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Freedom From Dependency

Isabel Allende, Daughter of Fortune

 For a text that certainly raises concerns of the oppressive nature inherent within 

the structure of patriarchal society, Isabel Allendeʼs Daughter of Fortune does more to 

undermine the position of women in society than it does to support it. While it is possible 

that Allendeʼs use of historical context within the novel that causes her to develop a 

structure for her use of gender relationships that are historically accurate, it is the 

specific presentation of gender relationships and the “lessons” in subserviency that are 

repeated throughout the novel that are particularly dangerous. 

 For example, when Miss Rose claims that “you must allow the man to feel 

superior, child,” Allende expresses a relationship that is based more on control than on 

equality (Allende 75). Initially, this “advice” seems to indicate a relationship where a man 

is given greater power and respect than the woman. However, its intention is to develop 

a relationship where the man feels superior, rather than necessarily being superior. The 

“advice” is to achieve control through manipulation and secrecy, which is both a basis 

for an unhealthy relationship and a prime example of a major negative female 

stereotype that is often repeated in many areas of modern media: the woman, the 

poisoner, who achieves her wishes through underhanded methods. The biggest 

problem with this “advice” is that it shows Allendeʼs primary method for her female 

characters to achieve strength throughout the novel. 

 Additionally, Allende consistently portrays male/female gender relationships 

throughout the novel that have a focus on dependency. The majority of the female 

characters are haunted (and held back) by “ghosts” of former lovers. These former 
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lovers represent a figure of dependency for the characters, as they manifest a need for 

connection in order to survive. Yet, these figures of dependency are not necessarily 

exclusive to the female characters in Daughter of Fortune, as Allendeʼs male lead, Tao 

Chiʼen, spends most of the novel chained to the memory of his dead wife Lin. Yet, at the 

same time Linʼs character is a representation of the epitome of female subserviency. 

The fact that we are never given Linʼs perspective, only Tao Chiʼenʼs viewpoint on her 

life is significant. She is constantly seen as acting only to support Tao, and never herself 

(even beyond death). Even if there is evidence of “purchased wives” in China during this 

period in history, Allendeʼs decision to portray Linʼs slavish relationship with Tao Chiʼen 

in a positive light is unsettling. 

 This is especially clear when the focus of the novel is on Elizaʼs search for 

Joaquin Andieta, who left her behind with his child. Even if, as Allende states in an 

interview included at the end of the book: 

  She did not find him but instead found something far more valuable: 

  freedom. She had friends, a full life of helping others, and at the end she 

  also had the love of Tao Chiʼen, who was a much better man than her first 

  lover Joaquin Andieta. (Allende 10)

The final line of the text, “ʻI am free,ʼ she replied, holding tightly to Taoʼs hand,” seems to 

mirror Allendeʼs interpretation (Allende 399). Yet, it is the juxtaposition of the actions of 

Eliza declaring her freedom while being chained by “holding tightly to Taoʼs hand” that 

reveals the fundamental problem with Allendeʼs representation of women in the novel. 

Eliza is essentially moving from one figure of dependency to another. And while Tao 

Chiʼen may be a “much better man” than Joaqin Andieta ever was, the only real change 
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that Eliza undergoes the shift from her reliance on a “ghost” to her connection with a 

man who is definitely “present.
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Blue Eyes and Brown Eyes Are Just Eyes in the Dark

Octavio Paz, “The Blue Bouquet”

 Is it possible to discern difference in the dark? Octavio Pazʼs surrealistic short 

story, “The Blue Bouquet,” explores elements of cultural difference and postcolonial 

rage through imagery that can only be perceived through sight. It is no coincidence that 

the story constantly repeats the use of “eyes,” as they are an image meant to convey 

that the difference between two cultures is an optical illusion. Paz shows this through 

the relationship between the “native,” and the “outsider” as they are represented in his 

narrator and the narratorʼs attacker.

 His nameless protagonist is presented as an outsider because of his placement 

in the boarding house. This is likely due to the tendency for temporary nature of 

residency in boarding houses, most people that stay in them are usually travelers or in a 

period of transition in their lives. Yet, his nationality (or origin) is unclear. Paz leads the 

reader to believe that in a sense he does not belong. By deciding to ignore the advice of 

the owner of the boarding house who tells him, “hmmm---everythingʼs closed. And no 

streetlights around here. Youʼd better stay put,” the narrator demonstrates his relative 

ignorance of local common sense (Paz 163). 

 The absence of streetlights, the darkness, is Pazʼs canvas for painting his 

expression of anti-colonial sentiment within the story. This is primarily evident in two 

sections of the story. If sight is the medium which Paz uses to convey cultural 

difference, when the narrator is “blinded by whiteness,” it is a metaphor for the 

overwhelming process of colonization by “white” settlers (Paz 164). Paz reinforces this 

Deline 6



with the attackerʼs desire for “blue eyes” (Paz 164). By extension, blue eyes are 

normally associated with people of Aryan (or white colonizer) descent. The violence 

inherent in the act of taking the narratorʼs eyes represents the anti-colonial rage present 

within the text. Should the narratorʼs eyes be taken from him by his attacker he would 

be “blinded” by the consequences of colonization. Yet the narratorʼs eyes are brown, not 

blue. This is significant because his eye color not necessarily indicate whether he has 

descended from colonizers, but rather how his attacker identifies his target. The fact 

that the attacker cannot tell the difference without “seeing” the narratorʼs eyes in the 

light, shows that the difference between who he is targeting (white men with blue eyes), 

and who he has found (the narrator) is primarily visual. This is the fundamental 

connection that Paz makes in “The Blue Bouquet,” that brown eyes and blue eyes are 

just eyes in the dark.
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The Jokeʼs on You

Augusto Monterroso, “The Eclipse”

 Like Octavio Pazʼs “The Blue Bouquet,” Augusto Monterrosoʼs short story “The 

Eclipse” deals with issues of anti-colonialism and the ignorance of the colonizer (or 

outsider), albeit Monterrosoʼs approach is decidedly more comedic in nature. Where 

Paz exercises subtlety in his examination of the relationship between the colonizers and 

the colonized, Monterrosoʼs use of biting sarcasm to express the same relationship is 

the strength of his story. “The Eclipse” reads almost as if it were a joke, where the target 

audience is clearly those who would associate with the colonizerʼs position. Brother 

Bartolome Arrazola is introduced with the suggestion that it was his “topographical 

ignorance” that led him to his unfortunate predicament (Monterroso 179). 

 Yet the point of the story is not that he was lacking knowledge of his 

surroundings, but rather his faith in the ethnocentric superiority of European knowledge 

that is his downfall. Arrazolaʼs “steep knowledge of Aristotle” is entirely unaware of the 

“infinite dates [of] ... solar and lunar eclipses, that the Mayan community had 

foreseen ... without Aristotleʼs valuable help” (Monterroso 179-80). The “three years in 

the land had given him a fair knowledge of the native tongues,” but hardly any 

knowledge of their history, culture, or scientific progress (Monterroso 179). The comedy 

of “The Eclipse” lies within the actions of the natives. They know that Arrazola is trying 

to frighten them using “superior” knowledge, and they toy with him as a result. By 

leading Arrazola to believe that he has a chance at survival sets the stage for the punch 

line where “one of the natives [recites] ... one by one, the infinite dates in which there 
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would be solar and lunar eclipses” (Monterroso 180). Ultimately, Monterrosoʼs short 

story serves as a darkly humorous warning against the dangers of ethnocentric attitudes 

(specifically in the case of European colonizers), and a moral guideline to approach 

other cultures with respect, lest you wake up on somebodyʼs “sacrificial altar.”
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He is Not Theocritus

Pablo Neruda, “Body of a Woman, white hills, white thighs,” “Some Beasts,” 

“Letter to Miguel Otero Silva, in Caracas”

 Though he makes a strong claim that he is “not Theocritus” in his poem “Letter to 

Miguel Otero Silva, in Caracas,” Pablo Neruda excels in his use of natural imagery 

within his poetry (Bly 121). While Theocritus (a Greek pastoral poet) is known for his 

use of natural elements in his poetry, that is as far as the connection reaches. The 

difference between the two poets, and indeed the strength of Nerudaʼs poetry lies in his 

choice to include natural elements (objects, processes, or beings) as metaphors to 

express unnatural concepts (nations, guerilla warfare, dictatorships, oppression). While 

this technique is evident in the majority of Nerudaʼs poetry, it is especially clear in two of 

his works.

 The first stanza of “Body of a Woman, white hills, white thighs” connects the 

ideas of fertility between womanhood, land, and the development of a nation. There is a 

direct correlation between the use of the words “woman,” “hills,” and “thighs” that 

Neruda uses to equate the two concepts as one (Bly 19). This is not dissimilar from the 

idea of “mother” nature, yet it is a “mother” that can conceive “human” creations. When 

Neruda states, “My body, savage and peasant, undermines you / and makes a son leap 

in the bottom of the earth,” he is describing the creation of a state, not just the birth of a 

“son” (Bly 19). The words “savage,” “peasant,” and “undermines” describe human 

classification (savage), social class structure (peasant), and the process of altering the 

natural state of the land into a place where human “civilization” can thrive (undermines) 
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(Bly 19). The line “body of my woman, I will live on through your marvelousness” 

signifies a patriotic connection between the narrator and the land. Especially 

considering the fact that he changes from “body of a woman” to “body of my 

woman” (Bly 19). Yet the undertones of the poem as a whole relate a terrible sadness. 

The final stanza indicates a separation and longing that is not dissimilar from Nerudaʼs 

own experience with political exile from Chile. In this way, Neruda is able to express his 

own relationship with Chile using the powerful natural imagery of “Dark river beds down 

which the eternal thirst is flowing, / and the fatigue is flowing, and the grief without 

shore” (Bly 19).

 The imagery of endless oceans of grief, and infinite rivers of grief and desire are 

personifications of abstract concepts. This technique becomes trend in Nerudaʼs “Some 

Beasts.” The juxtaposition of animalistic beings and human instruments of warfare with 

abstract ideas creates impossible imagery that makes the poem decidedly surreal. The 

“twilight of the iguana” whose “long tongue like a lance” introduces the reader to the 

theme of never-ending warfare that is expressed in the poem (Bly 67). The lines evoke 

the ideas of quick strikes that take place during the night. The lines, “It was the night of 

the alligators, / the pure night, crawling / with snouts emerging from ooze, / and out of 

the sleepy marshes” express a similar image of guerilla warriors that use the 

environment (the marshes) for a strategic advantage (Bly 67). The “puma [who] runs 

through the branches / like a forest fire” signifies the wake of destruction left behind by 

war (Bly 67). The iguana, alligators, jaguar, puma and badgers are the bestial 

representation of the guerilla warfare that has become so attached to modern Latin 

American regions. Yet, it is the snake which foretells his most sinister prophecy. Neruda 
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ends the poem with the lines, “And deep in the huge waters / the enormous anaconda 

lies / like the circle around the earth, / ... devouring, religious” (Bly 67). This depiction of 

a devouring snake encircling the earth is a far more direct semiotic reference than the 

others. The snake is a reference to Ouroboros, which symbolizes infinity. The message 

that Neruda is conveying is that the cyclical nature of the shift between democratic and 

military leadership in Latin America is a process that is destined to repeat itself, ad 

infinitum.

Deline 12



Sandino: Martyr, Hero, Nation

Ernesto Cardenal, “Zero Hour”

 Ernesto Cardenalʼs modern Nicaraguan historical epic “Zero Hour” is undeniably 

written from a Marxist perspective. The retelling of the rise of corporate presences in 

Nicaragua to express the destructive effect they had upon class structure and wealth 

distribution in Nicaragua is chilling. Not only did they drive the gap between the 

proletariat and bourgeois groups further apart, but the conditions created by the 

impossible price requirements set on one of the countryʼs main exports (bananas) 

created a situation “ripe” for the eradication of the entire working class. Cardenal 

describes “hunger along the Atlantic Coast of Nicaragua ... [where] the farmers are put 

in jail for not selling at 30 cents” (Cardenal 3). This is in direct contrast to a time when 

the “campesinos of Honduras used to carry money in their hats / when the campesinos 

sowed their seed / and the Hondurans were masters of their land” (Cardenal 1). 

Cardenal shows this difference in order to express a sense of loss, as well as what can 

potentially be regained. 

 The oppressive nature of the corporatized state of Nicaragua sets the stage for 

the main focus of the “story” within “Zero Hour,” the conflict between Sandino and 

Samoza. Sandino who “never owned any property,” whom Samoza called “an outlaw,” 

where “at banquets Moncada called him a bandit,” and whom the American Minister 

claims that “ʻhe isnʼt one ... but we call him a bandit technically,ʼ” is a figure who 

represents the marginalized and disenfranchised members of Nicaraguaʼs working class 

(Cardenal 5-6). Samozaʼs (and other figures of power) definition of Sandino as a 
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“bandido” reflects a particular perspective (Cardenal 5). They use negative terms to 

discourage support from the Nicaraguan people, much like the recent use of the term 

“terrorist” as a blanket term used to describe American political threats of varying 

origins. 

 However, Cardenalʼs representation of Sandino and other rebels is one of heroic, 

yet tragically doomed proportions. When he quotes Moncada stating that “ʻanyone who 

sets out to be a savior winds up on the Cross,ʼ” he is foreshadowing the fate of the first 

movement of rebellion against Samoza (Cardenal 4). Cardenal expresses a reverence 

for the “happy army, with guitars and hugs. / A love song was its battle hymn” (Cardenal 

5). The rebels were united by necessity, a desperation forced upon them by the growing 

depletion of their material resources (they belonged to corporate entities). Cardenalʼs 

description of their armaments is the most depressing aspect of their struggle. The 

“hoarding of each bullet as though it were made of gold; / with mortars made out of 

pipes / ... with hand grenades made of sardine cans,” expresses the Marxist slant that 

serves as a basis for the viewpoint in “Zero Hour” (Cardenal 5). This is because the 

rebels are not in control of the means of production, and therefore closed off from the 

easiest avenues of obtaining military arms. They canʼt buy weaponry from the black 

market without monetary assets, as they have “no pay except food and clothing and 

arms,” and are instead forced to rely on the limited resources given to them (Cardenal 

5).

 This sense of unity present in the rebels is central to Cardenalʼs vision for a 

positive future for Nicaragua. The rebels “were all united until they were all killed,” but 

they died together, and in a sense, all wound up “on the Cross” (Cardenal 4-5). While 
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this rebellion appears to be an act of futility, Cardenal uses their deaths as a means to 

provide hope in the poem. The “kid they caught at night sticking up posters [stating] 

SAMOZA IS A THIEF” shows a shift in perspective in the Nicaraguan youth (Cardenal 

13). The child represents the “seeds” of change within the nation, and the reversal from 

Sandino to Samoza being referred to as a bandido is the growth as a result of that 

change. This process of natural growth is the image that Cardenal ends “Zero Hour” 

with. He states that “the hero is born when he dies / and green grass is reborn from the 

ashes” (Cardenal 13). The hero is both Sandino and his rebels, and the green grass is 

Nicaragua, and Cardenal leaves the reader with a statement that despite impossible 

odds, change can occur.
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The Nameless and the Numbered

Roque Dalton, “Love Poem,” “Number 357”

 Like Ernesto Cardenal, Roque Daltonʼs poetry contains an affinity for the 

underdog, the unsung heroes. His “Love Poem” is directed at those who need love 

most, the unloved. The poem reads like a laundry list: from the “most wretched of the 

earth,” to “those who nobody ever knows where theyʼre from,” Dalton includes a near-

complete list of every type of person most often ignored or forgotten throughout history 

(Dalton 18). More importantly, this “list” also contains many of the stereotypical 

representations of Latin Americans seen in American and European media and 

literature. How often are latinos seen on television as “stealing, smuggling, swindling,” 

and “always suspected of everything” (Dalton 18)? The fact that these “lists” are one 

and the same is depressing.

 However, there is one significant exception to this trend. Dalton “loves” the “best 

artisans in the world” (Dalton 18). This is precisely the position of the narrator and the 

guard in his poem “Number 357”. The numbering of the guards in the poem represents 

a system that is often used in prison and slave camps to discourage individuality and to 

eradicate the sense of human identity. It is used to make people feel more like gears in 

a machine than human beings. The imagery Dalton uses to represent the “groups” that 

the guards are separated into, “those who throw stones at rabbits ... those who go 

hopping past my cell, shouting local words ... and those who piss while they wake me 

up ... and growl at me that itʼs even colder today,” provide a limited ranged of actions, 

and Dalton includes a sense of daily repetition in these actions that reinforces the idea 

Deline 16



that the guards are only performing a function within a larger machine (Dalton 19). He 

separates 357 not only because he “used to be a shepherd and musician,” (an artisan) 

but because he is the only guard he knows to break free from the role he was placed in 

by sneaking “off to go sleep with his wife ... something strictly against 

regulations” (Dalton 19). Additionally, the fact that the poem itself is meant to be a 

“keepsake after they kill” the narrator, means that it is the only remnant of the existence 

of one of “those who rotted in prisons in Guatemala, / Mexico, Honduras, 

Nicaragua” (Dalton 18-19). In other words, the narrator in “Number 357” is one of the 

“forever undocumented” that Dalton dedicates his “Love Poem” to (Dalton 19). Together, 

the guard and the narrator are the numbered and the nameless.
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A Play Outside a Play

Manuel Puig, Kiss of the Spider Woman

 What is Puigʼs purpose in adding scientific and psychological descriptions of 

homosexual and bisexual natures outside of the main body of his novel Kiss of the 

Spider Woman? For a text that expresses itself primarily as a dialogue between two cell 

mates in an Argentinean prison, the inclusion of the footnotes distracts the narrative flow 

of the page. While Valentin and Molina represent the effects of political and sexual 

repression in society, respectively, the footnotes appear to take on a third “voice” that is 

meant to establish an internal dialogue between the text and the reader. It is important 

to note that this third “voice” is not entirely reliable either, as Puig includes evidence 

from a made up scientific source. This unreliability mirrors the fact that both Molina and 

Valentin are constantly betraying or manipulating each other throughout the novel. Puig 

is using the footnotes to impose a particular interpretation of the reasoning that leads up  

to the sex scene in the novel. Keep in mind that his justification for the unnaturalness of 

exclusively heterosexual behavior is what Puig wants the reader to believe in order to 

understand why Molina and Valentin have sex. Yet this does not necessarily mean that 

both characters share an aspect of multiple sexual identities. For Valentin, it was a 

means to an end. It allowed him to gain Molinaʼs trust at a level that would allow him to 

send Molina to his death on the off chance that it may lead to his escape. It is also 

significant that the last footnotes are right before the sex scene, as this allows the 

reader to respond to Puigʼs messages by either creating their own interpretation of the 

action, or to blindly follow his structured path.
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An Unspoken History

Eduardo Galeano, Century of the Wind

  The majority of the texts that we have read in this class share a common 

interest in the oppressed, the forgotten, and the often silenced perspectives of the 

marginalized and the rebellious. If history is written by the victors, then is it possible to 

preserve accurate accounts of these viewpoints? Eduardo Galeanoʼs text often 

references the action of information control and suppression by the government 

(according to Galeano, governments are constantly declaring that things “donʼt exist”). 

Yet Century of the Wind is a perfect example of an alternative history that has broken 

free from the government control that he is critiquing. The best representation of this 

struggle lies early on in the novel in the section “The Government Decides That Reality 

Doesnʼt Exist” (Galeano 6). Not only does the section title relate the silliness of the 

proclamation, but it also provides evidence for the idea that governments (especially 

totalitarian or dictatorial regimes) believe that they are in total control of the flow of 

information. They want the people to believe what they tell them to, and they use the 

people to control the people. It is the voice of the town crier that they hear, not that of 

President Manuel Estrada Cabrera, whose only presence is his signature on the 

“proclamation,” while he sits safely away from the heart of the disaster (Galeano 6). This 

relationship between what the government is telling the people, and what they can 

clearly observe is an allegory to the struggle that Galeano must face in order to reach 

his audience with Century of the Wind. Not only must he face ridiculous governmental 

restraints (he was exiled) on the distribution of his works, but he, like the town crier, 
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must speak his “proclamation” in the face of what everyone else can “clearly see”- the 

established historical doctrine in place before his novel was even written.
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