbr what Mary C.Axtmann describes
as “l‘aSPiration“ae s*approcher...du modele de la
femme ‘moderne". It is not just a desire for a more
financially comfortable existence.It also représents
man' s need to rediscover his faith in 1life,to find
something that will make it worthwhile.It is signi-
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ficant that Dora never gets her false teeth:man's hopes
are constantly frustrated and he never finds anything
to fill the vacuum that is the essence of his life.
Dora*s 1life is in fact just one long succession of
frustrated hopes.She marries René,confident that they
will soonmove into a new house;but gradually her hopes
fade:

~Ah,muy rebién lo 1bamos a pasar dijo el René
Cuando nos juntamos,ibamos a vivir aqui por
mientras no més, hasta que le entregaran la
casita que le tenlan prometida... jCorriendo
le iba a creer yo ahora!Y yo la tonta que
tenfa mi buena pega de fabricana fui a dejar-
lo que me engatusara (p.32).

On the one occasion that René treats her well,Dora "era
capaz de pasar las privaciones mds extremas,alimentando
una esperangza con el recuerdo de esa tarde"(p.93).
However,she soon realizes that her hopes are unfoun-
ded and it is now very rare that "por un momento log-
raba evadir la conciencia de su miseria"(p.122).Her
situation is symbolized by the coloured cloth animals
she makes.She hopes to sell them to earn a little
money,and they come to represent her pathetic hopes:

Cosia con entusiasmo y destreza,como inspi-
rada,como si en esa actividad de hacer jugue-
tes de trapo para vender fuera a encontrar
una solucidn maravillosa para todos los pro-
blemas de su vida (p.33).

However, the toys soon come to symbolize not hope but
the foolishness of maintaining an illusion of hope:

Antes crefa que estos monos de trapo me iban
& dar algo,pero ahora no tengo ni tiempo para
hacerlos de lo mal que me siento...(p.3%4).

The point is underlined a few pages later when Andrés
and Rosario come across one of the toys and regard it
as ugly and silly.

Mario is another character whose situation para-
llels that of Andrés.lost critics have ignored any
similarities between the positions of these two charac-
ters and have tended to interpret Mario's personality
either in class terms or in terms of a conflict bet-
ween his natural spontaneity and the demands placed
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on him by his environment.While such interpretations
are perfectly valid,it is also fair to see the story
of Mario as further developing the existential theme
which is,in my view,central to the novel.

Mario‘s gold watch is a symbol of his desire to
attain fulfilment.Estela "sabia perfectamente que lo
que Mario mds amaba en el mundo era esa pequefia md-
gquina dorada que tanto tiempo habia demorado en pagar"
(p.123).The watch represents not only a desire to 2
break down class barriers but also a desire to arrive
at a more satisfying level of existence.Guerra-Cunning-
ham has said that:

El anhelo de superar la miseria y poseer 1o
que ‘los otros' tienen no es una mera ambicidn,
sino el deseo tra scendental de modificar

el —
una condicidn que afecta lo mds profundo de
la existencia.El reloj de Mario,simbolo visi-
ble de un status socialies la promesa impli-
cita de una vida dignal

She is right to see the watch as a symbol of hope
but we should also remember that Mario is forced to
pawn the watch:his hopes are therefore seen to be
dashed.

Mario,like the other characters,views the past
as a kind of lost paradise.Near the end of the novel
we see him sitting on the floor,groaning and weeping
as he thinks of an ideal past that may never be re-
gained:

ila pldcida maravilla de su época en el Em-
porio Fornino,cuando la felicidad dependia de
cosas tan fdciles como el contacto del reloj
en su muiieca,y de la perspectiva de hablar
una o dos horas con Estela en la noche,

cerca de un farol o en cualquier umbral que
los cobijara!(p.207).

Those days are gone now and all hope is seemingly
shattered.

Mario,nevertheless,wants to reach a new plane
of existence,just as Andrés wants to find something
that will give his 1ife meaning.However,just as
Andrés feels threatened by the darker side of 1life
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(madness,chaos,absurdity and death),Mario too feels
threatened.His fear of René and his fear of becoming

a thief poses a constant threat to his hopes of
achieving fulfilment.This fear comes out at the start
of the novel when Rosario falsely accuses him of being
a thief:

- Ladrdn... - se dijo. :
A1 oir pronunciar esas silabas apretd los
ojos,los apretd hasta sus facciones jovenes
quedaron convertidas en un mapa de arrugas,
como si con eso quisiera borrar el perjuicio
causado por la palabra (p.29).

He is obsessed by the thought that he might become a
thief,and when he defends his brother René against
accusations of theft "era como si se castigara,como

si é1 mismo se defendiera no tanto de la mala fama,
sino de un peligro,de voces vagas y malignas,de un
frio que lo quisiera envolver para hacerle imposible
la existencia en el plano que la conocia y aceptaba"
(pp.32-3).Later,when he sees René in the bar, "la pre-
sencia de René lo desquiciaba al hacerlo sentirse prd-
ximo @ algo tan obscuro y peligroso como esas leyendas
urdidas en torno a é1"(pp.88-9).His fears are reflec-
ted in the nightmares he has:

René hacia su aparicion en los suefios de Mario.
Quizds no fuera René.quizds fuera otro ser,

mds hostil aun,pero que se le parecia con sus
ojos de asmas.Llamaba a Mario,arrastrdndolo
consigo hacia algo aterrador... (p.135).

On the most obvious level Mario's fear is that he will
be forced by his environment into becoming a criminal,
but his sense of terror is expressed in such a way
that it seems symbolic of man's fear that his ordered
existence,an existence which he likes to think he has
under control,will be undermined by some sinister
threat.The threat to man‘s concept of order is the
knowledge that there is no fundamental meaning to our
2bsurd lives and no hidden structure to what is,in
reality,a chaotic universe.

Mario®s fate seems inescapable.René,who .has
disappeared to Valparaiso,eventually catches up with
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him and sends him a letter telling him to join him:
"era la mano de René gque por fin se extendia para at-
raparlo"(p.136).Mario feels his fate is sealed: "sabia
que el ¢irculo de peligro que desde siempre vio for-
mdndose en torno suyo se cerraba,apresdndolo”(p.139).
He therefore decides to abandon Estela.and team up with
René.His relationship with Estela,as we have seen,had
many positive elements.More than any other relationship
in the novel it was based on natural,genuine love and
tenderness. Yet Mario now gives this up in favour of a
much more negative lifestyle: there is a shift from an
optimistic view of 1ife to a more pessimistic one.

When Mario arrives in Valparaiso he sees & ship
bound for Oslo.McMurray and Promis Ojeda see what
follows as echoing the Omsk episode,but without Mario's
falling for the soft option like Andrés.Promis,for
example,comments that:

Mario vive realmente la situacidn imaginada

por Andrés cuando contempla un barco con la
palabra Oslo.No obstante,y pese a que atraviesa
un momento desesperado,rechaza violentamente

la idea de huir,asumiendo re§ponsablemente

la eleccidn de un destino...’

I should offer a quite different interpretation of
this episode.Like the lorry-drivers seen by Andrés,
the ship and the men who work on it represent the
chance to transcend limits.They are travelling men who
"lanzaban al viento salado carcajadas que no eran las
due Mario conocia,y gritos con la impaciencia de otras
latitudes"(p.170). The thought of Oslo tempts him to
"olvidar<e de René y de ese destino ya elegido"(p.170).
While the Omsk episode was a creation of Andrés's
mind,these men are real;the description of their vita-
1lity suggests the possibility of a different,more va-
1id form of existence.The idea of a journey to Oslo
and new latitudes clearly implies the hope of a new,
meaningful destiny.The theme is continued when Mario
later sees some sailors in a bar.Sailors,men who tra-
vel in the open air to distant shores,are also symbols
of transcendence,of breaking away from limitations
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and reaching new goals.We are told that:

Mario se sintid acometido por la necesidad

de ser uno de ellos,de alistarse en un barco

en que fuera posible huir de su existencia
aplastada.Irse. jOslo!...Irse para siempre (p.1l71).

However,he still fears "el castigo y la desgracia de
los cuales ya no era posible liberarse"(p.171).In
other words his destiny (and by implic&tion man's des-
tiny) is not to find any hope or:any ideal in his exi-
stence.This point is underlined on the next page when
the ship disappears;but it is not only a ship that
vanishes,for this scene also represents the disappea-
rance of hope:

El mismo barco que habia visto cargar iba
saliendo de la rada.Arroz de Talca para Oslo.
Su corazdn desalentado siguid mucho rato al
barco,hasta verlo caer detrds del horizonte...
iAdids,0slo! (p.172).

Nevertheless,Mario continues to struggle against
fate.We have already seen how his attitude to Estela
is in a constant state of oscillation.The warm, tender
side of his personality and his loving relationship
with Estela represent elements of hope;but,as we have
seen,this hope is constantly under threat.During the
robbery scene Mario is in a state of total confusion.
He makes Estela seduce Andrés but then "gemia en el
suelo,confundido,aterrorizado,arrepentido" (p.207).He
cannot "sentir la verdad en medio de la confusidn"
(p.208).When Estela betrays the robbers,"Mario luchaba,
no sabia si para librar a Estela de las manos de René,
o para castigarla é1 también"(p.211).He then decides
that "era necesario escapar,rdpido,lejos"(p.211)and
then,in a gesture of kindness,"Mario limpid la cara
de Estela con un trapo"(p.212).The couple€ s escape to-
gether introduces & note of hope amidst the novel's
general atmosphere of despair.

This raises the whole question of whether the
novel's ending is optimistic or pessimistic.Mario's
relationship with Estela is,as we have seen,represen-
tative of positive,natural,vital forces and its sur-
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vival does imply optimism.In fact Estela,herself an
embodiment of goodness,senses & triumph despite her
injuries:

Pero en el fondo delas tinieblas de su dolor

f{sico habfa una chispa que podia transformarse
en claridad,una certeza fiera de su triunfo (p.211).

Then we see another glimmer of hope:.

La pareja se perdid en las calles para buscar
refugio,juntos,sin saber donde,en alguna parte
de la ciudad que pudiera proporcionarles am-
paro (p.212).

Even on the last page we read:

Quizds algunos - una pareja en busca de re-
fugio,por ejemplo - recibieran también alli
el regalo del cielo limpio (p.219).

All of this seems to justify an optimistic reading,
and a majority of critics seem to agree.Jane Oyarzun
believes that Estela "will never completely give up
hope and will triumph in the end" Moretic and Ore-
llana,referring to Estela‘'s refusal to seduce Andrés,
say that "su rebeldia la redime y redime también a
Mario"™. G6ié believes that "Mario,confusamente, desde
el fondo de su instintividad sana e inocente,parece
rescatar la natural espontaneidad de su amor l1llevando
a Estela consigofé he goes on to say that:

Oscuramente,con secreta seguridad,el ciego
instinto,alma y pasidn,de la existencia
inocente salva el momento de la caida y se
abre en disponibilidad en los personajes que
justamente se salvan en la novelasla joven
pareja de Estela y Mario?

Quinteros has similar feelings about this couple:

mds alld de su fracaso para asir una realidad

inalcanzaple,hay un impulso inocente sumergido

en sus origenes,que es fundamento de vida,y

que en medio de dolores y miserias,posibilita
rd . r - . I ?5

en ultimo termino la salvacion.

These are all. fair comments,but they are based purely
on an interpretation of the novel as presenting a con-
flict between natural,spontaneous behaviour and be-
haviour governed by reason,routine and the laws of con-
vention. They do not tzke full enough account of the
metaphysical anguish which underlies the novel angd
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which ultimately undermines any message of hope.
McMurray is more cautious.He sees Mario and Estela
as representing "a possible though dubious regenera-
tion" This is probably a more accurate assessment of
their relationship,whereas Promis Ojeda surely goes
too far when he suggests that the two youngsters "ad-
guieren los rasgos de una pareja agdnica que vive la
existencia antes del pecado,es decir,en ese paraiso
de inocencia que para otros estd irremediablemente per-
dido¢¥-Mario is certainly not in a state of total inno-
cencé and there are some ominous hints at what his
future behaviour might be like.Granville Hicks says of
Mario that "there is little doubt that he will come
to a bad end" and reflects that "poor Estela...seems
destined to live in squalor and misery with Mario if
she lives at all"™, Lagos feels that "la joven pareja
s6lo representa Una etapa que antes Vivieron René y
Dora" ~ al though she bases this point of view on no-
thing more than her interpretation of Estela‘'s name as
meaning "virgen martirizad&"? Shaw also supports a less
optimistic interpretation:

A pesar del aparente vitalismo de Mario y
Estela,que contrasta con la abulia y la lo-
cura de los demds,es dificil no creer que
terminardn como René y Doral’

This may seem. to be going beyond the information given
to us in the text,but it is not an unfair assumption
to make.Donoso's intentions probably demanded his con-
fused presentation of Mario and Estela:she obviously
did intend to show us the vitality of the young couple,
but at the same time express his scepticism about the
possibility of attaining fulfilment through the libe=-
ration of the irrational,instinctive side of the per-
sonality and his overall scepticism about the meaning-
fulness of 1ife in existential terms.On the whole the
pessimism by far outweighs the optimism.

The final chapters of the novel are,in fact,
dominated by 2 pessimistic tone that eclipses the brief
note of hope introduced by Estela‘s escape with Mario.
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We see Andrés going mad and delivering an apocalyptic
vision of & universe doomed to destruction,and just
before the robbery scene we witness the coronation
scene of the title.Critics were initially rather con-
fused by this scene.Some have been dismissive.Hicks,
referring to Rosario and Lourdes,says that "one can
only be amused by their high jinks at the end"%y Poblete
Varas thinks that the scene "parece arbitraria,incon-
secuente" Chacel meanwhile &sserts that "no era nece-
sario adornar la realidad cruda de este 1libro con flo-
recitas de plata"? Other critics have merely seen the
coronation as a symbol of social decadence.Fernando
Alegria thinks the scene is "un gran acierto descrip-
tivo" but merely sees it as "un simbolo de 1la decaden-
cia“? Guerra-Cunningham also seems to view the episode
in 8ocial terms:

Significativamente,la corona que le confec=
cionan sus empleadas estd hecha de despojos,
signo visible de un pasado que en el presente
es sdlo una grotesca desfiguracidn®

However,such interpretations are far from satisfactory.
Shaw' s assessment is more accurate:s "Esa coronacidn
grotesca...simboliza el triunfo de la locura,del caos

y del absurdo metafisico“f Similarly Quinteros suggests
that:

la coronacidn de misid Elisa por sus criadas
borrachas,es la coronacidén de la locura,la
Unica alternatlva posible en un universo sin
sentido .

This is undoubtedly true.Indeed misid Elisa‘s corona-
tion seems to reflect Andrés's idea that if there is

a God he must be mad.Rosario and Lourdes act as if
they are paying homage to some kind of God.We are tolad
that "como los mercaderes orientales de las leyendas,
las sirvientas desplegaron a los pies de la reina los
resplandores de sus presentes"(p.201) and they crown
misid Elisa as a "santa".However,the old lady is insane
and if she is associated here with God then it is a
mad God.Furthermore it is a powerless God:misid Elisa
is on the point of death and "ya no era capaz de con=-
trolar sus movimientos...no parecia darse cuenta de lo
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que estaba sucediendo"(p.201).In any case the whole
ceremony is degraded by the servants' drunken squabble
over the stole,the way they force the groaning old
lady to drink punch,Rosario‘s crushing of Lourdes's
glasses and their eventual collapse on the bed dead
drunk.The whole scene shows the absurdity of maintai-
ning any faith in God or in the idea of an ordered
universe. The crowning of an old woman on the verge of
death is a total denial of hope.

The final image of the novel merely underlines
Donoso‘s pessimism.Quinteros,however,would disagree:
she sees the ending as sublime.She feels that "dofia
Elisa vive bellamente su muerte" and asserts thats

la ultlma péglna de la novela es una subli-

macidn,a través de la muerte casi mistica de
la an01ana de todo ese mundo sombrio y dolo-
roso que quedo atrds?

It is true that misig€ Elisa thinks the beads from her
dress are stars guiding her on her way to heaven,but
Quinteros fails to take account of the subtle effect
of the last lines of the novel:

Estaba tan agostada que no se dio cuenta de
que s6lo en ese instante moria,y no antes,
cuando creyd ver a todas las constelaciones
rodedndola (p.219).

These words firmly underline the point that misid
Elisa s faith in salvation is totally unfounded. The
clear implication is that there is no after-life and
that therefore 1ife itself,undermined by the inevi-
table finality of death,has no meaning at all.What-
ever hints of optimism the novel might contain else-
where,the final words of Coronacidn offer no hope at
all: they merely emphasise the theme of metaphysical
anguish and prepare us for the total nihilism of E1l
obsceno pédjaro de la noche.

Having examined the thematic aspects of Coronacidn

and related them to an explanation of the novel's
transitional nature,it is time to look more closely

at the novel's structure and narrative technique.It
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is proposed to demonstrate that Donoso was trapped
between tradition and innovation on the literary as
well as the philosophical level.Coronacion is basi-
cally linear in structure.It is centred around three

stories relating to three main characters: Andrés,
Mario and misid Elisa.There is a definite plot to the
first two stories.We are given an account of Andrés's
childhood,his anguished youth,his attempt to come to
terms with his anguish,the shattering of his sense of
order after the arrival of Estela,his attempts to re-
gain it,and his failure to do so and his eventual col-
lapse into insanity.In the case of Mario,we see his
home 1ife,the development of his relationship with
Estela,his trip to Valparaiso to reach René,his invol-
vement in the attempted robbery of the Abalos silver
and his flight with Estela at the end. The story of
misid Elisa,on the other hand,contains little plot.
Apart from the flashback in Chapter 1,she is merely
presented as a senile,crazy old woman always in the
background: yet it is her story which,to a degree,forms
a structural backbone to the novel,for her constant,
concomitant presence casts a shadow over the whole
story reconfirming its message of absurdity and hope-
lessness.

The problem for Donoso was how to link these sto-
ries together.He employs more than one technique but
the most obvious is his introduction of Estela who
acts as a unifying l1link among all three characters.Pro-
mis Ojeda observes that "la mujer se plantea como la
figura central de la novela,hacié la cual confluyen y
de alguna manera emanan las existencias individuales
de los personajes“? She is the servant of misid Elisa
and this brings her into contact with Andrés in whom
she arouses frustrated passion.However,her relation-
ship with llario also allows Donoso to deal with the
lower class world from which lMario comes. Thus she even
forms & 1ink with René,Mario‘s brother,for she repre-
sents the hope of financial salvation because of her
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position within the wealthy Abalos household.She pro-
vides an important nexus between the two social sec-
tors around which the novel is based.This not only al-
lows Donoso to develop the plot;it is also a device to
connect the novel‘s diverse themes.Estela‘'s relationship
with Mario and the contrast she forms with Andrés and
misid Elisa highlight the theme of the rebellion of
the instincts.Her 1link with Andrés also throws into re-
lief the existential anguish of this character who sees
Estela as the last hope of giving his 1life meaning.
Equally her association with Mario gives Donoso the
opportunity for an incursion into the poorer parts of
Santiago in order to express his social concern
However,Estela merely helps Donoso deal with va-
rious things at the same time.As we have seen in our
discussion of the themes of Coronacidn this does not ne-

cessarily imply any overall cohesion in his presentation
of theme.This problem is further revealed if we look at
the other characters in the novel.There is a technique
behind the introduction of these characters but it is
often unduly obvious.Rosario and Lourdes,for example,
serve as a kind of chorus.They are not central to the
action but are introduced to set plot in motion,to give
information arto re-inforce themes.Carlos Gros does not
really form part of the main action:s:he is merely inser-
ted to act as a foil for Andrés's thoughts.In fact the
introduction of almost 2ll of the other characters is
determined merely by the requirements of plot or theme.
Thus René,Donaldo and Tenchita,Inés and Marfa,and Adriana
are not well-rounded characters,fully integrated into
the framework of the story:rather they are simply pinned
on to the framework whenever the plot needs to be ad-
vanced or an aspect of theme needs to be underlined.
This becomes clear when we make a detailed ana-
lysis of the plot and structure of the novel.It is ba-
sically chronological,beginning a2 short time before
misid Elisa's birthday and ending with her death on
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her saint's day.There is also a clear pattern to the
novel®s overall structure.lt has three partsiPart I

is centred around misid Elisa‘s birthday;Part III,
paralleling the first part,is centred around her saint's
day;Part II covers the more lengthy peridd of time
between the two celebrations.This structure is re-
flected in the titles of the three parts.Parts I and
III have the titles "E1 regalo" and "La coronacidn" :
both refer to specific incidents.The middle part,
however,carries the title "Ausencias",suggesting the
idea of a greater length of time.Thus a classic pattern
emerges.We have an introductory or expository section
at the beginning and a climactic or dénouement sec-
tion at the end,both framing a central section which
expands at greater length upon the central themes of
the novel.That is :

Part I ¢ ZExposition
Part II : Expansion (with a climax at the centre)
Part III : Rapid plot development leading to dé-

nouement and climaxes.

Part I of the novel is chiefly expository:it in-
troduces the characters,conveys necessary information,
announces the themes and attenpts to capture our in-
terest.In many ways the first chapter functions as a
kind of microcosm of the first part as a whole.In
this chapter almost all of the major characters are
mentioned,some information is given about the Abalos
household and the atmosphere is set.Donoso uses Ro-
sario to introduce the characters in a subtle,indi-
rect way.Angel visits her and introduces the charac-
ter of Mario.As Angel is leaving he waves to Andrés
and Donoso can now focus his attention on him.An at-
mosphere of decay and the absence of vitality is crea-
ted right from the start as the author describes the
sleepy,lifeless figure and the run-down nature of the
house.ingdrés then provides us with information about
misid Elisa's madness,thus capturing our interest and
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introducing an important theme.Estela is also intro-
duced and Andrés is struck by her pink palms:this pre-
pares us for his sexual attraction towards her and the
references to her innocence and spontaneity introduce
the theme of theconflict between the vitality of our in-
stincts and the sterility of convention.

In the next chapter Rosario meets Mario.This pro-
vides Donoso with the opportunity to dwell on Mario's
psychology and on the dreadful social conditions in
which he l1ives.The third and fourth chapters deal with
Andrés and Mario respectively.We are given background
information about the Abalos household and are told of
Mario‘ s relationship with Estela.

So far the novel has been following a symmetrical
pattern,al ternating chapter by chapter between Andrés
and Mario.However,Donoso now needs to develop Andres's
exisctential crisis and bring out the sterility of his
1ife—style:he therefore spends the next three chapters
dealing with Andrés.These chapters all correspond to
the time of misid Elisa's birthday and they do bring
the first part to a head in that misid Elisa’s insane
accusations against Andrés dramatically bring out his
true condition while the words of Carlos Gros on the
matter make him realize he has never really lived. Thus
Andrés' s character problem has been announced and the
second part can deal with his attempts to find a solu-
tion to it.Nevertheless,Donoso has been forced to aban-
don Mario for three whole chapters,even though he was
presented in the first four chapters as the central
character alongside Andrés.Clearly Donoso's attempts
to integrate the two social classes and deal with
three themes simul taneously does not square with the
novel' s relatively conventional structure.The novel
already seems slightly imbalanced and our impression
of Mario is not as strong as it should really be at
the end of the expository section.

The same problem occurs the other way round in
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Part II.There is 1little action in terms of plot deve-
lopment and instead the action concentrates on the in-
ternal anxieties and aspirations of the main charac-
ters.It is here,according to Lagos,that the first
part’s element of hope is eliminated and "el proceso
de incipiente destruccidn" begins:"la segunda parte
estd signada por la pérdida de toda ilusidn,de toda
eSperanza“.f9

This section consists of nine chapters with a
central climax in the treatment of aAndrés's anguish
(chapters 11 and 12).This group of chapters is the
crux of Andrés's story and is pivotal to the novel as
a whole.Andrés realizes he needs Estela but then dis-
covers he cannot have her:from then on he remains in
the house having embarked upon the gradwal path to
insanity.ilowever,this creates problems for Donoso.Ha-
ving brought Andrés‘'s story prematurely to a head he
has 1ittle need to concentrate interest on him during
the rest of the novel.Thus in the fifteenth chapter,
for example,Donoso gives an account of Andrés‘'s self-
immersion in a series of pointless activities in his
grand-mother' s house.The intention of this chapter is
to show how Andrés's 1ife has now lost all meaning. But
since Donoso has by now almost exhausted the potential
for presenting Andrés's anguish internally he turns
to a more conventional third person narratorial stance
in order to describe Andrés's absurd activities.And-
rés's central position in the narrative has begun to
slip away.

Nevertheless,Donoso has to keep the existential
theme alive,hence in the sixteenth chapter he focuses
our attention on Carlos Gros who has so far been acting
merely as & foil for andrés's thoughts. The intention,
presumably, is to show that Carlos's superficially
positive attitude is merely a means of masking the
true sense of existential despair he feels deep down,
However,Donoso chooses a very late stage in the novel

to focus so intensely on the internal psychology of
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such a minor character.In fact the second part ends
with the author concentrating on Adriana,Carlos's
wife.While Donoso is using these characters to make
an important point,such an obvious manipulation of
characters for the sake of theme lacks subtlety.

The same problem occurs earlier in the section
at another climactic moment.Just before Andrés becomes
conscious of his attraction towards Estela,Donoso had
been focusing most of his attention on two extremely
minor characters,Donaldo Ramirez and his wife Tenchita.
They are introduced mainly to provide & mechanism for
making Andrés aware of his subconscious sexual feelings.
The detailed account of the life-style of these two
characters,which Donoso here provides,fails to conceal
that he is introducing them for an artificial purpose;
while in addition the switch of emphasis dilutes the
impact of Andrés‘s climactic realization of his di-
lemma.Both at the centre point of the novel and at the
end of a whole part Donoso unwisely shifts our atten-
tion from major to minor characters.

The second part also deals with Mario and Estela.
As we have seen,Andrés dominates the last three sec-
tions of Part I and the central chapters of Part II.
However,the first three chapters of Part II do not
deal with him at all.Thus having involved the reader
in the story of Andrés,Donoso leaves it all hanging in
air for three whole chapters in order to tie two social
groups together and introduce other themes.Thus incur-
_sions into the psychology of Mario and Estela in Chap-
‘ters 8 and 9 allow us to contrast the spontaneity of
this couple with the sterility of characters such as
andrés.Chapters 9 and 14 meanwhile give us a greater
awareness of Mario's psychological and social problems.
Basically these chapters develop the themes presented
in Part I:Mario' s personal problems and the nature of
his relationship with Estela.Yet the sections dealing
with Mario are only inserted here and there in the
second part:in Chapter 14,and briefly in small sections
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of Chapters 9,10 and 13.This points to an unresolved
conflict of intention in Donoso.The emphasis on Andrés
suggests that his major area of concern is individual
psychology and metaphysical despair.However,the occa-
sional switches of emphasis to Mario introduce an,
element of social contrast (even though Mario para-
llels Andrés at the same time).Because he is using a
linear plan,Donoso*s attempt to reconcile his various
themes creates structural problems,which constantly
force him to alter his patterning.While he wants to
present more than one level of reality at the same
time,he has not yet mastered the techniques of simul-
taneous presentation of reality that he will employ
in his later work.

The same problem emerges when Donoso introduces
René in the second chapter of Part II.René has to be
brought in because he will be vital to the plot deve-
lopment of the third part.However,Donoso focuses on
his internal psychology for half of Chapter 9 and then
abandons him until Chapter 18.0nce again Donoso's di-
rect manipulation of characters forces the novel to
progress in jerks rather than smoothly interlocking
sections.

The third part contains rapid plot development
leading to the dénouement and multiple climaxes,what
Lagos calls "la sintesis de destruccidn de todos los
personajes“?'lt is in this section where we see per-
haps most Clearly the resulting complications of Dono-
so's attempt to reconcile disparate narrative material
within a linear framework.The emphasis changes‘con—
stantly.Andrés is in the background for most of this
part of the novel.He is presented internally in Chap-
ter 21 and briefly in a small part of Chapter 18.lario
dominates Chapter 17 whereas René is at the centre of
Chapter 18.These two chapters deal with the plan to
steal the abalos silver.It is this plan which provides
the mechanism to 1link all of the characters together
&t the end.The final four chapters,paralleling the
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final three of Part I,are devoted to misid Elisa‘s
saint's day and provide a series of climaxes following
one after the other.Chapter 19,presented via the dia-
logue of Rosario and Lourdes,and a traditional third
person narrator,is the coronation scene.Chapter 20
deals with the robbery and a wavering point of view
brings to an uncertain head the stories of René,Mario
and Estela.Chapter 21 shows Andrés's final plunge into
madness,and the last chapter describes misid Elisa's
death. Thus we have four important chapters represen-
ting climaxes in terms of theme and/or the treatment
of characters.Rodriguez Monegal finds this plethora

of climaxes rather absurd:

De ahi que Coronacidn abuse de las motivaciones
exteriores del conflicto y caiga en lo grotesco,
para culminar en una absurda y doble esCena
teatral...lLa cronica familiar degenera en
melodrama social?

It is true to say that the ending of Coronacidn is in
some ways unsatisfactory. The important thing to notice,
however,is that Donoso‘s attempt +to bring so many di-
verse elements together is at odds with the traditio-
nal structure of the novel.He achieves a far more su-
btle integration of form and content in his later work
when he employs more innovative technigues which allow
him to present various levels of reality at the same
time and in a convincing manner.

The transitional nature of Coronacidn becomes
more apparent when we take a closer look at Donoso‘s
narrative technique.Here we can detect elements of

innovation alongside{more traditional narrative pro-
cedures. Despite the changes in patterning that occur
throughout the novel,there are unifying elements in
it.Je have,for example,the central figure of Estela
and the near-constant presence of misid Elisa in the
background, the only character not to be explored in-
ternally.llore interestingly we have Donoso‘s use of
symbolism.Donoso told MclMurray that "symbols are pro-
bably the most important single elemént in my work“?
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Symbols take on more importance in his later work,but
in Coronacidn they do provide structural unity and

make for a more subtle expression of themes.We have
symbols of sterility like the sticks;of suppressed
sexuality like the colour pink of the shawls and Este-
la‘ s palms;of vitality like the lorry-drivers;of hope
like Mario's watch,the bar in Iquiqué,Dora‘s teeth
and her cloth animals;of fear 1like the thief and rob-
bery motifs;of evasion like Omsk;of death,despair and
the absurd like the bridge,madness and misid Elisa‘'s
obsession with nobility and her eventual coronation.
Already the use of symbols allows Donoso to suggest
many themes at the same time: symbols like Mario' s wa-
tch and Dora's teeth for example express man's frus-
trated existential hopes as well as the need for so-
cial change.As Donoso's work develops he will use
symbolism even more systematically sc that he can su-

gest themes simultaneously without having to resort
to some of the laborious technigques we have noted in
Coronacidn.

However,even in the case of Coronacidn,some cri-

tics have seen innovative elements in Donoso’ s narra-
tive technique as a whole.llost notable among these is
Cedomil Goid.Goié explains that Donoso shows us the
characters states of mind by using either dialogue or
an indirect third person narrative technique which
brings out their thought processes without resorting
to the first person or some kind of interior monologue.
The narrator in effect removes himself from the narra-
tive.Goié claims that "la posicidn del narrador no
podda ser mds objetiVaE?'Donoso does not "interferir
subjetivamente" and the characters are allowed to re-
veal themselves autonomously,thus leaving the reader
free to make ‘his own judgements about the novel.This
whole technique gives us & much wider vision of rea-
lity,according to Goid,who also sugrests that "esta
condicidn transparente favorece la pluralidad de per-
SpeCtiVaS"? He goes on to explain that :
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El narrador onone al tradicional optimismo
gnoseoTOglco de la novela moderna un escepti-
cismo que exhibe de qué manera una perspectiva
exclusiva es incapaz de circunscribir la reali-
dad y cdmo ésta es abordable desde varias per-
spectivas complementarias cuya yuxtaposicidn

no resuelta en sintesis concluye en una inde-
terminacidn de la realidad?®

Goié* s theory has a few supporﬁers;Castillou
Felid agrees that Donoso's style "elimina la posible
subjetividad de la omnisciencia editorial o el: persona-
lismo del yo narradoxmeuinteros also sees Coronacidn

as a highly contemporary novel:

Donoso revela su condicidn de escritor contem-
poréneo al eliminar de la narracidn juicios
teorlcos universales o particulares que pudie-
ran interponerse entre el discurso narrativo

y el didlogo o mondlogo de las figuras,con 1o
cual lo narrado fluye como imagen de mundo ¥y

no como imagen del narrador...La omnisciencia
del narrador tiene asi sus propios limites,y
supone un constante cambio de perspectiva,
condicionado por la presencia de cada personaje.
Se usa de este modo un método indirecto,que
supone la penetracidn en la 1nter10r1ddd de
cada personaje,no como la ve el autor,sino como
el personaje siente y piensa el mundo que 1o
rodea.

... No hay en Coronacidn una con01en01d tedrica
que discierne y asevera.3e logra asi una gran
cercania entre narrador,mundo representado ¥y
lector?

There is a strong base of truth in such assess-
ments.However,we must not forget that residual tradi-
tional elements remain in Coronacidn. There is a con-

siderable amount of straightforward,traditional omni-
scient narration in the novel.This is the case in much
of Chapter 15,for example,whén we are given an account
of Andrés‘'s activities in his grand-mother's house

and his investigation of the attic.This is also the
narrative method used in the nineteenth chapter,which
describes the coronation scene.In fact Donoso often
intervenes to supply information as a traditional na-
rrator would.One example comes during the conversation
between Maria and Inés (itself introduced rather awk-
wardly into the text),when the narrator suddenly in-
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serts himself into the dialogue to tell us that:

En otros tiempos los parientes se habian con-
fabulado para casarla con Andrés,su primo en
segundo grado,rico,caballero a toaa prueba y
soltero.Pero el 1ogro evadirse a tiempo,dejando
magulladuras casi imperceptibles (p.69).

In fact,the narratorial voice constantly shifts
about from straight omniscient narration,to indirect
third person narration,to dialogue,to philosophical
discussion and so on.Furthermore,Donoso*s use of an
indirect third person often has unfortunate effects.
We see this in his too obvious exploration of the psy-
chology of Andrés and in his treatment of Mario,whose
oscillations between love and hatred for Estelé remain
unconvincing. Goié,however,praises the author for using
the indirect third person rather than interior mono-
logues,claiming that Donoso deliberately gives the
characters no depth in order to bring out their lack
of any really authentic personality:

Por esto le estd prohibido al narrador,si ha

de entregar la cualidad propia de esas concien-
cias,emplear el método directo de la corriente
de 1a conciencia o el mondlogo interior u otras
formas directas¥?

But this is open to question.After all,if it were true,
why would Donoso bother to abandon this technique in
favour of the use of interior monologue in the novels
he wrote after Coronacidn? Equally unacceptable is
Quinteros's unqualified assertion that Donoso is a
totally objective narrator who does not introduce his
own theories directly into the text? The thoughts of
Andrés,for example,are quite clearly intended to make
& direct metaphysical point,while Mario‘s thoughts are
often used for the purpose of social protest.Castillo-
Felid is therefore mistaken in his criticisms of Hicks
for complaining that "the author relies so heavily on
direct analysis of psychological states"s
Nevertheless,Goié and his followers do make ex-
tremely important points about Coronacidn.It is clear

that even at this stage in his career,Donoso was keen
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to strike out ina new direction.Despite Coronacidn‘s

overall linear structure there are a number of stri-
king techniques which,although only occasionally em-
ployed here,will become standard features of his later
work.

A close look at the novel will -indicate that the
period of time covered by the main,linearly presented
action is relatively short.A considerable amount of
information is actually furnished by flashbacks. There
are two obvious examples.The first is in Chapter 2 when
we are taken back to misid Elis'a younger days and are
given an account of the development of her madness.It
is significant that Donoso presents reality in such
an inverted order:by doing so he manages to suggest
that the true nature of life is best represented by
the ugliness of the present and not by the innocent
idealism of the past.This sort of chronological inver-
sion was to become a major feature of the new novel
and it is interesting to note that Donoso is already
experimenting with the technique here,albeit in a much
less daring way than in his subsequent works.

There is another example of this in Chapter 6 when
we are given an account of Andrés‘'s childhood and the
development of his attitude to 1life as an adult.Once
again Donoso captures our interest by first presenting
the contemporary,suffering,melancholic Andrés,and
thereby contrasting the hopelessness of the present
with the innocence of childhood and the existential
Calm he experienced as a young man.Furthermore,this
device presents us with a fuller,more ambiguous pic-
ture of reality.The presentation of two points in time
like this expands our range of understanding and makes
us aware of the fact that our interpretation of rea-
lity is essentially subjective,depending on the amount
of information available to us.

There are also many more small flashbacks
within the novel.Near the end of the third chapter we
are taken back to an incident in the past when the
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noise of misid Elisa's insane ravings threatened
Andrés' s sense of calm and order:this introduces a ti-
mely note of foreboding and unease into the story,con-
trasting strongly with Andrés's renewed confidence
and hope due to the apparently ameliorating effect of
Estela’ s presence on his grand-mother.Once again a
simple juxtaposition of two periods of time conveys
the novel®s sense of anguish,despair and hopelessness.
In Chapter 2 Rosario gives us information about the
good old days when Segundo used to visit the servant
quarters and in the eighth chapter Estela recalls her
innocent childhood relationships with Aurelio and Cara
de Pescado. Sometimes,as in these two examples, the
detail may seem unnecessary but it is nevertheless in-
teresting to note that even in such an: early work
Donoso was using flashbacks functionally to expand
theme or meaning.

It is also interesting to note that Donoso does
not often present events in the present in a totally
straightforward and linear way.In Chapter 8 Estela is
at the Abalos house but then thinks back to her trip
to the cinema.In Chapter 10 Estela and Mario have ac-
tually finished making love:it is only in their
thoughts that we get an account of what actually hap-
pened.In Chapter 17 Mario is back in Santiago:the epi
sode of his trip to Valparaiso in search of René is
presented to us by his thinking back.What Donoso is
doing is to abandon direct presentation of reality
for an indirect presentation.This is perhaps the real
significance of the indirect third person technigue.
Donoso uses an intermediary (the character) to act as
a bridge between narrator and narrative.By allowing
the character to tell the story Donoso effectively
withdraws from the narration and the reader is thus
brought closer to the fictional reality being portrayed.
As we have seen,Donoso does not do this with the same
skill as in his subsequent work but we can see that
he is interested in new methods of presenting reality,
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although at this stage he still has one foot in the
traditional camp whilst timidly dipping his other into
the modern one.

We can also see the genesis of autonomous narra-
tive in Coronacidn.In novels like Mario Vargas Llosa's
Pantaledn y las visitadoras the action is virtually
self-propelled because the narrator does not intervene
to announce directly the time or the circumstances of
the dialogue.Donoso's later work incorporates this

technique to some extent and even in Coronacidn we can

detect such hints of the narrator's desire to withdraw
Irom the foreground.A striking example comes in the
sixth chapter when Donoso changes the emphasis from
Andrés' s childhood to his 1ife as a young man with ad-
mirable economy:

- (Cudntash veshesh,hiho? - le preguntaria
el padre Damidn,si contaba.

Y eso jamds pOdTla confesarlo.

- GCuéntash veshesh,hiho?

Andrés despertd, 1ncorporéndose en la cama.
Eran las tres y medla lMuy temprano.Buscd a
tientas un vaso de agua en el velador,sin
encontrarlo. Volv1o a dormirse.

- Porgque si ... - respondia tercamente a
la amiga de su abuela,que le preguntaba con
qué fin se proponia a estudiar leyes (p.59).

Related to this is Donoso“a penchant for switching
from a2 stream of general thought to a specific dia-
logue or piece of action,a technique he was to perfect
in the marvellous stream of consciousness passages of
Zste domingo.Again the change is made without any cum- -

bersome explanation from the omniscient narrator.Some-
times Donoso includes an illustrative dialogue from

the past to enhance the meaning of a character's
thoughts. Thus we see a conversation between andrés and
his doctor,Carlos Gros,included in the middle of Andrés's
attempts to assuage his fear of death by taking refuge

in the knowledge of his good health:

Cincuenta y tres afios no eran tantos,sobre
todo tomando en cuenta su salud egemnlar Por
lo menos cuatro veces al afio se hacia examinar
de pies a cabeza por Carlos Gros.
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- ¢Cémo me encuentras?

- Como un chiquillo.

- .Y estas acideces tan raras, entonces7

- Pero si comes como un an1ma1 qué quieres.
Debes fijarte.

- Ah, entonces no estoy tan bien ...

- Hombre ,no tienes nada,no seas solterdn
manidtico.

Y 1a satisfaccidn de su salud admirable
lograba ahogar la porfiada llamita de terror

won (Pa39)e
The thing to note here is that Donoso makes an oblique
reference to Andrés‘s visits to Carlos Gros and then
inserts one of his conversations with the doctor into
the narrative without any further explanation.This
allows the narrator to withdraw from the narrative thus
making it more autonomous and consequently bringing
the reader closer to the reality being described.Coro-
nacidn abounds with examples of this technique.In the
sixth chapter,for example,Andrés is looking back on
his youth and reminiscing about the hopes don Ramdn
had for his grand-son's academic career:in the middle
of this a conversation between Andrés and Carlos Gros
about the former's academic intentions is introduced
in order %o reflect upon Andrés's thought processes.
We later see Mario thinking of Estela.Towards the end
of the passage describing his thoughts we read:

La veia rara vez ,porque el patrdn la vigi-
laba contlnuamente 1mp1d1endole salir.

- ¢Y qué mds te hace ese viejo desgraciado?

S TTada .- e

- Y para qué te quejai tanto,entonces?
Estai ponlendote igual que la Dora .. «{p136).

Again a dialogue is introduced to illustrate the ideas
expressed in the passage describing thought processesi
but without any overt intervention of the narrator.
This technique is used to great effect in Chapter 8
when Estela’s thoughts about misid Blisa‘s ideas on
men are juxtaposed with the old woman's actual words.
Her thoughts are jolted by the sound of misid Elisa's
snoring:

En el cuarto vecino oia los ronguidos tenues
de la nonagenaria.
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- «... vas a ver.Primero te convida al
teatro,haciéndose el tonto. Despues te emborracha
y te lleva por ahi.Y después, qué sé yo,pues,
hijita...,y @ 1los nueve meses una guagua,un
huacho,porque no te hagas ilusiones,a é1 no
lo volverds a ver (p.82).

This passage already portends Este domingo and El lugar
sin 1{mites.Donoso's awareness of the way the human
mind functions and his attempt to express that func-
tioning artistically is already apparent.The thought
process is interrupted by a2 sound from the physical
world: snoring. This sound is associated with misid Elisa

and the thought of the old woman provokes the memory
of a conversation with her.The beginnings of a modern
stream of consciousness technique are already present
in Coronacidn.

Almost all of the above examples also demonstrate
Donoso’ s tendency towards juxtaposition.The novel is

full of contrasts: the author constantly opposes diffe-
rent times,characters and situations.Sometimes this is
with the intention of inducing the reader to make a
parallel or contrast.In Chapter 8 Estela's memories

of her past amours are juxtaposed with her thoughis on
her relationship with Mario:the significance of the
first episode inevitably effects our interpretation of
the second and we are prompted into seeing the inno-
cence of Estela's childhood boyfriends as a pointer
towards the natural,innocent,tender side of Mario.Chap-
ter 9,meanwhile,ends with the repulsive sight of René
and Dora‘s loveless sexual activities whereas Chapter
10 shows {(3s the carefree,natural spontaneity of Estela
and Mario's love-making.This juxtaposition is intended
to jolt the reader into glimpsing the differences be-
tween sterility and vitality,between negative and spon-
taneous behaviour.Donoso‘s attachment to the traditional
novel though is still evident from the very obvious
way he presents the contrastsinstead of a simple,un-
announced juxtaposition he uses the device of making
the bird that was circling above René and Dora fly
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across the city and then circle above lario and Estela.
llevertheless,at the same time as we see Donoso' s tra-
ditionalism we also see his desire to expand our vision
of his fictional reality via the use of juxtaposition:
when two episodes are presented together like this our
understanding of the one inevitably ?ffects our inter-
pretation of the other,thus giving us a greater aware-
ness of their significance.

Juxtaposition and contrast are,then,of vital im-
portance in the novel.Achugar refers to "la condicidn
dicotdmica de la estructura de la novela*f seeing the
novel as presenting "un sistema binario de la realidadM?
The novel is structured around an obvious class con-
trastswe have masters and servants,rich and poor, the
Abalos house and the "poblacidn".Tatum refers to
Donoso's "contrapuntal structure which allows him to
compare and contrast the respective worlds of Chile's
aristocracy and its lower classes" and comments,perhaps
rather over-generously,that "structurally,it is Coro-
nacidn that best succeeds in presenting the similari-
ties and differences". Goié thinks that the two classes
"aparecen como proyeCcidn de una realidad muriente y
de una realigdad vivificante“?This in turn creates an
opposition on a thematic level:as Vidal says,"el relato
encuentra...su eje estructural en la contraq%pcién
norma social frente a naturaleza individual".We have
but to think,for example,of the obvious contrasts be-
tween the sterility of Andrés and the vitality of Mario
and Estelaj;and the range of contrasts is even wider:
as we have seen,Donoso constantly opposes appearance
and reality,madness and sanity,order and chaos, the
past and the present.

Furthermore, there are oppositions within opposi-
tions.We have seen that the lower class characters pa-
rallel the upper classes as well as contrasting with
them.llcllurray feels that "Donoso's characters often
reveal contrasts and parallels which create tension,
balance and compositional unitnyAchugar writes of
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lMfundos contrastados pero no independientes,

ya que Coronacidn resulta proponer una especie
de red o de vasos comunicantes que interrela-
cionan ambos universos a la vez que,por momen-
tos,los enfrenta,como en un juego de positivo-
negativo al que es tan adicto el hablante bdsico
de la novela,/,?

while Vidal sees Coronacidn as forming "una interaccidn

de sistema de esPejos“?s
There are also contrasts within the classes. The
aforementioned contrast between René and Dora and lario
and Estela demonstrates that the contrast between ste-
rility and vitality is not simply presented in class
terms as Goié's words above suggest.In fact,there are
contrasts within each individual character.Andrés
leads an empty,sterile 1ife on the one hand;yet he is
the only person in the novel with the courage to ac=
tually face the reality that 1ife is absurd and meaning-
less.Mario represents the refreshing forces of natural
spontaneity;yet at the same time his behaviour is de-
termined by the conventions of "machismo".René is a
foolish idealist and the victim of his eiavironment; yet
equally he is a scheming villain willing to use any-
body for personal advantage.lMisid Elisa is a madwoman
on the one hand; yet she sometimes sees the truth when
others do not.Carlos Gros puts forward the existentia-
list argument that we should take a positive attitude
to 1ife despite its absurdity;yet at the same time
Donoso presents him as a man who simply avoids facing
reality.His wife,Adriana has two identities but she
hides her true s=lf behind "la mdscara trivial" of a
social persona (f.l62).Rosario is a servant yet,as we
have seen,she adopts the haughty characteristics of a
master.Rosario’s case is,in fact,very interesting be-
cause she is in a sense a prototype for an idea to be
fully developed in Donoso's subsequent novels.Talking
of Inés and Peta Ponce from El obsceno pdjaro de la
noche Donoso told Rodriguez Monegal that "la sirviente
es otra parte,otra encarnacidn,a otro nivel,de la pat-

rona...Es patrona y es sirviente...esta confusidn

18.



existe"f%e are reminded of the work of Antonio Cornejo
Polar on El obsceno pdjaro,of Radl Bueno Chdvez on
Este domingo and of Fernando Moreno Turner on El lugar
sin 1imites in which they discuss the notions of in-

version and reversability which they see as forming

the structural basis of Donoso's later work. If we look
closely at Coronacidn we see that the same rules can

be applied here.The characters contrast with each other,
reflect each other and form contrasts within themselves.

We have the beginnings of a complex system of inter-
relations which will be more fully developed by Donoso
in his subsequent novels.Once again,Coronacidn‘s tran-

sitional nature is revealed as we see early signs of
Donoso's immersion in the world of Bl obsceno pdjaro.

As well as providing structural unity these oppo-
sitions and parallels also reflect Donoso' s interest
in the ambiguity of reality.The traditional novel (with
its linear plot,its chronological time sequences,its
emphasis on extemal detail and its consistent charac-
ters) implied faith in an ordered vision of the world,
in the belief that reality could be grasped and there-
fore expressed in writing.However,the inconsistencies
of character in Coronacidn already suggest that Donoso

cannot accept such a simplistic notion.Furthermore,
there are a number of episodes in the novel which bring
out the ambiguity within reality.Rosario completely
misinterprets Mario*s character,thinking he is a thief
when in reality the thief is her one-time favourite
Angel: the old servant is thus forced to reconsider her
opinions and is left to reflect upon "los desengaiios
que se llevaba una"(p.28).Lourdes meanwhile,speaking

to Andrés,refers t6 "la vida licenciosa gue un soltero
de su fortuna e independencia sin duda llevaba"(p.l1l5):
but she is completely wrong in her assessment of
Andrés' s character.The two servants are also wrong to
see don Ramén as "la causa de la enfermedad de 1la pobre
misid Elisa"(p.24).It is not surprising that Achugar
sees Coronac¢idn as demonstrating that "las categorias
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de falso y verdadero ae real y potencial...son rela-
tivas y arbltrarlas“

The theme of m&dness is closely related to the
idea that reality is ambiguous.Misid Elisa,although
mad,can often point out the truth.Her revelation of
Andrés' s sexual desire towards Estela lead the grand-
son to believe that "toda la inmundicia que llenaba la
cabeza de la invdlidd no era locura,sino realidad"(p.
199). The balance between reality and insanity is further
blurred when Estela actually does steal money from
misid Elisa:is misid Elisa‘s accusation a genuinely
held Yelief or just another of her insane utterances?

Achugar sees misid Elisa as a "Sibila que a ratos
profética,a ratos lucida,describe la esencia verdadera
del mundo y sus habltantes“f However,Achugar makes the
subtle point that misid Elisa is often wrong in her
general assertions that all men are lascivious and
that all servants are thieves and whores;he therefore
concludes that:

la dlst1n01on existe,uno y otro polo de la
dicotomia existen méSCdra y enmascarado son

dos realidades pero lo que permite distinguirlos
es cuestionado y anulado'’

Furthermore,he points to the ambiguity of the ending
of the novel.He notes that Andrés requires Carlos
Gros's acknowledgement of his madness and therefore
concludes that "Andrés Abalos no enloquece,sino que
impone la realidad de su convencidn a los otros". He
also points out the equivocal nature of the silver
robbery:for Carlos Gros and the reader it did not take
place but for Andrés it did.Reality therefore is sub-
jectively interpreted and we cannot necessarily pre-
sume to understand it fully.This element of ambiguity
is for Achugar the most striking feature of Coronacidn:

Pero aun cuando dentro de un codigo todavia
mayoritariamente realista,el texto nr0ponwa

la distincidn entre realldad y apariencia,

la vez se ha producido un “salto con resvecto

a la produccidn anterior y el hablante bdsico

¥y la estructura del texto,purecen indicar la
posibilidad de la fdrmula 1dgica ‘esto y aquello®,
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Es decir,el desajuste final,la indeterminacidn
sugerida supone un “salto‘no tanto porque se
obvien etapas,ni siquiera porque se transformen
violentamente las estructuras narrativas e
ideoldgicas del texto,sino porque se empiezan

a abandonar los cauces del realismo vigente,
lo que implica un abandono de concepciones
estrictamente racionales donde el equivoco

o la ambigliedad puede ser motivo , tema,pero
no estructura configuradora del’ pr0p10 texto.

ns

At this stage Donoso is aware of the pervasive
ambiguity of reality (although this concept is not yet
fully developed: there are,for example,several instances
of old-fashioned social realism,as we have seen).Never-
theless,Donoso presents an ambiguous picture of reality
within a largely traditional,linear framework.In a
sense he was attempting to put new wine into old bott-
les:he had not yet managed to create the perfect artis-
tic form within which to express his ideas.However,we
can go further than Achugar,who sees the ambiguity of
reality as merely a theme of Coronacidn.As we have

seen,we can detect signs of the beginning of & narra-
tive technigue which will use juxtaposition and inter-
mediaries to allow the narrator to withdraw and thus
give the reader a fuller,more ambiguous and more deta-
ched vision of fictional reality.

Coronacidn' s position within the development of
Donoso's fiction as a whole is highly significant. The
novel is neither solely traditional,as some critics
would have it,and nor is it completely true to describe
it as a striking example of the innovation of the new
novel as other critics do.What we have is a novel in
which the traditional and the innovative exist side by
side,with Donoso‘'s sense of innovation strugsling to
liberate itself from the shackles of conventional rea-
lism.We have traditional social themes in an uneasy
alliance with new ideas on the relationship between
the classes,and with the psychological and existential
emphasis of modern literature.VWe have a conventional
structure,clumsy manipulation of characters and epi-
sodes,and a sometimes uncomfortable psychological
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style on the one hand , and experiments in the use
of flashback,juxtaposition,autonomous narrative,in-
direct expression and the presentation of an ambiguous
picture of reality on the other.It seems that Donoso‘s
philosophical and literary outlook was still clouded
at this stage by the ascendancy in Chile of the tra-
ditional novel,but his own desire 10 break out of
this mould is evident from the numerous examples of
his attempts to forge a different approach to fiction.
It is significant in this respect that Donoso tells us
that he actually re-wrote the final chapters of Coro-
nacidn after reading Alejo Carpentier's Los pasos per-

didoss: this exXperience helped him realize he could free
himself from the demands of the realist novel an,,%
hence write "aqguella Udltima escena esperpéntica",the
marvellous coronation scene in which the break with
traditional realism is really strongly in evidence for
the first time.Coronacidn is an interesting novel pri-

marily because it shows us the struggle between the
0ld and the new:it was the latter trend which was to
triumph and set Donoso on the path towards his master-
piece,El obsceno pdjaro de la noche.
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PART TII




CHAPTER ONE
1966-1970 : THE GROWTH OF MALAISE

The negative outlook of Coronacidn is developed

progressively in Donoso' s subsequent three novels.Este
domingo is a study of frustration and decline in a
more-or-less realistic urban setting;EL lugar sin 1imites

intensifies the metaphysical theme by moving it on to
a more abstract plane of grotesque,symbolic distortion;
finally El obsceno pdjaro de la noche's nightmarish,
hallucinatory vision of chaos represents the climactic

point in the author's deepening sense of terror and
despair.It is proposed here to examine these three novels
in terms of that expression of ontological unease.Parti-
cular emphasis will be placed on Este domingo and E1
lugar sin limites.The existential aspect of the former

novel has been so far largely ignored:nmy discussion of
its underlying pattern of symbolism is intended to re-
dress the bpalance.Equally,there are important features
of El lugar sin limites's symbolism which have yet to
be sufficiently highlightedsa situation which it is
also hoped this chapter will rectify.A thorough ana-
lysis of such elements in these two novels reduces the
necessity of a similarly detailed consideration of El
obsceno pdjaro.Furthermore,the perfect fusion of form
and content in this last-mentioned novel means that
Donoso' s existential viewpoint is implicitly examined
in the chapter dealing with its narrative technique.

In Este domingo a story about marital failure and
frustration becomes & symbol of the existential anguish
of modern man,alone in a world without meaning. As
Donoso himself has explained to McMurray:

The lack of communication between my characters

is a metaphor for my feeling of incommunication
with God,that is,there is no possibility of
communicating with & non-existent God.The whole
problem of life,in my opinion,is non-communication
with a non-existent God when we want to commu-
nicate.and so we seek communication with man

but that,too,seems impossible!

Indeed Este domingo does contain a great deal of emphasis

.



on solitude and incommunication.The picture of the near
deaf fl1varo as an old man engaged in a pathetic struggle
to play The Harmonious Blacksmith on the piano is but
one examples: the narrator of the italicized sections now
realizes "la soledad de su esfuerzo por impedir que sus
dedos enredaran hasta lo irreconocible las notas de la

pieza mds simple”f Chepa also suffers from solitudesher
sexual and emotidonal frustration leads her to devote
herself to her grand-children,the poor people of the

" poblacidn",and later Maya.Her marriage with Llvaro is
& complete failure.The closeness of their cars forms an
ironic contrast with the reality of their situation,for
they have not slept together for years (p.33).Instead
they 1ive out a hollow pretence in which "todo continud
igual"(p.78).However, their deep-rooted incompatibilities
are always near the surface:f{lvaro wants to use his can-
cer as "una venganza elegante"(p.30) to shame Chepa,
while she hopes her relationship with Maya will lead

to "algo terrible,algo que...le presentara a Llvaro el
caoé“(p.122).Their total inability to communicate comes
out &t the end of the first section:fLlvaro is not inte-
rested in Chepa's obsession with llaya,nor does Chepa
care about f{lvaro‘'s fear of his impending death.

and frustration is under-

[}

This sense of emptines
lined by the atmosphere of death and decay that Donoso
builds up.The pavement outside the house is in a bad
state of repair because "nadie lo cuidaba",and "la
linea de drboles se fue poniendo cada vez mds irregular
¥y mds rala"(p.13):the house is later left uninhadbited,
"el jardin- enmalezado,las paredes descoloridas"(p.190).
Time seems to be marching implacably on.The children
Come across all sorts of symbols of decay and the pas-
sing of time as they play in the house.They find "dor-
mitorios terriblemente inhabitados" in which they see
the "araijas de los techos" and yellowing pictures which
depict & scene that is "increiblemente pretérito"(p.23).

Most striking is the impression we get of the

ageing of the characters.The servants cannot do their
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work properly because "las pobres estdn demasiado vie-
jas"(p.34).The young,vigorous Violeta of Llvaro‘s youth
contrasts strongly with the overweight old woman of

later 1life.She has "las piernas...llenas de vdrices"(p.
50) and "el trasero verdaderamente enorme"(p.52).She

may even be senile,"guardando cosas en paduetitos"(p.131),
like the old women 6f El1 obsceno péja}o de 1la noche.
f1varo concludes that "ya no servia para nada la pobre
Violeta"(p.131) and thdt "ya no le puede pasar nada mis
que morirse"(p.52).

Chepa was once for fLlvaro "la mds linda,...la
mejor en todos los sentidos"(p.73),the very epitome of
"todas las cualidades que €1 deseaba"(p.72).However,he
is now forced to contemplate "la decadencia de ese cuerpo”,
"la terrible destruccidn de sus nalgas maltratadas por
la celulitis"(p.76).By the end of the novel she has
been reduced to "una ancianita que apenas balbuceaba
(p.188). ) °

Alvaro also goes through the same process of decay.
He was once jyoung,carefree,happily engaged in an ado-
lescent affair with Violeta and courting various young
women.llow,in the eyes of the children,he is relegated
to the level of " un personaje de farsa que en nuestros
juegos 1llamdbamos “la Mufieca' porgque era MUy blanco,muy
blanco,como de porcelana envejecida"(p.l6).He has to
wear long-johns to "proteger la fragilidad de su cuer-
po"(p.19). The narrator used to feel that eventually
L1varo "se secaria,se astillaria,y finalmente el aire
aventaria lo gue de é1 guedara como polvo de-esCombros"
(p.20).£1varo himself is painfully aware that he is
passing through o0ld age towards the terrifying finality
of death.Looking at his reflection in the mirror he
thinks:

tus ojos son demasiado chicos y juntos,lo mds
débil de tu rostro,y no los quieres porque en
los ojos es donde mds se te notan los aios Qque
1o pasan en vano,mi viejo,que no pasan en vano,
el iris descolorido,el perfil de los pdrpados
apenas enrojecido,escasez de pestaiias gque nunca
fueron ahundantes...,mira tus ojos que pueden
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estar muriéndose.Hoy tienen menos fuerza gue
nunca.Como si las metdstasis ya sembradas en tu
higado,en tu préstata,en tu cerebro,en tu
rodilla,en tu vejiga hubieran chupado todo

el vigor de tu organismo (p.30).

The motif of decay is,to paraphrase Pueno Chdvez,

the organizational basis of Este domingo.However,al-
though Bueno Chdvez is right to identify the emphasis
placed on "el envejecimiento y la ruina de cosas y per-
sonasm, he"fails to develop fully the connotative im-
plications of this motif.The novel‘s insistence on de-
terioration does no?ﬁmerely reflect "la ruina de una

srganizacidn social' but also brings out Donoso's pessi-
mistic view of the human condition.In particular, the
contrasts between youth and old age mentioned above
suggest the idea of a lost paradise: the exhilaration

of youth is soon replaced by the despair of old age.
This idea is further highlighted by the additional con-
trast provided by the grand-children of £Llvaro and Chepa.
Many critics have dealt with Donoso's opposition of the
childhood and adult worlds,but have generally tended to
see it in terms of the children's representing the realm
of spontaneity and instinct that is repressed by reason
and convention as embodied in the adult characiers.
Wwhile such an interpretation is perfectly acceptable,

we can also put forward the view that the child-adult
contrast reflects Donoso's nostagia for a world of har-
mony and innocence,a world which he now knows cannot
exist because he has achieved consciousness of the ab-
surdity of our existence and the meaninglessness of
‘life.Significantly,in Este domingo,the children are
eventually absorbed into the adult world of frustration
and loneliness and their faith in l1ife is lost in its
turn.

The adults in the novel constantly intervene to
curtail the innocent enjoyment of the children.One exam-
ple comes when Llvaro reproaches Chepa for encouraging
the children in the mock funeral of Mariola Roncafort.
The reason he does this is that the funeral march re-
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minds him of his own approaching death.Thus the worries
and fears of adult 1life are used functionally to dis-
rupt the blissful innocence of childhood,portending
the day when the children themselves will be forced to
face up to the sombre implications of an empty existence.
In fact,the children are already approaching that state.
The way they make fun of flvaro recalls the contrived
jocularity of the young boys in Donoso' s story "El
charlestdn",suggesting that their games and jokés are
merely a defense mechanism against the fear produced in
them by the sight of an o0ld man approaching death.
These ideas are underlined by the "redoma" image.
On the one hand "esta redoma de tibieza donde se frac-
turan las luces que borronean lo que hay afuera"(p.l1l2)
is a symbol of innocence and protection:the child in
the warmth of the car is safe from the threat of the
real world outside.At the same time, though,the idea of
the fishbowl with its imprisoned inhabitant reflects
the stifling trap of the adult worldsonly in his grand-
mother' s house could the narrator "quebrar la redoma
sin que fuera delito,era por fin fluir,derramarse"(pp.
14-5).Finally the children see themselves outside of
the fishbowl watching their grand-father looking at
them from the inside where he is caught like a gold-
fish (p.20).The children clearly represent freedom from
the rules of reason and convention,but they @also rep-
resent freedom from the worries of the world.{lvaro,
on the other hand,as an adult,reflects the anguished
condition of modern man. _
This theme of the loss of innocence comes out aéain
in the last part of the novel when we see the narrator
of the childhood passages as a grown-up.Tatum comments
on the negative aspects of aduvlthood,going on to say
that

In Donoso's fiction as the individual matures

he becomes increasingly aware of the sham of

the superficially comfortable world he inhabited
at an early age,and subsequent to this aware-
nesssgomes the realization his fate will be the
same.,
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Tatum makes this point largely in relation to the ideas
of social decadence and man's repression of his instincts;
equally,however,the narrator's transition to adul t-

hood can be seen as a reflection of his assumption of

a disillusioned attitude towards the meaning of 1life.

The narrator is now quite aware that he has lost the
innocent paradise of youth.The last section describes

a series of his childhood fads which once seemed eter-
nal but are now gone forever :

Pero entonces era lo nuevo.0tra regidn mia

se puso en movimiento,y para darle lugar era
necesario matar otras cosas para dejar lugar

a mamd Colibri y & ese cerro y & esos hosques

y & ese rio dentro de mi vida.Pero ahora mamd
Colibri y Fernando tampoco existen.Otras cosas
han tomado el lugar de 1o que en ese momento

me parecia eterno.Y después otras.Ahora es un
mun do ?an sepultado como€l de Mariola Roncafort
(pe28T)e

schugar chooses to see this passage as indicative of
the narrator's susceptibility to "un modelo ideoldgico
de aprehensidon de la realidad a pésar de que cada mo-
delo evidencia,a su tiempo,su raiz histdrica y tran-
sitoria',concluding that Este domingo therefore demon-
strates "el fracaso de la fantasfa,de la voluntad ideo-

18gica de mitificar la reulidad".at the same time we
can view the passage as an indicéation of the narrator's
induction into the sombre world of the adult.Pessimism
is now the only realisticC option as the carefree innocence
of the past has gone,a point underlined by the finality
of the phrase "no hubo domingo sicuiente"(p.187).He

has now_woken up to reality as is shown by his revision
of his attitude to the house he used to idealize: "le
parece imposible que sea tan pequefia.Y tan riddcula..."
(p.190).He knows that "las cosas ya no eran como antes"
(p.188).However,this néw awareness about the nature of
life does not necessarily make the grand-son a "reno-
vador de su clase" as Vidal suggests he is: Vidal him-
self is forced to admit the narrator seems to be "un
viejo solterdn sin desCendenciaﬁ;The narrator is pre-
sented not so much as regeneratéd by having achieved
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consciousness of the sterility of his class's mode of
existence,but rather as a man finally facing the melan-
choly reality that 1life is empty and meaningl ess. Thus
Eyzaguirre and Quinteros seem to be missing the point
when they see the childhood scenes as introducing a
note of optimism into the novel: the former critic thinks
these scenes "comunican a la novela un tono de tierna
ironia que aligera las tintas del cuadro negativo gene-
ral“iwhile the latter feels that they introduce in+to
the text "una corriente de 0ptimismo"iThe last section
shows that the childhood days are gone,the paradise is
lost forever.The childhood passages are not,in my view,
meant to create an air of optimism but,on the contrary,
to sharpen the novel's sense of pessimism by reminding
us that there is no going back to the days of carefree
happiness.

Indeed, the tone of Este domingo is predominantly

negative.As Shaw has suggested:

Si hay una evolucidn en lo temdtico entre Coro-
nacién y Este dominco hay que verla en la inten-
81110a01on del aislamiento individual y en la
ellmlna01on de la nota de esperanza que suena
todavia en la primera novela al unlrse y ampa-
rarse mutuamente lMario y Estelal

The title of the novel is therefore ironic:for Chris-
tians Sunday is a day of hope but here it is a day on
which the characters lose all hope.The novel's pessi=
mism is further brought out by Donoso*s symbolic pre-
sentation of the theme of metaphysical anguish which
underlies the main narrative.As in Coronacidn,we are
presented with a series of characters who either suffer
consciously from a2 sense of existential despair or

whose individual stories reflect such a crisis on a
symbolic level.

The most obvious case is flvaro.as we have seen,
his 1ife rapidly becomes one of emptiness and frustration.
His problems are exacerbated by his fear of death.This
fear comes to be symbolized by the cancerous "lunar"
which he constanly and obsessively feels is growing on
his chest,a mark "que indica que las cosas comienzan a
deteriorarses el principio del fin"(p.28).He is terrified
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of having a biopsy because the results might lead him

to "la caida al fondo del terror y no dormir nunca mds
hasta dormirse definitivamente"(p.29).Even his grand-

son is aware of "ese terror suyo,mudo,ineficaz,ante la
sordera y la vejéz que avanzaban"(p.1l9).

As a young man,however,things were rather different.
Alone in the house,he turned to Violeta for sexval re-
lief.This points to something more than the upper-class
man's desire to absorb the instinctive nature of the
lower classes or than the sexual perversion and fetishism
Vidal chooses to see in the relationshipq It is indica-
tive of man's need to break away from the humdrum ste-
rility of 1life and reach out for something more tran-
scendental that will make life more fulfilling and
meaningful.As in Coronacidn,there is a symbolic pattern

underlying the structure of Este domingo which brings

out Donoso's sense of metaphysical anguish via the in-
dividual stories of his characters.

Unfortunately for Alvaro there is no hope and he
becomes increasingly associated with the notions of age,
decay and death.His vain efforts to play the piano des-
pite his 0ld age and deafness represent his useless
attempt to defy the inevitable encroachment of senility
and death.His pathetic vanity also demonstrates his
desperation to cling to life by artificially recreating
a world of perfection and order along with the lost
paradise of youth.However,the reality of his condition
clashes with his foolish hopes,as Chepa's words suggest:

A yque vivia pendiente de su ropa.Sus trajes
debian ser absolutamente perlectos Camisas a
las que sdlo la Violeta sabia pegarles un boton
o bordarles una pequefiisima inicial como a é1
le gustaba.lLa docena de trajes colgados con ese
esmero obsesivo.3us piernas flacas ,blancas, ya
sin vello:parado junto al ropero con sélo los
calzoncillos y la camisa puestos,se concentraba
totalmente en la tarea de hacer coincidir en
forma manidtica las rayas planchadas como cu-
?hlllO? de los pantalones que se acababa de sacar
p.137

But "el ritual de Lux y Odorono y Colgate y Listerine
y Yardley"(p.32) and the shine of "el esmalte de sus
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dientes postizos"(p.127) is not enough to stave off the
advancement of old age.He eventually dies in a state

of abject terror,in a way that reflects Donoso‘s own
sense of horror at the absurdity ofa life rendered mea-
ningless by the dreadful reality of death:

la Antonia me contd que la Mufieca lloraba y
lloraba,y gritaba que no queria morirse y pedia
auxilio porque tenfa miedo.Trataron de engafiarlio.
Pero jamds lo creyd,ni en la etapa final,con el
cuerpo lleno de metdstasis:siempre supo que su
muerte se aproximaba paso a paso,y con su meti-
culosidad de siempre contaba esos pasos y gemia
de terror al contarlos (p.188).

As we have seen,the process of ageing and decay is
also sadly evident in Chepa and her life is essentially
one of loneliness and emptiness.Unlike £lvaro she is not
consciously obsessed by death,but Donoso presents her
life-style as a symbolic reflection of man's need to
escape the frustrations of 1ife and find something that
will give his existence meaning.Her activities with her
grand-children,her charitable works and finally her
attempts to secure Maya's freedom are all means of escape.
This is the significance of the recurring image of Chepa
as a bitch who needs offspring to suck at her breasts.
However,critics have so far tended to examine this aspect
of Chepa's personality in purely psychological terms,
seeing the root of her problem as a need to replace the
sterility of her 1life with something more vital.We can
go beyond such a literal reading of the text to postu-
late the notion that on a wider,symbolic level Chepa's
attempts to escape the limitations of her environment
correspond to man's basic desire to find some kind of
fulfilment that will renew his faith in 1life.

Gutiérrez lMouat sees Chepa in terms of the narra-
tive' s process of self-exhaustion:"el personaje que in-
tenta a través del relato producir diferentes tipos de
discursos y figurar en ellos mediante 12 sustitucidn
de roles...termina produciendo un silencio sin significa-
ciones posibles“%But as with the cases of Andrés,Mario,
René and Dora in Coronacidn,Chepa‘s story represents the
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search for something that will give life meaning.Her
charitable works give her something to do but also allow
her to purge herself to some extent of her anguish.She
admits that she does it in order to escape the reality
of her failed marriage: "uno inventa cosas que toman el
lugar de la pasidn,y es posible ser feliz asi también"
(p.110).It is clear that she does this work not so much
out of social concern but of a desire for personal ful-
filment.This is why she abandons the "poblacidn" as

soon as the new attraction of Maya comes along.

Her attitude to laya is equally selfish but her
feelings are much stronger.Maya rightly comments that
Chepa "no tiene nada que hacer,por eso se entretiene
con undé como si fuera un muifieco"(p.123).0ne of her
daughters points out that "mi mamd tiene esclavizado al
pobre Maya.Lo vigila igual "como nos vigilaba a nosotros"
(p.148).But Chepa feels a desperate need for Maya.She
is terrified that “"va a ser como las nifiitas que me
dejaron,y como mis nietos que pronto comenzardn a dejar-
me,y como f1varo que jamds..."(p.125).She feels afraid
that "se le iba a perder"(p.l29) and wants to keep him
for herself so that he will depend on her,feeling "esa
angustia que yo calmaré,sdlo vo"(p.125).

Her attraction to lfaya is more than just an escape,
though,for the attraction is irresistible.The relation-
ship constitutes an ironic parody of the Romantic notion
of love as a source of existential support.She says that
"nadie nunca me ha interesado tanto como liaya"(p.82)
and even tells ﬁlvaroﬁthat "ni aungque te estuvieras
muriendo,este domingo,dejarfa de ir a buscar a Maya"

( p.83).When he is not there she is only "existiendo

a2 medias"(p.156).She envies Marujita Buerdas,who has hag
& sexual relationship with llaya:she wants to go to her
and "quitdrselo para siempre"(p.141).She also envies
Violeéeta: "siento envidia por tus magulladuras.liaya te
viene a vér a ti,en la noche mientras yo me seco es-
perando junto al teléfono"(p.158).The sheer extent of
her obsession with Maya ddoes seem to suggest that her

93



relationship with him represents more than just the
need for an antidote to an unsuccessful marriage.Chepa
is looking for something to give purpose and direction
to her 1ife and in this respect her quest is symbolic
of modern man‘s quest.

However, Chepa's attempt is doomed to failure: the
implication is that there is no hope in life and all
attempts to find any are illusory (& point underlined
by Maya's name,that of a goddess of illusion).The novel
is full of foreboding references that hint at the tragic
outcome.lMaya is constantly shown up as being unworthy
of the faith and trust Chepa puts in him.When she first
sees him he behaves 1ike a "bruto"(p.106) and on visi-
ting him the following week she réflects that he was
"tan violento la semana pasada"(p.108).Furthermore,he
has been given a long prison sentence for a callous
murder he committed with a younger friend:"fue el que
tramd el asesinato y corrompid al mds chico"(p.112).
There are also many indications of Maya's likely un-
Teliability with money: the references to his desires
for material goods and his pretentions to grandeur por-
tend his squandering of the money Chepa arranges for him
to borrow.On a symbolic plane the fact that Chepa mis-
places her faith in Maya carries the implication that
all transcendental faith is similarly misplaced.

This idea comes sharply into the open at the climax
of the novel when Chepa enters the shanty town in search
of Maya.She shakes off her loyalties to £Llvaro and
Violeta and faces the elemental nature of her desire
for this man:"Puedo ir a buscarlo.No a salvarlo.Nada
mds que a buscarlo"(p.168).But the symbolic value of
her search is indicéated by the comparison Chepa makes
between herself and Violeta:"ella no tiene esta angustia
mia por andar,por buscar"(p.175).

The scene in the "poblacidn" has been interpreted
in various ways.<uinteros sees Chepa‘s confrontation
with the poor urchins as a demonstration of "la esencial
Contradiccidn existente entre los dos mundos sociales
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contrapuestos", seeing the passage at the same time as

a commentary uUpon Chepa's "caida moral"? Vidal thinks
it represents "el retrasadod enfreq?amiénto de Chepa con
el lado animal "de su personalidad",while lMcMurray sees
it as an account of "her descent into the labyrinthian
maelstrom of her uncénscious" and a reflection upon
"the conflicts and monstrous passions engendered by bad
faith between individuals,as well as by generations of
social injustice"? Shaw meanwhile views the episode as
"un simbdlico descenso al infierno™.

There is 1ittle doubt that Chepa‘s entry into the
shanty town shows up the hypocrisy of her charitable
attitude to the lower classes and also brings her face
to face with her now uncontrollable subconscious passions
thus provoking a mental collapse.Equally the episode
underlines the novel's wider existential themes.As she
enters the "poblacidn" in search of Maya (reaching the
climax of hér symbolié¢ quest for meaning in 1life) she
actually commences a descent into hell (indicating the
hopelessness and failure of that quest).The hellish at-
mosphere is created by references to the labyrinthine
nature of the settlement which give the impression that
she is lost in a formless inferno.At the same time the
menacing presence of the ever increasings number of dogs
and children led by the dwarf symbolize the approach of
the point at which Chepa's hopes will finally be dest-
roved.

Chepa's sense of order now begins to desert her,
the image of the labyrinth underlining her confusion.
She holds on tight to her martens despite the children's
attempts to snatch them.This represents her last grip
on an ordered world.The martens are a symbol of the
civilized middle-class world,a world of order and sta-
bility.However,the children represent the lower-class
world of chaos and despair.vhen she eventually loses
her martens to the children she collapses symbolically
into the world of madness and chaos.Realizing all hope
is lost she lashes out at the children violently (thus

qs



abandoning the charitable attitude she once saw as a
means of personal salvation).Her total fall into chaos
and despair is indicated by the image of the mouths bi-
ting at her bleeding nipples and by the image of the
children heaped together like a monstrous,many-legged
animaff She sinks into the muddy soil and becomes almost
integrated with the rubbish of the tip as "un nifio con
su perro salta encima de ella como si no fuera mds que
otra basura"(p.182).This reduction of a human being to
mere matter reminds us of the ending of El obsceno pi-
jaro ¢ it reflects Chepa's complete disintegration and
shows Donoso's almost nihilistic vision of the empti-
ness and futility of 1life. |

Chepa's fate draws our attention to interesting pa-
rallels between Este domingo and Donoso's other novels,

especially Coronacidn and El obsceno pdjaro.Both of these

novels use madness (and,in the case of El obsceno pdjaro,

a labyrinthine structure and an hallucinatory style) as
an image of a chaotic universe.The labyrinth in which
Chepa finds herself at the end of Part II is not just

a representation of her own mental collapse but also anfMU*
of a chaotic universe with no God to guarantee an order:
any order we choose to glimpse in 1life is wishful thin-
king,for the reality is one of disorder - as with Borges,
reality is seen as a comfortable construct we build out
of the mere flux of existence.It is significant that
Chepa only breaks up completely later on in the evening
when she hears that Maya has murdered Violeta and gone
back to prison (p.189).A11 hope of finding Maya has now
gone and she therefore sinks into a state of shock and
premature senility.This reflects the ideas of Andrés in
Coronacidn:when man realizes there is no room for hope he

withdraws from 1ife and gives himself over to insanity
because it is the nearest state to the chaos in which

we really live.The story of Chepa is a symbolic drama-
tization of that existential plight.

Maya's story also reflects Donoso's anguished vision
of the human condition.As with René in Coronacidn,Maya's
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desire to transcend the 1limits of his environment repre-
sents man's quest for fulfilment and meanins in 1life.
Once again we have to look beyond the suriace of the
narrative and perceive the novel's underlying symbolic
pattern in order to appreciate fully its thematic im-
plications.An interesting symbol in this respect is
laya®s desire to get out of prison and his fascination
with 1ife beyond the prison walls.He eagerly asks Chepa
to describe busy streets,trees,houses,the latest con-
sumer goods and so on.His thirst for knowledge about
the outside world is insatiable :

Las tiendas.Cdmo son,quiero saber,que le cuente
todo.wue le cuente mds,para saciar su sed de

esas luces imaginadas,de esas vitrinas brillantes
de muebles dorados,con espejos,llenos de Ccris-
tales,de trajes,de zapatos,de relojes,de refri-
geradores - imaginarse,uno puede abrir la puerta
y tomar agua helada cuando se le antoje,yo nunca
he tomado agua helada en toda mi vida y lo pri-
mero que voy & hacer es comprarme un refrigera-
dor...Y las calles con drboles.Maya ha visto

muy pocos,unos cuantos achaparrados por el viento
de Tocopilla.No conoce los de acd,los del sur,
con sus ramas que se unen por encima de las
calzadas y por debajo,en la sombra,circulan 1o0s
autos y los camiones: camiones,miren no mds,

cdmo va a ser,tan grandes,usted se estd riendo

de mi.Era,a veces,como hablarle a un ciego (p.124).

He wants to be part of this strange new world outside
the gaol,hence his fascination with consumer goods.Chepa
says that houses and clothes are "las dos preocupaciones
de Maya" (p.136).When he gets out of prison he buys
flashy clothes,brand new furniture,good wine:he even
wants to buy a car.Furthermore,he wants to transcend
barriers of social class.This is reflected in his obses-
sive desire to be on equal terms with Llvaro:he wants

to sit at his table with him and insists on having his
suits made by Luigi Botti,£{lvaro‘s tailor.

But,of course,Maya‘s symbolic quest ends in fai-
lure,for in Donoso modern man's hopes to impose a mea-
ningful pattern on l1ife tend to end in despair.Maya
cannot keep the consumer goods he wanted because he
loses all his money.He realizes he will never be L1varo's
equal ;Chepa knows that "la ilusidn de Maya no se cum-
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plird jamds"(p.1l55) and even he is forced to @dmit
thats: -

ahora,ya nunca me va a poder sentar en su mesa,
mlSlé Chepa nunca.Antes 51 Podia ser...,un tlempo
crei con mi fdbrica.Después con el Tani.Pero
NO.ee(Pel5d)s

He has clearly lost all hope,2 point underlined by the
fact that at the end of the novel he begs to be returned
to the prison from which he once longed to be free.
Added point is given to the prison image by two
other important symbols.The first is the rgcurring ill-
ness from which he suffers,"la mano negra". He is in
the grip of this disease when Chepa visits him at the
infirmary :

Estd en la enfermeria con la mano negra y ella
se queda las tres horas de la visita escudri-
fiando ese rostro en el que no hay mds que des-
esperanza...Y €1 no sabe 1o que es la mano
negra y le d& miedo que le pase otra vez,ni
sabe por qué le viene (p.123).

It representsgdark and arbitrary adverse destiny:it
carries the implication that there is no harmonious
order behind our existence and its validity will even-
tually be totally undermined by the black reality of its
absurdity. This idea is given extra force by a second
symbol: that of Maya‘s home town as a kind of lost para-
dise.He returns to his village as his last hope;its
effacement represents the destruction of man's dreams,
his sense of order in life,and his very reason for being:

Pero me dijeron que ese pueblo ya no existia,
sefiora Chepa.Fijese.Ya no existe.Puro polvo.
Si...El pueblo no era mds que una pila de es-
combros, secos,sSeCos Como todo lo del norte,
casi blanco,y no se reconocia nada,ni siquiera
la sombra de un pdjaro de rapiiia 01rculando.
Se habia terminado todo.De puro pobre.La mina
estaba en otra parte.Y ni siquiera pude reco-
nocer los escombros del almacen de chino que
maté,ni la casa donde vivia.Y me fui.Después
anduve por otros lados y era como si una parte
de mi cerebro se hubiera acabado, también,como
ese pueblo donde no pude encontrar ni un rastro
de nada que yo entendiera... jCdmo gquiere que
vuelva a comenzar entonces,no puedo,porque no
sé desde donde! (p.161).

Yet another layer of symbolism further expands the
meaning of Maya‘'s relationship with Chepa.There are
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several indications that at one level it can be taken
to represent that between man and God (or,more accura-
tely,between man and the God-figure he invents for him-
self).It soon becomes clear that Chepa wants to rule
Maya‘'s life; she will not,for example,let him spend his
money the way he wants:

Ella estaria con é1 para impedirselo.lLe cui-
daria su platita.No lo dejaria comprar cosas en
tiendas del centro...(p.140).

Maya realizes that Chepa is trying to force him to be-
have the way she wants him to :

-;,Usted cree que soy empleado suyo? gWQuiere
que me pase la vida yendo & su casa para comer
con sus sirvientas? ¢Usted cree que porque me
ayudd a salir de la cdrcel es mi duefia? ;Usted
cree que cuando me viene a aguaitar desde la
galeria yo no me doy cuenta? (p.150).

He insists that "yo no soy como usted quiere"(p.150).He
feels that Chepa amuses herself with him "como si fuera
un mufieco"(p.123),but asserts that: "no soy un juego"
(p.124).This has echoes of the mad God theme of Coro-
nacidn or the motif of the weak ,evil God of El lugar-
sin 1imites.Chepa is like a God who creates man out of

a personal whim,expecting her creation to have faith in
him and behave in @ certain way despite not having given
him the ability to l1ive up to those demands or the abi-
lity to comprchend the universe in which he finds him-
self.By producing a being too weak to fulfil the obli-
gations placed on its shoulders,God can be seen as
playing some kind of bizarre,pointless game with his
creatures.

The parallel for creation in Este ‘domingo is Chepa's

arrangement for Maya's liberation from prison.Thus she
symbolically gives him life.At first she also gives him
some protection.Just as men depend upon the security

of religion and the church,so Maya too feels secure with
Chepa: "dentro de la redoma del auto...se sentia fuera
de peligro junto a la Chepa"(p.l44).However,it soon be-
comes clear that tl'is new life she has forced on to Maya
does not live up to his expectations.As we have seen,
all his hopes are crushed.He wants to sit with £lvaro,



but Chepa only receives him "en el repostero,con las
sirvientas"(p.161) and we are told that "la ilusidn de
Maya no se cumplird Jamés“(p 155).Maya makes his posi-
tion clear:

Para qué me fue a sacar de la Peni.Para qué.
Voy a2 embarraria,va a ver.Tanta cosa linda que
he visto por ahi y que no puedos..,y usted re-
01b1end0me en el repostero de suU casa,nunca en
el saldn,y nunca me ha presentado a don £1varo
(pa151).

This reminds us of an image from César Vallejo's poem
"Un pilar soportando consuelos..." in which the poet
sees 1life as a "vidriera",a shop-window:just as the
goods in the shop-window are out of our reach but tan-
talizingly visible,so man is taunted by religion which
dangles before his mind a promise of fulfilment which
in reality he will never achieve.

Maya loses faith in Chepa as a guiding,Providential
figurethe is therefore forced to give up his idealized
vision of l1life and return to an existence of misery.For
this reason he insists:

Voy @ ser un obrero,un pobre diablo al que
cualquiera puede rrltarle y mandarlo...ihora
voy @ tener que irme de aqui.lo quiero que
usted me siga vigilando (p.l153).

He is irritated by the fact that he has to answer to
Chepa,to confess his sins and be pardoned as if she were
a God:

e da una rabia tener gue esconderle las cosas
para que no se enoje,una rabia.Y a mi me gusta
que le dé rabia a usted para ver si me quiere de
veras y es capaz de perdonarme... ;Qué mierda
tiene que perdonarme usted?(p.153).

He longs to be free of the restrictions Chepa puts on
him.When she asks him where he is going to live,he re-
plies angrily:

,<dué mierda le importa a usted? GPor qué no
me deJa tranquilo? Voy a irme a vivir donde
me dé la real gana.Y usted no va a saber.XNo
le pienso decwr o va a saber nunca nada mds
de mi.Nada mds que 1o que yo gquiera decirle.
Y me va a ver nada mds que cuando yo Qquiera
verla a usted. sEntiende? ;Entiende? (p.l154).

In fact,the more he feels he has to answer to this God,
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the more he wants to rebel against it.As Violeta tells
Chepa,n Maya® s words:

todas son iguales a usted,a la tal Chepa,eso
dijo,maldita sea,eso también lo dijo,perdona-
vidas,cada vez me perdona algo quiero hacer
mds y mds cosas malas,eso dijoe...(p.158).

He suggests to Chepa that she should not have let him
out of prison if she had no confidence in hims

Tanto perddn y tanta ayuda,pero no tiene con-
fianza en mf...Nunca ha dejado de creer que
soy un criminal.;Para qué me sacd de la Peni-
tenciarfa si no estaba segura?(p.l162).

The significance of it all is indicated by Marujita
Bueras's words to Chepa in the shanty town:Maya is now
in the grip of "la mano negra que va a durar para siempre"
and he blames Chepa "por haberlo sacado de la cdrcel.
Estaba tan bien alld-adentro"(p.172).Remembering that
Maya‘'s release from gaol may be taken as a symbolic birth,

these words suggest that he would have preferred never
to have been granted l1ife.The point is underlined by his
-desire to return to prison.He turns to drink because "el
hospital de los borrachos le gusta porque es parecido a
la Peni"(p.172).After he kills Violeta:

No huyd.Esperd a la Mirella.Cuando llegd le
mostroc lo que habia hecho y le rogé que llamara
a la policia para que 1o volvieran a meter a

la Penitenciaria (p.189).

Maya represents the human condition as Donoso sees it:
once we lose confidence in God only despair remains;we
are forced to accept the meaningless abhsurdity of exis-
tence.

The same point of view is expressed in El luger
sin 1imites. The symboXic pattern of this novel is based

upon mythical models drawn from Dr.Faustus and the

Bible,and upon the notion of inversion.Many critics have
drawn attention to these points.Sarduy points out that
"the central inversion,Manuel® s,provokes & chain reac-
tion of inversions,and these make up the novel‘s basic
structure“?but his suggestion,like that of Gutiérrexz
Mouat,that Manuela's transvestism is a metaphor for
writing,a mask that has no hidden significance,consti-
tutes,in my view,a misinterpretation.Moreno Turner pro-
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vides a much more systematic account of the motif of
inversion,demonstrating its presence in all of the main
characters.llanuela is biologically a man but behaves
like a woman;when he makes love as a man with Japonesa
Grande he does so in a passive manner;he feels attracted
to Pancho Vega yet fears himj;he is o0ld and weak but
likes to behave as if he were young;he longs to leave
Estacidn el Olivo but at the same time he feels tied to
it.Japonesita,who is "pura ambigﬁedadﬂﬁ wants to be a
mother but has not even begun to menstruate; she would
like to be a prostitute but feels unable to;she feels
both affection and hatred towards Manuela;she despera-
tely wants Pancho but fears him too;she also wants to
leave the village but always decides to stay; she wastes
her 1ife saving money that she refuses to spend.Pancho
himself is both "macho" and latent homosexual.Don Alejo,
meanwhile,is seen as both good and evil,powerful and
weak.

The connection between the novel and Marlowe's Dr.
Faustus is evident from the epigraph.lianuela‘'s situation
can be seen to parallel that of raustus.Faustus makes
a pact with the Devil in return for earthly pleasures
but goes throush 1ife torn bhetween God and the Devil,
turning to God too late as he dies.Similarly,Manuela
makes a pact with Japonesa Grande in return for a share
in the house;he is constantly torn between the attrac-
tions of Pancho (the Devil) and the protection of don
Alejo (God),but only when his relationship with Pancho
goes wrong does he seel assistance from don alejo.It
is too late and Manuela dies without don Alejo' s inter-
ceding on his behalf,

There is a further parallel with the biblical myth
of the Fall.Don alejo,the all powerful landowner,is a
God figure,while the rebellious Pancho is akin to the
fallen angel,Lucifer.However,the good-versus-evil dis-
tinction is blurred by the ambiguous presentation of
both characters.Don Alejo is,in fact,an evil God who ex-
ploits and destroys the townsfolk.
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Moreno Turner is content merely to point out the
presence of myth and inversion in El lugar sin l1imites.

Nigro thinks that the inversion of the characters and
the collapse of the order represented by don Alejo is
indicative of Donoso's lack of faith in the unity of

the personality: "all order falls to pieces because it
is a reflection of a false myth,of the mistaken concept
that man possesses an internal symmetry@?These words

are echoed by Quinteros who,writing of inversion,states
that "lo importante en la realizacidn literaria de este
problema en El lugar sin 1imites es cdmo é1 se relaciona

con uno de los temas recurrentes en la obra narrativa
de Donoso,el de la no-unidad de la personalidad humana '’
Other critics have emphasised the social implica-
tions of myth and inversion.Moreno Turner himself thinks
that the God figure,don Alejo "es la concrecidn de un
poder esclavizador,que entrega una seguridad relativa,
lo gque no impide que,indudablemente,sea la encarnacidn
de un sistema social represivo“?'Vidal takes the argu-
ment further:he sees the novel as an ironic comment on
"criollismo" and an attack on the system of latifundia,
its main themes being the conflict of the "individuo
versus norma social transpersonal" and the "voluntad
racional versus irracionalismo“?'The_presentation of
don Alejo 2s & God and the other characters: subservience
to him is explained by Vidal in Jungian terms: the arche-
typal collective unconscious of the servile Chilean
peasantry leads them to respect passively the patriar-
chal landowner as if he were a deity,when in reality
they should be rejecting this "pasado divinizado's
Achugar's interpretation is a@lso closely related to the
question of social organization.¥For him,the relationship
of the characters to the godly don Alejo reflects the
decline of a feudal system into & society with an emer-
gent urban middle class: don Céspedes,who is totally
dependent on don Alejo,represents the old order while
Octavio,who scorns the landowner's power,represents the
new order.Pancho’ s uncertain rebellion demonstrates "el
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proceso de desestructuraCién de un antiguo orden y de
una antigua conciencia"t For Achugar the presence of
inversion and mythical references merely reinforces the
idea that the characters accept the social order,accept
their position of dependence,and accept a false (inver-
ted) vision of reality just as people accept the fal-
sity of religious myths. Relating don Alejo s deeds
to"el sistema politico de “patronazgo’",he writes:

los movimientos enajenadores de Alejo Cruz
pueden ser vividos por los restantes miembros
del sistema social como actos miticos de crea-
cidn y destruccidn.Sucede,en realidad,que la
accidn enajenante del 31stema,genera a su vez
un condicionamiento ideoldgico.Ese condiciona-
miento es,en definitiva,el que presenta como
realidad natural el mitico poder de dAlejo Cruz.
Ello lleva a que la conciencia p81cologlca de
las figuras,vivan ese estilo mitico de relacidn
social como algo real 1np1d1endose su acceso

2 una conciencia no p51cologlca sino social
adecuada de la realidad?

In his view,the religious elements of the novel merely
help to demonstrate "el proceso...constitutivo de la
conciencia falsa con que buena parte de los hombres
conciben la realidad social".

The critical reactions mentioned above illustrate
with particular clarity one of the prevailing features
of literary criticism as practiced by Latin american
critics:that is,an excessive insistence on the speci-
ficity of the context,the Latin American referent itself.
This emphasis on the concrete (usually social) back-
ground can distract attention from the universality of
the texts under discussion.El lugar sin limites is a
case in poiﬂf.The interpretation which is here proposed
differs from the views discussed above precisely in
that it rests in a radical shift of emphasis.The novel

will be discussed primarily as a comment on the Human
Condition rather than as a comment on Chilean society,
the importance of the pattern of inversions being seen
not in a social context but as an indication of the
inversion and collapse of traditional beliefs.

Let us begin with the symbolic rdle of don Alejo.
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Nigro suggests that "Don Alejandro represents a powerful
but human force"s But don Alejo's God-like status does
not make him merely the archetypal guarantor of a social
order. The symbolic wvalue of the relationships in El
lugar sin 1imites can be seen as representing man's
relationship with a non-existent God.Critics of Donoso
have on the whole neglected this ideaiVictorio G. Aguera
has stated his belief that the fate of the inhabitants
of E1 0Olivo corresponds to "la pérdida de Dios"> Shaw
has suggested that "homosexuality...symbolizes (nega-
tively) the inversion of all valuesfland has elsewhere
indicated his belief that don Alejo is "hasta cierto
punto,una parodia de la idea de un Dios benévolo“? The
only other critic to state such a view firmly is McMurray:

he thinks that El lugar sin limites shows Donoso "peri-

lously close %o nihilism““ﬁut also finds traces of
French existentialist thought in the novel.

The motif of inversion suggests the idea of an up-
side down world,a hell on earth.As can be seen in Do-
noso' s other novels,man's lack of faith in a God to
guarantee an order lecves him disorientated and alone
in a chaotic,nightmarish world of darkness.This reminds
us of the atmosphere of asturias‘s El sefior presidente

where the President who presides over an infernal king-
dom like a mad,evil deity is faced wdh 2 rebellion from
another Lucifer figure,Cara de Lngel.Hovwever,Asturias's
novel has clear political implications:whereas in El
lugar sin 1imites the idea of & weak or evil God im-

plicitly constitutes an arraignment of faith in divine
benevolence.

There are numerous references that suggest that
don Alejo is seen as a God in the eyes of the towns-
pe0p16¥ The symmetry of his vineyards (his kingdom)
forms a striking contrast with the chaos of the village:
like heaven and earth they are kept well apart.He has
great power because "habfa creado este pueblo"(p.59).In
fact,"aqui en el pueblo es como Dios"(p.74).His saintly
appearance,his china-blue eves and his snow-white hair
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all reinforce the impression of godliness in this man
who is "el alma del pueblo"(p.77).The townsfolk treat
him 1ike God too:they hold "una fiesta en honor del
sefior"(p.64) and during the election campaign they meet
"para avivar su fe en don Alejo y concertar citas 'y
excursiones por los campos y pueblos cerganos para °
propagar esa fe"(p.66). i

However,the references go far beyond indications
of the villagers'reactions to don Alejo and include
hints of his omnipotence and omnipresence.He tells
Pancho that "é1 lo sabe todo"(p.97).When he sees Pancho
outside Church he tells him he knows he has been in
these parts because he has been seen at Octavio's pet-
rol station_(p.36).He knows how much money Japonesita
has in her bank (p.56) and is even aware of the terms
of Japonesa’ Grande's will (p.57).He always turns up out
of the blue.He arrives to save Manuela and Japonesita
from Pancho "como por milagro,como si lo hubiera invo-
cado"(p.11).He catches Pancho spying as a child (p.97)
and also discovers him outside the church (p.33).We are
told that "durante la vendimia el olor & vino invadia
al pueblo éntero"(p.120): since don alejo owns the vine-
yards this can bé seen as another indication of his om-
nipresence.

But,this is & mad or evil God.There are many exam-
ples of his greed,his lasciviousness and the way he ex-
ploits the townspeople for his own ends.Furthermore,he
is a "heretic"(p.27).We are told that he intends to de-
stroy the town he once created - "todo para algin pro-
pdsihaincomprensiblg'ﬂp.GO):in other words there seems
to be no logic in this God's activities.It is signifi-
cant the he is "tan aficionado a las bromas"(p.53) and
that lManuela and Japonesa Grande are said to make love
"porque €1 nos manda para que lo divirtiéramos"(p.108).
This raises questions already suggested in Coronacidn

and Este dominso.VWe see a mad God playing some sort of

cosmic game with man for his own amusement.
Moreover,he is a God who fails to keep his pronmises.
He raises the expectations of his people only to frus-
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trate them.He promises Japonesa Grande that Z1 0Olivo
will be a boom towm,but its true destiny is one of de-
cline and ruin.When the men at his party remind him of
his promises he yawns in their faces (pp.77-8).His
assurance of the arrival of electricity to the town
equally proves to be an illusion.Japonesa Grande sums
up his personclity:"usted no cumple sus promesas.Que da
mucha esperanza y después,nada..."(p.83).An ironic (or
sarcastic) image of the relationship between man and God
comes when don Alejo is walking with Japonesita before
a supposed appointment with the "Intendente" to dis-
cuss-the installation of electricity:"él le comprd un
paquete de mani caliente,de regalo,dijo,pero mientras
conversaban se lo comid casi todo é1"(p.41).

The reason don Alejo does not keep his promises is
that in reality he is weak and powerless,a God without
the appropriate attributes.He is a frail,old man under
regular medical supervision.He himself admits that "es-
toy viejo y me voy @ morir"(p.39).Eventually he diess
God is dead;hope turns into despair.This point is under-
lined by the unleashing of his dogs.The black dogs are
an obvious symbol of evil,as their lloorish,anti-Chris-
tian,names imply% Al so,the fact that they are bred in
such a way that there are always only four ferocious beasts
whose names never change suggests the eternal,never-
ending cycle of damnation man is forced to suffer on
earth,

Lack of response to faith in God is indicated by
several instances near the end of the novel.Manuela's
flight to the vineyvards in search of don Alejo's pro-
tection ends with his bloody and brutal murder: the God
he calls upon is unable to help him in his hour of need?
leanwhile the dogs are left to howl at the moon in the
final chapter:

después de la lluvia el cielo se habia despe-
jado sobre la luna redonda y los perros le
aullaban interminablemente,como si le hablaran
o le pidieran algo o le cantaran,y como la& luna
no los oia porque guedaba demasiado lejos los
perros de don Alejo seguian aulldndole (p.134).
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The moon suggests the idea of madness and evil: the dogs
represent the evil and chaos into which the earth is
plunged now its faith in God is gone.It is significant
too that the moon is too far away to hear them.The dogs
are howling for their master but the moon does not an-
swer them:it symbolizes the unattainable and the ab-
sence of God.The fragility of religious hope is high-
lighted even further by something Japonesita says back
at the brothel.Don Céspedes examines his glass of wine:

Estaba casi vacia.Apenas un par de dedos colo-
rados,en el fondo,donde se multiplicabala llama
del chonchdn.

- Parece de esas cuestiones que hay en las
iglesias.

-;Qué cuestiones,hija?

- Esas cosas coloradas con luz adentro.
llejor volver al fundo.Don Céspedes se tomd esa
gota (p.135).

The f}ame represents religious faith and a glimmer of
‘hope,but Don Céspedes’s swallowing down of the last
drop of red wine suggests that it has finally been ex-
tinguished.

Pancho Vega has been seen as a Lucifer figure who
rebels against God .However,his mythical connections
do not merely highlisht his importance as a representa-
tive of the ex-peasant mentality or of a specific moment
in social history.Pancho's relationship with don Alejo
is,at one level,that of a man struggling to free himself
from a position of social and financial dependence;but
on & wider level he represents @ view of the existential
dilemma of modern man: the integrity of his outlook has
always been undermined by & religicus conscience,but
once he abandons religion,despair supervenes.

His condition is hinted at by the now familiar

theme of a lost paradise.His idealistic vision of 1life
as a child on don Alejo s estate reflects man's nostal-
gic yearning to return to a2 state of innocence and happi-
ness.However,his infecting of Moniquita with typhus and
her subsequent death represent expulsion from this mythi-
cal paradise.The guilt he subsequently feels suggests
the idea of the curse of original sin,punishment incurred

\08.



for a crime we did not commit,rendering us incapable of
realizing our highest aspirations.Indeed Pancho is con-
demned to a life of despair,for all his illusions fail.
He wants a pink house for himself and his fgmily,but
his hopes gradually fade away:"Ya no quedan casas ro-
s2d2Sese"(pe37). .

Pancho 1lives in terror of don aAlejo.He is always
afraid that the landowner will set his dogs on to hims:
in the same way man fears punishment from God if he does
not obey his laws.Don Alejo calls him a "malagradecido"
(p.34) :God grants man 1life without him having asked
for it but then demands his respect without doing any-
thing to command that respect.It is interesting that
don Alejo gives Pancho a loan without asking him to sign
for it:Pancho is therefore granted the appearance of
freedom.But this freedom is relative: God makes man an
apparent free agent,but expects him to conform to his
arbitrary rules.When Pancho insists that "yo no firmé
ningin documento"(p.35),don Alejo's furious reaction is
to set his dogs growling.As the words of Andrés in Coro-
nacidn suggest,if there is a God he must be playing
some kind of insane game with man;it is significant in
this respect that don alejo tells Pancho that "si te di
libertad fue para ver cédmo reaccionabas"(p.36).

any belief in a benevolent God is therefore by im-
plication misplaced:Pancho attempts to rebel against
the authority of don Alejo as Lucifer rebelled against
Gods"No tenia que darle cuertas a nadie,menos & este
futré que creia gque porgque habia nacido en su fundo..."
(p.37).He refuses to "reconocer el vinculo,amarrarse
otra vez"(p.36),but insists that "yo no le deho nada"
(p.38),expressing his wish for "la libertad,él sdlo,
sin tener que rendirle cuentas & nadie"(p.38).

However,it is very difficult for man to reject the
security religion represents.This is reflected in Pan-
cho's inability to stand up to don dAlejo,something
which,in lcMurray' s view,illustrates the Sartrean con-
cept of "man's desire to achieve omnipotence both as a
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free subject and a permanent object“nt that is, the de-
sire for both the free choice of consciousness and the
surety of belief in God.Octavio,though,shows the lan-
downer to be the corrupt exploiter of others which he
is.He demonstrates his disregard for don Alejo's autho-
rity and insists:

el futre cree que todo es suyo,y no, sefior.
A usted no le manda,ni a mi tampoco si que-
remos vamos donde se nos antoja(p.90).

Octavio is something more than "el campesino emigrado
que ha accedido a otro medio social y gque ha roto con
la situacidn pasada",the "pequefio comerciante...en una
sociedad capitalista",the social "subvertidor del orden"“
that achugar sees (indecd,even in social terms,Octavio
can be seen in a negative light:he represents the code
of "machismo"that forces Pancho to repress his natural
instincts and leads to the novel's bloody climax).He
also represents symbolically the freedom of a man who
has rejected religious constraints and refuses to be
dominated by them.

However,for Pancho,denial of divine authority leads
only to another crisis of despair.The loss of don Alejo
is not just,as Vidal suggests,the loss of the "respaldo
de un sistema de referencias sociales"f’it is the loss
of all hope in the meaning of l1life:

Me gustaria tener donde volver no para volver
sino para tenerlo,nada mds,y ahora no voy a
tener.Porque don aAlejo se va a morir.La certi-
dumbre de la muerte de don Alejo vacid la noche
y Pancho tuvo que aferrarse de su manubrio para
no caer en ese ahismo (p.101).

At the brothel he is tormented by thoughts of don
Alejo’s impending death.A glimmer of hope is offered in
the form of 2 momentary liberation through sex.Pancho
therefore turns to lManuela ,for whom he feels a certain
suppressed attraction,in order to block out his terror:

Jue venga.lle quiero reir.No puede ser todo asi
tan triste,este pueblo gue don alejo va & echar
abajo y que va a arar,rodeado de las vifias que
van a tragdrselo,y esta noche voy a tener que
ir a dormir a mi casa con mi mujer y no quiero,
quiero divertirme,esa loca de la lanuela que
venga a salvarnos,tiene que ser posible algo
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que no sea esto,que venga (p.1l23).
But Pancho's hopes are dashed when Octavio forces him
to turn against Manuela.He will not find fulfilment in
life despite his abandonment of religion,and in this
respect he represents the anguish of modern man in a
post-Christian world.

The other two major characters of El lugar sin
l1imites also take their place within the novel‘s sym-

bolic pattern.In Coronacidn we see how Donoso seemed to

view Andrés's attitude as more honest than the évasive
pseudo-existentialism of Carlos Gros.There is a similar
conflict of attitude here between Japonesita and Manuela:
the former accepting the absurdity of 1ife,the latter
struggling against it.The grotesque sexual inversion of
Manuela coupled with his aged and decaying appearance
acts as an image of the hellish world of the titlesa
world without order or meaning.Nevertheless,many critics
have seen positive,hopeful elements in this character.
There is some evidence to support this claim.He is at
least true to his inner feelings,facing up to the jibes
and beatings his homosexuality brings upon him and asser-
ting his femininity despite the reality of his mascu-
line identity.His attitude to 1ife is largely optimis-
tic,as is reflected in his comment:"vieja estaria pero
se iba a morir cantando y con las plumas puestas"(p.l4).
He is identified with 1light,while Japonesita is asso-
ciated with darkness.He is often heard singing and en-
courages his daughter to adopt a positive outlook about
her appearance and relationships with men.The numerous
references to his dancing and his Spanish dress rein-
force this impression of him,for they are both symbols
of his artistry and his aspirations to femininity and
beauty,despite his age and sex.

Vidal suggests that:

A pesar de todo...su potencialidad artistica
ha mostrado el camino de la libertad.la Manuela
es el frustrado héroe cultural que en su ex-
periencia intima propone nuevas formas de vida,
nuevos valores para entregar a sus semejantes¥

lMcMurray,writing from the standpoint of the French exis-
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tentialists,thinks that Manuela‘s contradictions "evoke
the absurd man' s quest for order and unity in the un-
reasonable worldﬁf%nd,praises "her heroic efforts to
give meaning to her existence by creating her own set
of values"sze also states that Manuela embodies "the
eternal value of art"?ﬁut goes beyond the text in my
view when he suggests that the moon fépresents Elysium
through which Manuela will pass on his way to the illu-
minated kingdom of the gods,where he will be "preserved
for eternity in the realm of poetic myth"fr

While Manuela's values may be seen as positive in
human terms,their validity is questioned by the author's
general view of man's existential plight.In one inter-
view Donoso agreed with McMurray that "there appears to
be almost nothing of the positive elements of existen-
tialism in your work such as man's freedom and commit-
ment *o ideals“?’Manuela‘s desire to be a woman,"sin
ambigliedades" (p.24) is necessarily doomed to failure
because,quite simply,he is a man.His illusions are un-
founded: he is merely "una mentira grotesca"(p.53).He
wants to be "la reina de la fiesta"(p.72),but when he
steps into the brothel to dance in the hope of seducing
Pancho disaster ensues.As we have seen,he is shown %o
be foolish for putting his faith in don Alejo (God):he
rushes to his estate for help which is not forthcoming.
As with so many of Donoso‘s characters his personal
quest is symbolic of man‘s frustrated search for a har-
monious interpretation of 1life.

The point is underlined by the fact that the novel
ends not with Manuela but the more pessimistic Japone-
sita.Vidal criticizes Japonesita for behaving like "un
objeto inanimado",while MclMurray,again writing in Sar—
trean terms,accuses her of "bad fuith"fbHowever,deSpite
the fact that she cannot liberate her instincts 1like
Manuela,her attitude seems to reflect more accurately
Donoso's vision of the human condition.

Japonesita,like Pancho,feels a nostalgia for a lost
paradise: that is,the warmth represented by her dead
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mother,a woman whose dreams were also shattered.But
Japonesita knows that "ella ya no volveria a sentir
nunca mds ese calor"(p.121).She does,nevertheless,hope
to regain that feeling of warmth to some extent when
electricity comes to the town as promised by don Alejo.
However,the God-figure once more is used to crush out
hope: ’

el Wurlitzer se hizo afiicos detrds de los ojos
fruncidos de la Japonesita.Ella ,y el pueblo
entero quedaron en tinieblas.Qué importadba que
todo se viniera abajo,daba lo mismo con tal

gque ella no tuviera necesidad de moverse ni de
cambiar.No.Aqui se quedaria rodeada de esta
oscuridad donde nada podia suceder que no fuera
una muerte imperceptible,rodeada de las cosas
de siempre.lNo.La electricidad y el Wurlitzer

no fueron mds que espejismos que durante un
instante,por suerte muy corto,la indujeron a
creer que era posible otra cosa.Ahora no.No
quedaba ni una esperanza que pudiera dolerle,
ellmlndrdo también el miedo.Todo iba a continuar
asi como ahora,como antes,como siempre (p.59).

A fresh glimmer of hope surfaces in the form of
the possibility of sexual fulfilment with Pancho,some-
thing she thinks might help her "vencer el frio del
invierno"(p.51).But she fails to awaken his desire and
once again her dreams are frustrated.She therefore sinks
into a state of total despair.This is reflected in her
attitude to don Céspedes:

cerrado como alguien al gue ya nada puede
sucederle,la Japonesita lo vio enV1d1dhle en
su %munlddd (p.116).

She now has only one wish:"ser como don Céspedes que
no fantaseaba con nada"(p.136).She realizes that "lo
terrible es 1la esperanza"(p.137).She decides to go on
enduring.3he does not feel terror like Pancho;her story
is a sombre representation of man‘s acceptance of the
absurdity and sterility of life.

The characters of El obsceno pdjaro de la nochehowever,
donot simply persevere with 1life as does Japonesita: their

fate is more agonising.The mood of this novel is more
akin to that of the monstrous scene where Manuela is
beaten to death: a mood of sheer terror.El obsceno

pdjaro represents Donoso’ s most pessimistic expression
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of his vision of life.In it,all of the protagonists
struggle to create an artificial construct to give mea-
ning and order to their life:s:but in almost every case
the construct is shown to be lacking in real value and
the characters succumb to chaos and despair.The stories
of all the central character groupings - Humberto Pefia-
loza,don Jerdnimo de Azcoitia,Inés,Boy,the freaks and
the "viejas" - dramatize the conflict between order and
chaos,what Solotorevsky calls "el mundo luminoso y el
mun do oscuroﬁqany perceived harmony is shown to be false
and the ascendancy of negative forces is seen to be
beyond question.

The importance of the theme of existential angst
is made evident by references running throughout the
novel.God is seen as "un Dios mezquino"?The irrational
basis of his will undérmines the validity of maintai-
ning faith in him,as is demonstrated to the reader by
the fate of Brigida‘s children:"Claro que todas sus
guaguitas le nacieron muertas,asi es la vida,Dios lo
quiso asi"(p.134).Madre Benita underlines the point
when she tells Padre Azdcar,God's representative on
earth,that "me pide calma y no me da con qué calmar-
me" (p.321).The idea is given extra force by the presen-
tation of don Jerdnimo as a kind of weak or insane God-
figure,harking back to the themes of Donoso‘'s earlier
work.His creation of la Rinconada parallels God's su-
pposed creation of the universe.But his creatures (the
inhabitants of the estate) are aware of the absurdity
of their situation:

Ellos no estaban dispuestos a ser sus 1nst1u-
mentos ni a formar parte de un mundo que a é1
se le antoaabd desbaratar porque 51,...porque
ya se habia aburrido con sus demds juegos, como
un dios un poco inferior que nunca sobrepaso
una frivola y antojadiza nifiez en que sus ju-
guetes viejos tienen siempre que ser reempla-
zados por nuevos juguetes que su aburrimiento
envejecerd y destruird...como una deidad ar-
teriosclerdtica que cometid la estupidesz,al
crear el mundo,de no ponerse al resguardo de
los peligros que podian gestarse en su propia
creacidn... (pp.492-3).

Ironically,the mission of Boy (a parody of the son of
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God saviour figure) is to liberate the freaks from the
tyranny of this God:

Serian sus peones si é1 (Roy) les prometia
defenderlos contra ese padre infernal que iba

a destruirlos si el hijo no los defendia de ese
sefior que se crefa duefio del mundo porgue sdlo
lo inventd (p.493).

Having lost his faith in God,ma&n now Teallzes that the
apparent order of the universe is merely 2 human con-
struct and that the reality is one of total chaos.In
this sense the Casa,like the library in Borges's "La
biblioteca de Babel",demonstrates that "lo que super-
ficialmente podria parecer unidad nq?més que un total
descuido"(p.350).

The behaviour of the characters (or character
groupings) mentioned earlier constitutes a symbolic
attempt to invent their own alternative order so that
they might come to terms with this chaos.Thus,al though
we can establish relationships between the characters
with regard to plot,the real significance of those rela-
tionships can only be fully appreciated when we consider
them in terms of a wider interpenetration of symboli-
cally insinuated meanings.On an allegorical level each
character's actions may be seen as representing the in-
vention of a construct or what Scott,in an article which
closely follows the theories of Ernest Becker,calls
"heroic illusions or immortality myths“? Alienation,
then,is not simply seen,as Erich Fromm would define it,
as the result of an inability to relate to the values,
symbols or patterns of a particular culture (although
this element is present in Donoso's work);it is also
conceived in wider,existential terms.However,31gn1f1—
cantly in El obsceno pdjaro,the constructs established
by the characters are either shattered or revealed to
the reader as lacking in substance.

Don Jerdnimo‘s ordered vision of the world is con-
tndicted by the birth of his monstrously deformed chilad:
"era la confusidn,el desorden,una forma distinta pero
peor de la muerte"(p.1l61l).Just as his friends cannot
"reconocer que un hombre tan dotado de armonia como
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Jerdnimo,que representaba con tanta altura lo mejor de
todos ellos,puede contener la semilla de lo monstruoso"
(p.162),Jerdnimo himself refuses to "ceder,incorporarse
al caos,ser victima de é1"(p.161).He therefore establi-
shes an artificial order for Boy at la Rinconada.However,
this merely postpones the moment of his confrontation
with chaos:his visit to the estate ends with his absorp-
tion into the world of the monsters.He contemplates the
reflection of his "proporciones cldsicas"(p.504) in a
pool,but somebody throws a stone into thé water,dis-
torting the representation of his features and shatte-
ring his sense of harmony.Horrified by this transfor-
mation,Jerdnimo drowns while attempting to tear away
his own face:'"sacaron del agua a un ser retorcido,horri-
pilante,monstruoso" (p.506). This symbolic metamorphosis
marks the transition from an ordered vision of the uni-
veese to an awareness of its truly chaotic and therefore
terrifying nature.It is significant that la Rinconada
also serves as a construct for Boy and the freaks who
inhabit it.It represents a refuge from "ese vacio infi-
nito y sin respuesta que Boy debia ignorar"(p.243).

The other characters have similar experiences.Inés's
construct is the myth of the "nifia-beata":her immersion
into the beatification project reflects her withdrawal
from the chaos of reality (represented by her inability
to conceive a child -something which in itself has al-
ready undermined the validity of a previous human con-
struct,namely that of love).The failure of the enter-
prise provokes her gradual absorrtion into the world o@
chaos: she undergoes a hysterectomy and retires to the
Casa in order to "envejecer definitivamente"(p.428),to
escape the fate of an "esclava de un orden" and achieve
"una anarquia que todo lo permite"(p.399).She eventually
reaches a state of complete integration with the chaos
of the world when she sinks into madness,recalling the
fate of Andrés of Coronacidn and Chepa of Este domingo.

Humberto Pefialoza's identity crisis is symbolic of
man' s hopeless quest for fulfilment in life.His desire
to be somebody,to acquire a fixed identity,a "mdscara
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definitiva" - a desire inflamed by his father and the
sight of the vastly superior don Jerdnimo - is doomed

to failure from the start:"yo jamds iba a ser alguien”
(p.100).Madness is his only form of escape - & means

of fighting,in Pujals's words,"el miedo a 1a extincidn"=
and he therefore assumes a bewildering series of fluc-
tuating identities or "disfraces" in}order to ward off
the encroaching sense 6f terror which an admission of
despair would provoke.A common construct adopted by
Humberto is that of sexual potency and the achievement
of satisfaction through the sexual act.Many novelists,
such @s Manuel Puig,see sex as a form of liberation or
self-expression.However,with Donoso,sexual activity
merely reflects the absurdity of the human condition.
For Frances Wyers Weber it is no more than "una lucha
destructivae y devoradora para controlar a los demds"s
It is rituvalistic,divorced from 1 ove and unable to bring
immortality through procreation: this is evident from

the emotionally and physically sterile relationship

of Jerdnimo and Inés.Furthermore,the quest for sexual
pleasure parallels man' s frustrated search for tran-
scendence. Humberto-Mudito wants to "dejar de ser tes-—
tigo de 1la belleza para participar en ella"(p.223) but
realizes that "mi destino...es permanecer afuera del
reconocimiento del amor"(p.224).His dream of making love
with Inés will never be fulfilled:when he attempts to
seduce her at the Casa she denies his identity by add-
ressing him as Jerdnimo before running away in terror;
later he imagines he sees her again,but instead of ca-
ressing wiat he sees as his potent penis this chimerical
figure rips it off,thus underlining the symbolic eli-
mination of faith in life.The eventual destruction of
Mudito by fire,his reduction to nothingness,dramatizes
the destructive vision of life which holds sway at the
end of the novel.

The only group who manages to maintain their faith
in 1life are the "viejas".The construct they cling to is
the idea of Iris lMateluna's miraculous child whom they
believe will be their saviour:indeed when they are moved
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to their new home they are convinced that they are on
their way to a heavenly paradise.On one level,the old
women' s behaviour parallels the way people use religion
as a defence against terror and despair.Donoso himself
has commented that "la religidn es lo que las salva a
las viejas“fyasserting in the same interview that for
some people "la Iglesia tiene un valdr.Hay gente para
quien constituye una salvacidn“?-However,it is made plain
to the reader that the old women's escape is an illusion:
we know the fallacy of the "nifio-milagro"myth and we
know they are not on their way to heaven.In fact the
novel's entire atmosphere of decay and pessimism con-
tradicts the honeful mood of the "viejas"™:Donoso does
not allow his readership to share in the luxury of the
religious construct.

The negation of hope in El obsceno pdjaro is the

culmination of the first main phase in Donoso's writing.
From Coronacidn onwards the sense of anguish becomes

more and more acute:in Este domingo the possible note

of optimism implied in the relationship of Mario and
Estela is gone;in El lugar sin limites the grotesqgue

symbolism sharpens the impression of the absurd;and in
El obsceno pdjaro the atmosphere of monstrosity and in-
sanity leaves no doubt about the totality of Donoso's
disenchantment with 1ife.1970 - the peak of Donoso's
literary career — is also the peak of his existential
malaise.Celeste Kostopulos has remarked that Donoso's
characters are "figures who are tormented by a desire

to search for a new order of existence which will allow
them to exercise their freedom apd consequently ach&eve,
a more existentially fulfilling and authentic life".But
they all fail:Mudito's destruction by fire,his reduction
to ashes blown away by the wind,marks the final point

in this pattern of failure and defeat.
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CHAPTER TWO
ESTE DOMINGO AND EL LUGAR SIN LIMITES : TECHNICAL
EVOLUTION

Este domingo and El lugar sin limites,written wi-*
thin a year of each other,exemplify the middle stage of
Donoso's technical evolution between the writing of
Coronacidn and El obsceno pdjaro de la noche.Although
El lugar sin 1imites was written first,Este domingo is
often treated as if it were the author's second novel

because of its close thematic connections with Coronacidn.
The similarities are,indeed,striking: both novels are set
in a decaying Santiago mansion; both show the upper-clas-
ses'abortive attempts to absorb the vitality of the lo-
wer classes;both have a central character reacting with
terror at the approach of death.Nevertheless,Este domingo
is more than just a revamped version of Coronacidn:it

marks & new stage in Donoso's literary career.As Shaw
has pointed out:

En cuanto a su contenido se adelanta poco a
la novela anterior...lLa verdadera novedad de
- . . . 2

Este domingo reside en su estructuracidn,

a judgement supported by lclurray and Juinteros among
others.

As we saw in relation to Coronacidn,Donoso" s novels
bring together several themes of a diverse nature. The

interesting thing about Este domingo is that they are
more subtly expressed and integrated.John Cruickshanl,
writing about Albert Camus,states that "metaphysical
questioning is coqstantly implied in his novels,but it

is conveyed in terms of human testimony and experience
«.essDescription replaces analysis.J'The same is true of
Donoso.He does not introduce his ideas obtrusively into
the text but makes use of what Radyl Bueno Chdvez - borro-
wing from the terminology of the New Critics - calls a
"nivel denotativo" and a "nivel conotativo".He notes

that Donoso does not simply expound the theme of social
decadence but rather suggests that theme indirectly by
presenting us with a series of references to the phy-
sical decay of surroundings and individuals: the result
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is that "nada deja de estar en funcidn del deterioro"3
and that this sense of deterioration becomes "la ley’
general que rige el mundo novelado“%Bueno Chdvez tou-
ches on 2 key point here: the idea that symbolism allows
the author to comment indirectly (though he is wrong,in
my view,to stress the use of symbolism merely to em-
phasise "la ruina de una organizacidn socialéa.ﬁy ear-
lier consideration of the metaphysical aspect of Este
domingo was intended to bring out Donoso's functional
use of symbolic patterning:the individual stories of
f1varo,Chepa,Violeta and Maya were seen to stand as wi-
der images of the human condition.The technique allows
for the conscious organization of a multiplicity of
€lements into a single and harmoniously expressed narra-
tive unity.Bueno Chdvez,concentrating on the theme of
deterioration,comments that:

Lste dominzo,de José Donoso,tiene la doble
virtud de la autenticidad:por un lado representa
un mundo totalmente coherente y motivado y,

por otro,constituye metdfora que con su anecdota
vy sistema de significaciones echa esclarecida
luz sobre la realidadl

He goes on to say that:

Todas las formas del deterioro...,pese & sus
diferencias de nivel,zona o grado de la ‘reali-
dad*novelada en que flguran ¥ pese a los dife-
rentes modos de significacidn en que aparecen,
se coordinan e integran inextricablemente.lMan-
tienen en la novela relaciones diversas,a veces
muy estrechas y otras veces de extrema sutlleza
englobdndose en un complejo de relaciones tales
como la dependencia y la motivacidn mutua.Nin-
guna de esas facetas del deterloro deja de
1nf1u1rse coligarse o depender.’

In other words all of the descriptive references to
deterioration (be they to people,relationships,jaces,ob-
jects or institutions) are intimately related to each
other because on a symbolic,connotative level they rein-
force the theme of social deterioration.As we have seen,
this can be taken even further;a narrative about the
relationships within one Santiago family can suggest a
whole variety of themes simul taneously:social decadence,
man's subjection to reason and convention,metaphysical
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anguish and so on.As an example,the decline in the qan
1lity 6f the relationship of £Llvaro and Chepa can be seen
as parallelling the decline of an ascendant social class,
or showing the effects of suppressing our instincts for
the sake of a relationship that satisfies the demands

of appearances,or even demonstrating man's loss of faith
in 1ife and his basic existential malaise.The same can
be said of the children's games:they reflect the social
stratification of the adult world; they bring out the

gap between the spontaneity of the young and the rui-
nation of the old who are ruled by reason and social
convention;and they suggest a world of innocence,a lost
paradise that the existentially alienated adult can no
longer find.Thus Donoso achieves a tight narrative unity
by reducing the range of action and allowing a relati-
vely straightforward story to generate,by means of
suggestion and symbolism,a whole range of ideas and emo-
tions. This allows him to present several themes at once
without having to intervene into the narrative directly,
as was the tendency at times in Coronacidn.

There is,then,a general pattern of symbolism under-
lying the main narrative of Este domingo.At the same

time Donoso uses a variety of specific symbols and fore-
shadowing devices to reinforce themes and create com-
positional unity.These recurring images help bind the
novel together tightly;but sometimes Donoso introduces
a twist into the normal pattern for purposes of emphasis
or dramatization.This is the case with the image presen-
ting Chepa as a kind of animal who allows those less
fortunate than herself to Suck at her teats. However,
when she enters the shanty town the gentle sucking is
replaced by @ more violent imagesshe feels as if the
children are biting and tearing at her breasts.This
dramatic shift within a recurring pattern highlights the
collapse of Chepa's hope in the possibility of finding
fulfilment throusgh charity work.

A similar change in emphasis accurs with the image
of the "empanadas".lMcMurray sees the pies as an ironic

Sen ; t
symbol of "the regenerative power of the Eucharist",
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though in my view it would be more accurate to see the
pies,which are delivered every Sunday like a "“costumbre
y ritual obligado"(p.42),as a symbol of order and sta-
bility (a view whose validity McMurray also accepts).
However,there are two important breaks in the ritual:
when f{1varo forgets to give Violeta the money "para las
empanadas de la otra semana"(p.52) and when Maya fails
to deliver the pies one Sunday:

un domingo en la mafana lMaya no llegd a la

casa de los Vives con el canasto de empanadas.
La familia entera,anonadada con la interrupcidn
del rltudl se quedo esperando sin poder explicar
qué habia sucedido (p.148).

These two breaks in routine not only hisghlight the mo-
notony of the Vives family's sterile 1ife-style; they

also introduce a note of forehoding which suggests that
their sense of order and harmony will be put under threat.
As Cruickshank comments,referring to "the senseless re-
petitiveness of social existence" in Camus's Le mythe

de Sisvphe :"if something occurs which causes us suddenly

to query this existence,to utter the simple word ‘why',
a link in the chain of daily gesture is broken,meaning-
lessness breaks in upon us,the &bsurd becomes a reality”?
The mole growing on Xlvaro's chest is another im-
portant recurring symbol.licMurray thinks it "symbolizes
the destructive influence of Chepa"fthough in my view
its impact as a symbol comes from its materialization
of f1varo's fear of death:it is an indication of the
advance of cancer.It is also significant that he asso-
ciates the mark with the mole on Maya's lip.We see this,
for example,at the beginning of Part I when the chip in
the teapot reminds him of Maya‘s mole as well as the
mark on his chest;we see it again when he is with Chepa
near the end of the part:

ahora se 1o va a decir:ahora que ve su cara
en el eSpego Le dird lo del lunar.Cdncer.Que
se va a morir.Ahora si...Pero no se lo dice,
y desnues del "fijate" que abrid su frase,
continud con :

- «.. vi a llaya esta mafiana (p.78).

By relating llaya's mole to the threatening symbol of
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fvaro®s mole Donoso skilfully manages to imply that
Maya poses @& threat to the stability of the Vives house-
hold;once again the author brings out an idea by subtly
inter-relating symbols rather than intervening directly.
He also hints at the tragic outcome of the novel by
presenting Maya's negative aspects in. a foreboding manner:
the constant symbolic references to his mole and "la
mano negra" sugzest that he is a victim of external for-
ces that will drive him to violence,and,as we have seen,
the numerous references to his brutal,criminal nature
and his social and material pretentions all imply that
he will come to a sticky end.

The novel's violent climax is also foreshadowed
by the many references to "animitas"(candles 1it for
people who die suddenly due to accidents or murders). The
narrator tells us that the children used to think that
"mi abuela estaba destinada a ser animitad milagrosa...
y de alguna manera nos parecia propio que ella,mds que
nadie,muriera en un accidente o asesinada"(p.92).Signi-
ficantly,the sight of "animitas" greets Chepa as she
enters the labyrinthine shanty town (p.169) and her
grand-son thinks it appropriate that the old house should
go up in flames like "una animita gigantesca encendida
en su memoria"(p.193).Chepa‘s tragic fate is also fore-
shadowed by the children's desire to be involved in a
"tragedia realmente grande" like the one depicted in
Puvis de Chavannes's painting,Funérailles (p.99).It is
given even greater poignancy by the symbolic death of
the children's fictitious creation Mariola Roncafort,
which coincides with Chepa's immersion into a state of
shock.For the children this marks the énd of an era:

Fue tanta nuestra ansiedad por recuperarle gue
planeamos su resurreccidn para el domingo si-
guiente al de su funeral.Pero no hubo domingo
siguiente.Los domingos en casa de mi abuela

se suspendieron y la llariola,como cualguier
?uaer ?e carne y hueso,quedd muerta para siempre
p.185

The strict patterning of symbolism in Este domingo
can also be perceived in the novel's overall structure,
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in its presentation and arrangement of events and epi-
sodes.Donoso presents us with at least five distinct
periods of time,involving the point of view of more than
one character:first,the immediate present (that from
which the narrator of the italicized sections is re-
calling the past);second,the present of the main action
(that is,the Sunday of the title on which lMaya returns
and Chepa suffers a breakdown after her abortive attempt
to find him); third,the childhood past of the grand-son
(a sort of mythical,seemingly eternal time correspon-
ding to the general era within which the events of the
sunday of the title take place);fourth,the past as re-
called by £lvaro;and fifth,the events leading up to the
Sunday of the title,as seen through the eyes of Chepa.
However,unlike Coronacidn where Donoso attempted (with

mixed results) to present 2 range of viewpoints within
a linear framework,Este domingo contains an attempt to

portray these different periods of time simul taneously.
The result is a highly symmetrical construction in which
the narrative is broken up into sections and sub-sections:
chronology is fragmented and point of view varies,but

the novel® s various facets ultimately combine to form

a harmonious whole. _

The novel is organized around one axis:"este do- .
mingo",the Sunday of the title.Part I is devoted to
Llvaro,developing via flashbacks the story of his youth-
ful affair with Violeta and his frustrating marriage
with Chepa,focusing upon his present state of anguish,
and eventually taking us up to the main Sunday.Part II
presents the development of Chepa's relationship with
lfaya bringing us,via a more or less linear process,sSi-
milarly up to "this Sunday".These two parts are sand-
wiched between three italicized sections in which a
middle-aged narrator (£Llvaro and Chepa's grand-son) re-
flects upon the times he used to spend as a child at
his grand-parents' house,once more bringing us up to
the Sunday of the title and beyond to the immediate
present:
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Part T Part II

"En la "Los juegos,é legitimos" "Una noche de
redoma" domingo™"
RIS PSRRI N U — s ol e g M A
Genkral General Past : General Past,
Past - "este domingo",
and immediate-
present.
L varo Chepa
(and past affair (and past relationship
with Violeta) with Maya)

leading to present day of
"este domingo"

The arrangement of the material in this way is
remarkably precise.We can note for example the careful
integration of the relationships of the characters.f{lvaro
and Chepa's marriage is seen in relation to £lvaro's
affair with Violeta in Part I and Chepa's relationship
with Maya in Part II ¢ both turn to a third as a means
of escape; thus both sections form an interesting parallel,
tying all four characters together.Quinteros sees this
in terms of two triangular relationships (fLlvaro,Chepa
and Violeta in Part I and Alvaro,Chepa and Maya in Part
I1) forming two semi-circles which come together as one
complete circles

El centro del circulo es la tensidn planteada

por el cruce de destinos de personajeg-que
pertenecen 2 dos universos diametralmente opuestos,
pero cuyo flujo vital incontenible quiebra el

orden aparen01a1 de esos mundos y precipita

la catdstrofe.

Joan Rea Boorman also notes that:

el circulo se COmpleta cuando Haya el joven
“quien Chepa protege’ ,va a vivir en la casa
de Vloleta...y realiza con ella una relacidn
sexual que tiene como consecuencia la inexo- &
rable unidn psicoldgica de los cuatro personajes.

However,the novel's complex pattern of inter-rela-
tions does not stop there.As several critics have pointed
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out there are clear parallels between the adults' world
and the children's world.We have already seen how the
children®s fantasies in the italicized sections fore-
shadow and reflect Chepa's tragic fate in Part II.Simi-
larly,their games reflect the social organization of
their parents' world: their division of their make-believe
characters into "ueks" and "cuecos" parallels the stra-
tification of society in Chile.It is interesting too
that the children's games depend upon acting,upon "esti-
lizaciones"(p.94),upon adopting "disfraces"(p.98).This
reflects the falsity of the adult world whére people
merely r8le-play instead of showing us their authentic
selves,an obsession of Donoso's which is more fully ex-
plored in his subsequent novels.Finally,there is an
ironic contrast between the "juegos legitimos" of Chepa's
grand-children and the destructive games of the urchins
in the shanty town at the climax of Part II.
Thus we can clearly perceive links between Parts
I and II,and between the italicized sections and the
mainstream of the action?even the sections within Parts
I and II are skilfully arranged for maximum effect.Each
episode is a perfectly rounded unit in its own right,
placed in a specific position for a specific purpose.
Let us examine the disposition of the episodes within
Part I for example.This section is made up of six small
subsections each with its own internal unity and cohe-
sions: the first gives us an expositionary account of
Llvaro' s troubled mental processes on the Sunday mor-
‘ning of the novel's title; the second gives us some back-
" ground information on Violeta and the ritual of the pies,
paving the way for the third sub-section in which Alvaro
actually goes to Violeta s to collect the pies; the
thought of Violeta and her pies provokes memories from
fL1varo' s youth and the next two sub-sections deal with
flvaro as a young man (the first concerns his initial
sexual encounter with Violeta,while the second deve-
lops the story of his 1ife from that point up to his
marriage with Chepa); the final sub-section brings us
back to the present and the reality of his sterile
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relationship with Chepa.The positioning of the flashback
is interesting.The sexual encounter with Violeta con-
trasts strongly with what has gone before: the fact that
the carefreeness of youth is only presented 2fter an
exposition of the concerns of 0ld age underlines the
fact that the past is lost forever,thus emphasising the
novel‘s pessimistic tone.The fifth sub-section shows
us {1varo*s fascination with the sparkling Chepa and
their eventual marriage.However,in the next sub-section
we are brought brusquely back to reality:s the failure of
their marriage and the obscenity of Chepa's aged body
reinforces our impression of Donoso's scepticism to-
wards the naive idealism of youth.

The first part functions effectively as an exposi-
tion.It introduces the main characters and the themes
of anguish,decline and frustration.It conveys necessary
information about the children,flvaro*s health,and his
relationships with Chepa and Violeta.Furthermore it
grasps the reader's interest by establishing a contrast
between Llvaro‘s vision of himself and his grand-chil-
dren' s impression of him as "la mufieca",and by stressing
his secret past and the current tensions in his marriage.
It is important to realize why the first part centres
on flvaro:he represents despair,while Chepa still has
hope - by presenting his story first Donoso emphasises
the futility of Chepa‘'s aspirations.

The narrative arrangement of Part II is effected
with equal skill.This section is longer than Part I,
mainly because it concentrates more on the development
of plot and action than the first part,which was essen-
tially a reflection upon a state of mind.Also Chepa's
story lends itself to a more detailed treatment:Llvaro
has long since given up any hope in 1life whereas Chepa's
vain struggle to find fulfilment gives Donoso more room
to explore her character.In the first sub-section Chepa
makes a casual visit to the prison to buy leather-goods.
Here she meets Maya and the next two sub-sections chart
her growing interest in him,albeit at a subconscious
level.The third sub-section reaches a climax with Maya's
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request for help to get him released from prison.In the
next sub-section we see Chepa refusing to help him;but
it ends in a neat and effective manner as she decides
to speak to Llvaro about the matter.Thus Donoso has
skilfully suggested Chepa's fascination with Maya wi-
thout having to dwell upon it.Although she has not so
far consciously articulated her feelings towards him,
the build-up of the narrative to Maya's request at the
end of one sub-section followed by Chepa's sudden deci-
sion to help (after an initial refusal) at the end of
the next sub-section dramatically demonstrates that she
has a subconscious need to enter into some kind of re-
lationship with him,.

The next four sub-sections all revolve around one
evening in which Chepa awaits news that will tell her
if Maya is to be set free; this is used by Donoso as a
starting point for an account of Chepa‘s efforts to free
"Maya,via Chepa's own internal thoughts.This allows the
author to avoid cleverly a potentially tedious and drawn-
out account of the details of Chepa's activities.It also
means that he can concentrate the tension of one eve-
ning's waiting into 2 striking and,for the reader,more
immediate image of the months of waiting that have been
such a part of Chepa's crusade on Maya‘'s behalf.The cli-
max comes in the eighth sub-section when Chepa hears the
news that Maya is to be set free.Significantly at this
point Donoso shows us Maya‘'s initial attitude to be one
of ingratitude.Chepa,however,forgives him and the next
sub-section deals with her excited preparations for his
release.But when she goes to meet him coming out of gaol
in the following sub-section,he is not there:once again
he has let her down but she still forgives him.So on
two occasions Donoso builds up Chepa's excitement only
to bring her back down to earth in an ensuing sub-section:
he is skilfully manipulating the arrangement of episodes -
in order to show the rise and fall in Chepa's mood and
hint at the harsh reality that lies behind her misguided
hopes.

The following sub-sections chart Maya's ruin and
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reach a climax with Chepa's facing the simple,elemental
nature of her attraction to him in the penultimate sub-
section and her disastrous attempt to find him in +the
final one.The switch from what is (apart from the direct
presentation of mental processes and the fragmentation
of the narrative) essentially conventional realism to
the almost surreal tone of the final section underscores
Chepa‘ s mental collapse and her horrific fate.

It is interesting to note that all three narra-
tive units (Parts I and II and the italicized sections)
build up to this same point.Part I begins on the Sunday
morning and ends up with Chepa leaving the house. The
last two sub-sections of Part II continue from then on.
The first italicized section ("En la redoma") ends with
the start of the children® s games;the story is taken
up again from this point in the second italicized section
("Los juegos legitimos") which ends with the foreboding
réferences to Mariola Roncafort's death and Puvis de
Chavannes's Funérailles; the final italicized section

("Una noche de domingo") continues the story from this
point,which is in fact the Sunday of the title,thus
neatly tying the various elements of the novel together.
This final section ties up the loose ends of the plot
and,like a kind of commentary on what has gone before,
reinforces the themes and atmosphere of the novel as a
whole.The tightness of the organization is further un-
derlined by the overall cyclical pattern: the novel ends
with the narrator’s adult existence parallelling to
some extent the life-style of his grand-parents which
was once so alien to him.

The careful planning of Este domingo often makes

it seem highly symmetrical in nature.lMcMurray wonders
if "the reader of This Sunday might question whether it,

like Coronation,strives too hard for compositional pa-

ttern and unity"%But to present the novel's symmetry in
a negative 1ight is to ignore its considerable achieve-
ments on a formal level.Obviously some degree of in-

ternal coherence is necessary to make the plot intelli-
gible to the reader;yet our initial impression of Este
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domingo is one of confusion and ambiguity as the chro-
nology and narrative voice both alter.Thus Donoso uses
a fragmented structure to suggest the idea of 2 chaotic,
ambiguous reality;but at the same time he provides the
reader with an alternative narrative structure to help
him make sense of the novel despite the feeling of di-
sorientation.This implies @ triumph of art over life -
or at least a nostalgia for order amid chaos.It is in-
teresting that the sense of structural harmony has bro-
ken down by the time El obsceno pdjaro is written: the

growing structural chaos is in tune with the growing
outlook of despair - though,as we shall see,even El
obsceno pdjaro does enjoy a certain amount of hidden

structural unity.Meanwhile the craftsmanship of Este
domingo* s artistically conceived narrative framework
should not deflect us from an appreciation of the novel's
formal concretion of a fluid and contradictory reality.
Este domingo does not boast the large scale tem-

poral and spatial dislocations of novels like Mario
Vargas Llosa's Conversacidn en la catedral;nor is it

charged with the atmosphere of grotesque distortion that
characterizes Donoso's 1970 novel.However,the linear
pattern of the traditional novel hds been abandoned
herespoint of view shifts from an omniscient narrator

to the grand-son,to £lvaro and to Chepa;the narrative
voice is constantly changing from third person to second
and to first;and the plot does not develop chronologi-
cally but moves backwards and forwards in time according
to the thoughts of the characters or the intentions
of the author.This reflects Donoso's rejection of the
traditional novel' s assumption that man can observe
reality objectively and portray that reality accurately
in literature.The fragmented structure of Este domingo
challenges the view that we can grasp reality and faith-
fully represent it with the written word.It brings out

the epistemological scepticism of modern man,his con-
fusion in a world whose meaning he is unable to decipher.
We,as readers,are made to share this sense of
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disorientation and confusion.This is evident from the
way Donoso furnishes us with scraps of information whose
significance only becomes clear as the novel progresses.
For example,there are several mysterious references to
Maya in Part I :but it is not until much later that we
begin fully to understand why £lvaro and Violeta feel

he is a threat.Similarly there is a reference to the
funeral of Mariola Roncafort in Part I (p.74):because

we have not yet been fully immersed in the children's
world we do not really understand the reference.ilso,
when the child enters his grand-mother's house in the
first italicized section,"la Antonia me sonrid y me dijo
que me veia muy ‘ueks'"(p.15).The children‘s invented
language cannot be understood by the reader at this stace
in the novel:we have to wait until the middle section
for clarification. Thus we are once again reminded that
our vision of reality is essentially limited because our
points of reference are limited too.

The characters,of course,are shown to suffer from
the same limitations of knowledge.Indeed a pattern of
systematic ironic commentary emerges as the plot unfolds.
This is effected through a number of techniqgues: the
revelation by an individual character of additional in-
formation not known to other characters; the depiction
of the same character at different points in time; the
exposition of contradictions within individual characters;
contrasts and similarities in attitude.and behaviour be-
tween two different characters or social groupings;direct
juxtapositions of points of view.The effect of this
irony is to eliminate sentimentality and to bring out
the absence of abtsolute truths, to accentuate the complex,
fluid,unstabhle nature of reality.

The constricted character of knowledge can be seen
in the children.They cannot explain why "los muebles de
peluche azul desaparecieron para siempre de su sitio"
(p.21):but we later discover that they have been given
to Violeta to furnish her house.Similarly,for them, the
whole story of Chepa‘s involvement with lMaya is brought

(31,



down to & passing reference to "un hombrecito que (mi
abuela) visitaba en la cdrcel"(p.97).At the same time
though the adults do not know what the children get up
to; they rummage through the old books they find in the
house: "en esos libros leimos las primeras cosas pro-
hibidas cuando todos creian que mis primas se extasiaban
con la Princesita de los Brezos y nosotros con el Capi-
tdn Marryat"(p.23).£1lvaro‘s knowledge is limited: he
thinks Violeta avoids having her plumbing seen to because
"se debe estar poniendo avara la pobre"(p.48);but a few
pages later it is revealed that the real reason is that
her money has gone to pay off Maya‘'s debts.Chepa soon
discovers how 1little she really knew about Maya.He tells
her that:

No entiende nada porque yonole he contado nagda.
Usted no sabe...,hasta las orejas en deudas (p.152).

The visits of Marujita Bueras at the prison were not
. what they seemed:

sUsted cree que la lMarujita iba a la Peni a
vender ropa?Cdmo no...Si se hacia la gue nos
vendia ropa y tomaba las apuestas que nosotros
le ddbamos escritas,junto con la plata...en
eso trabajaba,no de falte (p.l52).

Chepa (and the reader) do not discover lMaya is a drunk
until Violeta reveals the truth:

el tal Maya era borrachazo.Si,eso usted no
lo sabia misid Chepa porque me pidid gque no
le contara (p.157).

Chepa is soon forced to realize the limitations of her
own knowledge:Violeta knew where Maya was all the time
- "cuando yo no sabia ddénde estaba"(p.l58).

Furthermore,the novel® s (portrayal of characters at
different points in time demonstrates hou our attitudes
change according to our age and circumstances, thus
questioning tle validity oi all of our ideas.Chepa,for
example,contrasts her present attitude to £Llvaro with
her attitude towards him as a young womans:

Cuando yo era joven no podia quitarle la vista
del perfil.Cdsate con £lvaro,no seas tonta que
es regio,cédsate con {lvaro Vives,le repetian
sus amirsas y sus padres,y si ella miraba ese
perfil y pensaba en é1 siempre asi,si,si, sin
duda,era amor lo que sentia... sdué fue lo que
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la cegd,que le impidid ver a Llvaro de frente
hasta después de casada?(p.121).

The attitude of the narrator of the italicized sections
changes as he grows up too.His opinion of his grand-
father is now quite different.He used to laugh at his
efforts to play the piano,"pero ahora pienso también en
la soledad de su esfuerzo por impediﬁ que sus dedos en-
redaran hasta lo irreconocible las notas de la pieza

nds simple.Pienso en su vanidad,en ese terror suyo,mudo,
ineficaz ante la sordera y la vejez que avanzaban"(p.19).
He now knows that "nuestra risa era una manera de dis-
frazar nuestra extraiieza"(p.20).Similarly,the house that
once seemed huge now looks ridiculously small,and the
garden which "entonces nos parecia tan hondo y poblado"
is now seen as "mezquino"(p.190).He looks back on his
childhood reflecting that "a esta distancia es dificil
darse cuenta del sitio exacto donde cae la linea que
ceparaba lo fantdstico de la realidad de entonces"(p.l187).
Thinking of his childhood fads he realizes that "otras
cosas han tomado el lugar de lo que en ese momento me
parecia eterno"(p.187) and concludes that "las cosas ya
no eran como antes"(p.188).

The problem of ambiguity is reflected in the struc-
ture of the novel as a whole.It is essentially broken
down so that we see events from the point of view of
three different characters: the grand-son in the itali-
cized sections,flvaro in Part I and Chepa in Part II.

The range of contradicting impressions is consequently
very wide.flvaro presents himself as an unwitting victim
of the social pressures which forced him to marry someone
like Chepa; she meanwhile sees him as cold and wicked;
whereas his grand-children view him simply as a pathetic,
ridiculous,vain old man.£lvaro,however,views Chepa as
frigid and thoughtless; the children though see her as

a kindly old woman;yet Chepa herself reveals that her
pent-up frustration is 2 more complicated problem than
anybody imagines.In the words of Promis Ojeda:

El contrapunto de los relatos produce,entonces,
la ambivalencia de la realidad en cuanto sus
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términos mutuan sus naturalezas de acuerdo a
la perspectiva del observador.

This leads achugar to conclude that the novel is putting
forward "la propuesta de quwe la realidad vivida por el
hombre es antes que nada subjetividad,por lo que no hay
una realidad sino tantas como sujetos"?
Donoso,then,suggests the complex;fluid nature of
of reality by juxtapositioning different points of wview.
The technique of juxtaposition,the beginnings of which
can be glimpsed in Coronacidn,is much more fully de-

veloped in Este domingo.It functions both on a general

level throughout the novel and,more strikingly,in indi-
vidual scenes.The purpose of the oppositions is to extend
our vision of reality:our understanding of one episode
is inevitably affected by our interpretation of the epi-
sode with which it forms a contrast.

This is a point made effectively by the Prague
School critic Roman Jakobson in the comparison he makes
between numerical symmetry in poetry and "the so-called
“dynamic cutting' in film montage , 2 type of cutting
which ...uses the juxtaposition of contrasting shots or
sequences to generate in the mind of the spectator ideas
that these constituent shots or sequences by themselves
do not carry“?The general oppositions which run throughout
the novel are manifold.An obvious one is that between
masters and servants,the rich and the poor.Our attitude
to the Vives family's comfortable life-stvle is M0 di-
fied when we see it in relation to the nmisfortunes of
other characters.We cannot passively accept the Vives
home for what it issdlvaro‘s Chrysler.cir,his high-class
tailor,the family's sumptuous meals and the house's
luxurious furnishings form a poignant contrast with the
grim conditions of Marujita Bueras's house,the squalor
of the shanty town and the impoverished life-style of Fau-
sto and the young but already almost toothless 1Mirella.The
point is underlined by the scene in which flvaro meets
Fausto: the juxtaposition of the former's flashy Chry-
sler and the latter's dilapidated wreck of a car speaks
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for itself.This class contrast extends even further:it_
relates to the novel's opposition of conventional and
instinctive patterns of behaviour.lMaya and Violeta rep-
resent the lower class vitality that £L1varo and Chepa
seek to absorb (though this in turn is ambiguous for
Chepa does demonstrate vitality herself while Maya,and
even Violeta, are negative characters in many respects).
The opposition of children and adults highlights a
similar theme;as Tatum suggests:

By juxtapositioning the two ages directly through
point of view he makes us aware of the glaring
differences between the child's spontaneous
unsocialized behaviour and the falseness and

sham of the adult's attitudes and rigidly con-
fined self-expression.

At the same time these contrasts underscore the deeper
implications indicated earlier by bringing out the gap
between hope and hopelessness.

The opposition of the past and the present is
particularly effective in Este domingo.We have already

seen how Donoso juxtaposes scenes from Llvaro’s youth
with scenes depicting the present-day reality of his
failed marriage with Chepa;we have also seen how the
youthful Violeta of the past seems almost a different
person to the fat old woman of the present,and how
f1varo contrasts the beauty of the young Chepa with the
decadence of her body today.

Oppositions expressed within a single episode
are equally striking.A common opposition is that of
fLvaro and Maya.Our impression of one character is ne-
cessarily enhanced by its being developed in relation
to another.flvaro realizes that;

Maya siempre andaba desesperado.Deshecho.Por
eso le interesa tanto a la Chepa.Y por eso

me desprecia a mi.Por mi incapacidad de deses-
perarme y deshacerme (p.80).

Chepa confirms this impression.She contrasts the sense
of emptiness and disintegration she feels when with
f1varo with the exhiliration produced in her by laya:

con {lvaro era el medio desenchufe,el desen-
chufarse a veces,cuando queri&a,y comn laya,que
venfa,si,ofa sus pasos en el corredor,era estar
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viva,electrificada (p.128).
She compares Maya's craftsmanship with Llvaro's inertia.
She admires Maya's hands:

Eran sabias,eficientes,y lo contempabay escuchaba,
muda de admiracidn ante la infalibilidad de

su ciencia.Dsto era ser hombre.A fLlvaro jamds

le interesd su profesidn.Siguid .en ella por
inercia hasta jubilar lo mds pronto posible
(p.144).

She says of Alvaro that "le faltd la pasidn que veia
en lMaya"(p.145).When she goes to bed that evening the
two men are again juxtaposed in her thoughtss

f1varo comienza & roncar como una mdquina
cansada,y entonces Maya de nuevo,volver &

el,el buen talabartero,el hombre cuyas manos

ya no hardn mds que cosas que ella admira (p.145).

On a later occasion Chepa,having been out all day,de-
cides to stay with Maya rather than rush home:

la Chepa se da cuenta de que debe elegir -
dejarlo en realidad tranquilo para irse es-
fumando cada vez m&s a partir de hoy,de 1la
vida de lMaya,o quedarse y afrontar los fan-
tasmas.;Pero para qué se va a ir? jPara que
fL1varo la rifia por andar despeinada? (p.150).

By opposing flvaro and lMaya Donoso is not only demon-
strating the difference between a man of reason and a
man of instinct;he is also reminding us that our assess-
ment of a given individual is commonly affected by our
knowledge of other individuals,thus suggesting that the
impressions we form of reality are often arbitrary.
Characters are therefore used to comment on each other
(either explicitly or through contrasts in situation):
but the commentary itself is ironic and not necessarily
reliable. | L

Some of the most effective forms of juxtaposition
within the novel come when Donoso withdraws as a narrator,
allowing two conflicting attitudes to be expressed si-
mul taneously. This is sometimes done to demonstrate the
gap between appearance and reality,underlining the point
that we cannot always trust our ability to interpret
what we see and hear.an example of this comes during
f1varo‘s encounter with Fausto.The former's private
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mental processes form a complete contrast with the words

he speaks:

Fausto abre la puerta.

- Buenos dias,don fLlvaro,pase...

- Quihubo, hombre. &Tu auto°
eeo= ¢NoO quiere pasar,don £1varo?

- No,gracias,espero aqui.
Fausto se entiesa como un gallito.Pero si soy
yo el que debo ofenderme,mocoso de mierda,con-
vidarme a mi a pasar a 1a casa de Violeta como
si é1 fuera el duefic...(p.46).

A similar passage can be found near the end of Part I.
f1varo®s polite,formal exterior hides the frustration,
fear and resentment he feels inside.He wants vengefully
to tell Chepa of his cancer but instead he speaks of
his visit to Violeta:

;Cdmo estaba la Violeta?

essVOYy a de01rse10 Voy a decirselo para que
deje de sonreir como sonrie,como si todo fuera
perfecto,como si este domlngo fuera igual a
cualquier otro domingo.

- Oye,Chepa...

- C'Qué‘?

.Y si no fuera fatal?...Carraspea.

- ,Bstds con tos,L1varo?

- To Me preguntabas por la Violeta.

=~ Qlt

- Estd muy bien.Parece que Fausto Y lMirella
por Ultimo se van a vivir a la casa de Violeta.
Yo me alegro,te diré,porque 1la pobre estd muy
sola...Conoci a la famosa Maruxa Jacqueline(p.77).

Sometimes Donoso juxtaposes more than one point of view
on a given episode.This happens when the elderly Vio-
leta tearfully relates the truth of her relationship
with Maya:

Cuando se quedaba en la casa él la convidaba
a ver la televisidn a su pieza y se tomabar
unas botellas - bastantes botellas,porgue el
tal Maya era borrachazo.Si,eso ustea no lo sabia
misid Chepa porque me pldlo que no le contara,
y riete que te rie,casi sin saber cdmo una
noche se fueron a 1a cama,Ella,una vieja.;Qué
verglienza! Pero que le iba a hacer. Siempre
habia sido asi.iAsi habia nacido la Mirella.
Cuando Marin no qulso casarse con ella y se
casd con una que tenia tierras y vacas.Se fue
con el primero,el duefio de la carniceria donde
compraba la carne para la casa de misid Elena.
Pero la Chepa no escuchaba.llaya haciendo el
amor con esta mujer que era cuatro arios mayor
que ella (p.157).
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There is at least one switch from Violeta to Chepa in
this passage near the end,and possibly another in the
middle. These changes mean that we receive simultaneously
two impressions of the affair:the sadness and tragedy
of the episode is reflected in the words of the hapless
Violeta,while Chepa's reaction brings out its pathetic,
sordid side.The option to choose between these two views
rests with the reader.

There is a similar passage a few pages later.Chepa's
intimate thoughts form a striking contrast with the
words of Violeta:

- Yo le dije que se quedara.Y entonces,seflora,
entonces si que se puso furioso de verdq,y dijo
que todas son iguales a usted,a la tal Chepa,
eso dijo,maldita sea,eso tamblen lo dijo,per-
donav1das cada vez me perdona algo quiero hacer
mds y nés cosas malas, eso dijo...Y que yo era
igual a usted.

Igual pero envidiable, Vloleta ti que no
entiendes,tu que no sabes td que te dejas arra-
strar mlentras yo miro desde la periferia sin
confesar nada,pero que siento envidia por tus

magulladuras.liaya te viene a ver a ti en la
noche mientras yo me seco esperando junto al
tel éfono.

- ... igual a usted,que las dos queriamos
comerlo tragarloconmﬁlarlo deshacerlo »y Que
él no se 1ba a dejar y en tonc:es comen z0 a pe-
garme, misid Chepa mire cémo me dejdé este sin-
vergienza ...(p.158). :

There are two ways of looking at Maya's behaviour:for
Violeta it is scandalous but for Chepa,desperate for
Maya's vitality,it would constitute a dark,mysterious
form of pleasure.

_ The ranse of oppositions in Este domingo does not

stoﬁ at comparisons between characters.There are also
many contradictions within individual chaiifters,which
lead to a good deal of irony of character situation.
{lvaro is cold and impersonal;at the same time he too
suffers from a sense of alienation.He is seen as taking
advantage of Violeta's servant status;yet it is really
she who seduces him.Rodriguez lonegal ,however,surely
goes too far when he suggests that Llvaro also feels

a homosexual attraction towards llaya:it seems that the
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obvious inversion of Manuela of El lugar sin limites

has 1ed Rodriguez Monegal to project it on to Donoso's
other work?Violeta meanwhile is both innocent wvictim and
unexpectedly licentious.Chepa's charitable works are mo-
tivated out of both kindness and selfishness.She is the
cause of fAlvaro‘s frustration;but he is equally the cause
of hers.The grand-son/narrator seems to recognize the
negative aspects of his heritage,yet appears to be adopt-
ing a similar kind of lifestyle himself.

Furthermore,the characters are seen as almost inter-
changeable. This reflects,in the words of Maria del C.
Cerezo,"la idea de que una simetria...no crea dos cosas
que se Ooponen,sino que es el otro lado de la misma cosa"?
Violeta mentally substitutes £lvaro with her boyfriend
Marin when they make love:"cuando usted me toca y me hace
de todo pienso en él.Usted es él,el huaso Marin"(p.70).
£1varo meanwhile thinks of other respectable young girls
when he makes love to Violeta:

entonces,de noche,lleno de deseo por la Ali-
cia o la Pola,a quienes ha dado secretisimos
besos,entra a la pieza de la Violeta que siem-
pre lo acepta y rueda con ella por la cama,
tratando de conjurar de ese cuerpo caliente

y rollizo y lleno de deseo,la finura de los
brazos de la Pola,el cuello largo y la cabe-
za pequefia de la Alicia,los senos jévenes
apenas insinuados de la Soffa,eres la Sofia,
si,eres la Soffa,y mafiana serds la Alicia y
otro dia la Pola,todas,poseo a todas esas mu-
chachas imposibles en tu carne rolliza y ca-
liente (p.68).

He later repeats the experience:

la carne gorda de la Violeta se transformaba
en la carne glacial de la Pola...Ella era
todas.La Pola,la Laura,la Alicia,sus primas
eeeytodas,

También era la Chepa (p.72).

In fact,flvaro makes a double substitution between Chepa
and Violeta.Before he is married he replaces Violeta
with Chepa in his mind:

Llvaro abrazé a la Violeta para sumergirse
en esa carne sin adjetivo,carne pura,gozosa,
para buscar alli el cuerpo delgado y fresco
de 1la Chepa (p.74).
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However,when he is married he finds himself compelled
mentally to substitute Violeta for Chepa:s

La respiracidn de la Chepa junto a la suya es
inexistente.La Chepa es inexistente bajo el
camisdn color crema.No es la dueiia de esa piel
que sus palmas fervorosas quieren remover para
sacar de alli otra piel,otra carne abundante

y sonriente y aceptante.lLa Violeta.llo es 1la
Chepa 1la que se estremece en sus brazos,esperando,
es la Violeta.Acaricia una axila,si,si, es la
axila de la Vipleta y si es la axila de la
Violeta es la Vloleta entera,Violeta m131ta
Violeta,ponte asi,técame por "acd ahora agui mi-
jita.Y cerrando los 0joS...,s8i,si puedo,y duro
ahora y seguro hizo el amor con la Violeta en
la carne ignorante de la Chepa (p.8l1).

Chepa herself realizes this:

€l no la tenfa a ella entre sus brazos al hacer
el amor,sino que a Cualqulera que para él ella
comenzaba a existir sdlo cuando la tocaba y auin
asi era intercambiable.Yo no soy yo.Yo no existo
(pe127)s

The point is underlined by Violeta's sexual relationship
with Mayas;Chepa is forced to share him with Violeta.His
murder of Violeta at the end really constitutes an at-
tempt to do away with Chepa and the oppression she re-
presents for him.Thus once again Violeta is substituted
for Chepa,highlighting the "patrona-sirviente" opposi-
tion identified earlier in reference to Coronacidn.

This is a demonstration of the law of substitution that
Antonio Cornejo Polar sees as the structural base of
El obsceno péjarof Bueno Chdvez has applied this law to

Este domingo noting that here the substitutions repre-

sent "no la conversidn en si,sino la posibilidad o el
ideal "de COnvcrsidn“?'Identifying with Cornejo Polar's
emphasis on the motif of destruction,Bueno Chdvez sees
the law of substitution as indicating the deterioration
of £1varo and Chepa's relationship,consequently rein-
forcing the general theme of decadence.However,it pri-
marily reflects the essential ambiguity of the world as
Donoso sees it.As Quinteros rightly observes:

Es asicamo el universo novelistico'de Dono'so Corre-
sponde a su visidn del quebrantamlento de la
personalidad y de la existencia miltiple del

ser humano,susceptible de infinitas transforma-
ciones,y en la cual se interpolan imdgenes
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constantemente cambiantes de una realidad im-
posible de captar en su totalidadd®

Donoso' s concern to provide us with a wider,more
convincing picture of reality than the traditional novel
also leads him to develop new approaches to style and
narrative technique in Este domingo.The beginnings of
a new narrative method could be glimpsed in parts of
Coronacidn; but here it is brought to fruition.The tech-
nique is similar to that identified by Patricia E. Mason
in her study of Carpentier's "El derecho de asilo": the
fragmentation of the rdle of the narrator breaks down
~ary unity of perspective,creating a sense of "overall
indetermination"y The basic tenet of Donoso' s narrative
strategy is to distance himself as narrator from the
fictional world itself,thus infusing the novel with a
greater degree of autonomy than was evident in Coronacidn.

This not only brings the reader closer to the fictional
reality of the text:the effective elimination of an om-
niscient narrator means that we are left to form our
own impressions of that fictional reality.

One technique is the use of intermediaries in the
presentation of information.As we have seen,the story
as a whole is presented not through the eyes of a tra-
ditional narrator but vi4 three main characters:£lvaro,
Chepa and the grand-son.The grand-son i%& in Boorman' s
words,an "agente-observador dramatizado": in other words
he actually tells the story in the first person. Al-
though the sections presenting Llvaro and Chepa basi-
cally employ the third person,the narrative voice con-
stantly changes and the point of view is essentially
that of these two main characters.The intermediary de-
scribes events on the narrator's behalf,thereby allowing
him to withdraw into the background.So,in Part I,for
example,background information about Violeta is provi-
ded by £lvaro as is our general impression of her.In
fact,except for those moments when she reveals herself
via dialogue,Violeta is consistently presented from the
point of view of other characters.Similarly,Maya is
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generally seen through the eyes of Chepa or presented
via dialogues involving Violeta.This means there is no
need for an omniscient narrator to intervene to pro-
vide descriptions or information and the reader is con-
sequently left free to form his own opinions.

To get closer to the intermediary and to allow
himself to withdraw even futhter Donoso develops in
Este domingo & stream of consciousness technigue in

order to present his characters' mental processes direc-
tly.In McMurray's words:

these slices of interior life...interpret the
characters' thoughts as they occur in their
original raw stage prior to grammatical arti-
culation and lend an additional dimension to
the fictional portrait bz_blendlng interior
with exterior experiences

The novel abounds with examples of Donoso's adroit mani-
pulation of the technique of mental association.We have
but to think of the links established in Alvaro's mind
between the crack in the teapot,the cancerous mark on
his chest and the mole of Maya; the superbly effected
transition between sub-sections three and four of Part

I when the smell of the pies brings to Llvaro‘'s mind a
memory from his youth,with Donoso using repetition and
a subtle switch from third to first person in order to
make the movement from the present to a memory of the
past even more smooth;or the many scenes in which the
passion of Chepa's thoughts can be seen simmering be-
neath the surface of her restrained dialogues with Maya.
In this example the switches from third to first per-
son bring us closer to-Chepa's mind,revealing her inner
emotions with an arresting intensity.The subtlety of the
changes in person allows Donoso to show the reader
Chepa‘s hidden emotions without having to supply the
information directly as a traditional narrator would:

La Chepa,que estaba tragdndose las ldgrimas,
no pudo hablar y sdlo fue capaz de mover la
cabeza asintiendo:perdonado,perdonado mil
veces,todo el perddn que quiera,porque per-
donar es ser capaz de darlo todo de nuevo.
Estird la mano para tomar la de Maya y se la
tomd entre las dos tuyas que le ardian.Me arde
no sélo la mano sino que la cara y todo el
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cuerpo y la sangre cantdndome en las venas.
Me lleva las manos & la boca y me las besa.
Tiene los ojos cerrados pero no importa porque
yo sé qué pasa detrds de sus pdrpados (p.143).

The sub-section concerning Llvaro's sexual initia-
tion serves as a fine illustrative example of Donoso's
craftsmanship in this area (pp.52-63).The movement of
the prose actually parallels the growth of fLlvaro's
sexual desire.He feels the need to masturbate but thinks
he ought to stop himself.We are therefore given a long,
sexual passage in the first person evoking a languid,
sensual atmosphere;but this is broken off with a sudden,
single line exclamation of " Violeta!".Two more long
first person passages develop only to be interrupted
on both occasidns by @ new single line paragraph and
the cry,"iVioleta!".The movement of the text can thus
be seen to follow the growing urge to masturbate which
£1varo tries to cut out with a short,sharp action.
However,like the pattern of the prose,his desire inevi-
tably grows again.

It is soon suggested that he feels a subconscious
sexual attraction towards Violeta (p.56).4 number of
changes in person help bring out the confusion of a mind
in a state of increasing sexual excitement.His thoughts
on Violeta begin in the third person and are,apparently,
non-sexual.But a sudden switch to the first person im-
plies that deep down he does harbour sexual desires for
her.In the first person he recalls an incident in which
he entered her room.The sudden switch to the third per-
son to describe how he ran off to masturbate after
this incident reflects the abrupt and uncontrollable
nature of this urge.His mind wanders off into feelings
of guilt,the move to the second person suggests the idea
of an accusing conscience.However,he quickly slips back
into his thoughts of a sexual nature.But 2 sudden switch
to the third person in which the possibility of a cold
bath is raised,brings out his attempt to clamp down on
his growing need for masturbation.

His augmenting desire for a possible sexual en-
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counter with Violeta is indicated by the constant os-
cillation in Alvaro‘s thoughts between an imaginative
and a concrete level,between internal and external rea-
lity.The paragraphs describing his sexual fantasies are
interspersed with the wordsof Vidleta who is bynow actually
standing at the other side of the door (pp.57-8).This
juxtaposition implies that Violeta is the real object
of his desire; thus a change is effected from a desire
to masturbate to a desire for a real woman,preparing us
for the sexual adventure to follow.This process is con-
tinued when Violeta enters the bathroom:her voice cuts
into the paragraphs evoking flvaro‘s feverish sexual
feelings (pp.60-1),the interaction between internal and
external reality again dramatizing their situation.

The build up of his internal desire is also suggested
by anumber of Freudian sexual images taken from external
reality: the flies making love;Violeta's bare feet; the
glimpse of her cleavage; the brillantly established re-
lationship between the warming of the pies in the oven
and the growth of his feelings and the opening up of
yicleta; the gentle,stroking movement of the bath water;
"las caricias de las goteras derramdndose sobre su piel
¢omo anticipo de algo cierto"(p.61); the sensation of
Violeta rubbing him with the towel "con mucha suavidad"
(p.61),getting closer and closer to his penis;and finally
the climactic combination of these elements when they
eventually make genital contact.

This lengthy passage is suddenly interrupted with
a few short lines:

- No,con su mano NO. ..
- 6Q6mq?
- Tu,-tu.o-(PaGB)t

The abrupt change in the movement of the prose brings
out the awkwardness and confusion of a young man having
his first sexual encounter.But then there is a change
to the first person and the flow of the narrative is
restored as Llvaro‘s sense of security returns:

Yo.Esto que te va penetrando soy yo.Todo yo.
Nada de mi yo queda afuera...(p.63).

Vgt



The switch to the first person highlights the pride and
pleasure Llvaro feels in penetrating his first sexual
"conquest".We can see how Donoso avoids a detailed de-
scription or catalogue of events by eliminating to a
considerable extent the concept of a traditional narra-
tor.Instead he uses imagery and switches in time,person
and level of reality in order to bring the reader clo-
ser to the narrative itself by actually making the
pattern of the prose reflect the patterns of thought
and feeling in his characters.

The interesting point to be gleaned from the above
examples is that,since Coronacidn,Donoso has gone a

long way to developing a near-autonomous form of narra-
tive.The author disappears from the action and the
narrative seems to propel itself,thereby allowing the
reader to enjoy @& vision of reality apparently untar-
nished by the writer's opinions:- a vision of reality
that is therefore essentially ambiguous.This autonomy

of narrative can be perceived on various levels in Este
domingo.There are,for example,numerous instances of the
characters’ thoughts being introduced into the narrative
without any direct intervention from the author to ex-
plain the process.This is evident in the above-mentioned
passages dealing with the thoughts of £lvaro and Chepa.
Donoso constantly switches from third to first person
without explanation,as in this randomly chosen example
involving Chepa and Maya:

Comenzaron a hablar y se calld: iba a pedirle
algo,ella lo vio venir.lNo quiero.No quiero que
me pida nada y no quiero darle nada (p.113).

Similarly,dialogue is often introduced into the main
flow of the narrative without any authorial intervention.
In the following example Donoso launches into the tele-
phone conversation without bothering to make a visible
distinction between the third person and the second:

la Fanny llamé para decirle que la Victoria
habia llegado de repente del campo con uno de
los nifios enfermos y queria llevarlo donde el
médico. ™ ves que lo maneada que es la pobre
Victoria.No voy a poder ir a la Penitenciaria
contigo...(p.106).
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Sometimes the conversations of more than one person are
introduced directly within a single narrative unit,as
in this scene where the narrative voice switches from
Maya to Chepa and back again without explanation:

y me quedo mirando el techo,varios dias,
una semana a veces,con esa pena que usted
sabe,claro que sé Maya,claro,cdmo no voy

a saber.Acuérdese de esa vez en el hospital
vy que usted no me reconocid.Fui al norte.Me
dieron ganas (p.160)

or in this scene involving Violeta and Chepa:s

le debo tanta a misid Elena y a ustedes que no
sé cédmo puedo ser asi...,bueno,mujer,no te
agites,mira que te va & dar infarto y no vale
la pena.Pero 12 Chepa se levanta y se pone los
guantes (p.l168).

On other occasions Donoso advances the action by
inserting a dialogue into the narrative without going
through the traditional novel‘s process of introduction.
Such is the case in this example:

..+ 3in hacer caso a las protestas indignadas
de su hija se fue a la Penitenciaria.
- Crei que no iba a venir...
- (Pero por qué?
- Cref{ que estaba enojada conmigo... (p.113).

Donoso simply tells us that Chepa is going to the prison
and then plunges straight into a conversation with Maya
that she has while she is there.A traditional novelist
would have to describe her arrival and set the scene
for the conversation.Donoso,however,chooses to minimize
the rdle of the narrator so that there are fewer barriers
between the reader and the narrative.

Even more interesting is the way Donoso introduces
snippets of dialogue to illustrate t.ie theme of the
main narrative passages.A third person account of Mi-
rella's wedding is highlighted by the sudden,unannounced
introduction of a conversation between Violeta and
Fausto:

..+ LLlas relaciones quedaron malas cuando Fausto
se negé a invitar a los Vives,a don £Llvaro y
a misid Chepa y a las "nifiitas" con sus maridos
a su casamiento. -

-;Pero por qué,Fausto?

- No es familia.Usted es familia.

- No entiendo.

- la Mirella no es sirvienta (p.45).
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The technique is later inverted to great effect in

Part II when Donoso presents two scenes simultaneously:
a third person account of Chepa’s visit to Marujita
Bueras' s house is embedded in her conversation with Maya
about the visit.A brief extract from the passage acts

as an interesting example of Donoso‘s maturing techni-
cal artistry: )

... lLas puertas cerradas con luz detrds:olor a
anafe,a plancha,a ajo dordndose en aceite ordi-
nario,a ropa sucia,radios vociferantes,peleas
de vecinag,envidias,pequefias venganzasS. ..

- No,no ‘misid Chepa,no quiero,si es igual
que aqul.

Y sube al segundo piso por una escalera en-
clenque pero de baranda tallada.Junto a la
puerta de una de las piezas un pdjaro salta
en su jaula y ella siente crujir bajo su zapato

el alpiste salpicado.Y los vidrios de la galeria
sucios,y el ruido de autobuses y trolleys por-
gque la casa queda en el centro,metida entre
las espaldas de edificios de departamentos,
contando los dias para el momento de la demoli-
cidn.Y portadas del Para Ti destifiéndose entre
el vidrio y el visillO...

- No,Maya,no puede...

- Peor que gqudaes

Y la pieza de la Marujita... (p.134).

Such examples of Donoso' s simul taneous presentation
of different points in time and space serve as an apt
illustration of the technical advances in his writing
after Coronacidn.If in Coronacidn we saw the author's
nascent struggle against the restrictions of traditional
literature,in Este domingo we begin really to see the
fruits of that struggle.Thematically the novels may be
similar but in terms of style and structure the develop-

ment is enormous.The form of Este domingo may lack the
complexity and tortuousness of El obsceno pdjaro,but

nevertheless,its fragmented nature does reflect,not only
Donoso's views on the instability of the human personali-
ty and the essentially chaotic nature of the universe,
but also a new perception of reality based on an aware-
ness of man's inability to interpret that reality accu-
rately. The ultimately harmonious plan Donoso imposes
upon this structure does not necessarily undermine the
impact of the novel's fragmentation.Indeed,the network
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of oppositions enhances the reader’s impression of am-
biguity,while the range of conscientiously evolved
narrative techniques brings him closer to the narrative
itself,reminding him of the complex nature of reality by
forcing him to interpret it himself in the abscence of
authorial comment. i

Este domingo is,then,essentially a formal re-wor-
king of Coronacidn.El lugar sin 1imites, though published
shortly before Este domingo,takes Donoso even further
beyond the restrictive dictates of traditional realism.
If Este domingo marks the break with the dominant sty-
‘iistic mode of Coronacidn,then El lugar sin 1imites
marks the link with the hallucinatory world of El obsceno
péjaro.The co-existence in Coronacidn of two antagonis-
tic approaches to narrative gave way in Este domingo to
a "great leap forward" in technical terms:following on
from this it is El lugar sin 1imites which finally
bridges the gap between the earlier work and the lite-
rary triumph of 1970.

Like Juan Rulfo's Pedro Pdramo, El lugar sin 1limites
paints a picture of down-trodden Latin-American under-
dogs exploited by a corrupt landowner;but,as in Rulfo's
novel,this situation is merely the point of departure

for the development of an issue of more universal im-
pact.For this reason Donoso's work now becomes even
more metaphorical in character.As Cornejo Polar has
writtens:

Con El lugar sin limites Donoso,sin dejar de
pulsar una vez mas el tema de 1a destruccidn,
comienza a despegar el relato de sus ajributos
realistas;concretamente,y sobre todo a través

del ingreso de connotaciones miticas,ensaya la
proposicidén de un sistema semdntico que no

guarda paralelismo estrecho con el universo
representado novelescamente.Los seres ,objetos

y sucesos que encarnan en el relato son siempre
mds que su representacidn especificaj;o si se
quiere,corresponden a dimensiones universalizadas
de la existencia humana, De esta suerte el dis-
curso narrativo tiende a escapar de los limites
de la verosimilitud factual para lograr,mds
bien,una muy subida coherencia interior.Se ampara
ésta en ‘el sentido de la existencia propuesto

al lector en la imagen general del hombre y el
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mundo que el texto realiza,mucho mds que en la
confirmacidn que podria derlvar de algin con-
senso acerca de la realidad materia de repre-
sentacidn®?

While the underlying symbolism identified in Coronacidn
and Este domingo (along with. the latter novel's struc-
tural fragmentation and almost surreal ending) offers
room to differ with Cornejo Polar's unqualified asser-
tion that "ambos textos se inscriben sin dificultad
dentro del canon genérico del realismo“?there are no
objections to the suggestion that El lugar sin limites
marks & change in the pattern of Donoso's literary pro-
duction.Coronacidn and Este domingo were set very firmly
in a concrete;urban reality and,al though we could de-
tect a symbolic value in the main characters* stories,
the novels' more universal themes were often presented
in a very direct manner:that is,in the form of Andrés
and £1varo' s mentally and verbally expressed fears of
death.However,in my view,the situation in El lugar sin

1imites is far more fundamentally symbolic.No character
consciously articulates his existential attitude; rather,
the fictional material world described by Donoso func-
tions as a general image of the human condition as he
sees it.It is significant therefore that Donoso does
not,as in the previously mentioned novels,introduce an
element of chaos into an apparently ordered world;in

the words of Promis Ojeda: '

Ya no se trata de mostrar la destruccidn del
orden por el aparecimiento del caos,sino que,
por el contrario,el mundo es presentado ya como
cadtico,en el sentldo de que las cosas han
perdido el lugar que les correspendla en el
orden establecido?

The impact of this is that 1ife is presented,as the title
and epigraph from Marlowe suggest,@s @& hell on earth.We
are not just susceptible to the dangers of despair:the
very state of our life is one of total anquish.

In the earlier discussion of the metaphysical ag-
pect of the novel,a clear symbolic pattern based upon
models drawn from Dr. Faustus and the bible was seen to

develop.There is no direct articulation of a sense of
existential uncertainty by the narrator or any of the
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characters: it is only through the symbolic value of
their relationship with don Alejo (representing God)
that this theme emerges.Thus Pancho's struggle with the
unscrupulous landowner - presented,on a concrete level,
in terms of social and financial dependance - represents
man' s attempts to come to terms with .the absurd by es-
caping the burden of religious conscience.His fear of
don Alejo’s death brings out the terror of life with no
God to guarantee its meaning.Manuela‘s futile attempt

to secure the protection of the patriarchal overlord
indicates the ineffectuality of religious faith.Japo-
nesa‘s recognition of the falsity of don Alejo's pro-

. mises points to a symbolic submission to existential
despair.It is thé underlying mythical pattern that gives
the novel its meaning:not any form of overt expression
by characters or narrator .

The significance of the main characters is rein-
forced by several further layers of symbolism including
that surrounding the minor characters. They underline
the pessimism of the novel's central message,their in-
dividual stories reaching fuller significance on a wider,
representational level.Don Céspedes is one example.Hor-
tensia R. Morell reworks the San Alejo legend to suggest
that he represents another facet of his master's psyche
- his rdle therefore being to question "the oneness of
identity“? In my view,however,don Céspedes's function
is to add to the general atmosphere of stagnation and
death:he is totally impervious to what goes on about him,
to the extent that “parecé momia"(p.128);furthermore
his symbolic function is closely related to deatﬁ,for
he evokes the figure of Charon who ferries the dead ac-
ross the River Styx ("el cznal de los palos") via routes
"conocidos s6lo por é1"(p.ll4).Japonesa Grande' s story
lends force to that of the other characters:she used to
huve faith in don Alejo, "pero un buen dia ya no pudo
esperar mds y comenzd a morirse"(p.45);heart-broken by
his deceit,"murid de pena"(p.44).The frustration of the
whores at the brothel also brings out the theme of exi-
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stential anguish on a symbolic level:Cloty is a "puta
triste" because nobody wants to patronize her (p.l3);we
are told that "la Nelly siempre llora un poco antes de
la madrugada"(p.140);Lucy' s 1life is just a waste (she
spends all her time in bed,"entre las sdbanas inmundas,
comiendo pan,durmiendo,engordando"(p.l6)) and an unex-
pected sense of almost metaphysical unease is brought
out by her reaction to the unknown horse-rider:"se en-
redd en la angustia de no saber quién era ese jinete ni
de ddénde venia ni para ddnde iba"(p.1l17).Pecho de Palo,
a rival brothel owner,represents age and decay: she was
once beautiful but is now old and suffering from vari-
cose veins (p.72).Ludo too is a "wieja bruta" with only
"un terrdn blando adentro de la cabeza"(p.23),and like
the o0l1ld women of E1l obsceno pdjaro "ni siquiera se acor-
daba de qué cosas tenia guardadas en la multitud de
cajas,paquetes,atados,rollos que escondia en sus cajones

o debajo del catre o en los rincones..."(p.22).She is
also nearly blind because when her husband died she al-
most went mad and threw her glasses into the coffin(p.21).
Death undermines her faith in 1ife so,when she loses

her husband,she symbolically gives up the struggle by
throwing away something which could allow her to live
normally.Similarly,when lMoniquita dies Misia Blanca,
"desesperada,se cortd la trenza rubia que le llegaba
hasta las corvas y l1& echd dentro del atadd"(p.21).She is
now a grey-haired old woman who eats in silence (p.95).
She is another character who represents the abandonment
of 2 positive attitude in 1ife in the face of existen-
tial‘deSPair.

Donoso also makes extensive symbolic use of atmos-
phere in El lugar sin limites.McMurray has suggested

that "the many somber descriptions illuminated by flashes
of 1ight evoke the tenebrous paintings of the masters

of chiaroscuro such as Caravaggio,Rembrandt,and Georges
de la Toqr“? The whole tone of the novel is one of dark-

ness and gloominess: there is no sun;darkness has set in
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by the fourth chapter;the wind has been whistling and

the rain lashing down all day.Manuela thinks the house is
so dark that "parece velorio"(p.46); the candles "eran como
las de un velério"(p.53);Pancho later describes the scene
in the brothel as’a "velorio"(p.124).There is also a ge-
neral atmosphere of decline:the brothel is cold and wet,
its tiles have fallen off,and it is actually sinking in-
to the ground; the town itself has declined,people have
left,and what remains is in a state of decay.

It is significant too that - as in Juan Carlos
Onetti's Juntacaddveres - a central symbol is that of a
brothel. The brothel symbol implies a degraded reality,
the opposite extreme from the patriarchal family home of
the nineteenth century,the repository of stable values,

the social nucleus,the example of hierarchy and cohesion.
This is a world in which the love and human solidarity
implicit in the family relationship are perverted: don
Alejo,0ctavio and (to some degree) Pancho all disregard
their families by turning to institutionalised sexuality
outside marriage.Furthermore,the images we are given of
brothel-life are predominantly negative.We are told that
"los hombres no se daban cuent