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Abstract
This dissertation explores constructions of memory and testinmothe concentration-
camp narrative of Spanish author Max Aub. One of the most forgcitispters of all
Spanish Civil War and exile history is that pertaining to the SpaRepublicans who
were interned in French concentration camps after the end of ithleVWar. The
concentration camp occupies a central place of memory and beaam®asrent symbol
and leitmotif that reappears in various manifestations throughout much of Aub’svearrat
work. In this dissertation, | investigate the symbolic value ottdmeentration camp as a
discursive vehicle, dieux de mémoirethat allows Aub to reconstruct his traumatic
memories of the camp and convert them into narrative memory throughgw |
examine the fictionalization of testimony in various literggnres and media, and
analyze the use of different narrative strategies of rememmdrand memory work to
convey the experience of internment. My analysis of the camps beyond the
traditional psychoanalytical conception of trauma as an individual phemmrmby
exploring the collective dimension of trauma and memory. Aub’s recmguot his own
personal experiences exceeds a mere autobiographical poritapeaaks in a collective
voice that seeks to share the suffering of fellow exiles amgpcsurvivors in order to
form a new collective or group consciousness. Writing about the camesents Aub’s
way of bearing witness to his trauma at the same time iashis way of fighting the
silence that has surrounded this experience shared by so manyRepublican exiles.

Through his testimonial writing, in both its individual and collective efisions, Aub



succeeds in a long-cherished goal, that of reinserting the meraoes of the Civil War,

exile, and the camps back into Spain’s historical and literary discourse.
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1
Introduction

Digging up the Buried Remnants of the Past

Historical Trauma and the Search for Truth: the Creation of the TRC

The memory of traumatic historical experiences is often acaoieghdy an endeavor to
remember and commemorate the victims through the creation ofitiosts (legal, social
and political) that seek to restore historical justice and remeathe past in light of new
evidence. The State’s role in this process has often been onthef @surping or
silencing the pain stemming from historical traumas. Theckefor “truth” is an
epistemological struggle that faces a daunting task by platithe forefront the debate
between history, memory and the institutions that oversee their recoveryopéhs up a
discussion on the issue of human rights, which involves not only an ethita/so a
judicial component that endeavors to punish the perpetrators and brirgg jigstihe
victims. The Universal Declaration of Human Rights (1948) hasnedtla series of
universal or global declarations of human rights to which all huneamgb are entitled.
However, the implementation of these rights has recently beetiapnex as numerous
violations worldwide have surfaced, generating wide discussion ahdtede The
illegality of a State withholding information regarding the inges or crimes committed
by dictatorships or totalitarian regimes has been a subject sousdion among

international organizations which assert that the right to trutisetf is a right. As Juan



Méndez affirms, states have an affirmative obligation to investigarosecute, and
punish genocide, war crimes, and crimes against humanity; to disaoglereveal the
truth about such violations; to offer reparations to victims and tlaenilies; and to
disqualify the perpetrators by removing them from positionsutifaity (qtd. in Montes,
forthcoming).

One such institution that has begun to oversee the recovery pfolleasng
traumatic events is the Truth and Reconciliation Commission J;T#eGnded during the
1980s. These commissions are bodies established and funded by both gotzeeamde
international organizations to research and report on human rightesabuds Peter
Kellermann argues, “The TRC aims to facilitate a trutltovecy process through public
hearings that give voice to the experiences of victims, witegessed perpetrators,
attempting to uncover the causes, nature and extent of past humarvioggtions and to
search for ways to rehabilitate and to compensate the viftinibeir suffering” (154Y.
While it would have been unthinkable to implement a policy of forgethegHolocaust
or the horrors committed during the military dictatorships in Atiga or Chile, the TRC
provides a sense of justice and reconciliation to those victirhgwever, one of the
fundamental problems that has arisen deals precisely withotien of truth, which has
become a problematic issue stirring much debate. When dealmgistibrical traumatic
memory, one is ultimately dealing with testimonies thamagit to recount those painful
events that occurred. This is where the epistemological umtgreaiters, as testimonies
have often been relegated as historically inaccurate and akicticmdl constructions.
Nevertheless, even a fictionalization of testimony carrigls ivan historical and ethical

responsibility. Testifying to the past has been an urgent ¢agkdny fiction writers as

! In this context, | am referring to the overall cept of the TRC rather than one specific TRC.



they attempt to preserve personal and collective memories Bsimikation, repression,
or misrepresentation (Vickroy 1). According to Derrida, epislegical certainty can
never be the aim of testimony, for there is no testimony thatruest least structurally
imply in itself the possibility of fiction, simulacra, dissimudat, lie, and perjury—that is
to say, the possibility of literature (qtd. in Rostan; 21). Thiglaens why survivor
testimony of the Holocaust in the court of law was often dismisseignored at the
hearings and trials of perpetrators. Given that its objective was natdoge or reaffirm
knowledge or facts, it was not considered a reliable account.Priss0 Levi states:
“Testimonial memory is at the same time, a ‘source esddntithe reconstruction’ and
an insecure tool” (gqtd. in Forcinito 79). Bearing witness ancdhgivestimony are not
rooted in truth claims, but rather encompass a more complex eetotibnal and ethical
values’ Memory, both individual and collective, is a set of narrativesdbas not strive
for precision, but rather is a form of interpretation from the indial or community
narrating it. In other words, memory is socially constructed ahediical terms as an
oral, written, or even audio-visual narrative that often includesofict As Salvador
Cardus | Ros declares: “One cannot speak of mere truth and untruththeutaf a battle
between the various truths or untruths that each political project sweatder to justify
itself and to justify its past, present, and future” (24). Tioeeefby fictionalizing
testimony, one can go beyond the concept of truth claims andidevather underlying
issues such as justice, reconciliation, or reprisals. The d¢ramstion of the oral

testimony to the written text gives rise to the formatiom ofew corporeality of literary

2 Ana Forcinito explains that Dori Laub’s approaah testimonial literature “is about having an
understanding of testimony more concerned with ghevivor than with the expectation of narrative
authority” (91).



form that manifests itself through different genres and allowshfercreation of other
truths ormundos posibles

In recent decades, numerous fictional works on traumatic experantats
representations have appeared in large part due to the surydochust testimonies.
This has given rise to the creation of what Laurie Vickroy seftraumatic narratives,”
which are fictional narratives that help readers to acceaméatac experience and to
better understand the more complex and painful implications of tradrhe. includes
the tensions and conflicts inherent in the retelling and reexparient tragic events in
addition to the obstacles in communicating such experience. ®©hsetxcles (silence,
denial, dissociation, resistance, repression, forgetting) form the bhshe traumatic
narrative. According to Vickroy, such narratives illuminate gezsonal and public
aspects of trauma in order to elucidate our relationship to meanoryorgetting within
the complex interweaving of social and psychological relationghipsThese narratives
also deal with the sociopolitical issues that ultimately imfbge and impact society’s
response, receptiveness, and level of support toward one’s individual lectigel
trauma. It is this response—whether one of acceptance or denialdetleatines not
only a community’s willingness to confront these traumatic is¢oleperpetuate them),
but also the victim’s ability to recover from the trauma. Thasovery process is
determined by multiple factors, such as the social environment,etlexity of the
traumatic event, and ultimately each individual's personal experigencealing with
tragic situations. The most favorable conditions for healingstexthen a
“society...organizes the process of suffering, rendering it a mgfhimode of action

and identity within a larger social framework” (Vickroy 14).



Another objective of trauma narratives according to Vickrog ieshape cultural
memory through personal contexts, adopting testimonial traits @éwveptr and bear
witness against such horrors. For traumatic memory to Isgsower and for it to be
integrated into narrative memory, a form of narrative recongructr reexternalization
has to occur (Vickroy 3). As Kimberly Rostan states, in ordetHe traumatic event to
lose its power as a fragment and symptom, and for it to be at¢glgmto memory, a
form of narrative reconstruction has to occur (36). For most survivorllective
trauma, the terrible events will not be incorporated and storedregular part of their
memories or remain a part of their ordinary personal histtoid® told by subsequent
generations. The tragedy will remain as a fragmentedpd#reir lives and as something
that has interrupted the normal flow of their histories (Kellenm&0). What is most
applicable to this dissertation is that the concept of traumatinagadoes not just
concern individual trauma, but also focuses on the relationship bethveandividual
and a social class or group and the responsibility that the groupe amstitutions that
govern the group, share with the individual. As with testimony, teananratives appeal
to a group or community of readers. The ramifications of the &anarrative go beyond
the mere accessing of the survivor’s voice by also placing partant emphasis on the
emotional impact felt by the reader as witness. Part dig¢h&ng process of the survivor
resides in receiving some kind of social acknowledgment and acceptd@he reader of
a trauma narrative therefore is transformed into an agent of sociahitemog Given that
trauma cannot be faced alone, the fictionalization of testimonlyles#éhe survivor to
form “relationships” with his/her readers. The readersanfrira literature can participate

in the process of reevaluating the experience.



At its heart, testimony does not merely concern issuesndealth the past, but
also places an emphasis on improving the future. According to the&tevef the United
States Institute of Peace, there exist today twenty fourgneoed Truth and
Reconciliation Commissions throughout the world, although many other @suhave
recently called for the establishment of new truth commissSioBse of the countries not
mentioned in the list is Spain, whose fate throughout the secondflthié dwentieth
century has been marked precisely by an inability and refasd¢al properly with the
traumatic memory of the Civil War, exile and the repressiand¢o regime. The nearly
forty-year Franco dictatorship was characterized by silandefear, and even the arrival
of democracy in Spain sought to avoid any thorough discussion of ¥ileAGir or the
regime. It is surprising that thirty years of democracgpain has resulted in very little
progress toward any form of reconciling the open wounds of the pastahignue to
fester. As Ofelia Ferran asserts, until very recently iiSes not undertaken any
official institutional reappraisal of its past nor produced an iaffieport documenting
past repression...Spain has undergone no judicial process bringing respqastids
from the Franco dictatorship to justice” (2007; 14). In order fargeisnd reconciliation
to occur, there must be recognition of accountability, responsilaitity some sort of
public commemoration, little of which has occurred in Spain. The ddwine twenty-
first century has seen a shift in this trend as the governmedbsdéf Luis Rodriguez
Zapatero has made efforts to confront Spain’s past, espemi#iythe proclamation of
the Law of Historical Memory in December 2007. What is everememarkable is the

fact that the Spanish government is currently financing the rec@fethe Nationalist

3 For more information on the different TRCs thaisewvisit http://www.usip.org/library/truth.htmiét




soldiers that were killed as part of the Blue Division (DivisiGul during World War
I, while it continues to deny funds for the excavation of the mass graves.

The creation of the Association for the Recovery of Histoemory (ARHM)!
in December of 2000 sought to bring to light the hidden truth of tiecBrregime and to
pay homage to the fallen Republicans who were never recognized nor chiayotiee
Franco or post-Franco period. As Herndn Vidal states: “To ydh# population
eventually some measure of truth must be briefly exposed aiex wlasocial catharsis.
Truth here must be understood as exposing publicly the logic, gsésmtdactics and
calendars used by the State to illegally destroy the oppa's(forthcoming). Although
Vidal is referring to the aftermath of the military dicteghips in Latin America (Brazil,
Argentina, Uruguay, Chile, and Peru), his contention that human rights violations must be
exposed in order for the memory to heal is applicable to the eiumti Post-Franco
Spain. The ARHM therefore sets out to accomplish this goal higting a series of
exhumations of mass graves in order to locate the human remainssadsiaated
Republicans and to give them proper burial and recognition. To didneteermains of
these victims also signifies the recovery of their silencedest Each bone that is
retrieved indicates the confirmation of a certain reality ith&éact did occur, and it serves

as an archive of the repression of the Franco regime. Howtbeeexcavation of the

* The ARMH was cofounded by Emilio Silva and Santidgacias. They were looking for the remains of
their lost relatives who were among the thirty thexd victims that disappeared during the Civil \&fad
Franco regime. The creation of this civil orgatima illustrates citizens’ desire to take the miiive to
confront Spain’s traumatic past, something that $panish government has been reluctant to do. The
ARMH does not receive financial help from any afficinstitution. This is illustrated by the follomg
comments from one of the witnesses interviewedimstudy: “Si no fuera por ustedes, que estarehdoi
todo esto, no se habria removido nada. Hay estec&, este miedo” (Armengou and Belis 155). This
organization has created a greater public awaresiebsrrors committed by the Franco regime and the
imperative need to deal with the past.



mass graves has also resulted in controversy as some $amiliest notably that of
Spanish poet and playwright Federico Garcia Lorca—have opposed the excavations.
The excavation of the mass graves and the recovery of thdsedasory traces
remind us of another forgotten part of Spain’s historical memibwy:victims of the
French concentration camps as a result of the Republican exile38f These two
experiences of exile and the camps share a common subject thatt@roblematizes
many of the same questions, especially those related to theatiest dispossession and
dehumanization of an individual's identity. In other words, when dealirilg thie
Spanish Republican exile of 1939, one cannot separate the conceptsdfanrilthe
concentration camp as they form part of the same experidgamemany Republicans,
internment in the camps only represented one particular staje much larger, more
complex journey that would constitute their exile. In this diasien, | look closely at
the life and work of one such exile, Spanish writer Max Aub, whoper@nce of both
the French concentration camps and exile form the crux of arart production. To
speak of the life and work of Max Aub is to confront these preciseess and
problematize the question surrounding exile identity, as they tbpad of his life from
an early age and continued to haunt him until his death. From thmniogg Max Aub’s
life has been characterized by the questioning of his own identitich Aub reflects

upon in the following statement:

Qué dafio no me ha hecho, en nuestro mundo cerrado, el no ser de ninguna parte!

El llamarme como me llamo, con nombre y apellido que lo mismo puedee se



un pais que de ofto.En estas horas de nacionalismo cerrado el haber nacido en
Paris, y ser espafiol, tener padre espafiol nacido en Alemania pauasire, pero

de origen también aleman, pero apellido esclaig), (y hablar con ese acento
francés que desgarra mi castellano, qué dafio no me ha hecho! Hcegnoste

mis padres en un pais catélico como Espafia, 0 su prosapia judia, en un pais
antisemita como Francia, qué disgustos, qué humillaciones no me readchr

Qué verglenzas! Algo de mi fuerza he sacado para luchar conte ta
ignominia...en Espafia es donde menos florece ese menguado nacionalismo.

(Diarios 128)

Exile, for Aub, has become a place of ignominy and humiliation thetdra apart his
own identity. He too finds himself searching for truth and trg;m@ind answers that will
help him define who he is on his own terms as opposed to allowing exile to define him.
Exile and the French Concentration Camps as a Source of Collective Trauma

In order to understand the complexities of Max Aub’s trauma, one atagsstomprehend
the various dimensions of exile that were inflicted on the Spa&egiublicans upon their
mass exodus from Spain in January 1939. It is this long journey xilgg and not
merely the internment in the French concentration camps, thaitatesstan additional
source of trauma and loss of identity that marks Aub’s life tftera Exile, on the one
hand facilitates Aub’s accessibility to the writing of testiy by giving him the freedom

to deal with certain themes that could not be touched in Spain, evhilee other hand it

® Aub’s frustration over his name is also reflectedhe following statement: “Qué molestias no me ha
causado mi nombre y apellido! Si me llamara Jugne®..Pero no"Diarios 233).

® Among some of the prominent scholars that havestigated this problematic are: Francisco Caudet,
Sebastiaan Faber, Patricia Fagen, Edward Saids [Siain, Michael Ugarte, José Luis Abellan.



represents a barrier that culturally challenges him. Thisrralildivision and separation
from the mother country, and especially the cultural institutionwtoth they formed
part, force one to wonder for whom the exiles were writing. Hmswer is quite
complex as Francisco Ayala pointed out in his essay “Para gs@ibimos nosotros?”
where he declared: “Para todos y para nadie...Nuestras palabrasviento: confiemos
en que algunas de ellas no se pierdan” (213). While the exile&ant preoccupation
with Spain attracted little interest from the Mexicans, rttlesconnection from the
residential exiles in Spain, in addition to the Francoist censuastichlly reduced their
audience to a small group of dispersed exiles. Aub himself anfiviergery question in
his Diarios when he states: “No siento el placer de escribir, creo que nuseati, pero
si el placer de intentar ver mas claro...por inteaxgticary explicarmeel tiempo en que
vivo...y para explicarme cémo veo las cosas en espera de ver cdousés ven a nii”
(Diarios 197). Max Aub’s writing of the camps therefore representpéisonal and
collective need and obligatieras a survivor of traumato better explain [to himself]
(explicarm@ this incomprehensible world and to bear witness for otleicar). This
guote becomes essential to understanding Aub’s need to write #satsréhe dynamic
of trauma and testimony. While the use of the vexplicar invokes the notion of
testimony, the incorporation of the indirect object pronmato the verb now places the
emphasis directly on the trauma. Also, the historical expersefias cosas) acquire their
own agency as they possess a certain hold on Aub, that is, the teastilba present
force in his life. Writing about the camps, like the exhumatiothefmass graves, thus

represents Aub’s way of giving a new meaning to the lives otdmeentration-camp

"My emphasis.
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victims [and to himself] and rescuing them from the silence and oblihat has buried
them for decades.

Whereas the bodies in the mass graves in Spain pose the questierexiktence
of a “Spanish holocaust/genocide,” the French concentration camps ladse s
holocaust/genocidal-like characteristics. The traumatic pasti®fexperience remains
buried underneath the remains of the camps, which, like the Fragiooeresliminated
the voice of its victims. In the absence of the physicaldsodf the camp victims, the
narrative texts and the stories/testimonies told by the survasstsme the role of paying
homage and granting a proper burial site to those who were denieapp@tunity as
well as assuring that the memory of the event is not forgottesn.Peter Kellermann
states, “The power of the personal story helps to heal deep enmetmnads and also to
build bridges between people and cultures within a collective experiehenutual
understanding” (146).

This dissertation delves into the issues of testimony, traumaony and exile by
examining the representation of the concentration camp as a plackective memory
and as the basis of identity formation in the work of Max Aub, on&pain’s most
prominent and prolific, yet often times forgotten, writers who watd exile after the
Spanish Civil War. The concentration camp becomes a recurrent sgmibdéitmotif
that reappears in a variety of different manifestations throughogh of Max Aub’s
work®  This prompts one to reflect upon the symbolic value of the esrg vehicle

through which Aub produces meaning, and to ask the questions: What rhakes t

8 Among other prominent literary works that haverbegitten about the French concentration camps are:
Saint Cyprien, plagby Manuel AndujarCrist de 200,000 brazdsy Agusti BartraAsi cayeron los dados
by Virgilio Botella, Aimohada de arenhy Celso Amieva, anos afios rojos. Holocausto de los espafioles
by Mariano Constante.
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concentration camp such an important symbol for Aub in his litesank? and What
does this symbol represent? Arguably, the concentration camp réprasgitical space
in Aub’s life where he is ripped away from his Spanish roots and siisgeed of his
identity while falling victim to the harsh and inhumane realityaatoncentration-camp
world. The texts that | examine in this dissertation explleeeconstruction of identity,
its fracturing and various attempts at it reconstructi8y. turning to the concentration
camp, Max Aub endeavors to not only bear witness to his (personatjatréut also to
reconstruct the dehumanized identity of the Spanish exiles aBeative group. My
contention is that Aub’s testimonial writing is not only collectibeit also his act of
bearing witness is also collective. This places the cono¢ptauma and testimony for
Aub in the collective realm. Aub’s work therefore acquires a certain regdapsn that
he does not want what the exiles lived and experienced to be forgotten or erased.

It is also the purpose of this dissertation to focus partigulam the largely
overlooked and under examined symbols that form part of the exilenanagtemming
from the French concentration camps. This involves an in-depth ex@om of the
concentration-camp world by exploring all of its spatial andptaa dimensions in an
attempt to unravel the hidden meaning and value that Aub grants gymhilic space.
To address Max Aub’s testimonial narratives about the campsesngtitering into the
problematic concerning the expression of trauma and pain throughuliggraomething
that Holocaust literature has also sought to realize. To anklgxeAub’s testimonial
works therefore requires a reflection on writing trauma and #tbods used to approach
the expression of trauma through literature. Much of the schaksbarch that has been

conducted on Max Aub’s work tends to place more emphasis on Aub’s ydastdan

12



exile, overlooking his place as a survivor of the camps. The purpabkes @fissertation
is to focus more on Aub’s works that deal specifically with the eotmation camps, but
not entirely, and to find thematic issues that ultimately contieetcamp to other
seemingly disconnected issues. Not all of the texts studiddisndissertation deal
specifically with the camps, but my objective is to illustrdtat there exist common
threads and issues that appear in many of Aub’s works, whether ab@ivith&ar, the
camps or exile, that carefully tie (thematically) Aub’s wotkgether. | reject the
division of Aub’s work into classifications based on when and wherevtleeg written,
contending that the presence of the camp finds its own way of agpeatexts that are
not about the camps. It is also my intention to demonstrate how Aubaosasway of
looking at trauma that goes beyond the traditional psycho-analyticalptancef trauma
as an individual experience.

The issue of genre also becomes a central theme in my anafygisb’s
concentration-camp literature. | look at the concept of genreasattool or means of
categorizing literary texts, but rather as a subject of arsallgat enables one to enter into
a discussion of representational modes and strategies of testimBgyexamining
different genres, the reader can not onlywkatis expressed, but al$mwit [the camp]
is expressed. In this study, | examine the narrative gtestehat Aub employs to
represent the camp in various genres (short story, theatemaiic script, diary, and
essay), and how each genre adds a new dimension to representation of the camp.

Aub’s approach to the concentration camps presents a tragiagveawherein his
writing about the trauma is in itself traumatic. His hisgtarinarratives about the camps

reveal that not only the origin is traumatic, but that traunmelss present in the act of

13



narration. This can be seen in Aub’s continual need to repeat amideréhe same
“stories” over and over again in different forms. The continuareafse to the camps
allows Aub to transform this traumatic memory into narrativenory as he reconstructs
the bits and pieces of this shattered reality. This tendenoypatsllels the structure of
traumatic memory and acting out, which involve the tendency to reqmeagéthing
compulsively. This obsession for repetition is a prominent theme taairn to later in
this dissertation, especially in chapter four, with the constantitiepeof the forgotten
memory of the exiles in many of Aub’s narrative works. Whét all points to are the
problems involved in the representation and writing of traumatic events. Thidsbkdy
closely at Aub’s need to resort to creative, alternative and iexpatal means of bearing
witness to his experience in the camps, and to project an honedbsadepresentation.
The texts examined here will show the difficulties faced ipressing the horror of an
unthinkable experience in a coherent manner. This often prompts Aub batctrs
deformed and illogical reality with an equally deformed andegigpie narrative structure
that ultimately parallels the concentration-camp experience.

The images invoked by Aub in the process of bearing withess empliasize
importance of returning to the site of the original trauma. ifp®ssibility of “undoing”
the memory and trauma of the concentration camp and “getting over it” by nedeid &b
the past obligates Aub to deal with the memory in a systemmatimer. Man is naturally
fixated by his obsession with memory, which becomes one of the dfdsesanity. By
re-experiencing the past, Aub is at the same time redeetinéngragedy and taking
ownership of his memory. Aub no longer sees the concentration caampodgect, but

rather has converted it into the subject of his literary discourse.
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Trauma, Testimony and Memory: The Camps as Lieux de Mémoire

Upon the conclusion of the Spanish Civil War and until his death, Auleotslithe focus
of his literary work to problematize these very issues sutheasffect of exile and the
internment in concentration camps on one’s identity. He turns to émeorg of the
camp as a discursive vehicle that enables him to assign nammngeo this indescribable
and oftentimes forgotten experierice. Aub endeavors to place the memory of the
Republican exile of 1939 back into the historical discourse of Spaice e Franco
regime relegated exile literatdfeo a marginalized position as “Other,” and not Spanish.
This task requires more than just a mere reference to thescdout rather invokes an
entire “healing” process and practice of working through the ongrof the camps.
Suzette Henke has coined the tesoniptotherapyto refer to the process of writing out
and writing through traumatic experience in the mode of therapeaactment (qtd. in
Vickroy 19). In order to accomplish this daunting task, Aub is fotoagse a variety of
discursive elements and literary genres in an effort to beéaess to his own personal
experience of being interned in several French concentrationscamigails from 1940—
1942, a phenomenon that goes beyond the traditional literary form césesigm and

comprehension.

® The internment of Spanish exiles in French conme¢inh camps has often been relegated as a fongotte
moment in contemporary Spanish discourse; overstedldo some degree by the Nazi concentration
camps of the Holocaust, the subsequent Second Wéaldand the Franco regime. However, in recent
decades, scholars have begun to better analyzeptiésomenon as an integral component of the
Republican exile of 1939.

10 Aub defines exile literature in the following temiS$e entiende por ‘literatura del exilio’ en nuest
caso espafiol del siglo XX, la escrita por espafiflesa de su patria donde permanecen por no estar d
acuerdo con el régimen impuesto en Espafia” (Archiam Aub Caja 1-19/10).
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Max Aub’s testimonial literature attempts to exceed the traditioaaddworks of
testimony by not simply painting a picture of historical, political and st@amas in the
past but also by recognizing that the event which surpasses oustandeng requires
moving beyond our present knowledge as well as beyond ourselves. Aub’s regodnti
his own personal experiences exceeds a mere autobiographicailt @stit speaks in a
collective voice that seeks to share the sufferings of felbaleseand camp survivors in
order to form a new collective identity. As Frances Guerin and Roger Hallas affirm,
“The autobiographical account was considered most authentic becapsé&etor wrote
from an individual and deeply personal experience that did not clameptesent the
experience of all those who suffered” (7). | challenge thisitien, contending that
Aub’s testimonial works can be considered a “collective testirhtmat gives voice not
just to a single individual's experience, but to that of a larger collectfvity.

Maurice Halbwachs affirms in his wo®n Collective Memorythat all memory
in the end is collective, for individual memories are ultimatebated in a specific group
context, and therefore each individual must draw on that context tontegn®r recreate

the past (22). Individual memories are deposited into social instigjtand require their

™ Aub stated that what he was searching for waslégat constancia de nuestro tiempbidtios 207).

2 The notion of collective testimony is not a neweept that only applies to the experience of thenh
exiles, but rather thiestimoniois a genre that has been well studied in Latin Acaeby scholars such as
René Jara, Hernan Vidal, and John Beverley. Adogrth Beverley, théestimoniois a narrative told in
the first-person by a subaltern narrator who isitmess of the events he recounts. In most cabkes, t
narrator is illiterate, uneducated, or not a prsifazal writer, who tells his story to a transcriberiter, or
journalist, who documents the testimony. Tiestimoniois defined as collective, for the narrator in
testimoniospeaks in the name of a community or group. S&sd@iman also comments on the collective
nature of testimony: “The single witness, even whédcounting his or her own experiences, represghts
those who were in a similar position in the sameetiand place” (134). This definition tdstimoniois
slightly different from the approach that | am usito analyze Max Aub’s work. Firstly, in Aub’s
testimonial literature, the narrative voice is nmotthe first-person “l,” but usually in the thircepson
singular or plural. Secondly, the narrators, wisildbaltern figures, do not depend on a second peoso
document and transcribe their text (The only exoapis Manuscrito Cuervh While thetestimonioin
Latin America focuses on something urgent, the ads8pain is very different as it focuses on a more
distant past.
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support for both recall and preservation. Therefore, as Halbwadrssasslo memory
is possible outside frameworks used by people living in societgtermine and retrieve
their recollections” (43} The structure of memories centers on their changing nature as
malleable and unstable entities that do not remain in a fixetdldoaaver time, but rather
are subject to social and political manipulations. One such matgoulstems from
social or political interests that a particular group has irptesent, influencing the way
they remember the past. Halbwachs distinguishes betweenypwes bf memory:
autobiographical and historical memory. Autobiographical memorysrébememories
of events that we have personally experienced in the past and that are stareduned
group of people. This type of memory tends to disappear when camtactess has
been lost with that group of people unless “it is periodically remefrthrough contact
with persons with whom one shared the experience in the past...Autobiagdaphi
memory is always rooted in other people” (Halbwachs 23). On ke band, historical
memory is that which individuals have not directly experienced,dtlier know through
historical registers. It is this combination of autobiographicamary and historical
memory that forms one of the central tenants of collectigatity. As Shoshana Felman
states, “Testimonial literature thus provides a cultural space in whichdodiyprocesses
of working through historical trauma are mediated into collective ones” (25).

In light of this notion, the traditional autobiographical voice inxkMaib’s texts is
transformed into a plural collective voice through the incorporatioranbus fictitious

narrators. This is illustrated perfectly Tine Magical Labyrintras no individual heroes

3 Halbwachs bases his theory on Emile Durkheim’sception of memory as a social construction.
According to Durkheim’s theory, individual memoriese deposited into social institutions, in which
remembering involves being linked to a collectix@nfiework of institutions. These institutions ukitaly
control and regulate the dissemination of those ar&s.
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exist. The narrative voice is paradoxical in that on the one haht$ Arst-person voice
disappears in most cases, but on the other hand, his personal expemehasdividual
memories are always present behind each word and each descripth@ncaimps. As
José Maria Naharro-Calderon contends, it is difficult for Aub to distance Ihinose his
moral, personal and historical compromise that comes from the catemmamps and
exile, to find other themes that could interest others (121).lelttes to Ignacio Soldevila
Durante, Aub reiterates this precise notion when he states:0“Qla& no podemos
despojarnos de nuestra carne, y con ella escribingistblario Max Aub/Ignacio
Soldevila Duranté 01).

The Oxford English Dictionary defines testimony as “personalamumentary
evidence or attestation in support of a fact or statement; hamgdorm of evidence or
proof.” The word testimony comes from the Latin wadedtimoniumor testis which
means witness, spectator or bystander. According to Giorgio Bgyana second Latin
word for witness issupersteswhich also means spectator or bystander but primarily
means survivor (gtd. in Suleiman, 133). This interdependence betwéertgsand
witness has resulted in the two terms becoming frequentbrcimingeable. By
definition, testimony is a collective phenomenon as testifyingaommtan impulse to
connect with a larger community and listening to testimony signiie attempt to
understand others (Rostan 22). As Cathy Caruth states, it wak@eople to witness the
unconscious, or a second person to claim the unprocessed, unclaimeenegpdhat is

inaccessible to trauma victims (qtd in Rostan 22)This other person becomes the

14 A holocaust or concentration-camp experience tenofdepicted, in psychoanalytical terms, as an
“impossible history” or as an event that is unabte fully be understood or registered in human
consciousness. Cathy Caruth has coined the temmldimed experience” to refer to “unprocessed
traumatic experiences that elude understanding!. {(qtRostan; 35).
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secondhand or secondary witness who enables the firsthand or prumaegs to tell
his/her story. Although in many cases the transmission of thenéoey to the
secondhand witness may come in a direct, personal form, the transpbsasgimony
into literature opens up to a wider audience and thus to a larger social group.

The second-hand witness (or listener), not only becomes a witntss driginal
witness, but also becomes what one might call the epitome ésginhg in that he/she
makes possible the very process of testimony. According toldah, a psychoanalyst
and a survivor of the Holocaust, who has interviewed many Holocaustvasrin a
study undertaken by the Fortunoff Video Archive for Holocaust imesty at Yale
University, massive trauma always precludes its initiatpgyregistration. This means
that the victim’s realization and comprehension of the trauma doesonotir with the
actual traumatic event (Laub 57). The mind functions as a defaashanism that
literally blocks the traumatized victim from experiencing theent as it occurs. The
listener/reader therefore makes possible the survivor’'s “bewatitngss” to his/her own
traumatic event in the form of the blank pages that convemdhlees into a complex,
yet inviting oral/written narrative. The emergence of the narrathiehwis being listened
to is the process and place wherein the cognizance, the “knowintiieoevent is
metaphorically “given birth to” for the first time. The lasslanguage that resulted due
to the traumatic experience is regained through the actediingtthe story. The listener,
therefore, is a party to the creation of knowledge de novo (Guerin dlas Ha). This
explains why when dealing with trauma, memory is always sErgnmemory.
Although it may come from a primary witness or participant, tkenory act itself is not

immediately integrated into the witness’s experience, but rateerLaub suggests,
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reconstructed after a period of lateriey. Once the latency period (or period of
belatedness as Freud describes it) has ended, the act of baaress &llows the withess
to bring into presence, and externalize, the event that has persistently haurtied'fiim
Scholars have questioned the degree to which the listener, or noresuivi

able to understand the victim’s trauma. While some experts assert that gideidwill
never be able to comprehend the trauma at the same level asirtivor, others,
including Laub, proclaim that the listener actively participatethe telling of the event
and even becomes a partial owner of the experience. Laub cla@nshée listener
experiences the same feelings possessed by the narratoveandeels the pain and
suffering experienced by the survivor to such an extent thatistemer becomes a
witness to the trauma, although he never actually becomes the (&8). When
discussing and writing about a traumatizing subject matter, such as the Hbtycather
concentration-camp experiences, it does make a difference wbethet the historian is
a survivor, the child of survivors, a Jew, a Palestinian, a German Austrian, a child
of perpetrators, someone born later (LaCapra 2001; 40), for dependingrguattieular
point of view, their story will have distinctions and variations. phdicipation of the
“other” is thus central to any conception of bearing witness shecgestimony is in itself
an event and not merely the reflection or the reconstruction of os@ résult, the event
and the testimony of the event are not and never will be the same.

The constant tension between myth and trauma that has plagued Sgsors hi

during the twentieth century explains the trauma’s presencea b®ody, wounded

!> Exile provides one with a latency period, for agatte asserts, “exile creates the distance onesrteed
objectify the self, to look back at it from a diféat situation, a different land” (1989; 20).

18 According to Freud, one must liberate the représserder to cure the trauma. This liberationFesud
claims, stems from a period of belatedness whexaitmuctural delay constitutes the link betweenniten
and experience (Mowitt 373).
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memory that still infects the collective and historical mgmef Spain. Primo Levi
distinguishes between two types of survivors: those that remaint sthd those that
speak. According to Levi, those that remain silent are thosecoméinue to feel the
presence of the bloody, “uncured” wound, while those that speak othégll story
recognize the power of bearing witness to the painful eventrthdts the center of their
life (qtd. In Moreno-Nufio 323). As Francisco Ferndndez Santos oncé&dAub:
“necesitamos hablar, decir lo que nos duele” (Archivo Max Aub Caja B-5®/hen the
survivor knows that someone is listening to him, he can begin to listen to his own story as
it unfolds through discourse. Javier Cerca’s n@&atlados de Salamimasponds to this
very question by emphasizing the notion that one is truly not deattiefs remember
him.

When responding to traumatic experiences, one is also respondingriety ef
social issues that are often shared in some way by a broaltetice group whether
directly or indirectly. This gives rise to the creation dfatvDavid Denborough terms
collective narrative documents, which constitute a response to oaléciuma. The
collective narrative documents provide a model for dealing with ¢oletcrauma by
connecting people’s traumatic experiences in ways that offalingefor those who
continue to live in the shadows of the disaster. Denborough’s cedlentirrative
documentation methodology assists practitioners in moving from an individua
collective approach to trauma. The first task in the processoltdctive narrative
documentation entails creating enough material to make a docu@ec¢. the document
is read or performed, the next goal is to create a contexthiohwthe information

acquired can be used to help others who are dealing with a siiktras. Max Aub’s
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extensive literary production therefore becomes a model oflectioé narrative practice
that serves not only to restore the historical memory of tHe eemmunity, but also
serves as a therapeutic practice that seeks to provide gaittatitose who suffer from
similar social issues. The personal healing of Max Aublsntetic experience through
writing also enabled him to make an even larger contribution to hunsamityo broader
social issues.

The nature of traumatic experiences, as defying easy remgsenthas
necessitated new historiographic, testimonial, and representatippedaches to help
interpret and reconfigure the enigmatic traces of evidence antbry (Vickroy 1). For
Max Aub, literature becomes the base for the collective magrdbcument. Literature is
arguably better equipped than history to address and deal with thepiretwmsibility of
traumatic events, for it enters into the personal testimoriyeo$urvivors and witnesses.
As the witnesses and survivors pass on, literature becomes asvatrteperhaps the only
witness that will endure the passage of time as it seeks to ttmmugh trauma rather
than mimetically reproduce it. In this respect, fiction isgfarmed into a social vehicle
that enables the witness to construct symbolic places of mermmygh a literary
discourse that challenges the mythic rhetoric of the past wdtdlaiming the traumatic
nature of the present upon creating a space that allows its snémnsurvive in the
future. The concept of places of memoryienx de mémoirdas been defined by Pierre
Nora in terms of an object that incarnates a memory thatsd®ing lost, in an historical
period that has abandoned the cultivation of traditional forms of mefitameno-Nufio
16). Nora also states that the purpose ofigux de mémoirés to stop time and to block

the work of forgetting, while functioning as an enclave that defimassymbolic manner
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the collective identities within a community.  Among some of the siptes
representations dieux de mémoirgaccording to Nora, are: artifacts, sites, symbols, and
rituals. Places of memory allow a group to reconstruct a neanaahistory and shared
sense of nationhood.

In Aub’s work, the new narrative, fictional space now replaceghysical space
of the concentration camp that is no longer there. While thelaphyaical traces of the
French concentration camps no longer exist, the sites whereuthes conce stood and
where the collective trauma occurred become what Peter rikelm terms a
“contaminated place.” This concept is defined as a place thatléft visible or invisible
scars not only on the geography of the earth but also on the colleatigeiousness of
the communities affected that hold meaning for survivors” (34). Bziclly, these
contaminated places or sites of memory are also culturabhdastf or, as Jeffrey
Alexander terms, “sacred places.” According to Alexander, ¢instouction of the new
collective identity will be rooted in sacred places or “cultardifacts.” For the Spanish
Republican exiles of 1939, these sacred places are the French concentration bahps, w
symbolize and define the painful injury to their collectivify.Although it may seem
paradoxical to refer to the concentration camp as a “sacreé, piultimately embodies
the site of rebirth for the survivor. Unlike the Nazi death campg;hstill remain intact
as ‘“live” trauma sites in Poland and Germany, the trauma sitethe French
concentration camps have been relegated to the space of lgeraitnerefore, as
Dominick LaCapra contends: “A specific reading of an artifsueth as a film or novel, is

itself an attempt to remember the artifact in a certain way” (1996; 180).

" This idea remits to Cate-Aries’ conception of freench concentration camps as symbolic places of
memory.
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The act of writing about the French concentration camps, theredpresents an
artifact of memory or safe-haven that allows the survivoretarn to the scene of the
trauma or the “sacred place,” and, as José Angel Sainz contedgr¢come what was
lost, organize one’s memories and construct a new space to staertbo®ries (317).
The fact that this event has produced such a wide range afuditerabout this particular
experience not only reinforces its need to be remembered and kepée ipublic
consciousness, but also underlines the indelibility of the trauma.m&haing assigned
to the concentration camp as a symbolic place of memory willlmmlyresent so long as
it continues to be a topic of discussion and debate. The moment tleailése and even
the contemporary generation of Spaniards, stop talking about the mentbeypast, the
meaning will disappear. Since memory is stored in groups, memitirgssentially
become extinct if the group does not unite and talk. Therefore, ttenanse of this
collective/historical memory relies and depends on the continudgde among
Spaniards about these historical events. This explains why evle atawn of the
twenty-first century, these issues continue to be an important abpiiscussion in the
political and social discourse of Spain, which continues to grapphetia@ memory of
the Civil War and Franco period.

While Halbwachs roots all human experience and memory in a soci@xt and
structure, he declares that there exists one area that isated rin this structure: the
sphere of dreams. The dream, according to Halbwachs, “differarhemdally from all
other human memories because it lacks organization. This is thieafethe absence of
other human actors. Dreams show unstable fragments and imagesnthaitprovide the

group support that makes waking life and memory cohesive and striic{@®d
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Halbwachs links the retrieval of memories to a state of consesasand reason that can
only occur in a waking existence that is anchored in the collaboraf other human
beings. One could disagree here with Halbwachs and say that esnsdmay be
understood to function within social patterns. However, it is the caooept dreams
and their location outside of “normal” memory and conscious recaliritexests me in
this study. If dreams do not constitute a normal state of methg to one’s lack of
consciousness, then what about traumatic memory? Halbwachs’'s comcgphemory
overlooks the condition of traumatic memory suffered by victimsegére trauma. If
memory can only occur under coherent consciousness, then traureatarynaccording
to Halbwachs’s definition, would also lie outside of the categooizadf collective
memory. Given that traumatic memory is not subject to consoiodisect recall, then is
it also not collective? Victims of trauma are, like any otperson, living, breathing,
conscious people; however, what distinguishes them is their igabildoherently recall
their memories even in a waking state, although, the person himaglfbe clearly
conscious. Like dreams, traumatic memory is composed of disjdirggohents that
never appear as a real, complete memory. In dreams, agauthatic memory, one is
incapable of recalling a series of events or “full-scaléupgs that reproduce what we
have seen and experienced when awake” (Halbwachs 172). Howeue,drelams, the
bearer of traumatic memory possesses the cognitive and sazidiles that permit him
to transform that memory into narrative memory. In fact, traienmaemory can only be
overcome through its connection with groups or institutions that enlablei¢tim to

recover his/her lost identity and reconstruct his/her memory.
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Major traumatic events transcend the realm of individual saffeand enter the
universal and collective sphere (Kellermann 9). In order for complealing to take
place, there needs to exist some sort of group setting. Retermann refers to this
process as sociodrama, which “deals with problems in which the to@lespect of the
problem is put in the foreground and the individual's private relatiopuisin the
background” (15). Along sociological lines, sociodrama functions@swp method of
socio-therapy in which common experiences are shared as a todagtter understand
human social behavior. While individual traumatization has been statlied and
documented, collective trauma with its psychological effects canéire group has been
less researched. One may think of a sociodramatic sessaotyfaes of role play in which
the participants of the group share their stories of a collepage history. Max Aub’s
writing about the trauma of the camps constitutes in itself a form of sociaticasassion
in which Aub is writing for the group and sharing group sentiments and feelings.

In spite of the numerous individual testimonies that have beeremvatiout the
Republican exile of 1939, including Max Aub’s wide range of testimomaks, one
must conceptualize this experience in terms of a more colleatidecultural trauma
shared by this group of exiles. As trauma theory began to dewelbe 1980s and
1990s, there appeared a tendency to define trauma and post-trauneascdssorder
along the lines of individual experiences. This placed the indivatuthle center of the
traumatic experience with a focus on a more psychoanalyticafigted approach to its
study. However, recently this conception of trauma has been cledlemg new
theoretical suppositions that reject the “old” way of thinking abauna by placing

their emphasis on the collectivity rather than the individual, althobghirtdividual
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approach to trauma still has a place and is still relevant afd asea means of trauma
theory. The individual trauma is not completely superseded bydhective approach

as there are some cases in which the individual approach to trswuappropriate, and

others where the collective is appropriate.

When dealing with such extraordinary events such as the Holocaulsgntténg
of Hiroshima and Nagasaki, or the Republican exile of 1939 that create such an enormous
disruption and change, it traumatizes more than mere individuals, emredotie must be
conceived in a more collective framework. As Jeffrey Alexarakserts, “Cultural
trauma occurs when members of a collectivity feel they hawn Iseibjected to a
horrendous event that leaves indelible marks upon their group consciousadssg
their memories forever and changing their future identity” (This dramatic loss of
identity and meaning breaks down the already established cohesibe gfaup and
forces the group to reconfigure its identity by turning to memdty the bonds attaching
the community together are severed due to the event, the victiehsafenoral
responsibility to share the sufferings of others and to redtersense of community by
“narrating new foundations” (Alexander 63). In order for trauma tol&esified as a
collective experience, it does not need to be experienced directhvdryone in a
particular community. Case in point is the collective traumanofissociated with
slavery. Regardless of whether or not one was directly ivigtslavery, blacks tend to
identify themselves with slavery. This identification becamer@minent point of
departure for the Civil Rights movements of the 1960s and the blackgaeor to

receive equal rights.
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What is at stake is the collectivity’s identity, not mertlg identity of each
individual that experienced the trauma. This remits to the notionnthatdual identity
cannot exist outside of collective identity and that memory isydvgroup memory. As
Ofelia Ferran affirms: “Even before those personal memorestaared, and thus made
collective, they are always already social, since the indivsdaed never free from the
pressures and constraints of the various collectivities to whichbisleyng” (2007; 60).
In addition, as Dominick LaCapra argues, there is nothing intringiéatividual” about
such concepts as repression and working-through, for these condept® ngrocesses
that always involve modes of interaction and mutual reinforcemex@dpra 1996; 43).
Therefore, the new social identity is created with the collective,rrdthe the individual,
as its basis. It is this collective identity that Max Aub andny other Spanish
Republicans looked to restore in their testimonial writing aboutdheentration camps.
The injury suffered by the Republicans during the Civil War anil thiernment in the
French concentration camps merits the telling of this colledtiauma through a new
narrative that seeks to work through the trauma and restore the exilesticelidentity.

Since cultural traumas are defined by their enduring and praloefjects over
several generations, this further supports the classification oRépeiblican exile of
1939 as a cultural trauma. The collective memory of the Repubkesmhks to redefine
how the Spanish Civil War, the French concentration-camp experantesxile are
recollected. The Spanish exiles endeavor to revive a memoryalsaor the most part
not recollected during the Franco regime and even during the geadss of the
democratic period. What therefore distinguishes Max Aub’s tesiah work as

collective trauma is his continual need to represent the trauntbeo€oncentration
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camps, not as his own, but rather as one belonging to an entire groufesf ghis is
illustrated by Aub’s continual usage of victimized and margiedlizarrators in the third
person. Aub’s testimonial work responds to the trauma of the concamtcaimps by
portraying the life and experiences of the émigrés througfitidus narrators that
represent their collective voice. Each protagonist, even thoseatBanon-human,
succeeds in delineating different dimensions of the trauma thht akhd his fellow
concentration-camp victims experienced. It is this colleaifovoices, observations and
sensations that ultimately paints a more complex picture ofctimeentration-camp
experience.

The urgent need for representation of traumatic historical ewétetis produces
an overflow of images and symbols by artists, filmmakers anekmwrithat endeavor to
bear witness to the historical trauma by capturing the ‘teadity” of the event. The
value of the image/symbol has nonetheless raised many questbnssalted in certain
skepticism toward their capacity to remember and redeem plegience of the traumatic
victim. However, the image/symbol continues to be a primary medfuiisseminating
trauma, especially in our multimedia and technologically advangedd that is
constantly inundated with images of tragic disasters, which seemegrate traumatic
events into the collective imaginary. The September 11 attaeks @ime example of a
traumatic historical event that was and continues to be witndssed)h the image in all
its many forms (Guerin and Hallas 5). Although images makkinis that we are seeing
the traumatic event, there may be many dimensions of the éwanpittures do not
capture. This forces one to ask the question: What does testirienélire have to do

with showing images? Since the end of World War I, the narratieiz of the
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survivor’'s testimony has taken precedence over the image asgvadme to incarnate a
more active element of bearing withness. As Frances GaednRoger Hallas affirm,
“Words are more frequently considered closer to the communicatidaebhgs and

experience. Words, particularly those of oral testimony, dreatinected to the body of
the sufferer while the material image implies a separdtmm that which it captures”
(7). In spite of the absence of actual images, the narratimguwhéatic events and the
telling of stories through realist descriptions carries with ithnnemonic function that
allows the reader to mentally construct images in his/her wofiride horrors that were
committed. Written testimony therefore represents a devitaitdtememory by etching
the image into one’s consciousness.

Jeffrey Alexander, who discusses the genre of the tragictinarrplaces the
central focus of the tragic narrative on “the nature of threesrits immediate aftermath,
and on the motives and relationships that led up to it” (226). Aub’sntwstl work of
the concentration camps problematizes precisely these issusscolléiction of short
stories inEnero Sin Nombrealedicates an entire section to each category defined by
Alexander:la guerra(what led up to the traumdjys campos de concentraci¢mature of
the crime); ancel exilio (the aftermath). Aub’s protagonists are tragic, for they fail to
overcome or take control of the (traumatic) events that they. fatbey are so
overwhelmed and engulfed by their situation that they lose algeincy to deal directly
with the events and become victims of the concentration camps, a pdremoimeyond
their comprehension. As a result, each one of Aub’s protagonists embhodatisn that
provides a link with the tragic event. Their only means of sursval tell their personal

stories of the war or the camps whereby they recover a sessdf aihd agency in the
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face of disaster and loss. Although they may never find wegirout of the labyrinth, it
is ultimately in the journey through it that they endeavor t@wec their voice and

provide hope for future generations.

Status of Knowledge

The study of the life and work of Max Aub has become an increasingly importanotopic
discussion among scholars and academics of Spanish literary amndalcgtudies.
Arguably, the most prominent and well-known intellectual on this estibatter is
Ignacio Soldevila Durante, who has written extensively on Max AulnldeSila
Durante’s most renowned contributions to the study of Max Aub ardodogs: El
compromiso de la imaginacion: vida y obra de Max AnldLa obra narrativa de Max
Aub (1929-1969) Both of these works explore in-depth Aub’s narrative work and
examine each of Aub’s literary genres. Soldevila also inslwdédinal chapter irEl
compromise de la imaginaciéthat deals with the reception and resurgence of
scholarship on Max Aub in Spain during the past decade. This cHapkar at the
apparent absence and inaccessibility of Max Aub and his testm footh a
historiographic and literary perspective throughout much of the secdhdfhthe
twentieth century in Spain, while recognizing his increased popuédtér the 1990s and
into the twenty-first century due in large part to the creatiothe Max Aub Foundation

in Segorbe, Spain in 1991. This notion is further corroborated agiaMPaz Sanz

Alvarez who states that: “La historia de la literatura noitla precisamente justa con
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Max Aub, aln después de veinticinco afios de su desaparicion, queda mucho por andar
(1999; 159).

Among other prominent Max Aub scholars are Sebastiaan Faber, Wwhoke
Exile and Cultural Hegemony: Spanish Intellectuals in Mexico, 1939;18&sldition to
dealing with the problematic surrounding the exile of the Spanish Regnblidedicates
an entire chapter to analyzing Max Aub’s work and his conceptioxilef @s aporia.
Faber examines Aub’s utter frustration with exile, which he corsas a “dead end,” as
the Franco regime ultimately succeeded in limiting his acteea Spanish audience. His
book also looks at the role of Spanish intellectuals in exile efqalaces emphasis on the
contributions of the Republican intellectuals in Mexico and their emgd® prove their
legitimacy as the true representatives of “Spanish cultureMexico in spite of the
Franco regime’s claim to this patrimoHy.This explains the Republians’ perseverance in
continuing to maintain their government in exile, which officiallgt dot end until 1976.
Other prominent figures that have researched and published works on Awtlithoe
included in this study are: José Antonio Pérez Bowie, Manuel Aslar, Sosé Maria
Naharro-Calderén, Francisco Caudet and Michael Ugarte.

The notion of exile, especially the exile of the Spanish Republicab839, has
become a widely investigated topic, which has generated numeralisssthat have
attempted to explain and give new meaning to the generation ofa8js that were
forced to leave Spain at the end of the Civil War and whdsealy works had been
silenced for a long time. One of the more prominent studi¢seoRepublican exile is
that of Michael Ugarte, whose bo&hifting Ground: Spanish Civil War Exile Literature

explores many theoretical questions surrounding exile and eritatlite and testimony,

18 Faber refers to this idea as the “cultural hegefhohthe Republicans.
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and presents an in-depth analysis of many of the issues andtwigssfaced by the
Republican exiles. These issues will be thoroughly discussdtapter two as | attempt
to outline a general theory of exile and connect its relationatonta and testimony
theory. Ugarte also devotes three chapters to Max Aub, whetrades Aub’s exilic
journeys and probes Aub’s literary production in exile, with spesigbhasis placed on
the works ofThe Magical Labyrintrand La gallina ciega Louis Stein’s boolBeyond
Death and Exile: the Spanish Republicans in France, 1939-a885Patricia Fagan’s
Exiles and Citizens: Spanish Republicans in Megpimvide more historical overviews of
the Republican exile out of Spain into France and from France tacdMeXhese books
look at the historical implications of the Republican exile and thews stages of their
journey. Francisco Caudet’'s woldipotesis sobre el Exilio Republicano de 198fuch
like Ugarte’s book, examines the condition and sociology of the Repuabédiile as it
pertains to writing. Caudet looks at many of the differenttfatleat affected the
Republican exile, including an analysis of the concentration camywslhas the exiles’
place within Mexico and the creation of a new diaspora of exipathiSh intellectuals.
Caudet studies both the historical and cultural implications of &xilthe Republicans,
including a detailed study of Max Aub’s role as a prominent exiieer. José Maria
Balcells and José Antonio Pérez Bowie have co-edited a bookHitlexilio cultural de
la Guerra Civil (1936-1939)which examines an extensive range of cultural works
produced by many forgotten and unrecognized Republican exiles, whosbutants in
exile deserve attention and acknowledgment. Finally, perhaps theetabstate and
wide-spread study of Spanish exile was conducted by José Luikiloe his seven-

volume work titledEl Exilio Espafol de 1939 This comprehensive corpus of works
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covers the many dimensions and facets of the Republican exgmnbrg with their
exodus and migration out of Spain; their participation with the Br&esistance during
World War 1l and their subsequent internment in Nazi concentrationpga the
philosophy of the exiles and their contribution to academic, scholang, cultural
journals in exile; the literary contribution of the exiles, thvairious artistic and scientific
contributions, and finally an analysis of the place and status @dtedan, Basque, and
Galician Nationalisms in exile.

At a more general level, the abundance of literary theory, edlyettie advent of
trauma theory and the concept of Post-Traumatic Stress Disd?d&D|, that has
emerged as a result of World War Il and the Holocaust haventgeamportant
theoretical tools that have enabled and facilitated a morensexée and analytical
dialogue among scholars regarding the immeasurable dimensiams afancentration-
camp world. As Ruth Leys states: “There is the absolutelyspedisability of the
concept of psychic trauma for understanding the psychic harms assowiith certain
central experiences of the twentieth century, crucially thed¢dnist” (2). My analysis
will use both trauma theory and theoretical premises ofah®s® as points of departure
in analyzing Aub’s work and as a means of entering what mamghpagalysts have
termed an “inaccessible” world. The emergence of Trauma Studige 1980s and
1990s is in large part due to the work of Cathy Caruth, Dori LaubsHana Felman,
Dominick LaCapra, Paul de Man and the rise of Holocaust Studiesngiars period

numerous critical texts appeared that have shaped the curmemirdis about witnessing

¥ The theoretical premises of the camps that willdEeussed in this dissertation refer primarilythe
German camps, which have generated a vast amotimtaretical discussions.
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and testimony® These texts in large part deal with the experiencing, renrargbend
representation of atrocity. Such texts deal more specifiealty the burden of bearing
witness and testifying to unclaimed experiences and how langolage,inadequacy, is
used to testify to this unspeakable atrocity. In addition to theasedeacademic and
public awareness of trauma and trauma theory, a number of nagraltigat trauma also
appeared during this period. Trauma theory is particularly apptedor the study of
Spain’s traumatic past, for as Ofelia Ferran states: uffiea theory explores such
guestions of memory in a manner particularly appropriate for undenstartte
difficulties in recovering, at both a personal and collective lewvgdast of violence and
repression such as that of contemporary Spain” (2007; 16).

Within the context of Max Aub studies, despite valuable research that hasyrecent
emerged, there have been very few studies that have deltethatisally into the body
of Aub’s literature dealing with the concentration camps. Althaughy scholars have
alluded to Aub’s concentration-camp experience, there have beeratfempts to
investigate this problematic as a whole, that is, to provide eongmassing study of the
symbolic role of the concentration camp throughout Aub’s literaryjkwadvliost of the
scholarly criticism tends to analyze Aub’s work from the pecsive of the “exile
experience” or the “problem of exile,” as they consider Aub’s wWookn the vantage
point of an exiled writer. It is undoubtedly true that Max Auldédined as an exile;
however, we must not overlook the fact that Aub is also a survivoheofFtench
concentration camps. There has been ample research conducted bistdheal

implications and ramifications of the Republican exiles in thend¢freconcentration

2 Among the most notable texts afestimony. Crises of Witnessing in Literature, Rspnalysis, and
History; Unclaimed Experience: trauma, narrative, and higtoffrauma. Explorations in Memaory
Representing the Holocaust history, theory, trapamaWriting History, Writing Trauma
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camps, but what is lacking is an in-depth study of the representatthis experience
via literary means by survivors of the camps. This requiresusiee of additional
theoretical tools such as trauma and memory theory, which aetdlism most analyses
of Aub’s work. A recent study that engages these issuesaigiE Cate-Arries’ book
Spanish Culture behind Barbed Wire: memory and representation of the French
Concentration Camps, 1939-1946ne of the first in-depth studies that explores the
world of the French concentration camp through the lens of ficti®@ate-Arries
conceptualizes the concentration camp as a symbolic place whesartiers of the
French concentration camps “[S]pawn a rich legacy of cultural wo(R904; 15).
These cultural works illustrate that although the camp survivag have lost their
homeland and identity, they did not lose their memory. As Catesfalso affirms,
“The camps are configured as a kind of construction site for thenniatiexile, a place
where the survivors of the Civil War begin to inscribe a nevional history...and
cultural identity in exile” (2004; 16). Based on this definition, inench concentration
camps become landmarks where the collective memories and c&oalle of the
survivors are located. This is certainly the case for Max Asb) will attempt to
illustrate in this dissertation. Aub turns to writing about the catnagon camp in order
to retell and reconstruct his lost/erased identity and histoaySgsanish Republican exile
and as a survivor of the French concentration-camps. | takey gmimt of departure
Cate-Arries’ theory of the camps as | attempt to applg ab’s work in an effort to
further unravel the crisis of representing the camps in his tivara Her chapter
dedicated to Aub analyzes his theatrical plgrir por cerrar los ojos although her

analysis focuses more on Aub’s denunciation of the French forifitya blind eye” to
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the injustices committed by the French government, ultimatelputeing the inaction
of the French and their tolerance and support of the internmém &panish exiles. My
analysis of this play will examine this work from a differ@arspective, looking more
closely at the actual internal parameters of the concenticdiop represented as a world
outside of human law. My analysis will also compare this pldlg @ampo francés
which is an Avant-guard, cinematic version Mbrir por cerrar los ojos where Aub
incorporates many of his vanguard tendencies to create a new Wtrks go beyond
Cate-Arries’ work in addressing the dialectic and diachronatiogiship between the two
texts and trying to understand what prompted Aub to feel the nigcessvrite Campo
francésin a more Avant-garde form.

The only comprehensive study to date that has been done speciicaifax
Aub’s concentration-camp literature is Eloisa Nos Aldas’ diasen titledEl testimonio
literario de Max Aub sobre los campos de concentracion en Francia (1940-1942)
this dissertation, Eloisa Nos Aldas examines Aub’s testimoméahiure regarding his
internment in the French concentration camps of Le Vernet anchDjetiveen 1940 and
1942. This dissertation embarks upon a study of the testimoniakurerdtnat Aub
produces either inside the concentration camp or outside the camp thwbaimseis about
the camp. My study will examine this problematic from a mdifferent perspective
than that utilized by Nos Aldas, especially as my analysiseplan emphasis on trauma
theory. The word trauma or any conception of trauma theory doesppear in Nos
Aldas’ study as it focuses more on a philological and comparatwdy of Aub’s
concentration-camp works. Although Nos Aldas uses memory thedgrianalysis, she

orients her study towards an examination and comparison of the evobdtidnb’s
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writing at various stages of his exile and to those textdlofffeamp inmates that reflect
a similar experience as Aub’s. This especially pertainegaonstant revision of notes
that Aub takes in the camps during different phases of his internmbit reflect
changing nuances in Aub’s memory and in the tone of histicarrat different junctures
of his life depending on where he was writing from. Nos Ald&srexes the different
discursive strategies employed by Aub to present his concenicaiiop experience
according to the moment in which he writes the text and thendestaetween the
experience and the writing about the experience. Her study lookslclat three
particular aspects of testimony literature from the conceomracamps: the exile
experience, the concentration-camp world during the 1930s and 1940s ia Enahthe
need to express this experience through testimonial literatdlough she classifies
this genre of works under the category of testimonial liteeaghie does not enter into a
theoretical discussion of trauma as a means of explainingeigto give testimony. My
objective is to not only look at Max Aub as an exile, but also to Ibbkmaas a survivor
of a concentration-camp experience and from that perspectiveauseatrand memory
theory not only to examine how Max Aub deals with and approachesbima through
literature, but also to show how Max Aub presents a new, differeptofvéooking at
trauma. It is my contention that Aub’s work can be seen as ¢eyond the traditional
postmodernist or poststructuralist approach to trauma as an individuadirpéeon by
representing trauma as a collective experience. All of Auwwscentration-camp
narratives reflect this notion in their elimination of the fpstson voice (“*Yo0”) and the

incorporation of multiple narrative voices. As Laurie Vickroy affirms:
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The use of multiple narrators who give first-person testimony;, Wweaess for
characters silenced by trauma, provoke the protagonist'damsimemory, or
suggest collective suffering. The complexities of traumatienorg and a
subject’s difficult relation to the past are suggested by thelusuiltiple voices

and positioning within characters or narrators as well as between them. (27)

While psychoanalysis disarticulates the boundary between the indivaheh the
collective by focusing more on the individual, Aub’s narrative ofdaeps reconstructs
this boundary, placing the collective back into the equation. Thidas dlustrated by
the insertion of lists, wherein Aub returns to other camp victivas proper names and
identities.

Unlike Nos Aldas’ dissertation, which lacks an in-depth anabfsthe historical
context that provides an essential framework for the Republicas @&xil939, my study
will look at both the historical situation in Spain that ultimately up to the mass exodus
of 1939 and the Franco regime’s position and policies toward the Spaiesh elt is
this position that greatly impacted and complicated the exil@btyato bear witness to
their trauma in spite of their location outside of Francoist Spaire decision to embark
upon the road to exile and to abandon one’s motherland is not one thatlesaver
night, but rather is the consequence and product of a long seriggodhat ultimately
results in this need. Therefore, to understand the Republican exi@36fone must
understand the conditions that gave rise to this phenomenon, which reratSpain’s

historical context before and during the Civil War, as well as under Franco.
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This historical context is crucial to understanding the various estations and
experimentations that Aub undertakes in his writing and alsotketstage for his
ultimate reencounter with Spain in 1969, which he documents in his keoallina
ciega | will also examine the historical context of France dutiimgse crucial years
(1939-1942) and its subsequent change of attitude and defense of thaddapeles
after World War 1. An examination of this historical infornoat gives further light to
the trauma suffered by the Spanish exiles in France and ootfeentration camps. Itis
also imperative to look at the exiles’ process of leaving #maps and explore the
different paths that they would take: many of them going toiddear the USSR, others
returning to Spain, while others were taken to Nazi concentratimp<as they were
captured by Nazi soldiers during World War Il due to their ption in the Foreign
Legion?* While other European countries actively engaged in commissions and
activities seeking to bring justice to their fallen countrymeat succumbed to the Nazi
camps, the Spanish government never made any attempt nor undertaastredfort to
locate those Spaniards that died in the Nazi camps. As Jafegra/states: “Nadie se
ocupd ni oficial ni privadamente de reconstruir la historia de los riepnbk espafioles

en los campos de concentracion alemanes. Tuvieron que ser losriestipersonales

21 Once the Nazis had occupied France, those whaestilhined in the French concentration camps were
turned over to the Germans. The armistice signeHrhnce included a clause that mandated the hgndin
over of any opposition to the Third Reich. Theaaiton of the Spanish exiles worsened under then@er
occupation. While the Nazi authorities turned sarhéhose prisoners over to the Francoist politkes
were taken to German concentration camps. Fram€seidet estimates that approximately 8,000 Spanish
exiles ended up in Nazi concentration camps, antho$e 8,000, roughly 5,000 were assassinated at
Mauthausen, Dachau, Oranienburg and Buchenwaldaddiition to these figures, around 40,000 Spanish
exiles succeeded in escaping to the Americas (1998). Those refugees that remained in France were
subject to strict police control and vigilance. Mdao Constante, a Spanish exile and survivor oifi lioe
French and German concentration camps, recountsisinbook Los afios rojos. Holocausto de los
Espafioles his experiences of life and survival as a soldethe Spanish Civil War, internment in the
French camp Septfonds and the Nazi camp Mauthausen.
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de algunos supervivientes, recogidos aqui y alla, los que permitier@ar iuna

reconstruccién del episodio” (104).

Structure of Dissertation

Each chapter of this dissertation analyzes one or more textsxantnes the different
discursive/literary strategies and genres employed by Aubisnrepresentation and
remembrance of the camps. These texts are also groupeuktodpeimatically based on
various recurrent issues that reappear throughout Aub’s concentatignnarrative. In
each of the works analyzed here, the concentration camp, wheathgtydor indirectly,
emerges as the central place of memory. The particuis é®@amined constitute only a
selection of Aub’s texts that deal with the concentration campsletted these texts, as
opposed to others, due to the genres that they represent in additionhentlaéic issues
that they address.

The chapter one examines the effects of exile and internmérg tamps on the
life and work of Max Aub. In order to better understand Aub’s needrite about the
camps, one must first understand the trajectory of his life, whishbban wrought by
numerous exiles and internments in French and African concentratigps cand jails.
These events, along with the outbreak of the Civil War, changed #aidir of Aub’s
life and literary production. This chapter provides the necessatprical and
biographical background to understand how Aub’s work and life are tdfiyrshaped in

large measure by the experience of the camps.
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Chapter two sets out to explain the historical roots of the Repnbdigile and to
establish the theoretical framework for analyzing the conceptexdé and the
concentration camp. | examine the historical contexts of SpairFmte during the
Spanish Civil War and the post-war period that ultimately gaseeto the Republicans’
need to seek refuge in France. | also provide a historicaviewerof the French
concentration camps and present many of the important theorataraises regarding
memory, trauma and exile theory that will form the foundatibmy analysis of Aub’s
literary production.

The next chapter explores Aub’s need to go outside the traditional botinds
narrative structure as he incorporates Avant-garde techniquesatteapt to present an
estranged view of the concentration camp through the use of umeuators. This
chapter also examines the use of humor as a narrative stth#tgnables Aub to enter
into a discussion of the concentration-camp experience. | use Hdlttamy as a point
of departure by looking at traditional representations of the Holbeadsconcentration-
camp experience to explore alternative methods for represesting a reality.
Holocaust writing has not only become the major paradigm fomgrabout atrocity, but
has also generated much valuable new critical theory about witnessing.

The fourth chapter examines a recurring theme present in mavigpoAub’s
texts: the erasure and oblivion of the memory of both the Spanists exitk of the
French concentration camps in contemporary Spanish discoursesdtaf the Franco
regime and its politics against memory. | examine two tegts the bookEnero Sin
Nombre(El remateand El cementerio de Djeljaas well as his diaria gallina ciega

that comment precisely on this issue and endeavor to vindicate thiforiudten
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memory. In each one of these texts, many of the samesissd ideas are continuously
repeated. This technique exemplifies Aub’s endeavor to work throwggtrehimatic
memory of the camps (and exile) via representational andrjitemades that help him
better understand that reality. | also examine Aub’s use ofadiesplent and the
relationship between absence/presence, as narrative ssathgie comment on the
absence of memory to invoke it back into contemporary discourse.

Chapter five delves further into the theoretical realm surroundimg
concentration-camp world in two of Aub’s playdorir por cerrar los ojosand Campo
francés Both of these works deconstruct and problematize the concentatignm-
world, presenting it as a world existing outside the normal redlmatural law. |
compare and contrast these very similar works and explore the yingedason behind
Aub’s need to experiment with the traditional theatrical genrerder to create an
alternative, Avant-garde version dforir por cerrar los 0jos which become€ampo
francés My point of departure for analyzing these two works comes froong®
Agamben’s theory offhe Campwith his textMeans without End: Notes on Politics
Agamben’s theory maintains that the concentration camp is a thlaicexists outside of
ordinary law, embodying a state of exception.

| then go on to explore, in chapter six, the presence/represerghtimcamps in
non-literary texts. | examine two strategies: texts tmmnot specifically address the
camp, but in which, | believe, one can trace a meta-discourseiwlfarb’s memory of
the trauma of the camps is present, and texts that mention tips,daum use a “special”
language to talk about them. These texts do not conform to thigomatconception of

bearing witness and therefore ultimately propose an alternatiyeof looking at trauma
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through literature. The objective of this chapter is twofold: tesitate how Max Aub
offers a new way of looking at trauma and to examine how Aulesepts the camps in
non-literary texts. The primary texts that will be examined herelaibbo Como Hombre
andDiarios (1939-1972)

In conclusion, this dissertation reexamines Aub’s apparent obsessioread to
write about his experience in the camps in order to answer tbwifod) questions: Why
is the concentration camp such an important symbol for Aub in higriterork?; What
different narrative techniques does Aub devise in order to pressmslythbol?; Does the
concentration camp reflect one symbol in Aub’s work, or many, inéeelones?; and

What is the meaning (or meanings) of this symbol?
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2
Working Through the Labyrinth of Exile and the Gasn

The Life and Work of Max Aub

Born in Paris in 1903, with a Parisian mother and a German fatleough always
identifying himself with Spain (in spite of possessing a Mexican passport updedtis,
Max Aub exemplifies the problematic surrounding identity poliéind the quest for self-
realization”? Struggling to define his own identity, much of Max Aub’s workees
upon the Spanish Civil War and his detainment in French concentratiqus danan
effort to come to terms with his identity as a Spanish exile and to reclaimsthaice of
the exiles and concentration-camp survivors as they have beematysadly excluded
from Spanish history. To address the subject of exile for Maxig\td talk ofexilesin
the plural, as his life has been characterized by numerous diffexdes all of which
have impacted his life and work in various waysHowever, what ultimately connects
each one of Aub’s exilic pilgrimages is his avid devotion to mgitabout Spain,

especially the Civil War, which becomes the common thread and suhgtier of the

2 Aub was born on June 2, 1903, on Cité TraviseeSireParis, France at his parent's home. Hisefath
Frédéric Guillaume Aub Marx, was a traveling salesmwhile his mother, Suzanne Mohrenwitz, was an
antique dealer.

% As Michael Ugarte asserts: “In many ways, Authis émbodiment of the Spanish Civil War exile writer
for his life and literary corpus were determinedsoyne sort of banishment at nearly every stage3)(11
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majority of Aub’s literary worké* Just as the Generation of 1898 wrote extensively on
the “problema de Espafia,” the exiles obsessively turned theitiattdoack to Spain in
an effort to nostalgically recreate and reinvent their lost texmde Their writings
primarily focused on the pre-war, the Civil War and exile periofsis illustrates that in
reality Aub never really abandoned Spain at least from an emostaralpoint. Even
while in Mexico, Spain remained a constant preoccupation in Aub’s mind, as he sought to
deal with the anguish of his physical separation from Spairnxpsessing his love and
dedication to his country through writing. Exile supposed a continuakdesconnect
with the past in order remember the exile’s cultural rédt¥Vriting therefore becomes
the only avenue through which the exile could remain close tdftrisidden” Spain.
From this interminable connection with Spain arose Aub’s fervented&sipublish his
works, both his novels and short stories, in scholarly and intellectualjswturing the
Franco regime, although this was often met with much diffrcatid frustration. In a
letter that Aub wrote to Antonio Caamafno on October 15, 1959, Aub tellsidnsl:
“Acabé una novela que quisiera ver publicada en Espafa, aunque tengo dudzsade
lograrlo” (Archivo Max Aub Caja 3 — 17/16).

Aub’s first exile occurred in September 1914, when at the age \wrelee and
his family were forced to flee France for a more neutpaiisin order to escape the war

and the persecution of the French as a result of Aub’s GermartiiJesvisage’® Each

24 Aub and his generation referred to the Civil Wattse “Gran Cosa.”

% In the words of Miguel Gonzalez Sanchis, the doeof the Max Aub Foundation in Segorbe, Spain:
“Todo su peregrinaje tuvo como finalidad justificante si mismo, y especialmente hacia todos, su
identificacion con Espafia. Su vida fue Espafia.c@wencimiento de que habia nacido para escyibir,
principalmente de y para Espafia” (269).

% Aub’s family had connections to Spain, as his datfFriedrich W. Aub Marx), a trader and merchant,
traveled frequently to Spain for business purposgsnding up to six months a year there. In asiditin
spite of living in France since 1898, Aub’s fathmaver renounced his German citizenship, refusing to
become a French citizen. As the Germans invadadcerduring World War I, Aub’s father was traveling
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year, the Aub family would leave Paris to spend the summeriahtitae in Montcornet,

a small town located near the municipality of La Bosse. # pracisely in Montcornet,
during the summer of 1914, while Friedrich Aub was in Cédiz, wheraénesurprised
the Aub family. The Aubs immediately became the targeetdiations by the French,
prompting the family to flee to Spain in SeptemBeleaving all of their belongings
behind. As Aub describes: “De la noche a la mafiana nos convertimersiges en
enemigos” Epistolario Soldevila/Aub2). The trip to Barcelona lasted eight days due to
several complications and the lack of organization with thevagg. Upon arriving in
Valencia, Aub and his family settled in a house on Reina Street in Cabanal.

Open agnostics, Aub’s parents enrolled Aub in a lay school, theeaskloderna
and the Alliance Francaise, from 1914-1915, and later completedselsizsndary
education at the Instituto de Segunda Ensefianza Media Luis®¥/iwdson completing
his secondary education in 1920, Aub had to choose between attendingversitynor
working for his father. He opted for the latter, as he was not woedithat the programs
in the department of literatures and languages would respond todus, raand he was
also looking for a secure means of economic independence that wowdhath to get
married. This would lead Aub through a period of fifteen years @B2®b) to travel
through Levante, Aragon, Catalufia and even other parts of Eurojpg seNariety of

different products, working six to eight months every year forfdtiser as a traveling

in Spain. He saw his return to France virtuallypassible and therefore decided to move his fanaily t
Spain to escape harm. Aub’s mother left Franch hér children to join Aub’s father in Barcelon@hey
eventually settled in Valencia on Reina street.

" Ironically Aub’s paternal uncles were fighting ithe German army, while his maternal uncles were
fighting with the French army.

2 Until he was ten years old, Aub attended a claBsiénch school in Paris at the Colegio Rollin, ya la
institution. Aub openly admitted that he was a ek student, lazy in some subjects, while striong
others. However, ever since he could remember, wah always an avid reader, acquiring a largejbra
of books that he kept in the basement of their homiaris.
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salesman. This experience enabled Aub to acquire a new senperapéctive of the
world that the majority of his contemporaries did not posSesggib used his earnings to
foster his literary vocatior-buying books, subscribing to journals and writtagnd also
frequenting cultural activities in Madrid and Barcelona. Thanks gdrfendship with
Enrique Diez Canedethe most respected critic in Madrid at that t&ub was able to
read some of his poetry at the Aterféovalencia also became the site of perhaps one of
Aub’s most important and significant decisions: upon turning twentywori®24, Aub
decided to become naturalized as a Spanish citizen by joiningilitery; however, he
was saved from military duty due to his myopia as he was ddctaseless” by the
military. This action would solidify Aub’s place as a Spanigtzen whosepatria was
now Spairt*

It was also in Valencia where Aub began to formulate an interdgerature,
frequenting the tertulidd and subscribing to various literary journals in numerous
languages$? with a particular interest in the Vanguard and in the Generafick927.
The Vanguard’s preoccupation with the notion of dehumanization amnhasis on
breaking away from tradition, while granting preference to,rexperimental forms of
art, would become a recurring theme in his work. This resultedibisfadoption of a
more Cervantine approach towards literature as he advocatesddaia break with the

traditional literary authority and problematizes the notion of imgitfiction. Aub

2 As Gérard Malgat asserts: “Ese largo viaje de ciegoa través de la sociedad espafiola contribuge a
elaboracién de la visién caleidoscépica que cariaetéa construccion de sus obras” (2007; 44).

30 After arriving in Spain, Aub learned Spanish qljcind wrote his first poems in Spanish at the afge
12.

31 Aub could have chosen between three differenpnatities: German, French or Spanish, but he never
doubted his choice of becoming a Spanish citizen.

%2 Aub gathered with many of his contempotary writrthe Café Regina in Valencia.

33 Aub subscribed to French, Belgian and Italiarrditg journals of the Vanguard. The journglspafia
and Revista de Occidentalso constituted important sources of informatiam Aub. Aub credits
Crommelynck, Romains, and Cocteau for their infoeean his use of the French Vanguard in his theater

48



guestions the concept of the authority of the text by transgreisngmits between
fiction and reality. Therefore, as José Antonio Pérez Bowie contbtads Aub’s work
represents an example of writing that remains in a permataata subversion, which
drives Aub to search for a new direction of literary expressimh ta denounce the
insufficiency of the accepted and available means of communication (1997; 210).

Aub’s erasure of the boundary between fiction/fantasy andyeabults in the
formation of an interdependence between his testimonial and feali@sayful
narratives whose subversion of traditional norms becomes the onlynwalyich Aub
can continue to bear witness and maintain his ethical/moral corentitim literaturé?
In order to write about a reality that goes beyond normal compseire Aub must also
extend himself and go beyond conventional literary norms. Relatiimgteexperience
event requires going to the limit of one’s literary capacity, sl is exactly what Aub
accomplishes with the incorporation of the Vanguard into his narrakiesvever, Aub,
as opposed to the majority of the Vanguard writers of the tintendi abandon his
Vanguard tendencies after the Civil War, but rather continued tthaseas a means of
complementing his narrative work. This resulted in the creatiGewdral experimental
works, such aManuscrito Cuervo, Enero Sin Nombre, Campo francagjallina ciega
Jusep Torres Campalans and Luis Alvarez Petrafi@ng other works that explore the
concentration camp from varying unique angles.

Aub’s literary work would first begin to appear in the early 1920t the
publication of his first anthology of poems in 1925 titlems poemas cotidianpsvritten

between 1921 and 1922, before the writing of his first play in 1923. diddvalso

34 Aub stated that an intellectual is one for whortitjpal problems are also moral problems.
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publish his workGeografid> in 1925 followed byFabula Verdein 1932 andLuis
Alvarez Petrefian 1934% In spite of the early appearance of his Vanguard poetry, Aub
never truly credited himself as being a genuine poet or asbdhe gift of poetry, but
rather always considered himself first and foremost a plgimvr He declared on several
occasions that if the Civil War had never occurred, then he prolkathlid never have
written novels and would have focused exclusively on théatdtis statement clearly
illustrates the impact that the Civil War and his experience in exile had onebgatirof
his literary production, which took a drastic turn after the enth@fvar. In a poignant
letter that Aub wrote to Charles Rudolf Hoef?lae states: “El cambio evidente de mi
obra desde 1936 se debe pura y exclusivamente a la guerra civiho Hastante
importante para todos los espafioles de mi época”’ (Archivo Max Aub’Gag2/20). In

a letter to another student studying his work, Aub restates this notion:

Desde luego, entre lo publicado antes y después de la guerra hdijeueracia
total, no solamente a mi sino a cualquier escritor que haya pasdde pusmos
trances. Una guerra en si tal vez se pueda olvidar pero unamasrcm exilio,
no. Y basta el exilio sélo si esforzoso o demuestra una toma dedposic

perfectamente clara. (Archivo Max Aub Caja 4-25/2)

% Geografiawas published irCuadernos Literariosand is considered to represent the starting point t
Aub’s vanguard narrative.

3% With the exception oEuis Alvarez Petrefiamany critics tend to forget about Aub’s prewarrative,
focusing more attention on Aub’s theater.

3" Max Aub said that he always found it easier towhgt he wanted to say through many charactersrath
than through his own voice. This is the main reasby Aub preferred to write theater.

38 Charles Rudolf Hoelzle was a student who was vgitirs doctoral thesis on Max Aub and maintained
contact with Max Aub through a collection of lettein which Max clarified many of the uncertain
biographical details of his life.
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The Spanish Civil War, not only for Aub’s generation, but also for thefare and after
his, was transformed into the “Gran Cosa,” the determining factibreir way of life and
their way of understanding the world. Although Aub has traditiortadign labeled as
belonging to the Generation of 1927, the thematic content of his woitkes Esembles
that of generations that came after the Civil Wabnlike in the works of the Generation
of 1927, Aub’s novels tend to focus on representing the difficult andupaspects of
the Civil War and the subsequent Republican éRile.

By July 1936, Aub was already on the path toward a career iretta\ifield
when the Francoist uprising occurred on July 18, marking the beginnihg Givil War.
At the onset of the war, Aub found himself in Madrid, but quickly retutnedalencia
by the end of July. Aub remained in Valencia during the Civil Waere he dedicated
himself to the defense of the Second Republic and to directing thieo Téa la
Universidad de Valencia. He also co directed the socialisspegve’Verdadwith Josep
Renau until November 1936. Aub’s commitment to Republican Spain accounie for
recurring presence of Spain as a principle background in his worR$ieo Magical
Labyrinth* On November 22, 1936, Aub accepted a position as the Assistant Head o
the Department of Culture of the Spanish Embassy in Paris.erHainmed there for six
months collaborating with the Spanish ambassador, Luis Araquistéin,cakithgvas the
Assistant Director of the Paris Exposition. Among the mariyu@al projects in which

Aub participated was the recruitment of Pablo Picasso to painra-size painting that

%The beginning of Aub’s (literary) generation wasvieen 1925 and 1930.

“0 Max Aub defined the novel as: “Imagen justa y vida la naturaleza humana, representando sus
pasiones, humores y cambios de fortuna, para plaeesefianza de la humanidad” (quoted in Soldevila
Durante 1973; 329).

“L All of Aub’s novels of The Magical Labyrinttwere banned in Spain until 1978 with the exceptibn
Campo del moro.
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would be placed in the entrance of the newly constructed SpanidiofPan Paris. The
painting that Picasso eventually chose for the exhibition was dnsouds work
Guernica®

Aub returned to Spain around the middle of 1937 where he was latematedi
on Augusts 22, 1937 by the Ministerio de Instruccion Publica, as tieajesecretary of
the Consejo Central de Teatro, in addition to serving as thet&gcof the National
Board of Theater. That same year Aub also participatdtedd Congreso Internacional
de Teatroin Paris. Aub’s life would take a new direction when, in 1938, he and André
Malraux began to work on the production of the flherra de Teruethat was based on
Malraux’s novelL’Espoir.** The filming began on July 20, 1938, and lasted six months
during which Malraux and Aub confronted many difficulties tryindilto a movie about
the Civil War during the war. During the last days of January 18®9advance of
Francoist troops toward Barcelona forced Malraux, Aub and theneenbvie crew to
flee Barcelona and take refuge in France. Aub finallySefin on February 1, 1939, as
he crossed the border at Cerbére with André Malraux and the riéwm for Sierra de
Teruel and later entered Paris, where his wife and daughters had lsedingresince
March 1937. However, Aub would soon return to Spain, through Bourg Madathi wi
two or three days to get the remaining movie equipment that had been left behind.

Upon returning to the country from which he had been forced éatitenty-five
years prior, the same ghosts that forced him to leave Francerghéinmhe had now
intensified, ultimately resulting in an internal exile inside bwn country of origin.

However, unlike many of the other Spanish exiles that crossed #mehFborder in

*2 Max Aub was the person who actually gave Picaksocheck from the Spanish government for his
paintingGuernica
3 Aub translated.’Espoir into Spanish and converted the novel into a cinnsatipt.
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January and February 1939, and who were almost immediately internede in
concentration camps, Max Aub’s fate and his route to the concentcatiops took an
alternative path. Aub originally had no intentions of leaving Parigurope for that
matter, as he was focused on promoting his literary and cinepraticictions. This is
illustrated in hisDiarios, where Aub wrote “¢Irse a América? ¢Para qué? Uno es de
Europa, ¢,qué se nos ha perdido alla?” (186). During the first year in Paris, Awdiatkedic
his time to working on the production &ierra de Teruel which he planned on
premiering in Francé&’ and on writing his noveCampo cerradd® Nevertheless, due to
many factors—the onset of World War Il, the banning of the Frenchn@ast Party,
and the establishment of censure—the release of Aub’s film weeddy the Daladier
government. Upon the film’s completion in late July, Aub and Maltalked about the
possibility of takingSierra de Terueo Mexico, whose government was more liberal and
accepting toward the Republicans, and therefore more open to recéeifimt. Aub
even applied for a visa from the Mexican Embassy through Alf&tesges with the
intention of showingierra de Teruein Mexico, but this possibility soon evaporated as a

result of Aub’s detention on April 5, 1940.

* Sierra de Teruelwhose original title wat’Espoir (1944), was a project undertaken by Max Aub and
André Malraux for the Repubican Government betwédyp 1938 and January 1939. This film was first
played at the “cine de Las Américas” in Spain omilA@4, 1960; although, ironically, it was neveapéd

in Mexico. Max Aub classified this film as one thfe greatest chapters of Spanish cinema of the time
although he was very reluctant to label the filmaadocumentary, preferring to look at it in ternfsao
“document” that pays homage to all of those thdéenided Spain’s freedom against fascism. Aub stated
that this film is: “una interpretacion humana destua lucha” dablo como Hombr&7). The filming of
Sierra de Teruelvasnever completed due to the destruction of its negatby the Nazis. The history
behind the filming ofSierra de Terueis in itself a series of tragic/traumatic evenisttivere never told, as
they, too, succumbed to the silence that reignethglithe post-war period. Aub relives the traunidhe
filming of Sierra de Teruein one of his essays that appearsiablo como Hombrevhere he recounts the
arrival of Franco and his troops as they destrdfjeccity. With respect to the filming of the “donant,”
Aub affirmed that: “Ninguno de los acontecimienttesla pelicula son inventados sino traspuedtablp
como Hombré&4).

4> Aub wrote Campo cerraddn Paris between May and August 1939 and for tfst fime turns to the
subject matter of the Spanish Civil War as the lmdiges novel and ofhe Magical Labyrinth

53



Upon his release from his first stay at the concentration cdrhp Wernet, Aub
was on the verge of going to the United States to shiewa de Teruelvhen he was
detained a second time. Nevertheless, before his first intermmeatVernet, Aub also
spent much of his time during the first few months of his exikdetssly devoted to
writing, using his pen to document and bear witness to the three ofeaar that he had
just witnessed. The events of the Spanish Civil War wereadtiésh and open wound in
the minds and hearts of the defeated Republicans, many of whom\uliketurned to
writing as a remedy and a means of coping with their trdlima/hat came out of this
initial phase of writing was the first novel of Aub’s novelistieriss The Magical
Labyrinth Campo cerradd1943) as well as his theatrical pl&an Juan(1943). Aub
gave the manuscript of this novel to his friend Ignacio Mantecdn, whalsadspent
time with Aub in the concentration camp of Le Vernet, and who, in 1940, tteok
manuscript to Mexico, holding on to it until Max Aub finally arrived@ctober of 1942.

Upon finishingCampo cerradpAub immediately began to writ€ampo abiertowhile

still in Paris, but was unable to complete the novel, for asatessEViNONENMAlGICNAS
CarceIESAIGSIGaMPEs.” As a result of his imprisonmeratili® gnd concentration camps,

in addition to his exile in Mexico, Aub was forced to postpone thepteiian of Campo
abierto until 1948%" As Ignacio Soldevila Durante points oGampo abiertpfrom the
point of view of its creation, comes out a few years &@tnpo de sangralthough with

respect to the chronology of the historical events that take plate novel, it comes

% Aub expresses the continual impact and presentteeddpanish Civil War in the following quote: “Para
el mundo nuestra guerra tiende a borrarse, tiefmgrarse por el tiempgero no se borra, todavia es una
feroz herida sin cicatrizar, con los labios abiestd’ (Hablo como Hombr&03).

*" At the end ofCampo abiertcAub writes: México 1948-50, which indicates thatta moment in which
Aub recovered the manuscript, which was kept inattie of his house in Paris, he then spent twasyea
editing the novel before its publication in 195This presupposes the existence of a first-versfdbampo
abiertobefore Aub reedited it.
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beforeCampo de sangré€l973; 69). Aub began to writtampo de sangr Paris and
finished it in Marseilles between 1940 and 1942 although the novel did nagdpsar
until 1945 in Mexico.

The joint recognition of the Franco regime by the British ar@h&h governments
on February 27, 1939, also proved to be a devastating blow to the exiled Bamubii
France. This action ultimately reinforced the French goverrisnemtifference towards
the Republican cause, illustrated by choosing to side with f&gesh, and demonstrated
its fear of Spanish Communism and of its presence on Frenchlssl.that fear that
would ultimately lead to Max Aub’s internment in the French conagotr camps. Aub
soon realized that his popularity in France was waning and thaitisuswas constantly
following him, which prompted him to seek refuge in Mexico. Aub tloeecbegan to
consult with Gilberto Bosqué&$in order to begin the immigration procedures to go to
Mexico and, with Bosques’ aid, Aub’s application for a visa wasagal on March 5,
1940. Nevertheless, the French government refused to grant Aub thelajiiseng that
it was already too late and that his name had already bessedr off the SERE’s list.
The SERE (Servicio de Emigracion para Republicanos Espafioles)l sex the primary

organization that oversaw the exiles’ transportation to Mexico. tExaee month later,

8 As Mexico assumed its role as the primary “savitt offered hope and refuge to the thousands of
Spanish exiles that were so desperately waitingnbark upon new lands, President Lazaro Cardenas
named Gilberto Bosques general consul in Francs. pkimary responsibility consisted in facilitatinige
immigration process for the Spanish exiles. Bosqueposed the idea of offering asylum in Mexic@lo
Spanish refugees and extending all of the Mexicaregnment's services to expediting the immigratidn
the refugees to Mexico, offering them protectionl @ven citizenship. Many credit Gilberto Bosques a
the man responsible for saving the lives of théesxdue to his personal efforts and dedicationhisressay
titled “Anna Seghers y Max Aub: dos destinos unidosGiberto Bosques,” José Luis Morro Casas psaise
the work of Bosques and illustrates Bosques’s @rfze in the lives of two prominent exiles, whoséval

in Mexico was due to Bosques. As a result of Bestmipersonal relationship with Max Aub, Aub
benefited from special treatment, to which the mjmf the exiles did not have access, such asiape
reports or “secret” information.
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Aub’s concentration-camp life and suffering in France would offictzegin, on April 5,
1940, after receiving a false denunciation of being a dangerous Communist.

Aub, who had joined the Socialist Party (PSOE) in 1929, and who wastiae
member of that Party up until his exile, professed that he was)ooever had been a
communist, although he also declaredLia gallina ciegathat he would never be
anticommunist nor communi$t. What did perpetuate Aub’s reputation as a Communist
was his close relationship and high esteem for Juan Negrin, the Rfinister of the
Spanish Republican Government in exile from 1939-1945, and a Socialishotéth
Communist connections and influences. Aub openly expressed his admi@tion
Negrin, even calling him an “illustrious Spanish warrior,” who wagher looking for
power nor willing to yield to the adversity that defeated hAnsecond factor that would
be used against Aub four years later while jailed in Nicemsgparticipation on June 10,
1937, in a meeting organized by a Popular Front faction of Frenehectuals called
“Savoirs.” French Police witnessed the event wherein a repstfired to the Police
Prefecture in which Aub’s name was mentioned as a participAst.Gérard Malgat
points out, the Police Prefecture completed its investigation oob€ctll, 1939, and
concluded: “M. Aub ha llamado la atencion de mis servicios en una recomdanista
llevada a cabo en la Casa de la Mutualidad bajo la presidengiaddé VIOLLIS, en la
que tomo la palabra. Considero que, en vista de las actuales cimciasstano se
recomienda que se autorice a este extranjero a residir @apaftamento del Sena”
(2007; 86). From that moment on, Aub was labeled as “suspicious,” arfdllgare

observed, which did not bode well in a country noted for its hostilitatdvioreigners.

9 Aub also became an active member of the PSOE iiddeattending many of the PSOE activities and
giving speeches commemorating certain anniversaries
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This explains why a false denunciation of being a militant comshunade by the
Francoist José Félix de Lequerica to the Francoist Emba$3gris in March 1940 put in
motion Aub’s traumatic journey through exile and imprisonment.GAsard Malgat has
learned, the denunciation was made in the following terms: “Malx. Nacionalidad
alemana. Nacionalizado espafol durante la guerra civil. Actividadesunista y
revolucionario de accion. Se cuenta su presencia en Francia.arUamatencion de
nuestro embajador sobre el mismo como sujeto peligroso. Desrcahsuls que no le
den visado y le recojan el pasaporte si se presenta...” (2007; 89).days after the
false denunciation, Lequerica wrote two letters to the FrenchSpadish Ministry of
External Affairs requesting that they adopt whatever measw@esssary against: “este
comunista notorio de actividades peligrosas” (Malgat 2007; 90).

The French authorities communicated the accusation against AubNatibeal
Security and Criminal Justice branches, which put out an orderubisAletention on
March 27, 1940. Aub was finally detained on April 5, 1940. Aub’s detentiomatasn
isolated incident as the spring of 1940 was marked by massivésaimeBrance as
protective measures were intensified and increased by the gmbhgrnment targeted
towards communist threats, “suspects” or “enemies” of the .Stdthis is clearly
illustrated inMorir por cerrar los ojosas the Police Inspector remarks: “Doscientos al
dia no son grano de anis para la brigada” (106). This led to the creation ¢d afWfear
and angst in which everyone was considered a suspect and susaaptibing detained
for no just reason. By the end of November 1939, approximately 20,000 tneigare
interned in France as a result of the Decree of September 1, 1988, m&ndated the

regrouping in “special centers” of all foreigners coming fréememy” territories
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(Venegas Grau 46). Consequently, concentration camps were comsinuateariety of
different places: old factories, barns, schools, gymnasiums, auditoramd sports
stadiums, all of which lacked good living conditions.

It was these first few years of exile, years whichmuatiely proved to be the most
confusing and trying period of Aub’s life that would dramaticaliyange the direction of
his literary production. He expressed this sentiment irDiasio on October 1, 1952,
when he wrote: “Qué infinitamente mas largos, mas llenos, fuemannpialos afios de
1936 a 1942, que de 1942 hasta hoy” (217). During these first few gkaxile and
internment in French and North African concentration camps, Aub pdé d&sr the
moment the production of his novelsTdie Magical Labyrintito dedicate his energy to
writing about his experiences in the camps. The backdrop of thésecemters on the
France of the early 1940s and Algeria, especially the contentreamp of Djelfa.
Many of the texts that deal specifically with the conceittnatamp were actually written
or conceptualized by Aub while he was imprisoned in the camps srddéadited and
rewritten into the final versions that exist today. The mijarf these texts were written
between 1940 and 1948 although many were not actually published unti®f laféis
period in Aub’s life constitutes one of the greatest chapterssofiterary production,
considering the difficult and traumatic circumstances that Aabdidoth in the camps

and outside of the camps.

* In some cases the actual time period in whichstheies were written is unknown, although many were
published for the first time in the second serieBlo son cuentothat was published in 1948 in number 11
of Sala de esperaA subsequent volume @fiertos cuentosvas published in 1955, in which many of these
texts also appeared. Only a few of the storiesdbal with the camps were published after 194& sisc
Ese Olor(1954); El limpiabotas del Padre Eternl954); El cementerio de Djelf§1961) andCampo
francés(1965). ArguablyCampo francésnarks Aub’s final text that specifically deals withe camps,
although later works, such &ampo de los almendr@$968) and_a gallina ciega(1971) either directly or
indirectly remit to this topic.
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What is most ironic and puzzling about this turn of events is that Md&’s
position as a Spanish ambassador in France and his diplomatic comhéatiFrance, not
to mention his French citizenship, were not enough to free him fmtemment in the
camps. Just two days after his detainment, on April 7, 1940, Aub erftersthtium of
Roland Garrost which had been transformed into a detention center. There, Aub was
reunited with two of his fellow exile friends José Maria Rancafid José Ignacio
Mantecén. Aub recounts that the French often exploited the interiieel @oncentration
camps using them as cheap labor and forcing them to work long hourdgn#so
Soldevila Durante indicates, between April and November 1940, more ¢vanty
people died throughout many French concentration camps as a result ofstamdtthe
brutal conditions endured by the detainees (2003; 35). Many histar@ysse the
classification of the French concentration camps as “concentraiops;” since they
were not extermination camps, like those constructed by the NAilgs, if the severity
of an event is assessed by the number of deaths caused thgasier, of course the
French camps do not compare with other natural or man-made disast®wever,
despite the numbers, one can argue that with the exception of tlehayabers, these
camps did contain the ingredients and seeds of extermination asnthiéons of the
French camps were tragic in their own right. In the facdraimatic disasters, as
Kellermann argues, extreme forms of suffering are not compgaraid one should never

say that one form of mass murder is “less terrible” or even “better” thahear(dd).

®! The stadium of Roland Garros becomes the focaltpmid the central place around which the plot
revolves in Aub’s two play$/orir por cerrar los ojosand Campo francés In both of these plays, Aub
describes the plight of the Spanish exiles thaewdetained in the famous stadium.
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On May 2, 1940, the French Police Department sent a letter to thstiyliof
Interior in which they refer to 28 “undesirable foreigners,” inalgdiAub. As the
Germans approached Spain, Aub was transferred on May 30, 1940, tsttbé His two
internments in the concentration camp of Le Vernet d’Ariege. ddnsp would become
the central place of enunciation and, indeed, the protagonist of ofigkyb’s works>?
Aub was granted a provisional release from Le Vernet on November 30, t8dKs to
Gilberto Bosques, and from there settled in Marseille where raimed under house
arrest, while also collaborating with the local Mexican offician charge of the
protection and evacuation of the Spanish exiles. While residingamédle, Aub began
to write Campo de sangr&vhich became the second novelTihe Magical Labyrinth
series. On January 31, 1941, Aub finally received the authorizationtlfreriviexican
government in Vichy to immigrate to Mexico. On April 10, 1941, Ambuld also
receive an affidavit from the United States Consulate in &lés authorizing him
immigrate to that country. However, neither one of these paseiivould take place
due to a series of events and circumstances that would continue tAWkeemptive
inside this world and web of concentration camps and jails.

Aub could have embarked to Mexico on March 23, 1941, but the Vichy regime
prevented his departure, citing new legislation that prohibited thetdep&rom France
of all Spanish male refugees between the ages of 18 and 48. Aubathedled to Nice
to meet with Malraux, where he was once again detained on June 2, 4 @4fesalt of
the same pending denunciation that led to his first detention. washunaware that the
French Police continued to closely watch him upon his releaselfeoMernet. When

Aub petitioned for a safe-conduct to travel to Cabris, he was aymie detained by

*2While Aub was interned in Vernet, his family retad to Spain.
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police in Nice and transported to the Hotel Alhambra of Nicetlend to the jail in what
became an abusive detention. After spending twenty days ih ia jdice, Aub was
released on June 22, thanks to the intervention of the Mexican Enmdragsgilberto
Bosques?® He then returned to Marseille, where, two months later, heakes to a jail
on September 3 due to another denunciation, and then transferred lhack'eéonet on
September 5, 1941, for the second tithe.
During this chaotic time of detentions, the French authorities contilyjuous

investigated Aub’s past involvement in communist activities. Timefestigation led
them to produce the following report on June 28, 1941, that specified the<laganst

Aub in 1937:

Aub ha sido denunciado como comunista por un informe con fecha del 6 de
agosto de 1937, establecido tras una reunion celebrada por el grupo “8bavbir”

de junio de 1937 en la casa de la Mutualité en la calle SaitdrVicajo la
presencia de André Viollis, y en la cual él habria tomado Ebpal..En 1930 y
1931, Aub era miembro de la seccién en Valencia del partido saciasipafiol.

En septiembre de 1936, formo parte de la Union General de los Trabajgdie

la seccion de la Federacion de los agentes de comercio y ddulstria de

Espafa. (Malgat 2007; 101)

>3 Aub spent much of his time in jail writing textdieh he would later lose.
** This new denunciation came from one of Aub’s aagmaces, whom Aub had once publicly critiziced
for his betrayal to the cause of the Second Regp.ubli
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On November 27, 1941, Aub was transferred to Port Vendrés, after anstop i
Toulouse, and while chained in the cellar of the sBigi Aicha> was taken to the
concentration camp of Djelfa in Algeria, North Africa, locatedthie Sahara deséft.
This trip became the inspiration behind Aub’s writing of his [Bay Juanhis book of
poetryDiario de Djelfaand his storyryo no invento nadawhere he describes Djelés
aninfierno.®” The concentration camp of Djelfa was opened in the spring of 1940 and
reserved for the internment of politically active and dangeroisommrs. Djelfa was
especially designated for the imprisonment of those who foughbeanirternational
Brigades during the Spanish Civil War. As Aub describes imt¢tsunts of Djelfa, the
conditions in the camp were extremely difficult: extreme tawmtpees (50C during the
summer to -14C during the winter), lack of food and poor hygiene whioh gse to
numerous diseases and epidemics. Antonio Vilanova describes thelsechiaditions:
“Inmediatamente que llegaban los espafioles eran sometidos a agdimfen tiendas
establecidas en los muelles y, a continuacion, trasladados enytreagnes de ganado,
hacinados, en pie, como fardos humanos a los campos de concentraciérh (qtd.
Mancebo 143).

On May 18, 1942, Aub was released from Djelfa with the help of Galbert
Bosques and the Mexican consulate in conjunction with a Djelfa poffer. Aub

escaped to Casablanca where he was waiting to embark on th&simga” to New

* The Sidi Aichi was a ship that transported livekto This notion becomes a prominent theme in Aub’s
play San Juanwhere the transportation of Jews in the ship $S&m becomes a metaphor for the value of
the Jew, which is compared to that of livestock.

% Among other concentration camps that were buillarth Africa and used to intern political prisoser
were: Bizerta, Camp Morand, Boghari-Boghar, CampoBiy Relizane, Bou-Afra, Colomb’bechar y Setat,
Hadjerat-M'Guil, Aun-el-Ourak, and Meridje.

>"While interned in Djelfa, Aub was forced to work the construction of railroads in the Sahara.
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York with an affidavit given to him by John Dos Pas¥bsHowever, a detention by
gendarmes in Uxda—at the border of Algeria and Morocco—causeddAatiive late
and miss his ship. Fearing another detention, Aub, with the help bli@EM (Hebrew
Immigration Committee), decided to remain hidden in a Jewidlermty hospital until
September 10, 1942, when he embarked on the Portugues8espa Pintotowards
Mexico. After two brief stops in Bermuda and La Habana, Aulvetrat the port of
Veracruz—admitted as a political refugee who was grantddrasyon October 1, 1942,
where two of his good friends, José Maria Rancafo (a fellow ceoatientcamp
survivor) and Carlos Gaos, were waiting for him.

It was ultimately in Mexico where Aub began to advance and promoliehnisy
career and to continue the task and duty of writing about his expesiam¢he French
concentration camps, and the difficult years that he was faacéde during the Civil
War. As Gérard Malgat states: “La primera preocupacion de Aub despsédleigada a
México es dar a conocer la situacién en los campos de internaini20®07; 113). Aub
began his exile in Mexico by writing primarily theater.hid began in September 1942,
while aboard theSerpa Pintoen route to Veracruz, where Aub wrote what would later
becomeCampo francés During the next several years, Aub would write a total of five
plays from hisTeatro Mayor La vida conyugal(1942), San Juan(1942), El rapto de
Europa o siempre se puede hacer a§@43),Morir por cerrar los 0jo51944) andCara

y cruz(1944), in addition to twenty three plays in one act. These wookifdveonstitute

°8 |n a letter that Alfredo Mendizbal wrote to Aub April 19, 1943, he expresses the urgent need ® fre
the thousands of Spaniards that continued to rernaptive in North African concentration camps.
Mendizabal even wrote a letter to the State Depamtnin the United Statedescribing the horrible
conditions in the camps and pleading the UnitedeStgovernment to intervene, even mentioning Aub’s
own personal experiences.
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what Gérard Malgat calls Aub’s endeavor to present a “brecalaedeatral para
comprender mejor nuestro tiempo” (2007; 117). During this period, Aub alsouecht
to write Campo abiertoand Campo de sangrewhich he had already begun to write
before his detainment, as well as several essays, articles and reviews.

The first several years of Aub’s Mexican exile were by the most difficult,
especially from an economic and cultural standpoint. Adapting torte@irenvironment
took time for most Spanish exiles. This was due to many fastmts as the Mexican’s
rancor toward the Spanish, whom they still blamed for the congnéstaonization of
their territory five hundred years earlier; the fear thatémigrés would steal jobs away
from the Mexicans; and partially because the exile’s roote sl cemented in Spanish
soil. In spite of the Céardenas regime’'s acceptance of tipeibRean refugees into
Mexican society, one of the restrictions of the regime watstllgaSpanish exiles were
legally forbidden to participate in domestic politics. This openeditioe to the exiles’
participation in other cultural and educational institutions where métlyem occupied
important posts and exerted their positive influence on the acadiésmin Mexico. The
Colegio de México is a good example of the tremendous impact hbaSpanish
Republicans have had on the cultural and academic life of Mexicat fostered an
academic environment that enabled the exiles to integrate édh@®msnto the academic
and intellectual arena that continues to prosper today. Aub hiesah states with
regard to the exiles that settled in the Americas: “...laariayde los llegados aqui hace
mas de diez afios han hecho una gran labor, pero no espafiola, sicaraneYiel buen

resultado se vera el dia que reconquistemos Espafa” (Archivo Max Aub Caja 5-53/2).
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Max Aub played an integral role in this process as he par@dpst many
cultural activities in roles such as: editor, translator, revieweologue writer,
scriptwriter, and movie producer. Shortly after his arrival in i@xAub joined the
Sindicato de Trabajadores de la Industria Cinematografica andalsasnamed the
secretary of the Comision Nacional de Cinematografia. Tpesi&éons allowed him to
produce several documentaries suchvasico es asiLa tierra es la patriaand México
hacia el futuro Aub then became a professor in filmography and taught coonstdse
History of Theater at the Cinematographic Institute and the Natidnaversity of
Mexico where he would remain until 1951, and also held a job with thedsin Institute
of Social Security. In January 1947, Aub was named an adviser toothesiGn de
Repertorio del Departamento de Teatro del Instituto NacionaletlasBArtes. He was
also a theater critic for the Mexican newspagkeNacionalfrom 1947-1949 where he
published a weekly article titled “El teatro en México.” Frd&b9 on he worked for the
UNAM'’'s radio and TV services, where he soon became director ofS#eicio
Coordinado de Radio Television y Grabacion de la UNAM from June 1961 Juinid
1966. These positions are what enabled Aub to make a living as he Voés tonaake
enough money exclusively from his literary productidnAs a result, Aub’s excessive

work load became so absorbing that it often impeded his desimgé¢oawd publish more

%9 The Epistolario between Max Aub and Manuel Tufién de Lara illusgate economic difficulties and
adversities that many exiles faced as they werélarta financially survive solely on their writin@his
forced them to compromise the output of their ¢itgrproduction with other menial jobs that provided
them with a more stable income. Aub confirms thidion when he states: “Yo no soy novelista. Si
viviera de mis rentas—o de mis libros—Ilegaria dosePero no tengtiempa Hay que ganarse la vida,
para morir burguesamente y no que murmuren lossiig¢Diarios 252). Aub also states: Naci para ser
escritor y no me dejaron, siempre me faltd sosipgm serlo...Me hubiese gustado poder estudiar
placidamente, leer mucho mas de lo que he leidbersaucho mas de lo que sé. He tenido que garlarme
vida desde los dieciocho afios (Diarios 218).
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during those year®. As Francisco Caudet says, the years that Aub worked foratie R
Television de la UNAM were the few years in which he reakadixed income (2005;
222). lronically, in spite of his talent as a playwright and higeegnce teaching and
producing cinematography, Aub’s plays were not represented in gimofaktheaters, but
rather by university students.

In addition to the constant remembrance of Spain, another prominent
characteristic of exile writing was the desire to naragpects of the exile’s adopted
country. For example, Aub also showed interest in Mexican tlite&raand even wrote
several poems and short stories, such as those in the Guektos mexicanothat
describe and pay homage to Mexico. Aub makes clear his gratdulitexico in a
speech where he states: “Albergue honrado es lo que nos ofredidoMénosotros los
espafioles honrados y no el deshonrado que a la Espafa del fanigabld ¢omo
Hombre79). Although Aub recognized the fact that living in Mexico addegecisl
overtone to the creation of new works, he did indicate that living éxiéé did not
impact his novels that were about Spain. Several of Aub’s frienddo{f® Usigli,
Xavier Villaurrutia, Salvador Novo, Benito Coquet, José Luis Martidemye Gonzalez
Duran and Héctor Azar) even ran their own professional theaters, but inpnidalied to
show Aub’s plays, claiming that he was not Mexican, or in other winds he was too
Spanish. Aub reacts with dismay at their lack of intereshgtd'habiendo tenido en sus
manos tantos teatros oficiales, jamas se les ocurrié astnemabra mia (lo que nada les

hubiera costado)’Oiarios 328). Only one of Aub’s playt,a vida conyugalwas ever

€9 Aub once told Francisco Ayala that: “La Radio Usrisidad me da mucho trabajo y bastantes disgustos.”
Aub had also received an offer to teach a semestese at Queens College during the spring of 1864,

the rector of the UNAM would not allow Aub to leavds position as Director of Radio Sevices
(Epistolario Aub/Ayal&9, 109).
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represented, debuting on September 2, 1944. None of Aub’s other plays would ever
make it to the stage, which became one of Aub’s greatest frustrations.

From this intellectual sphere in which Aub participated arose daslad literary
collection composed of a variety of different genres—poddigr{o de Djelfg); theater
(Morir por cerrar los 0jos El rapto de EuropaSan Juaiy short stories Nlanuscrito
Cuervq El limpiabotas del Padre eterjionovels Campo de los almendrpsssaysYo
no invento nadg! diaries [a gallina ciega Diarios); letters, cinematic script€€ampo
francég; and even manuals of the history of literatubés¢urso de la Novela Espafiola
Contemporanee—that explore and investigate the problematic surrounding the entire
concentration camp universe and pose many questions regarding tlversuneed to
confront head-on their traumatic experience. As Naharro-Caldes@ntssin order to
recount his experience of horror, Aub’s work does not limit itself topamgcular genre
or the most prominent genre (essay-testimony), for the coacemircamp world for
Aub goes beyond these limits. Aub even questions these very limits wherebe“8fiat
Campos(que en sus titulos tienen su justificacion, si acude ustedcbmcio) no son
novelas, sino cronicas (vea las palabras finales deisaurso de la novela espafipla
no son una trilogia. Y en e§an JuanNo, De algun tiempo a esta partel Diario de
Djelfa y tantas cosas mas no son, no quieren ser otra cosa que un testifp@rios
236). Aub’s rejection of the term novel for chronicle and testimonyonbyt redefines
the limits of genre (within his own work), but also reinforcesithportance of bearing
witness.

José Angel Séinz affirms that in times of spatial limitasi such as confinement

in concentration camps, memories that are translated intonoesél writing become
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virtually the only weapons available for the displaced individudiréehumanize” his
reality (319). This experience is often conceptualized as a daocnst process of first
forgetting for a period of time and then gradually remembehegttauma. Forgetting
and remembering go hand in hand as they reciprocally call on orngeamnota mutual
exchange whereby one cannot exist without the other. Therefore, inford&ub to
reflect this difficult, disjointed, and incoherent world which he exexed and
witnessed, he is almost forced to adopt a wide array of narrative Esad@g genres that
break away from the traditional realist genre of the timeeiarch of new forms of
expression. As José Angel Sainz states, traumatic eventseragpwr models of
representation as the traditional categories of representagiamsafficient as a means of
describing a traumatic reality that goes beyond reason (318).

Beginning in the 1950s, Max Aub’s narrative production Tdfe Magical
Labyrinth began to diminish in favor of the creation of new and different fooms
realism that were absent from his traditional testimonialatige of the post-war
period®® Although Aub did not abandon his testimonial will (for exampenuscrito
Cuervg or his emphasis on historical context (for examjeero Sin Nombpe the
incorporation of these new Avant-garde techniques enabled Aub to createauels of
representation and to continue, albeit in another more diverse forxprese the same
social and political concerns that underlie his entire literasykw A work such asa
verdadera historia de la muerte de Francisco Frame@ perfect example of this new
genre that does not fit exactly with the noveld’bé Magical Labyrinthbut nevertheless

continues to implant a critical message through a fictitious léftss story combines

®1 During the 1950s and early portion of the 1960sb Avrote four novels that show clear Vanguard and
experimental intentionstas buenas intensiongd954); La calle de Valverdg1961); Jusep Torres
Campalang1958); andluego de cartafl964).
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humor, fantasy and fiction to recount the historical experiendeeopanish émigrés’ in
Mexico and their obsession with Spain, which becomes their only subjfect
conversation. In order to silence the émigrés, a Mexican m@iies the execution of
Franco, travels to Spain and finally executes his plan.

The post-Holocaust period with its many attempts to interview \sanwiof the
Holocaust and of the concentration camps has often been met withesiledthese
reflected a loss of language due to the limitations of |laggtiaat were available at that
time, or, as Lyotard asserts in his attempt to define theepbnof the differend
“language’s inability to signify gas chamber.” Lyotardote that the silences that
surrounded the event of mass death in Auschwitz are signs thatergpitb® unstable
state and instant of language wherein something asks to be put iaseqhand suffers
from the wrong of not being able to be put into phrases right avgsit 149). This
reinforces the failure of linguistic representation in the padothust period. It also
guestions Halbwachs’s assertion that there are no recolleatiovtach words cannot be
made to correspond. While language is closely tied to systestxial conventions that
allow one to reconstruct the past, when those social systems Hoyak or are
confronted with aphasic tendencies, the reconstruction of memory becoroee
difficult. The Holocaust epitomizes the paradigm of this break-doegponsible for
having created an epistemological-ontological crisis of witngssianifested at the level
of language itself (Leys 268).

The post-Holocaust period was marked by a coalition of silenceeimharsense
of numbness with respect to the horrors caused by the Holocaust pcepeople from

addressing the subject matter. Most Germans deliberatéhadvertently avoided the
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topic as they maintained that they had not known anything about the madsrs.
Whether the horrors were concealed or ignored there emerdedcbtiversation and
dialogue about the Holocaust. As Carmen Moreno-Nufio asserts, silasagot only a
part of the History of the Holocaust, but it also formed one of the foaslamental
characteristics of Francoist politics and totalitarianmesg in general (238). As a result,
the need of the survivor to tell his story and to bear witnedsstdrauma becomes
essential to his survival and symbolizes a way of giving hesalihew meaning, allowing
the survivor to reclaim his place as a witness. As Caruthtsisé8urvivors of the
Holocaust not only needed to survive so that they could tell thely, diat they also
needed to tell their story in order to survive” (63). Max Aukerates this notion when
he states: “Tengo que librarme, de una vez, de este [i2isoibé 185).

The act of writing for Max Aub also represented an act afibg witness to the
trauma of survival, for Aub declared that to bear witness to hdygpened was what he
wished to accomplish in exile. He felt that it was his oblogatand that of his
generation, to give testimony to what had happened, not only in Spain thei@jvil
War, but also in France during exile. This testimonial need analmbfigation is
exemplified by Aub himself, who, on January 22, 1945, proclaimed: “Creo qtengo
derecho a callar lo que vi para escribir lo que imagimiarfos 123)%* This moral
obligation represents an essential element of trauma, fmhasMowitt asserts, trauma
might be construed as essential to the emergence of moralittye iBame sense that
morality is the essential remedy for trauma (374). In a letter witittéd\nthony G. Lo Ré

on February 11, 1960, Aub reiterates once again these same senttatergs“®o tuve

%2 Aub also stated in hiBiarios: “¢,Por qué hemos de callar? Yo digo mi verdad gdguiré diciendo
mientras pueda y como pueda” (254).
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mas propodsito, en esta serie de novelas y cuentos, que el deydasfanonio de la
verdad” (Archivo Max Aub Caja 8-60/2). Aub refuses to turn to liescamdal in the
face of fear, or to buy his peace and tranquility at the expansamaining silent, but
rather seeks to enact justice in a corrupt world by looking backeopast and revealing
the hidden truth. This is what prompted him to flee Spdpor no callar—which
represents his way of combating the silence imposed by thecd-negime. Aub
becomes so obsessed with this need to tell the truth that hes aisaere will not remain
silent (“no callaré mi verdad”) until he dies. The truth becoes’'s most powerful
weapon against combating oblivion.

As a result, from the outbreak of the Civil War in 1936 to his deafl®72, Aub
shifted the focus of his literary production, dedicating a vastquodtf his literary work
exclusively to writing texts that directly related to hesttmonial will and to his need to
bear witness. Writing therefore became a way of safeguanaimgory and of protecting
the memory traces from being forgotten. Max Aub arguably prodoicedf the largest
collections of literary works of any Spanish author of the twdntentury, writing an
average of one book per year for fifty ye¥ts.Like many other exile writers and
intellectuals, Max Aub sought to pay homage to and restore the fargatid erased
historical memory of the many Spanish exiles that found thensséveed to abandon
Spain upon the end of the Civil War, many of whom never returned to.Spasé Angel

Sainz accurately summarizes the essence of this concept:

8 Aub never reread what he wrote because he ladietimhe needed to fix all of the errors that existe
Also, what mattered most to Aub was occupying lase within the history of Spanish literature, evfeih
meant, as Aub stated in Hisarios, being a “second-rater.”
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Para aquellos que sufrieron las consecuencias de los campos olemigato y
del exilio la necesidad de testimoniar fue el catalizadoftadarticulacion de
dichas experiencias. La escritura les proporciond los mecanidem@sclaje
necesarios. En el papel trataban de impedir que lo acontecida eayel olvido
y, a la vez, comprender sus propias supervivencias. Esta actigdatlral
constituia un proceso de autoafirmacion ademas del lugar en ebppsar la

identidad individual frente a la lenta disolucion de la persona. (317)

In this series of novels ofhe Magical LabyrinthAub sets out to describe the
tragic events of the Civil War and its ultimate aftermatthanexile and imprisonment in
French concentration camps of thousands of Spanish Republicdhg. Magical
Labyrinth thereforebecomes an allegory that seeks to reflect the (traunidition
and the ultimate physical/metaphysical journey undertaken bysplaaish exiles that
were uprooted by the violent conflicts of the Civil War. Eacke of the six novels
included inThe Magical Labyrinthdetails the plight of the Spanish Republicans, told
from the point of view of the defeated, throughout various critical emsnand stages of
this ominous labyrinth of Spanish history, beginning with the n@eashpo Cerrado
(1943) and ending withCampo de los almendrdd968)® The stories told in these
novels give voice to a defeated group of Spanish republicans whose hiasoteen
silenced by the successive official histories dictated byFtlamco regime. As José

Antonio Pérez Bowie affirms, Max Aub’s work does not possess heroesathet is

% Like many of his protagonists, Aub did not knownahtw escape this labyrinth, which came to defire hi
existence. In a letter to Ignacio Soldevila, Aldrified his conception of the labyrinth: “El laliato no es
un circulo. El laberinto es el vientre, los intess. No hay mas salida que el ano: la mierdmdarte. El
circulo, el ruedo, es el solEpistolario 343).
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composed of disoriented individuals immersed in a collectivity ldeks direction and
fails to understand the events that have transpMeohscrito Cuervdl5). This notion
becomes even more evident in Aub’s narrative as many of his protagonistsetesreta
bear witness. With respect to the serie€amponovels, Serrano Poncela asserts in a
letter that he wrote to Aub: “No creo que haya nada sobre nuedreague pueda
compararse a esto tuyo: en invencién, reproduccion de ambiente y \@raadidad”
(qtd. in Francisca Montiel Rayo 258). Emir Rodriguez Monegal also reiterates the
same sentiments upon stating: “Es el documento literario md&s gasnpresionante
sobre la guerra civil espafola que se haya publicado hasta ahbraisyno tiempo es el
roman-fleuvemas logrado de la literatura espafiola contemporaneaElHaberinto
magicode Max Aub, la guerra civil espafiola ha encontrado tal vez su ndesdeeo y
creador testigo” (gtd. in Soldevila Durante 1973; (101-02).

Aub’s collection of short stories, which has been grouped together tnedttie
Enero Sin Nombrealso details this world of loss (of freedom), defeat (persandl
collective), death, absence, ambivalence, up rootedness, solitude an@nolbhiat
pervades and permeates the Civil War, the concentration camps,ileffd éxossessing
certain autobiographical traces, the events that are narratiee works ofThe Magical
Labyrinth represent phenomena that Aub lived through and experienced first-hand: the
Civil War, the concentration camps, and exile in Mexico. Aub acts aitness, a critic

and ultimately as a reporter of the horror, injustice, violence dsdrdity of the

% Upon referring to his series @amponovels, Aub speaks of the need to “acabar de agfratmi modo,

lo que fue y es nuestra guerr®igrios 204).

% All of Max Aub’s short stories, with the exceptiohEl Cojo, were written after Aub completed the third
novel of The Magical Labyrintiseries Campo abierth The stories oEnero Sin Nombreange in length
from brief one or two page stories to more extemsind elaborate stories suchEsero Sin Nombre
Manuscrito cuervar El limpiabotas del Padre EternoMany of these stories were published in journals
before being collected in specific books compilgdaib such asNo son cuentoandCiertos cuentas
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concentration camp world and of the status of obscurity into whichxiles dad fallen,
leading him to record those experiences so that the world would getorAs Ugarte
states: “To forget is to allow exile to become a death” (1Zherefore, for Aub, the act
of writing reflects his continual need to preserve and keep tilevexistence of his past
and his historical memory of the tragic experiences that he eshduks Ofelia Ferran
indicates, one of the primary purposes of writing books is to guartrgesurvival of
man beyond his own death, that is, granting him a posthumous life (208%5; Max
Aub addresses this precise issue when he states: “A los cinaferdaescribo para
permanecer en los manuales de literatura, para estar ahi, paracwando haya
muerto..Lo que me horrorizaba era desaparecer sin rastro; desapdegoeto marcado
un sitio..” (Diarios 234). The character Paco FerrisGampo de los almendradso
reiterates this idea stating: “Escribe uno para poder vivir. néiescribiera no
viviera...Escribo. Aun cuando no escribo, escribo. Escribo para acordarnoeqde |
escribo, necesito escribir para poder vivir’ (qtd. in Soldevila Darad8#3; 203). This
desire for immortality and posterity explains why in exile Aal a certain urgency to
write more than before his exile in spite of the difficult caods that he endured and
suffered. Aub resorted to writing as a way of salvation andim$éeding his place back
into the history books of Spanish literature.

Aub made every effort possible once in Mexico to make his works ikriowthe
public, both in Mexico and especially in Spain, even if it meant fingnand printing
copies of his own texts as many publishing houses refused to publiglotks. Aub

evinces this notion in hiBiarios:

®"In hisDiarios, Aub states: “Escribo para no olvidarme” (196).
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Ni Losada, ni Calpe, ni Porrda, ni nadie ha querido jamas publicar unitsolo |
mio...Y ahora el Fond8 que se niega siquieradistribuirlos. Es decir, para
qguien no lo sepa, que pagangnla edicién se niega a repartirlos en las librerias.
La verdad, que no se venden...estos datos estan en la base de la descquéa

siento por mi obrafiarios 269)

A letter to José Carlos Mainer Baque also illustrates Aulsgaléo publish his work in
Spain when he states: “Desde luego tengo el mayor interéggenir publicando en
Espafa y en estrenar si fuera posible” (Archivo Max Aub Caja 9-9Mis ultimately
led to the creation of Aub’s own journal in 1948 calfala de Esperavhich served as a
vehicle for publishing and making known his work in Mexico and Spain ustérid in
1951%° During this three-year period Aub successfully printed thirtylrens ofSala de
Espera”® As Maria Paz Sanz Alvarez states: “El titulo de su te@ala de esperdice

lo que el transterrado siente al vivir en una tierra que no eyda al ser trasplantado a
otro lugar sin hacerse del todo, al creerse en una situacidarm$#dy en una sala de
espera” (1999; 160). Aub also alludes to this notiosath de esperan Hablo como

Hombre “los intelectuales del mundo entero estan metidos en una esalande espera,

® The Fondo de Cultura Econémica agreed to disgimeany of Aub’s works at no cost provided that Aub
himself finance the printing of the works until B%hen the Fondo stopped distributing them claiming
that there were too many books to distribute. A Atates in hi®iario: “Viste mucho eso del Fondo de
Cultura, lo que no sabe la gente es que los lilbespago yo y que el Fondo de Cultura Econémica
Unicamente los distribuye. Y eso gracias a mi tadison todos los de la casa” (252). Aub thenetito
other publishing houses, but they too rejected him.

% Sala de Esperappeared throughout a period of 30 months (1948-@any of the texts that were
included in this publication would later become pdete works or at least would serve as a springdoa
for ideas for future texts. I18ala de EsperaAub introduced to interested readers fragmentspaeces of
his writings. As Antonio Pérez Bowie asserts in Mistudio Introductorio” toManuscrito Cuervp
“Manuscrito Cuervdue escrito por Max Aub a la vez que se encontiabgerso en la redaccion del
Laberinto Magicoy vio por primera vez la luz en el afio 1952, emadimen tercero y ultimo dBala de
Esperd (Pérez Bowie 1999; 13)

% In addition to publishing works irBala de EsperaAub also published 28 works iBuadernos
Americanodetween 1947-1971.
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sin saber qué tren tomar, e ignorando la hora de salida” (42) sdlaide esperaecame
Mexico, especially during the first few years of exilehaitgh it eventually became a
permanent place of residence and work. It also represented @atamvhere the exiles
began to interpret reality from another perspective (Caudet 2005; 28B)explains the
reason why he decided to create this journal when he statesdifiaultades editoriales
y el poco interés que mi obra despierta, me han llevado al presétddo de entregas
mensuales...Escribir en espafiol nunca ha sido un buen negocio” (qtechzirABarez
2006; 160). Nevertheless, throughout his life, Aub remained disillusionesbadeéned
due to the lack of recognition that his work received, either bgcts of publication, its
lack of circulation or its lack of a readership.Aub illustrates this frustration when he
states: “Me roe como nunca la falta de publico: al fin yahbami fracaso” and “...es mi
falta total de éxito. Mis libros no se vendeBidrios 192, 252). This is what ultimately
became Aub’s impossible dream.

Aub’s dedication to publishing his works in Spain only reinforces the ndtan t
Spain continues, even from a geographical distance, to be presenimmdhisFrancisco
Ferndndez Santos substantiates this idea as he stated to Maxalditer: “Reconforta
sentir la amistad y aliento de un espafiol que vive fisicamerjts, Ipero que
espiritualmente esta a nuestro lado” (Archivo Max Aub Caja 5-5@f8}his respect,

Mexico never replaced Spain as Aub’s mother country, as Aub contingledlitate his

L On many occasions, Ignacio Soldevila Durante edlab Max Aub that Aub’s books were scarce and
difficult to obtain in Spain. On one occasion, @nlila wrote: “Aqui no hay manera de conseguirlas”
(Epistolario 53), while on another: “Al final he tenido que pomm la biblioteca mis propios ejemplares
[de los libros de Aub] para que los pudieran leBorque tampoco en esta biblioteca esta toda @’ obr
(Epistolario 271). Aub himself was also distraught at his latkmportance as a “serious” author, as he
once stated that Quiroga, Chabas and Enrique Ddeedd were the only ones that truly believed in his
importance as an author. Aub’s work remained uiifanin Spain for at least a decade after the \sag

to some extent continues to remain so. Neverthefagh never doubted his ability stating: “Con sédad
tardaran todavia muchos afios en darse cuenta d®gque gran escritorDjarios 248).
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life and work to Spain. This is even more evident throughout Autténsive collection
of letters and correspondences whereby Aub continuously sent books friehds in
Spain, not only as a token of appreciation and friendship, but also asrawathef
propagating and circulating his texts within Spain in an efforeéch a larger audience.
One might argue that Aub became obsessed or even a slave to (amtthge-writing),
remembering, and archiving, which ultimately became a wayrefsng. This notion is
expressed by José Angel Séainz: “A la desesperacion por la péeligaidentidad, al
miedo al fracaso por ser un escritor desconocido en un ambiente egtramja la
abrumadora falta de un publico de lectores se afade la intenci@ateleperdurar una
voz viva mas alla de una cierta temporalidad” (320).

Although Campo francéss the only work in the&Camposeries that specifically
deals with the concentration-camp experience of the Spanish, eikesould argue that
all of the novels ofThe Magical Labyrinthseriescontain a narrative structure that
ultimately centers on bearing witness and giving testimony. J&s& Maria Naharro-
Calderdn asserts, in many of the texts that are not stabtiyt the camps, Aub adopts
discursive strategies that show how the everyday, normal universd \& governed by
universal norms, operates under rules that are as random as thitbsecohcentration
camps (104). This premise coincides with the ubiquitous nature ofatind of the
camps and its continual presence outside the physical boundaties chmp. What
characterizes the novels ®he Magical Labyrinthresides in their lack of a clear plot
structure and real protagonists, wherein the narrative structprenigrily composed of a
myriad of fleeting characters and passing voices. All ofeth@mdomly appear and

disappear in a disjointed and fragmentary manner much like theus&uaf memory,
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with many different story-lines intermixed, ultimately segyias witnesses that give
testimony of their experience during the Civil War.

In spite of Aub’s realist intentions, this fragmented structigeiates from the
traditional realist novels of the nineteenth century. In Discurso de la Novela
Contemporanea EspafiglAub proposes a new form of realism, which he aalidismo
trascendente This new form of realism seeks to “traspasar y penetrangmiblico cada
vez mas amplio. Realismo en la forma pero sin desear lacaaléin del escritor como
pudo acontecer en los tiempos del naturalismo” (179). Accordingilto the principle
difference between thealismo trascendentand the naturalist and realist novels of the
nineteenth century is that the writer, while fixated on thergsgm of reality, actually
takes part (toma partido) by casting his own judgments in art &faritique and better
understand the reality that he is relating. Therefore, astéJgaserts: “In spite of his
[Aub’s] attempt to re-create the reality of the war, ihat verisimilitude which guides
the construction of the texts but ambivalence” (1985; 7&8gmpo cerradas the only
one of the first three novels in which there exists a centrehgoatst (Rafael Serrador),
which is essentially absent fro@ampo de sangrand Campo abierto Although the
majority of the characters in Aub’s works are fictitious, tlaeg based on real inmates
that Aub met in the concentration camps. In many instances, Aubfedor of
incriminating or exposing the identity of other inmates to a ho&ilnco regime,
preferred to create fictional names.

Based on the importance that Aub places on thematic issues, tatheort the
peculiarities of a particular genre, one could argue that a vadety of Aub’s literary

production—not merely the novels and short stories—including all of hisntesal
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works, are part oThe Magical Labyrinth This enters into the question of what defines
the concept offhe Magical Labyrinthwhich has stirred much debate among scholars.
Whereas Aub conceptualiz&€ae Magical Labyrintlas only those works that specifically
deal with the Spanish Civil War, Ignacio Soldevila Durante redetimesnotion, using
the termThe Magical Labyrintito denoteall of Aub’s literary work. Soldevila Durante
then designates the termaberinto espafioto refer specifically to Aub’s novels of the
Civil War, that is, what Aub himself termBhe Magical Labyrinth Francisco Caudet
also calls for a redefinition ofhe Magical Labyrinthin his essay “El laberinto del
exilio/El laberinto de la escritura.” Caudet problematizes rmake-up offhe Magical
Labyrinthand proposes a redefinition of the composition of the works that congthitsite
series, advocating for the inclusion of a wider range of Aulwsks that also deal with
his testimonial experiences. Caudet’'s premise opens the door éxpghesion ofThe
Magical Labyrinthto include more than just Aub’s collection of novels and short stories
about the “Campos,” and to encompass the other genres that pertagtestimonial
discourse. Among some of the other works that could thereforechealéad inThe
Magical Labyrinthseries according to Caudet's definition are his wallisep Torres
Campalang(1958),El diario de Djelfaand his theatrical workSan Juan(1943),Morir
por cerrar los 0jog1944),El rapto de Europgd1945) andyo no invento nada!

What makes Aub’s literary production so dynamic is his versasihd his ability
to use a variety of different genres to approach the numerous awrdItifsues that he
tackles throughout his oeuvre. This oftentimes results in the conunnatnd
intertwining of various genres into one work in which Aub goes out$iddraditional

parameters of the literary genre and constructs a Aeant-gardehybrid text. This idea
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will be examined in more detail upon analyzing Aub’s w@ampo francéswhich
represents a prime example of this notion. As Ignacio SoldButante asserts, Max
Aub’s narrative is based on the act of constructing a world obfictiut of his own
personal and generational experience, and Aub utilizes manyylitechniques, such as
satire, sarcasm, humor and parody to realize that objective. SAtherefore able to
combine literature and testimony in such a manner that his nfadteation of the
concentration-camp world remains within the parameters of t@sin literature.
Although at first glance, especially in the case of the shory $anuscrito Cuervp
some of Aub’s works may give the appearance of creatingnaical and overtly
imaginative text that ultimately makes fun of the problematic addregsddyneath all of
the humorous language and literary games lies a very seriousgritici

From this double-sided literary strategy predominant in Aub’s tigrathere
emerge texts that are rooted in Aub’s own personal experarmt®bservation, as well
as other texts based primarily on the fantastic and the mai&yn. The combination of
the imaginary and the fantastic with the real leads to @ssefi narrative games and
linguistic distortions that produce a decisive criticism and @$s®message. However,
the distinction between the real and the fantastic or the livedtlae imagined is
oftentimes impossible to discern in Aub’s work. As Eugenia Magserts, Max Aub’s
work consists of a mixture of History and fiction, reality anégmation, in which the
characters, some invented and some real, mix together to beassit History from a
more personal perspective (51). However, in spite of Aub’s ulsetion and fantasy, he
always endeavors to reproduce any historical information as éecmd faithfully as

possible, granting a richer value to his testimonial discourse.lgAacio Soldevila
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Durante indicates, in one of Aub’s letters, he stated: “Como siemppreuré atenerme,
para el back ground de |I@mposa la verdad de los hechos...” (gtd. by Soldevila 1973;
256).

Among the narrative strategies employed by Aub are theafsdistancing and
estranging mechanisms that enable him to create the distewessary in order to
approach this difficult and problematic subject matter through @ raocessible lens.
Looking directly into the eyes of the trauma and trying to nskese of the disjointed
memories associated with this event is a difficult task fyr\actim. Aub attempts to
resolve this dilemma by distracting and alleviating the tensigrddpersonalizing the
narration with the incorporation of an unusual narrator and elemerignodr. Also,
Aub’s continual playing with language, breaking and distorting tadhti grammatical
conventions, enables him to express what was previously “inexpréghiiodlegh normal
linguistic conventions. All of these literary and narrative tegigs will be further

examined in the subsequent chapters of this dissertation.
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3
From the Civil War to the Concentration Camps:

The Republican Exile of 1939

Exile as the “second” war

Franco officially declared the end of the Civil War on April 1, 1988d with that
proclaimed the beginning of peace in Spain. This declaration sé fabsitivism
overlooked one key aspect of the most violent period of Spanish histerfate of those
that lost the war. The Civil War not only gave rise to a perfadabence and repression
under the auspices of an illegal regime, but it also produced a muehprofound and
sinister reality’> Hidden behind both a metaphorical and literal “barbed wire” femce,
new reality emerged which produced its own war. | term thiseadnd war,” whose
manifestations exceeded any temporal or spatial restricindscontinued beyond that
symbolic date (April 1, 1939) into the world of exile. Howeversihot just the émigrés
that left Spain who felt the consequences of exile, but rather htesands of
Republicans that remained behind in Spain, trapped in their own “inne;”etkibt

suffered the same marginality, alienation and psychologicam@iaas those that left

2 The francoist political discourse began to refeth date April 1, 1939, more as the beginningesHqge
rather than the end of the war. However, fromdfamdpoint of the defeated Republicans and thegxil
the end of the war brought no such peace. In FAak Aub questions this conception of peace byirgjat
“¢Qué paz? Los veinticinco afios de paz que hachethar el general Franco, es una paz exclusiveemen
suya.” Aub continues by declaring that: “No la geganar [la paz] porque no hay paz en EspafiaddVie
si; pero el miedo no es la paz, aunque cosa thntzs. Tampoco es paz la mejoria de las condkidee
vida. No hay paz en Espafia porque Franco es laaguéa paz que quiso y quiere imponer Franco es
sinénimo de ignorancia’'Hablo como Hombr&61-62).
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Spain. In his study of “inner exile,” Paul llie argues that gleegraphical/territorial
location and separation, which traditionally defined exile, is obrs#&ry importance.
llie conceptualizes exile, both inner and external, as sharing a conetnoinfeelings and
beliefs that isolate the expelled group from the majority. Il&s dtates: “A resident
population may live as much in exile from the expelled segmethteakatter does from
the former” (2). This is illustrated by the following rematkos afos cuarenta y los
cincuenta fueron horribles. Seguia la guerra, no credis que la terenind en el treinta
y nueve. La guerra continué. No habia comida. Espafia paretdecesi mundo”
(Armengou and Belis 48).

Exile’s predominance has been so strongly felt that it has ethite ever-lasting
presence in the lives of the exiles and even inserting itstlf the daily lives of a
contemporary generation of Spaniards who were supposedly disconnectedhisom
phenomenon. This “other” or “second” war is called exile, and repieagphenomenon
that had already begun to emerge and manifest itself througheteic and discourse
established under the Franco regime well before the end of theTlwarconcept of exile
is a continuation of the Civil War beyond Spanish soil that crossedniyptEuropean,
but also transatlantic borders and boundaries into new territohesewcultural and
political institutions were completely detached and severed frone tbbshe mother
country. Max Aub confronted the presence of the Franco regimeilen &x he was
repeatedly victimized by the regime’s censure and by his nggtin@ent from the

institutions that had previously fostered his literary career.
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The Spanish Civil War as the seeds of exile

This “long voyage” to exile, borrowing the concept from Jorge SempmvelEl largo
viaje,”® represents an allegory that not only points to the physicahdgupf the
Republican exiles across the French border, but also alludes tauhmeatic journey that
continued to haunt them for the duration of their lives in a perpetdat@mstant fight
against memory. The person who witnessed the trauma and the pérsqgorovides
testimony of the trauma is not the same person, although they bethstan the same
body. This tension and duality parallels that faced between theldranand the new
adopted land. Mexico became the exile capital for the Spanish esfugad their
“second” home, although many other countries such as Argentina, ChilezM&da, the
Dominican Republic, Puerto Rico, and the United States also harborgdexibes. The
Céardenas regime agreed to accept all Spanish refugees-feome provided that the
French government paid for the expense of transporting thesexilhe first exodus of
Spanish Republicans to Mexico occurred in June 1937 when Mexico acdefeted
hundred children evacuated from the Republican Zbne year later, due to the
organizational efforts of the writer Daniel Cosio VillegassdRtent Cardenas invited a

group of Spanish intellectuals to work and continue their reseatbk &tasa de Espania,

& Semprin’s novel, which was originally written ineRch under the titlke grand voyagedetails the
journey of Spanish prisoners to the concentratamm of Buchenwald, a journey that ultimately embesdi
the grotesque and inhumane conditions sufferedhbyptisoners in the concentration camps. The title
alludes to the allegory surrounding the long, tratiocjourney of the concentration-camp survivott taes
beyond the mere physical train voyage, symbolizngeternal, metaphorical imprisonment whereby the
traumatic memory of the experience continues tahthe life of the victim in the present. The dooal
presence of the narrator’s traumatic memory sixtgears after the experience and the narrator’'s teed
create a listener in the form of the boy from Seneimforce the victim’s need to remember and tofrcort

the trauma by bearing witness.

" 1n June 1937, an estimated 3,000 children wereteghe Soviet Union.
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which would later become the Colegio de México. According tdvegican Consulate,
as of 1942, more than 12,000 Spanish refugees had embarked towards Mexidwatwith t
number reaching as high as fifteen to twenty thousand by the mid 1940s.

As many testimonies have described, this journey is one shafitimately
characterized by famine, dispossession, dehumanization, separatieveandeath, at its
point of departure, as the exiles were round up and thrown into hurriedlg-m
concentration camps in the sandy beaches at the French border. Hdhewead to
exile for many Spanish Republicans did not commence during that ftargh” of
January 1939 that witnessed the mass exodus of the émigrés aeréserich border.
Rather, the seeds of exile that would later germinate into #ss exodus first began to
materialize during the Civil War in the form of an interaegile imposed by Franco. One
of the primary objectives of the Franco regime resided in thmirgltion of the
opposition, which was accomplished literally through executions andafigely through
a series of state-sanctioned reforms and measures whoseypoiofective consisted of
erasing the memory and identity of the Spanish Republicans.hisistatus of oblivion
which occupies a large portion of the preoccupations associated xilghligerature,
illustrating the exiles’ continuous struggle to reconstruct thew identity in a foreign
land.

Montse Armengou and Ricard Belis in their bdas fosas del silencistate that
the notion of violence and elimination of the enemy were implantegpp@nSrom the
elections of February 1939 when the Popular Front's victory put in danger the
fundamental pillars of Spain: the Church, the oligarchy and th&angi(25). The main

objective of General Mola’s coup d’état on July 18, 1936, was to undoghisref the
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elections in February and to guarantee that the state of Spald not return to its pre-
ware status. This would involve eliminating the adversary andlingsta regime of
terror that threatened to kill anyone who did not share the sameggeas the right-
wing fascists. The Nationalist's systematic repression apgdied equally in all of the
conquered territories. This included outright assassinations andtiexscin what
became a “license to kill” for the rebels. General Queipblaeo, who commanded the
Nationalist front in Seville, became notorious for his repression wtedt disregard
toward the Republicans. His slogan “todo vale contra el rojo,” betiaengriving force
behind the Nationalist’s take-over of Seville. One out of everpsople was executed
in Seville during the first few months of the war, many of whigre never identified
and thus interred in mass graves. This repression is furttempéiked by the
Nationalist’s goal of killing one percent of the population on the diay of the war. The
same scenario occurred in Zafra during the first few monthgravan estimated two
hundred people were killed without due process of ‘fawAs Armengou and Belis
clarify: “La lista de crueldades, victimas y verdugos esriminable. El odio se
desencadené como resultado de una estrategia disefiada para ainmgnamigo y
extender el terror. Habia que darle la vuelta al resultadasdeldcciones de febrero de
1936, y el objetivo se consiguid, ya que la democracia tard6 cuafegaaavolver a
Espaina” (43).

The ideas that ultimately implanted the seeds of exile dune@tvil War came
from Franco himself. Franco had stated on numerous occasions thatrieg didnt to

leave any prisoners behind. At the beginning of the war, he told ami¢en journalist

> In zafra, people were killed that were never &féd with a political party. However, even thigistest
connection with the left merited execution.
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that: “Salvaré a Espafia del marxismo, cueste lo que cueste ¢. dudaria en matar a
media Espafa si tal fuera el precio a pagar para pacifi¢Aiaengou and Belis 71).
This resulted in silence becoming the norm for many Republicanseanedfto tell what
they had witness afraid of what could happen to them. This fear esdara only from
Franco’s rhetorical discourse, but also from the “exampled’tbheaNationalists carried
out in cities like Seville, Zafra and Badajoz where largdimos of Republicans were
killed, houses ransacked and building burned, to illustrate what the Nat®naere
capable of doing. The Nationalists often denied this extreme velelaaning that it
was a myth and legend invented by the Republicans, but eyewiesssony and
empirical data confirm this realify. What is clear is that the repression was well
prepared in advance and executed with precision by the Natiorealeststo the point of
covering up their crimes. As Armengou and Belis assert:gliera civil, a partir de
cierto momento, ya no es s6lo un acontecimiento de caracter b#lwague es también
una operacion de limpieza ideoldgica” (82). It is this ideologyt thiEmately
foreshadowed the fate of the Republicans if they chose to rem&pain and gave rise
to an early exile for many intellectuals. Although the Repahbmever lost hope during
the war, the fall of Barcelona on February 6, 1939, signaled the eheé @far and the
realization of Franco’s promises, prompting thousands to flee in exile.

Caught between the need and desire to maintain their nationatyicdent stake

their claim to cultural hegemony as representing the “truehiSpaculture in exile and

%1t is important to remember that the Franco regimeceeded in destroying any evidence of theit,guil
leaving behind few traces of the regime’s violeastp This included an enormous effort to coveranp
signs of repression by destroying archives, faitlsifydocuments and labeling the Republicans as lthd “
guys” that were responsible for the majority of thelence and atrocities committed. As a resoltaly
there does not exist a complete record of the nurnbd&epublican victims. The destruction of these
documents occurred primarily during the 1960s a®it0%.
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that of paying allegiance to their new adopted country, the SparegtubRcans
endeavored to reestablish their place within the historical andriitecontext of a
Francoist Spain that sought to eliminate their place in histdiax Aub’s infamous story
La verdadera muerte de Francisco Franitlistrates precisely the Republican exiles’
constant preoccupation about Spain, to the point where it became sudttaastieg and
continuous topic of conversation in Mexican cafés that one Mexicaervwgcided to
travel to Spain and assassinate Franco in an effort to “shut ugxiles. The Franco
regime’s destruction of the fundamental bases of Spanish cultyrebdiructing the
cultural production of the Republicans, represented a threat to thaummhexistence of
Spanish culture. As Mari Paz Balibrea states, in the cabe &panish Republicans, the
experience of exile became a crisis of modernity since taecbrregime destroyed the
modern projects that the Republic had begun. Therefore, the exXpslsion from
Spain impeded their direct participation in the creation of a madem Spain and
consequently may be conceived as something that interrupts theutyndf modernity
(165). This ultimately produced more tension between the exiledhartetdnco regime,

both of which claimed to embody the “true” Spanish culture.

Francoist discourse toward the exiles

To comprehend the exiles’ journey across the French border in yah®@®, their
incarceration in French concentration camps, and the subsequent dehuaraofzéteir
identity requires a reflection upon the political structure estaddl by the Franco regime

during and following the Civil War. The Francoist discourse not gmgmpted the

88



eventual “losers” of the war to seek refuge in exile, but & alao the very same political
structure that prevented many exiles from returning to Spairfrand reclaiming their
former lives. Even when many exiles had already sought refudéexico (or other
harboring countries) and felt themselves to be beyond Franco’s bedichd a safety net
of democracy and a government that supported their presence, the® Fegime
continued its assault. The Regime exerted its force and mcuacross the ocean, in a
psychological war that impinged upon the daily lives of the SpdReghublicans and
constantly reminded them of their defeat, disconnection, and los plaSpain. The
apparent liberty associated with exile is therefore reducedotbing more than an
external prison surrounded by, as Francisco Caudet puts it, “an iayisibVing wall
that is impossible to jump, but yet continues to enforce its preserbe daily life of the
exile” (1997; 346).

From the onset of the Civil War, Franco made clear his déstasl disregard for
the Spanish Republicans, whom he clearly perceived as the ersmdias the essential
cause of the war. This notion of eliminating the adversary atastyhas raised many
guestions regarding the possibility of conceiving the Franco regsna genocide or
“Spanish holocaust.” The use of the terms genocide or holocauss icee seems odd
and perhaps controversial, as they have traditionally been assloeialusively with the
Shoah. Genocide has often been defined in more biological and gemesic tdowever,
in more recent times, the usage of the terms holocaust and deiiasie broadened to
include similar experiences, although the Spanish case has usatlbeen included
under this category. Nevertheless, given that the Franco dettgtavas the longest of

its kind in the West during the twentieth century, whose repressioained constant
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until the very last day, it is difficult not to look at the Franegime as possessing
genocidal traits. What is certain is that Franco was coeiplebnscious and aware of
the conditions implemented by his regime, including the annihilatiorh@fenemy
through the creation of a concentration-camp like infrastructhee tjave rise to
inhumane conditions. Notwithstanding the fact that the concentration estgidished
by Franco were not extermination camps, in the same fashidre &azi death camps,
which were highly organized and systematized “death machines,” asmstcoverlook
nor underestimate the characteristics that Franco’s congentcamps shared with the
German camps, namely their nature as places of death and dehuimahizaEhis is
illustrated by the following remark by Edward Malefakis: ‘gLYiolencia politica del
régimen naztexcluyendo el exterminio de los judieprovocd menos victimas que la
represion franquista” (Armengou and Belis 23).

The historical traces of the Francoist concentration campsseyrene of
Spain’s unknown ghosts from the past victimized by the historiealcglimposed by the
regime. It is believed that the concentration-camp system mepieed by the Franco
regime originated in 1936 as a result of the rapid increase andhatation of prisoners
of war. The construction and utilization of the concentration carapditdted the
internment and mass crowding of the prisoners; however, they were emtagsa
penitentiary system, but rather as provisional holding placesough the exact “end”
of the Francoist concentration camps is uncertain, it is known thaf 24946, three
camps were still operating. It is estimated that duriegetitire Civil War there existed

104 concentration camps (Molinero 34). From this phenomenon arose the omage

"In 1939, a large portion of Republican soldiersavmterned in the Francoist concentration camp of
Castuera. Many died of hunger, while even mord dia result of execution.
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overcrowding, of masses of people packed together, constituting a toporurtbat
throughout much of the concentration camp literature. The mnemamstidn of this
imagery inevitably recalls in the reader’'s mind images daears and dead bodies piled
up, lifeless and moribund, inside the walls of the German concentcatiops. The very
first line of Sempran’€l largo viaje “Este hacinamiento de cuerpos en el vagon, este
punzante dolor en la rodilla derecha” (11) instills in the readeirsl from the opening
words of the novel a dehumanized image of the prisoners who find themseivaled
inside the freight train on their way to the concentration camBuchenwald. In this
sense, the novel represents an allegory of the concentration cammpbwhb®e freight
train symbolizes an extension of the concentration-camp world whasenstization
and organization already find its presence implanted in the train.

This opening scene d&l largo viajerepresents precisely the image that Franco
perceived of the Spanish Republicans; who, according to Francdistichembodied a
subhuman nature and consequently were labeled as “other,” “foreig,hot Spanish.
This lack of tolerance and complete disregard toward the Republicans, oy a®theso
commonly known, the “vencidos,” explains Franco’s desire to eradarateexpel this
dissident group of “manzanas podridas” from Spanish soil. The matidesof this
exclusionary discourse is ultimately rooted in the creation gbeaitentiary and
concentration-camp system designed to carry out that finalibe power possessed by
the Francoist concentration camps is best exemplified and surechéxy C. Molinero’s
conceptualization of the camps in terms of “fdbricas dewveadd’ and “fabricas de
destruccion de la personalidad.” This imagery clearly pinpointagheciation and the

link between the concepts of dehumanization and dispossession in relatibe to
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concentration-camp experience, further reinforcing the repressittege of the Franco
regime and the power exercised by the Spanish government.

The Francoist concentration camps operated on various levels. Asiwldding
centers of torture, malnutrition and executions, the concentratrapscalso embodied
places of mass detention, religious indoctrination, and slave canmps.regime often
utilized the prisoners as cheap labor in the construction of nationacizoand
monuments glorifying the victors of the Civil War. Along witletexecutions that took
place in both the concentration camps and the prisons, another caugsecifest
committed were the horrible living conditions endured by the prisonefhese
conditions included: overcrowding, unsanitary and unhygienic environmentsityscd
food, often times leading to massive hunger, and stringent workomglitons.
Therefore, the mere fact that the Francoist concentration cdishpet constitute death
camps per se does not diminish nor reduce the magnitude of thiéiestrperpetrated,
nor does it signify that the seeds of extermination were not rgrés&de the entire
prison/concentration-camp structure. Spain, under Franco’s rule, batiy doue Civil
War and following its aftermath, transformed into an open huntiogngt through its
continual physical repression. This is exemplified by the coraténir camps and
through a more figurative mental incarceration propagated byttice and censured

regulation of the dissemination of informatiGhThis ultimately erased the boundary and

"8 This notion of an open hunting “ground” is exemiplif in Carlos Saura’s film titletla Caza(The
Hunt). This film, which was rejected several timeg the censorship board due to several political
allusions within the scriptsgéeD’Lugo), is about four men that go on a rabbit hithe same valley where

a Civil War battle was fought. Although there aredirect references to the Civil War in the filthe plot
recounts the same violence and repression thatgtaae in that very same ground during the CivilrWa
illustrated by the constant tension and conflictween José, Paco and Luis throughout the film. The
merciless killings of rabbits throughout the filiwy(former Nationalist supporters) parallel the Naélists’
assault on the Republicans during the Civil Wargrgby Spain became a literal “hunting ground” for
Republicans, killing them at will and without dusason. However, the end of the film presents at tofi
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eliminated the differentiation between the exterior and the amtefi the concentration
camp, rendering what one might term a restricted or conditfegedom. The metaphor
of Spain as an “immense prison,” which has been conceptualized bplibero and
many other critics, that restricts and controls the movementsideulogy of all
Spaniards, whether physically inside or outside the prison waltéeasly supported by

this notion.

Historiography under the Franco regime

The dispossession and dehumanization of the exile’s identity as a fundamentdltbase
concentration camp system coincided with the moral redemption gbribener and
Franco’s political agenda of erasing their footprints througkeres of measures or
mythic discursive practices. These sought to legitimize thrdé regime by modifying
the past in an effort to substantiate and support the concerns of gentpreAs
Halbwachs maintains: “The beliefs, interests, and aspirationseoprtesent shape the
various views of the past as they are manifested respectivelyery historical epoch”
(25). The regime also sought to eradicate the collective nyeaidhe Republicans in
order to uphold the official Francoist discourse as the dominant andnogtyory
available. Franco’s omnipresence as the authority figure, whose repcesented the
only historical truth, transformed Spanish historiography by reduthiegwriting of

history to a one-dimensional series of fictitious narrativectpm@s governed and

irony, for the three “older” Nationalists (José,cBaand Luis) all kill each other, while the “youmge
Enrique survives, perhaps signaling the demisetlamdltimate failure of the Franco regime as tts¢ laan
standing is not a Nationalist hero.
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controlled by a limited group of historians selected by FranGois dialogic exchange
with the past in a recontextualization of Spanish history enabigacé to rewrite the
past in terms of present interests and values. This mechanicalss of indoctrination
underscores the regime’s and the institution’s power to controlhthgghts and the
memories of the “vencidos” through a political discourse of terrat force made

possible by Franco’s complete control over the construction of historical discorom

the outset of the regime this discourse set out to liquidate asippitg of testimony by

eliminating the voice of the other. As David Herzberger asséithe pattern of

discourse offered by historians of the State during the Fraegime enabled them to
create and sustain coercive power over ideas about the pashevint or objective of
controlling history” (12). This ultimately illustrates the fundantaé role that coercion
and fear played in the maintenance and longevity of the regimele®hy altering and

reshaping the way many writers could criticize it.

The dehumanization of the prisoner’s identity is subsequently accomgniled
installation of a plan of perpetual subordination and debt exerted oRejpeblicans.
Under this system the regime endeavored to “cure” the raildodidsidents in the form
of religious indoctrination. This was meant to create an environraergndless
reverence toward the regime for “saving” and rescuing the RepuoblicThe religious
rhetoric proved to be a principle element in Franco’s official disswvhich further
underpinned the regime’s legitimacy as Franco conceptualized thle\V\Zar and the
Nationalist’'s dominion in terms of a Crusade. Franco’s mythic version ofyishabled
him to create what David Herzberger labels a “usable pd€t)"whereby Franco and his

historians were able to shape the official history in ordeunderpin its claim of
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authority over the present. Franco sought to legitimize hismeedrom within a
historical context in which he could continue to embody the legatheo€atholic Kings
and sustain the existence of a historical destiny for SpairzéHeer 16). As a result, in
the government-controlled textbooks written by Franco’s own persortakiaiss, the
Civil War was usually referred to as the Crusade, the Waibeiration, or the Glorious
Uprising, evoking a manifest-destiny rhetoric to justify teg@ime’s actions. In addition,
in the schools, the Civil War was never studied in depth, but rathesedlaver with an
emphasis placed on the accomplishments of the Nationalists.

Franco’s insistence on declaring Spain a Catholic nation réxadis to Medieval
Spain and to the imperial dynasty and stronghold established loyithe of Ferdinand
and Isabel the Catholic, whose origins form a basis of Francakiengonstruction of
Spain’s history. Franco always considered Imperial Spainsapr@me model of unity
and order. For the Catholic Kings, religious unification was jsistrgortant as political
unification in the construction of a Modern, Absolutist State, which, rdoogly,
justified their recourse to military acts of violence in thedeguest of the Moors. As Jo
Labanyi asserts, Franco’s desire to return to Spain’s naitigahs and to call upon the
great symbols of Spanish culture and identity, such as El CicklItfad Catholic, and
Don Quijote, was meant to provide the nation with a certain sgingeiversality that
would legitimize the imposition of his cultural production on society 9138). Franco
employed a religious rhetoric upon conceiving of his regime nmgeof a Crusade,
whereby he incarnated the person chosen by God to lead the batikt #ygaienemy and
realize his divine mission. This project also coincided with #sablished by the

Catholic Kings, whose political agenda rested on the construction déirogegom with
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one God that spoke only one language. Franco’'s subsequent and seifraacla
hagiographic persona resulted in his exaltation as a mythionahthero—who saw
himself responsible only before God and History—enabling his jwidic of the
military coup on July 18, 1936. This apparent religious/historical diseoultimately
served as a pretext that created a fagade of moral lagiitmased on a myth in order to
avoid any suspicion regarding the illegitimate nature of the eegnd to justify the
repression, fear and terror implemented as a means necegsary énd and as a
necessary and inevitable consequence in order to reach Spain’s supreme destiny.
What enabled the Franco regime to manipulate the rewriting gakewas its
complete control and monopoly over the institutions responsible for the pmdacid
the dissemination of information. This resulted in the constructionngfinaagency of
memory ultimately allowing Franco to shape and distort the meofdahe Civil War in
accordance to his own agenda and needs. The manipulation of Historserépra
prominent characteristic and recourse of totalitarian regimdéwreby the use of
manipulation makes impossible the reconstruction of the truth iratieedf myth and the
desire for oblivion. This recourse to a historical myth of a gloremg imperial Spain
served as a means to disguise and hide the true situation athdtheallay behind that
facade of legitimacy: one of a decadent Spain economicallyticadily, and socially,
ostracized and isolated by Western societies for a largefpdre 1940s and 1950s until
Spain’s official entrance into the U.N. in 1955. In spite of Spaiieynal and external
woes, Franco continued to sell to the Spanish people a falsgy ratiirming that

everything was normal in Spain.
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Writing History: truth claims vs. radical constructivism

As a result of Franco’s complete control over the historicabdrse of the past, any
alternative view or version of history that differed from or conttadi the official
version was subject to censorship. Historiography for Francoreedsd more on the
traditional nineteenth-century conception of “truth claims,” albeithis case distorted
truth claims. The principle idea behind truth claims, as Domib&Rapra highlights in
his analysis of historiographic writing, is based upon the presentsti@ctual content
and evidence that is confined to referential statements involsitiy ¢claims (LaCapra
2001; 5). This approach subordinates writing as a medium for expressitgntc
However, as LaCapra notes, truth claims are necessary but foestifconditions of
historiography, which leads to alternative approaches and methods iwhgwr
historiography. This brings into question the role of narratives indloamentation and
writing of history. As LaCapra contends, “One might arguernhatatives in fiction may
also involve truth claims on a structural or general level lyviging insight into
phenomena such as slavery or the Holocaust” (LaCapra 2001; 13). MaxIssaub a
guestioned the relationship between writing History and writictjdfi by demystifying
the division between the two: “La gente ha dejado de leer noselksproposion de los
periodicos y revistas que ve. Prefiere la aportacion a granefjusi haga trabajo de
seleccion. Se debe en parte a que la “ficcion” le huells@, fsin darse cuenta de que la
“informacion” lo es tanto o mas. Hubo—hay—un afan de autenticidaiditios 121).
Aub’s narrative work continuously moves between both realms—History-Story
searching for the perfect balance and combination of both. AccaaliM@nuel Tufidén

de Lara, for Max Aub, the novel is historical by definition.
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The censorship of intellectual production forced many of Spain’sentakls and
novelists of the time, particularly those during the 1940s and 1950s ieertsorship
regulations were strictest, to rethink and reformulate theiratnaer strategies. Aub
reiterates Franco’s influence on intellectual production statigno he sido el escritor
gue debiera haber sido, por Franco. Me refugié en la linglistiGntican Era lo que
menos podia comprometermedDiérios 247). This prompted novelists to adopt new
methodologies to represent History and to counter the truth claioffened by the
Franco regime. As older modes of representation became inadequate wettefsrced
to adopt new rhetorical devices into their narrative accounts. éadgnizes this need
when he states: “Quién escribe lo que piensa? Quién escribe doigue? Desde luego
ningun espafiol que quiera publicar en Espafa...Los demas a callar,aoasaj a lo
sumo, a mentir’ Diarios 407). The retelling of History thus no longer entailed a mere
regurgitating of truth claims as it broadened its spectrupiaice more emphasis on new
forms of writing.

One such example of this shift to new narrative forms occurréd the social
realists of the 1950s. This group of intellectuals resorted narative strategy that
focused exclusively on the present, conscious of the regime’s dominance andaartrol
the past. The historical hegemony perpetuated by the Franco rggiwaerise to the
appearance of new, alternative versions of history. Since offlustories are
traditionally written by the victors with the objective of remiag the suffering of the
losing side, the only viable option for the “losers” to make tip@in known is to
effectively destroy the official version. The objective o€ thocial realists resided

precisely in questioning the official historical discourse of the reginaehyystifying the
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official history, offering a counter-discourse that challengean€o’s version of the
official history and his authority as the only voice of Spain. Téssllts, to use the words
of Ofelia Ferrdn, in an “unsatisfied memory,” which undermines aqumestions any
previous version of history that pretends to have settled all acowithtthe past (2007;
55).

By focusing on an apparent objective representation of the prdsants,tmuch
like the realist novel of the nineteenth century which emphasizeobibetive capturing
or reflection of reality, the reality portrayed by the socglist novel sought to describe
a social reality far distant from that exposed by the @iffidiscourse. This discourse was
often portrayed as an illusory world of confusion and chaos, where fteesniiation
between fact and fiction became imperceptible, leading to an ugpswie baroque-like
world in which the real and the fictitious mixed together into onesaanible reality.
However, in spite of the apparent absence of the past in the seadiat novel, there
existed a direct relation between the narration in the presehan “implied” past, that
is, an inferred past embedded inside the narration in the presenk, edmntrasts and
differs from the history propagated by the regime. As Davidbtrger contends: “The
past assumes presence and meaning through its absence.aldbeedof social realists
with history involves a dynamic response to the past that implies divergédge”

The mere act of portraying the actual conditions of the present & non-
Francoist perspective highlights a reality so distinct from téaresented by the official
history that it produces a social criticism against the affidietoric. Nevertheless, the
Franco regime’s strictly enforced censure did not facilitiadetransmission of this social

reality, forcing the social realists and many other noveb$tthe time to find a more
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subtle avenue through which they could express their dissent. This resultedaadhe n
compromise their literary freedom, or as Max Aub stated: “[Umjohace la literatura
gue quiere, sino la que pued®idrios 140). However, as many Spanish exile writers,
such as Max Aub, would later discover, exile did not completelycsiindm from the
influences and power of the regime. A large portion of Max Aub’s wefleats the
notion that the Franco regime succeeded in deterring the dregemi of the exiles’
work inside Spain, virtually relegating them to a place of anoryymgide their own
motherland as they were severed from their institutional lbok&pain causing their
memory to disappear. The regime took the measures necessasute that neither the
cultural nor literary works of the émigrés would arrive to Spaltistaries, making it
extremely difficult to find their works inside Spain. As Palosguilar Fernandez
claims, “The duration of the memory within a certain period oflmas depends either
on the duration of the group or on our links to the group” (12). This uélynplaces the
fate of the exiles, especially their memory and place within Spanisryiteistory, at the
hands of a regime that sought to institutionalize a policy of “ttrgg” which began

with a plan of marginalizing the losing side.

The marginalization of the defeated and the road to exile

The marginalization of the defeated comprised a series of eelneasures undertaken
by the regime to dispense with the adversary, such as its cawveolthe NO-DO,
eliminating any possibility for reconciliation or tolerance. Thgime’s monopoly over

the NO-DO represented its control over all news and documentary porduavhereby
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it continued to glorify the Nationalist’s victory in the Civil Wabften portraying the
fallen on the Nationalist side as martyrs, while any refaenmade to the fallen
Republicans were ignored and denied any kind of recognition. AsnBRaAguilar
Fernandez adds, “the reasons given by the defeated for having foublet war were
never recognized nor were their reasons for defending a legitimastablished and
elected regime ever acknowledged” (148). Perhaps the most indeldasure of the
marginalization of the fallen Republicans came with the consgtruof the Valley of the
Fallen. This was a monument erected to honor and glorify tiea fidationalist heroes
who died in the Crusad@. What is ironic about this national monument of exaltation
resides in its dual, binary function as a symbol of victory and piunf one side over
another and its demoralization and dehumanization of the identity of aflen f
Republicans. In an effort to defray the costs of constructing theyMzf the Fallen and
to further seek retribution on those who were declared responsibleef@ivil War and
contributed to the destruction of the country, Franco resorted to thefysalitical
prisoners to build the monument. This represented a symbolic gesturebwtibe
defeated Republicans participated in their own erasure from natiog@lory. This
parallels to a similar degree Hitler’s program of totadtdection and annihilation of the
Jews and their elimination from memory. Hitler planned to swibstNazi memories of
Jews for Jewish ones through monuments that commemorated his @essro€tion and
oblivion (LaCapra 64). The construction of the Valley of the Falgsemtially sought to

relegate the memory of the Republicans to a status of oblivioexbluding their

" This monument represents only one example of #eyrmonuments and tributes that have been erected
and dedicated to celebrate the achievements oficte@rious Nationalists. Recently these monuméatge
been under severe attack by the Zapatero governmhbith has begun to remove many statues of Franco.
However, this proposition has provoked much delaa@ controversy as to what monuments the State
should remove.
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presence from that particular site of memory. This statdldfion, as Manuel Vasquez
Montalb&dn once stated, forms part of the official history of @eil- War Spain that
omitted their story of loss, displacement, and struggle (Cate-Arries 14).

Vasquez Montalban’s comment reiterates one of the underlying no¢igasding
the defeat and subsequent exile of the Spanish Republicans: tlseireeaad oblivion
from the official history, their displacement from Spain and theerd to reclaim their
place in Spain’s history. Franco sought to continue this oblivion evemdbdyis death
by the proclamation of the Organic Law of State, which guasdriee continuity of the
regime by a future (proclaimed) King that had sworn to uphold ancbmtinue the
fundamental principles of the regime and to control the politit@lubon the dictator’s
death. As Carmen Moreno-Nufio affirms, this law represents Fearate@mpt to
condition Spain’s future upon his death (172), ultimately resulting in Bisweternal and
indestructible presence in Spain beyond the grave. Although, KingChréos refused
to continue Franco’s political agenda, the democratic transitiatedleot to deal with
the past. This became known as the “pacto del olvido,” in which sileas¢he strategy
elected by the PSOE to deal with the tragic memory opés¢ The purpose of this pact
essentially resided in an institutionalized attempt to avertedfiective remembering or
discussion of the Franco regime or the Civil War. It was thounghtthe best way to not
repeat the past was to forget about it. At a time when Spas preoccupied with
modernizing, developing and integrating itself into the European Uniorththught of
remembering the past not only seemed irrelevant, but also bexambstacle to the

realization of those goals. As Cristina Moreiras Menor stédteotal identification with
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the world of consumption and spectacle disassociates Spain froracést rpast of
repression, silence and homogeneity” (136).

This so-called peaceful transition to democracy was founded oprémeise of
consensus and reconciliation between all Spaniards that endeavoratmas ¢oreno-
Nufiez affirms, to metaphorically shut away the painful memariabe Civil War by
erasing and essentially repressing any traces or foosminthe trauma and replacing
them with silence (13). The process of memory recall shouldenbased on consensus,
but rather dissensus, allowing the space for different memonds cantradictory
memories to dialogue with one another. This ultimately creabtesalihy discussion of
memory instead of an imposed view that closes off any form otelelbbowever, neither
Franco’s death in 1975, nor the proclamation of a democratic statbearatification of
a new constitution in 1978, succeeded in dealing with the painful meohahe Civil
War, which continued to be present in the collective memory of a datimo&pain,
playing an important role in the politics behind the transition tmateacy?® This
continued presence or “haunting” confirms Moreno-Nufiez’'s assertiothth&ivil War
is a wound that continues to be open even in a democratic Spain,gieigftire notion
that the historical trauma has not been forgotten, nor properly remeniaad persists
as a painful wound in Spain’s collective memory #4)t also confirms Freud’s theory
of repression whereby the compulsion to repeat the traumausctioh of repression
itself. This causes the patient to repeat the repressediahate a current experience

instead of remembering it as something from the past. The postd-period was

8 The transition’s recall of the Second Republic #relCivil War illustrates the paradox of memony, in
order to “forget” this period, one must simultanslyuemember it.

8 As Ofelia Ferran states, “In November 2002, tharfigh Congress officially recognized that the
transition had not adequately faced the conseqsesfc8pain’s past of repression” (2007; 21).
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essentially founded on this principle wherein the past was repeastead of
remembered. The survivors had not only suppressed their memory, butdalso tnae
desire to remember, for as one survivor stated: “De algo maloumas olvidarte”
(Armengou and Belis 175). This behavior adheres to the concept otraostatic
acting-out when one is haunted or possessed by the past and miredcbhynthédsive
need to repeat the trauma.

Confronted with this dilemma of living a life of infamy and oblivion, the
threshold of total disappearance from the public sphere and froectosdl memory, the
defeated Republicans lacked feasible options or alternatives: &itben Spain and
endure the same conditions of terror and imprisonment, or embark upaad® exile
in search of better conditions. However, as Michael Ugartgtasexile is the signature
of one whose identity has been stripped, whose very existence is no longer eenitabl
a name and therefore exile, both the phenomenon and the person, findenittiadf
margins of something (1989; 3). No matter how much the adopted cowsembies the
mother country, it never equals the exile’s homeland. As Max Aubewt8ero el
parecido es parecido, no es la cosa en si. El parecido stfileaede afuera, pero es otra
cosa” Diarios 165).

One way of looking at exile is as an enforced choice whettebgxile becomes
an “outsider” or “alien” caught between two shores, whose selbéas reduced to that
of a mere spectator (of what continues to happen in his homelandmosg a world of
chaos, with little control and left to chance. The exile becohesittim of events and
circumstances for which he is not responsible and that are out obmhiirol, converting

him, as Jacques Vernant states, into a “helpless casualty'ifd@dudet 1997; 329). A
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vast majority of the Spanish intellectual community in 1939 supptiedRepublicans
and therefore preferred exile to living under a fascist dighipr Max Aub illustrates
this point clearly in his storfgnero Sin Nombrevhen one of his characters states:
“Prefiero morir a ser fascista” (123). What defines the difethe exiled intellectual
resides in his being cut off and severed from the social andaidifarand reality of his
national community and from the institutions that supported them. Ast&abaFaber
asserts, exiled intellectuals are denied the right to gaateiin their community and as a
result the exile ceases to live in the present and is thefefoed to live off memory (1),
for memory is all that the exiled writer has left. Exileerefore denies one the
opportunity to dialogue and communicate (exchange ideas), esyetdialling the exile
his voice. Max Aub evinces these sentiments when he statdschar solo tiene sus
terribles inconvenientes: el sentir la soledad, la duda constante idetilidad del
esfuerzo, el resquemor del silencio con su caudal de dudas, lddgtablico lector”
(Diarios 243).

Exile is equated to the loss of one’s familiar spaces anchse saf security,
especially cultural and social institutions that sustained and prothéefiiamework for
their survival in their native land, and the need to begin a newaridecreate a utopia in
the adopted homeland that brings back a lost piece of stabilityheiolife. Given that
memory depends on its social environment, if that environment is sudd&aly away,
one will begin to lose those memories. Therefore, as Halbveatim®wledges, “in order
for one—who has been separated from his roots or his originalysed@tetrieve some
of those uncertain and incomplete memories, it is necessanhéaetson, in the new

society of which he is part, at least be shown images recarsgrdor a moment the
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group and the milieu from which he had been torn” (38). The recolteatid retrieval
of these images comes in the form of an external dialogue metmembers of one’s
group. In the case of Max Aub, who remained an active participaall iareas of
Mexican society, the constant dialogue among his contemporarieteléo exiles,
through an enormous epistolary collection of letters, in addition towhisngs,
continually reaffirmed the traumatic memories of the collectivity.

Unlike the economic exile, whose decision to leave his homeland is more
voluntary, the political exile tends to encounter more difficulties and tensibnedehis
political cause and ties that united him to political organizatiomss homeland, and his
need to integrate into the new host society. As Jacques Veaddst “...the very
circumstances of his departure oblige him to go not where he willylerte he can...”
(gtd. in Caudet 1997; 337). This notion reinforces the exiles’ lac#liminution of
choice and control in the decision-making process. This often teadscondition of
aporia—a dead end or stalemate—filled with contradictions and pasdoxvhich the

exile initially shows resistance to assimilatfinTherefore, as Ugarte contends, writing

82 Sabastiaan Faber analyzes the concept of apodat@sos in the work of Max Aub paying particular
attention to Aub’s conceptualization of exile as @astacle contributing to his isolation and ultieat
marginalization from Peninsular culture. Aub’®idry work tends to paint a negative image of exfea
phenomenon predominated by sentiments of failueéeal, hopelessness and isolation. Aub’s vision of
exile differs radically from that proffered by Jo&&aos, whose positive and optimistic outlook onleexi
begs the question of exilic reception as a conditibone’s social status. As Sebastiaan Fabertasdesé
Gaos contended that the notiondafstierrodid not capture accurately the experience of thenBpds in
Mexico, claiming that the experience was an eaagsition, rather than a traumatic experience. As a
result, Gaos coined the tetnanstierrg which defines exile as a mere transplantatiomfome society into
another, as opposed to the more traditional naifogxile as a form of uprootedness. Gaos arguetihie
Spaniards’ sharing of a common language and whabhsidered a shared cultural heritage or “Hispganic
culture facilitated the exiles’ transplantation rfrdSpain to Mexico. Gaos also contends that these h
always existed continuity between Spain and Mefia has enabled the Spaniard to adapt to Mexican
society without enduring further trauma. Many hawestioned the validity of Gaos’ premises assgrtin
that his theory derives from a privileged expereershared by only a select group of exiles. Gaos's
perception is an over-simplified vision of exileaths not widely accepted among the exile community
which tends to maintain that exile involves morenptex and delicate issues.
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becomes a necessary task that represents an existentigbrneedver something lost
which results from the absence of an integral part of one’s bekhdle in itself is a
trauma, and also a metaphorical déatfor as Max Aub once stated: “El desarraigo
constituye siempre un trauma” (Archivo Max Aub Caja 1-19/10). Aub alsades
precisely to this metamorphosis: “salirse de si, hacerme atta,vez” Diarios 185).
The paradox surrounding this metaphor is that life ultimately contiaftes death. As
Michael Ugarte indicates: “The initial break from the mothedlgives rise to a need to
recover a lost identity and thus re-create the former selfsinuggle against oblivion”
(1989; 108).

In the case of the Spanish Republican exiles, this endeavor bezamenere
difficult and dubious as they found themselves lacking any identityatonality no
matter how hard they tried to remember Spain or assimilsgeMexican society. In the
words of José Pascual Bux6: “...han venido a perder las dos nacionalidddeson
espafioles, aunque se esfuercen por serlo, por cuanto piensan Espafidasinosison
mexicanos por cuanto viven en México aislados o solitarios” (qtdaud€t 1997; 502).
The act of bearing withess and granting testimony is thusforamsd into a discursive
vehicle and a symbolic speech act that goes beyond a mere vwgrtedstoon of trauma
and performs the action of giving life and voice back to the victifhe performative
speech act also serves to affirm the reality of the evanesgsed. Language therefore
becomes the quintessential means by which the testimonial petrfermed, for by
telling his story of suffering and pain, the victim of trauma bedo recapture the hidden

power of his own voice while at the same time reliving the traéignexperience as he

8 Charlotte Delbo is well-known for her declaratiéh died in Auschwitz,” which alludes to the
metaphorical death caused by the concentration cantp the new identity subsequently recreated
thereafter.
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initiates a process of reorganizing, restructuring and even amak® the memories of
the past. The memory of the past and its verbalization in warredrm serve as
antidotes against oblivion and facilitate the process of curingplee wounds. In the
words of Francisco Caudet: “Reconstruir su propia vida es una esfeantidoto eficaz
contra la fragmentacion o dispersion, un ejercicio de serenidad” (29R7;As Carmen
Moreno-Nufio affirms, through testimony, the subject finds an idethtatywas lost and
that has now reappeared (344), not as an identical entity to the supfegtous one, but
rather as a renovated, reformed, new one, whose speech act confrontgsidieds for

the first time the traumatic event that ultimately resultedthe subordination and

dispossession of his identity.

The “double” exile of the Spanish Republicans

What differentiates the Spanish exiles’ experience from thattloér forms of exile
resides in what | term a “double exile,” composed of two distiriicdourneys®* The
exiles’ traumatic journey and flight out of Francoist Spain Viet met with an
internment and detention in French concentration camps as the eassccthe French
border. The second exile occurred as the émigrés left Ffanbéexico (or other Latin
American countries). It is important to underscore that eaileatin America was more
of a privilege than a right, for only a select number of refsgsere afforded the
opportunity. Perhaps the most representative and emblematic digtivs journey and

the most significant symbol of exiled Spain was Antonio Machado. ddeth in

8t is important to underline that not all of thpa®ish exiles experienced this “double exile.” sTterm
only applies to those that experienced both theeatnation-camp experience, in addition to a seetilé
in Latin America.
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February 1939 in Collioure after crossing the French border,nem#ito evoke, on the
one hand, images of the painful journey of the thousands of Spanish Ex@dsmself,
that perished on French soil, while on the other hand it sparks e &eosllective unity
and solidarity among the exiled community who used Machado’'s tdagith as a source
of inspiration. This propelled many of them to keep alive the mgmiothis forgotten
phenomenon through literary discourse. As the defeated Republicéraskech upon
their journey towards France, placing their fate in the handseoFtench government,
they did not know what awaited them across the French bSrdeonically, to their
surprise, what the exiles found did not come in the form of an operdanram
welcome by the French in the land known for “liberty, fraternity, and eguiddt rather
the French greeted them with hostility and indifference to thleght. Under France’s
Republic 1ll, the Spanish refugees formed part of the prison populaBoidiers were
stripped of their arms, while many civilians were deprived af treduables before their
detention in the concentration camps. This is exemplified by a essthl
uncompassionate, rude imprisonment behind barbed-wire in the beaches swuth
where not everyone survived the hunger, cold temperatures and sidiateabdunded.
One could argue that this represented a symbolic continuation ofNeitntervention
Pact initiated during the Civil W&P. France’s Prime Minister Léon Blum proposed the
idea of Non-Intervention on August 2, 1936, and subsequently closed the Bogdeh

in the Pyrenees. The French press (a right-wing press) algadma important role in

% The three points of entrance into France were &erhi.e Perthus and Bourg-Madame.

8 Aub also adds that: “las fuerzas internacionalgsidraron, desde el primer momento, que la Republica
Espafiola pudiera vencer y llevar a cabo la revétugjue la hubiera salvado cinco afios atr&tb(o
como Hombrel32). He also states that the help from the US®&ico and the International Brigades
was not enough. Mexico was the only country toliplybdeclare its opposition to this Non-Intervemti
agreement.
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the dissemination of this negative attitude toward the émigrés|asled them “rojos
asesinos,” “rojos con rabo,” and “leprosos.” As Francisco Caasssrts: “Esa imagen
falsa favorecio poco a los republicanos incluso en los paises Gobiernos decidieron
aceptar diversos contingentes de refugiados” (1999; 197).

As Francie Cate-Arries declares, perhaps one of the most targitapters of all
Civil War exile history belongs to the Spanish Republicans who wé&med in French
concentration camps where a significant portion of the margidahzemory of post-
Spanish Civil War history belongs (2004; 15). The concentration campfdrer
represents a site of memory that has been systematicallyded from the official
Francoist history, but one that is never erased from the memdtrg ekile. The Spanish
exiles who wrote about their experiences of the Civil Wamgiteo reclaim their own
identity, history, and position, as well as reclaim the lost merandycollective identity
of the thousands who were not so lucky and remained in France andsbegean the
concentration camps. This is an expression of the collective drandured by the
refugees that continued to show its presence beyond their own petsamaatic
experience. Therefore, as Francisco Caudet asserts, the FE@mmntration camp
becomes a concrete, physical and symbolic space that linked and biagether the

experiences shared by a diverse group of Spanish exiles (1997; 14).

The French concentration camps
One of the central topos of exile literature describes theenbwf crossing the border

into exile as the entrance into an empty space of cultural ana@lspiaplacement that
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dispossess one’s individual identity, incapacitating the individual asntexs into an
unknown foreign reality. One of the most symbolic gestures #mws the
dehumanization of identity upon crossing the border is the destructiorhandetal
tearing to shreds of any paper or document that pertained to ithe regtaphorically
destroying his old “Spanish” identity. The exiles’ flight outSgfain is often depicted as
a mass exodus of hundreds of thousands of Spaniards lined along the hieleoafdt,
carrying with them what few possessions they had left, aspinglyed blindly toward the
French border in the midst of rain, scarcity of food and prevatemger while
Nationalist planes constantly bombarded them. Countless testinexised®y survivors
of this traumatic journey that depict the mortifying condition®dbafter being defeated
in the Civil War®” Never in the history of Spain had there been an exodus of such
magnitude and proportions as the Republican exile to France.

The French government was caught by surprise and ill-preparbdndle the
sheer volume of Spanish refugees that crossed the border. ledrmsestimated that
between 350,000 and 500,000 émigrés crossed the French border between Jamaary 27 a
Februrary 10, 1939. This influx made it impossible to manage thean orderly
manner, leading to massive chaos. Sports stadiums and largéiedgenwere used as
temporary shelters until concentration camps, which were quickastdy constructed
to alleviate the disarray, could be organized to contain the enormambers of
refugees. The irony behind the construction of the concentration caimgar to that of

the construction of the Valley of the Fallen, resides in the useoohded Spanish

87 Among some of the other prominent Spanish exiléersithat have also written about their experiences
in the concentration camps are: Celso Amieva, Bz#s, Jorge Semprin, Manuel Andujar, Agusti Bartra,
Paulino Masip, Luis Suarez, Manuel Garcia Gerpé,Mariano Constante.
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refugees to construct the camps, whereby the exiles wene egastructing their own
grave site.

The first of these concentration camps was to be constructed onatle tke
Argeles-sur-Mer followed by two other concentration camps éatcat Saint Cyprien and
Barcares. Additional camps were also installed in Agde, BraoillioGre, Gurs,
Rivesaltes, Septfonds, and Le Vernet. The physical surroundingpastiuction of the
concentration camp in itself paralleled the life of the exde,both were bereft of life,
located in an isolated space devoid of an external or intemaitige and filled with
emptiness. As Francisco Caudet points out, those men interned ireAsgeiMer
lacked proper clothing or fire to protect themselves during ¢ evinter nights, or a
roof to cover their heads from the strong winds (1997; 103). These c@ticentamps
in many respects shared some of the same characteristidetandanizing conditions as
the Francoist concentration camps during the Civil War. For the Spariles, Spain
represented a place of assassinations, torture, and persecutiongameréhidea of
returning to that land instilled fear in their mind, for theyewnthat returning to Spain
essentially equaled a certain death, either literally or figutgtive

In spite of the horrible conditions endured in the French concentradiops;
such as a lack of food, housing and medical care, poor water, no lairiliges, poor
hygiene, infestation® and a corrupt French government that did not support their
presence, the idea of expatriation to Spain seemed worse (pofrdar) than remaining
in the camps. For the French government, repatriation becamesthadble option for

mitigating the ever-increasing population of refugees internedeirtamps and the cost

8 These conditions led to many health problems sisctyphus, vitamin deficiency and dysentery, which
often resulted in death. In the concentration cafmfrgéles, an average of ten deaths was registiagy.
To address the health problem, hospitals wereestdotthe cities of Perpifian and Montpellier.
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of maintaining then?? Therefore, the government encouraged refugees to volunteer f
repatriation although it maintained that repatriation would be a \aljdecision. Faced
with a difficult choice, many chose to return to Spain, althougleteatual outcome of
the repatriation plan failed to produce the desired results as feamg that they would
be punished or even killed upon their return. Their resistance taiagipat and their
endeavor to avoid contact with the Franco regime clearly exhibés desire to
disassociate themselves from Francoist Spain. Many of thoseretlnmed to Spain
found themselves face to face with the firing squad or incaezkfat long periods of
time in Francoist prisons.

The internment of the Spanish exiles by French armed forces pcbducether
loss of identity, possessions and even family members as paeiofdng voyage into
exile, stripping away essentially every last fiber of thming. As Francisco Caudet
asserts: “Family and friends, work and social roles are léfinde as well as all the
central elements of national identity...Exile is a brutal procédsansplantation which
produces a period of mourning for the loss of belonging...” (1997; 329theAémigrés
entered France, families were immediately separated énoenanother. The women,
children, and elderly were dispersed to various cities and takget¢takshelters, while
the men were interned in the concentration camps. Perhaps thesting temnant that
the concentration camp failed to take away were their memamgbsheir stories, which
accompanied them into exile and ultimately formed the basithef narrative and

testimony. The irony behind this situation is that the exilesed to their fellow anti-

8 Negrin’s government in exile did help the Frenabvernment finance the cost of running and
maintaining the concentration camps.
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Franco and anti-fascists neighbors for support upon their defeatydrat ultimately

castigated and imprisoned as a Communist threat.

114



4
The Use of Humor and the Unusual Narrator as a sneBRepresenting

the Concentration Camp Manuscrito CuervandEnero Sin Nombre

Representing the Holocaust

The mere utterance of the words “concentration camp” continuesrpwith it a heavy
symbolic weight that immediately evokes images of the Holoamnstthe genocide of
the Jews in the Nazi death camps. The systemized massskilirgix million Jews and
other targeted groups as part of the “Final Solution” incarnatedltiheate model of evil
that separated this event from other atrocities. As Jeffteyader contends: “It [the
Holocaust] acquires a transcendental status that separatemithe specifics of any
particular time or space” (226). The teAnschwitzhas thus acquired a new meaning
within the post-Holocaust lexicon and discourse becoming synonymousheitBhoah
and embodying the anti-Semitic worldview that attempted to eribsat vision of racial
purity that underlay the Nazi campaign. Although the post-Holocaussidowas filled
with silence and bewilderment, there is little disagreementtiigaHolocaust represents
the most unthinkable, unimaginable, form of mass destruction and genodidiaetha
twentieth century witnessed. At no other place or time in hish@ay one seen a
phenomenon so unexpected and so complex in which so many human livesowere s
systematically extinguished in such a short time. This hadtedsin the Holocaust’s

transformation into a symbol of human suffering and moral evil, whasenatic nature
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blocks understanding and disrupts memory. The question of how to respomel to t
Holocaust has been and continues to be a prominent issue since the end of World War 1.

The enormity of Holocaust studies has nonetheless paved the wayevor
theoretical frameworks that endeavor to problematize and ultynt@mtenake sense of
this inexplicable reality. The Holocaust incarnates a symbyelierence point in the
comprehension of other similar, concentration-camp like phenomena thatvdaweed
on a smaller scaf®. As Zygmunt Bauman argues, the Holocaust should not be
marginalized solely as a phenomenon relevant to Jewish or Gerstarytand to the
work of specialists in those areas (LaCapra 1994; 92). The advent of memomguana tr
theory has opened new doors that have allowed scholars and historapdach this
task by providing new tools for thinking [about] the Holocaust from iffe and new
theoretical perspectives that may not have been accepted ateredsiviable” methods
of representation in the past. Although this theorization has prodweedrous “new”
representations of the Holocaust, it has also raised manyansestgarding the extent to
which the Shoah actually produces knowledge or impedes one’s atregst
knowledge.

One may question whether or not theorizing the Holocaust is an appeopriat
measure; however, reflecting upon the Holocaust through theoraeppdications not
only contributes to a better understanding of this phenomenon, but also fudlugrgs
the debate regarding its place in history and its aesthgiresentations, keeping the

discussion and its memory alive. As James Young points out in his cituishages of

%0 Among other examples of concentration-camp likeagibns that illustrate the cracks of democracy are
World War 1, concentration camps run by the Unitthtes for Japanese citizens, the Soviet Gulag,
concentration camps in Argentina, Chile, YugoslagiaGuantanamo (Naharro-Calderén 99).
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the Holocaust in contemporary art, one of the proposed ideas for theatistiocemorial
was not even a monument, but rather one hundred years of debatas Byntes meant
one hundred years of discussion and remembrance of the Holocaust engpt &ttforce
the world to remember and to confront the subject matter. The lmppogition that has
traditionally characterized the relationship between history anorythegas now been
deconstructed in favor of a more dialogical relationship, in whichiwleeapproaches
work together. In this respect, as LaCapra remarks, histanassconceive of history
with theory, for there is no history without theory (1994; 3).

The interplay between history and theory has also become a sbea#roversy
and debate especially with regard to the binary relationship betvigeny and memory.
With the increasing popularity of the interviews of survivor taetiy, which have raised
many questions concerning the role of history and memory as noéaascessing
information about specific historical/traumatic events, histonois being challenged as
the most viable means of conveying traumatic realities. Whalindewith extremely
traumatic, limit events, survivor testimonies, like the Fortunoffiedi Archive for
Holocaust Testimony, become an important and even a privileged shadeessing the
past and its traumatic occurrences (LaCapra 1998; 11). Traditiomadtpry and
memory have been conceived as opposing forces, where history isddefitegms of
fact and empirical source while memory falls along the linesubjective recollection or
myth. This is partially due to the various psychological mech@jisuch as forgetting,
repression and distortion that attribute to memory a sense of ambiguity lanltyal

Bearing witness to traumatic events does not seek to expresscturacy of

empirical data, but rather to allow the survivor to take ownershipsaidri traumatic
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memory. This may occur by placing that memory into his/hercons recall, thus
freeing himself/herself from the repressive, repetitive, unotbett memories of the
trauma, and reclaiming his/her place as a witness. As Mi&damard-Donals and

Richard Glejzer assert:

Living memory is not history; witnessing the event, and having betheitrain,
does not guarantee that its representations will not be inaecaraheffective, or
simply wrong. In fact, living memory is not so much the recupanati events
as it is an imprint of the loss of the event, and narrative hestohuilt as a

bulwark against memory’s loss, stand in for and replace the event. (5)

Dori Laub illustrates this idea through the testimony of a Holocaust-sumwivotestifies
to witnessing an uprising in Auschwitz where four crematoroeled in flames. This
testimony has stirred debate among historians and psychoanakyatding the historical
accuracy of testimony. From the standpoint of the survivor/witivelsat mattered was
not the number of chimneys that exploded in Auschwitz, but rathexgression of and
bearing witness to the incomprehensibility of such traumatiaiteve The historical
authenticity, or lack thereof, may be considered irrelevant. t\Whanportant is the
survivor’'s expression of survival. For Dori Laub, the way in whieh withess enacted
the memory and the way her testimony resists the silentAtisahwitz itself attempted
to enact lies at the heart of her testimony (Bernard-Domals=dejzer 4). As Max Aub
illustrates in many of his workd/anuscrito Cuervdor example), sometimes in order to

bear witness to a trauma, one must disregard historical agauraerisimilitude and opt
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for fantasy. Much of Aub’s work problematizes the notion of histbradability as Aub
is unable to faithfully remember (due to his “bad memory”) andstmabe accurately
every detail of his concentration-camp experiences. ThistsaauhAub’s need to turn to
fiction as a way of reconstructing those memories. The usetoinfalso suggests the
impossibility of copying such a traumatic reality. Histand literature (fiction) become
adjoined to each other as they each enter the same world.

What therefore makes memory such an integral part of hisgahat memory is
what history must define itself against (LaCapra 1998; 16). T$terlugraphy of the
Holocaust would not be possible without the memories of the concentcamp
survivors. The same is true with regard to the memory of the lrremcentration
camps, which, to a large extent, relies on the testimonial nasatf its survivors, since
its History was essentially excluded from the historical alisse under the Franco
regime. In this sense, one must begin to look at memory as arfantid condition for
the construction of history in which the two mutually and recigitgavork together as
“testing” or questioning agents against each other. As LaCapegtsas$viemory is
neither identical with history nor is its direct opposite. Memsrg crucial source for
history and has complicated relations to documentary sources...Histayy never
capture certain elements of memory. History also includes eelismthat are not
exhausted by memory” (1996; 19-20). While both history and memory are
reconstructions of the past, memory is characterized byésptesence and constant
evolution that is experienced in the present. As Pierre Noranmmt@ his essay
“Between Memory and History:es Lieux de Mémoifememory attaches itself to sites,

whereas history attaches itself to events of what is no logggkri6 Duplaa 30). It is
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thus evident that a slight distancing from traditional historiogegbhinethods and an
emphasis on new theoretical approaches, such as memory theorg &lowmew
interpretations of trauma narratives.

The recent preoccupations with the representation of the Holoeassturned
into an endeavor by contemporary artists who seek to find new ancediffeeans of
producing meaning and memory through their work. Often times thedes tend to go
against the traditionally accepted norms of representing the &lmfcultimately
problematizing and questioning the place of traditional narratra¢egies. The recent
surge in the creation of monuments and countermonuments as predominanbfforms
representing the Shoah only embodies one particular dimension of Hdlocaus
representation that has surfaced within recent decades. Mamgnadeaifferent forms of
artistic expression have emerged, whose limits—as Adorno’s fanumiention of the
impossibility of writing poetry after Auschwitz clearly messes—have been questioned.
In spite of the controversy generated by Adorno’s statement, dhexdiist is and has
been represented.

Among some of the more conventional methods that artists have used to
represent the Holocaust, aside from the monuments and countermonuments, a
photography, literary narratives, poetry, paintings, and documenitag; f The serious
representation and portrayal of these phenomena has ultimatelglpdrtiie seriousness
of the themes that emanate from a discussion of the concemtcatinp discourse. A
reading of Elie Wiesel'dlight or Charlotte Delbo’s poetry, watching Claude Lanzmann’s
film Shoah or even visiting a Holocaust museum will evoke sentiments of sorrow,

horror, bafflement, and ultimately silence. Any other reactiopesception contrary to
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these traditional approaches may appear to be sacrilegious aedpddful. The
guestion that continues to remain is the extent to which what viagssed can be made
visible to others and by what means it can be made visible.

While some scholars denounce a humoristic representation of theaHsias a
mere trivialization of a serious theme that should only be repted as a tragedy, others
guestion this traditional, sorrowful representation and advocate faadimessibility of
humor. The symbolic weight of humor carries with it a much deegadm of theoretical
implications that exceed sheer laughter. Scholars have thebefeneforced to rethink
the role and the place of humor as a legitimate means of eapiresthe Holocaust due
in part to the limitations of language and the limits of meaawalable to explain this
phenomenon and also as a result of the increasing popularity of timenties and
even literary works that utilize humor. As conventional technigdegmesentation
become inadequate, scholars must resort to alternative methoddltitnately cause
them to reconsider the historicization of the Holocaust in a new, postmodern light.

Upon attempting to represent the Holocaust, one must ask if séngmes can
be represented or illustrated by humor and whether or not thereecanything funny
about representing this experience. If the response is yasprikenust wonder how the
use of humor contributes to an alternative representation and emboatiesranedium
through which it may be conveyed to a distant public whose level of compreherfsion is
removed and disconnected from the reality experienced by the surviVbesnotion of
making a comedy out of a tragedy has raised many questioaslirep the proper or
prescribed etiquette that one must follow when representingdloedlist. However, as

many humorous films and literary works have illustrated, the usmmkdy or humor
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goes beyond a mere “making fun” of a tragedy and becomes adeehmi tool that
enables these artists to approach this seemingly impossible faadltdsubject matter
via an alternative routé. It is this alternative route that makes possible the
representation of the “unrepresentable.” In the words of Carmen Mbigihm, the
appearance of the comical represents a form of reducing thenstyleamd the desolation,
even to such a point that the most serious of events can be thef latjoke in
accordance with the proper temporal distance (164).

The idea of using humor does not endeavor to laugh at the victims or thei
suffering, but rather partly to illustrate that laughter anddruwere a part of the lives of
many concentration-camp survivors. As many survivors have comanenteterviews,
humor was just about the only facet of their life that stillagmad and that had not been
stripped away by the concentration camp, representing their megns of survival.
Thus, confronted with the ominous horrors of totalitarian and fascighesgwhose
violence and repression surpassed any realm of liberty and fredédonor may be a
victim’s response to the trauma whereby their voice is teaniyprestored as it usurps
and undermines the once dominating totalitarian discourse. Humor teebefmmes a
vehicle that combats and deconstructs the powerful totalitariapudgse by shedding
light on its repressive, coercive rhetoric. When no other solutioralternative
representational mode exists to confront the trauma via traditioe@ns, humor
becomes a vehicle that enables the victim to bear witness taatimea by allowing the
victim to confront the trauma as a free agent affirming the pofvefe over death. As

Carmen Moreno-Nufio contends, humor is closely linked to the conceptstiofamy

1 Among some of the more popular films that use huatoa means of representing the Holocaust are:
Ghengis CohpPunch Me in the Stomachacob the LiaandLife is Beautiful

122



trauma? and as a result humor functions as a form of catharsis ottedenemory and
as a vehicle for the construction of memory traces and sitesenfory (354). These
therapeutic and cathartic attributes function as a pseudo-thdregtiginables the victim
to heal his wounds. In this sense, humor is used to construct a utopiauicibyrfor the
survivors of trauma while at the same time attacking thieneggthat made possible their
fate.

According to Bahktin’s theoretical premises regarding humor, cometyidns
as a subverting mechanism in which laughter attacks any preeionsof authoritarian
or hierarchical order (gtd. in Moreno-Nufio 366). This underminefthrelational logic
of the totalitarian regime by labeling its behavior as narejiable. Laughter therefore
represents a way of expressing a certain punishment for one \ibetseior has
exceeded the limits of conventional society. The concentratiop-eeond incarnates
this unconventional, unacceptable behavior in which laughter ultimatelyaxeno-
Nufio suggests, deconstructs the logic of the regimes that impgleéme reality. The
cathartic nature of humor mitigates any inappropriate or offerfgigkngs that may
emanate after a first glance or reading of the texdimét breaks down and unmasks the
dogmatic and repressive ideology of the State in an effortef@tecra freer, egalitarian
society, restoring order and a sense of justice to those victimized.

The distance between what has been witnessed and what can betednmnit

testimony—what was seen and what can be said—is often widalaags palpable

92 |n her book titled_as huellas de la Guerra CiyiCarmen Moreno-Nufio examines the concepts of myth
and trauma as they apply to the representatiomef3panish Civil War in the post-Franco and newly
constructed democratic regime. Moreno-Nufio loakéva different works written during Spain’s new
democratic government in the eighties and ninedi|$ analyzes the representation of the Civil Waa as
place of historical memory dieux de mémoirén each work. She uses as a point of departure the
construction of the Civil War imagery in terms aftb myth and trauma. Moreno-Nufio defines myth in
terms of “forgetting,” and trauma in terms of “remigering.”
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(Bernard-Donals and Glejzer 7). The notion that only those who exped first-hand
the Holocaust can truly understand its meaning and render amatgcepresentation of it
has predominated much of the critical thinking and analysis of thectubptter. This
automatically creates a division or barrier between the survamasthe non-survivors,
allowing only a certain degree of accessibility to the survevatory. The only
connection binding the survivor and the non-survivor together is an emotional
commitment, in which the listener now must become an involved and are act
participant in the story-telling of the victim, which, for many fsumvivors, is a journey
that requires too much pain. The most common result is the subsedgmntnection
and detachment of these two different worlds (that of the survivdrtlaat of the
listener), separated by two different realities. Humor helgsidge the gap between the
incomprehensible reality of the Holocaust and the disconnected wonkchich the
listener/reader attempts to make sense of this realitglsd functions as a mechanism
that shows the inherent limits that a historical narrativeanintia ultimately confronts in
its representation of language and narration.

The representation of the Holocaust (and the Spanish Civil War amdhFre
concentration-camp phenomena for that matter) in terms of trangimauates that this
event goes beyond the limits of representation. Holocaust testimooftentimes a
language and discourse that only a select group of people hass aocwhile laughter
is a universal language that codifies the incomprehensibilitth@fHolocaust into a
vernacular language that we all understand and to which we cahatdl. r Therefore, the
use of humor softens the impenetrability of the atrocity and peesieéts outer shell

inviting the membership of a previously excluded group. This chapaeniags the use
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of humor and the unusual narrator in Max Aub’s short stdviasuscrito Cuervaand
Enero Sin Nombren an effort to understand how these elements serve as distanding a
therapeutic techniques that allow Aub to delve into the difficult subyetter of the
French concentration camps.Laughter in this context represents a coping mechanism
that is used to confront the seriousness of the concentration-cggeneace and to bring

to light many of the repressed or forgotten issues that continue to be present arladehaunt

lives of the victims.

Manuscrito Cuervd'

Published in 1958 in Mexico as part of Aub’s collection of short stories encompgssi
The Magical LabyrinthManuscrito Cuervgpresents a moralist, ethical discourse that
denounces the corruption and injustices of the French concentration eachgmses
many fundamental questions regarding the reconstruction of idemitycallective
memory of the exiles.Manuscrito Cuervas arguably one of Aub’s most important
works dealing with the camps due to its length and to its unusual narrativarstruthis

text, like many of Aub’s other writings, represents a cleamnle of his humanistic

% The storyEl limpiabotas del Padre Eternavritten in 1954,s another example of a text that uses an
unusual character and estrangement to recountae tconditions of the camp. The narrator, wharis
outside observer that does not take part in thatewhat he recounts, tells the story of El Malagaemi-
retarded shoeshine boy whose internment and ukigheath in the French concentration camps becomes a
testimony for the situation in France. El Malagaieocence prevents him from understanding the true
situation in the camps as he is victimized by @&haeality that goes well beyond his comprehension.

% Manuscrito Cuervas Aub’s longest story that centers its theme anekperience of the concentration
camps.

% Aub began to think about and outline his ideasManuscrito Cuervdn 1940during his first stay in
Vernet. He continued to work on the writing anéwmiting of this text throughout his second stay in
Vernetin 1941. The final version was not finidhatil 1943, although the text was officially pighled in
1950.
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tendencies and his resistance against the established order chrtips and the
totalitarian regimes that sustained them, as well as thesefef freedom and human
rights. In spite of its apparent simplicity and playfulnessh deals with a series of
complex and serious issues that hide behind this fictitious narregaléy. What
differentiates this “story” from the rest of the stories Erfero Sin Nombres that
Manuscrito Cuervaescapes and goes beyond the traditional restrictions of the shgrt st
due to its more Avant-garde fornManuscrito Cuerveescapes the traditional discursive
mode, for as Valeria de Marco has pointed out: “El relato quiere ingistidecar que las
formas discursivas humanas utilizadas para narrar, sistematiaasgttir la experiencia
y el conocimiento no logran expresar la vivencia del campo de corméntrégtd. in
Degiovanni 219). In order to create this particular framework, Aulctsires the story
around a multiplicity of narrative voices that operates on varioderelit levels. It is
ultimately this multiplicity of voices that contributes to thestdncing and
defamiliarization technique that allows Aub to engage in his ismtic In this story, Aub
chooses to distort the perception of reality, or borrowing a teom #alle-Inclan, he
evokes a kind of esperpento, using concave mirrors that disfigurey reeiead of
presenting a more faithful reflection of reality. One of phi@ciple questions raised by
this text concerns the means of transmitting and conveying parpériences in the
form of literature.

The central protagonist of this story is a crow named Jacobo whessed (but
did not suffer) the conditions of the concentration camp of Le Verlatobo documents
his observations in a notebook, which was later found and translated. BuluRi and

edited by Aben Maximo Albarron. From the very first page of stary, a clear
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Cervantine influence is detected in the usage of certain distaand estrangement
techniques in which Max Aub seeks to create a separation betine@arrator and the
reader, evidenced by the introduction of the paradoxical charactér&®.oBululi and
Aben Maximo Albarrén. It is J.R. Bululi who found Jacobo’s manuscriptsisiitcase
and was in charge of preparing the edition, writing the prologue atidgettie notes of
the manuscript® although as he affirms, “Yo no tenia relaciones personalesacobd’
(Enero Sin Nombrel78). This affirmation immediately eliminates any personal
connection that might have existed between Jacobo and J.R. BululG, whicér furt
distances the witness’s testimony from its narration. Laigu8 Quilez states that the
story uses the technique of the found manuscript in order to submengadee into a
portrait of the conditions that the prisoners faced in the concemreaimp of Le Vernet
(150).

Aben Maximo Albarrén, on the other hand, translated the manuscript fimn c
language into Spanish. This act of invoking the use of a translatberf obscures the
transmission of Jacobo’s testimony as meaning is ultimatstyith the translation from
one language into another. The insertion of these two charagherse names invoke a
humoristic, exaggerated parody of Cervantes’ charactétkQuijote creates a fictitious
world of imaginary characters that represents the antithesis to the prcabseriousness
attributed to the concentration-camp narratorhis notion of a lost manuscript, its
reappearance, and then its translation into Spanish rentisQaijote where the end of
chapter eight coincides with a break in the narration at which gremarrator is forced

to discontinue his narration of the story due to his inability to find rdst of the

% J.R. Bululu, like Max Aub, was interned on morarthone occasions in Le Vernet, as he states in the
very first sentence of the story: “Cuando sali, ppmera vez, del campo de concentracién de Vemete
llegué a Toulouse, en los Ultimos meses de 1980&(0 Sin Nombr&77).
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manuscript. The manuscript is later discovered, written in Arabht subsequently
translated into Spanish by Cide Hamete, who assumes the rdle ehsuing narrator.
Much in the same manner, both J.R. Bululd and Aben Maximo Albarréon asaum
particular role and participate as both primary (J.R. Bulull) amdnsiry (Aben
Méximo Albarrén) narrators in the narration of Jacobo’s story.

The fact that the transmission of the story itself passes thrthe hands of
various narrators/voices, instead of relying solely on the tesgirand discourse of one
narrator/witness (Jacobo), further contributes to the estrangemettieoktory by
diffusing the responsibility of the witness and averting Jacobo&ctdtestimony by
providing new filters between the reality presented and the readéerefore, the
inclusion of two human figures facilitates the transmissiodamfobo’s testimony to a
“human” audience. J.R. Bulull’s role as the editor not only reprodumesbd’s
testimony into a more coherent text, but he also interjectsi@ulitcomments and
observations that go beyond his role of providing explanatory notes,grantertain
degree of subjectivity to his annotations. The insertion of J.R. Bahd Aben Maximo
Albarron also serves the purpose of bearing witness wherein bottterarbear witness
to Jacobo’s trauma upon their direct participation in the teldhdiis story. This
multiplicity of voices confers tdManuscrito Cuerva degree of collective trauma as the
trauma of the French concentration camps now passes througmtse(had voices) of
many narrators that now assume a collective responsibilttyofrauma. As Eloisa Nos
Aldas has pointed out, the creation of these two characters ales sedistance the text
from the form of a traditional autobiographical text; for Aub’s auglaphical

experience is limited to that which is told by a crow tinad in Le Vernet and J.R.
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Bululd, the editor of the text (201). However, just as Cervantasice never really
disappears from the narration of the text, Max Aub’s voice, anfictimalization of his
own personal experience, continues to remain present.

Nonetheless, the clearest example of estrangement comeshionsd of an
unusual narrator, Jacobo, to recount the traumatic story of the caticenttamp world.
Aub chooses to give voice and the authority of the word to a crow, wiai @nly non-
human, but also did not live through the concentration-camp experied@eobo is
therefore neither a hero nor a survivor of the concentration cathpugh he was a
witness who lived among the humans, flying from one barrack to anotisanving their
way of life and daily activities. Therefore, despite the faat the traumatic event has its
greatest impact and effect on the victim, as Dominick LaCaps&rts, it also affects
everyone who comes in contact with it (1996; 8), which subsequentlgies@lacobo’s
need to document his observations. This enables Jacobo to become iavoloes
narrator, for the place of enunciation of his testimony takes pleide the actual
parameters and events of the concentration camp. Throughout the aesbo J
continually reminds the reader that he has seen and heard firstiatnd/Hich he
describes and documents in his study as illustrated by the follosemark: “Todo
cuanto describa o cuente ha sido visto y observado por mis ojos, asditoen mis
fichas” Enero Sin Nombré85). This reinforces the testimonial nature of Jacobo’s
account.

The act of granting testimonial precedence to a bird, espeoiaiyvho claims to
speak on a more superior level than humans, subordinates the voice of tineshbjeet.

José Antonio Pérez Bowie labels this “una estrategia desmale,” which creates
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distance from the actual events presented by bearing witndss tiagedy not from the
perspective of the immersed subject, but rather through the lertsypbthetical withess
and an unlikely subject. This symbolizes the dehumanization oikileeoe survivor of
the concentration camp upon being stripped of his human identity and dettuee
subaltern entity and to an inferior space that even ranks below thia¢ bird species.
The fact that the narrator of the story is also an animal, whmee has been personified,
further contributes to the dehumanizing effect of the text, sinacebd represents the
medium through which the reality of the French concentration cant@ssnitted to the
reader. The use of the “estrategia desrealizadora” tmereftables Aub to create the
distance needed for a reporter to document painful events. Iteatdorces the meta-
narrative dimension of traumatic writing as it representsrairrual fight against writing
and the need to explore new literary and linguistic forms of expression.

Through the creation of Jacobo, Aub gives voice to a historicadpcgad and
forgotten phenomenon erased from Spain’s collective memory. Inasgidonging to
the most illustrious crow family, the reader still feelsr'gdor Jacobo as he too becomes
a victim, although not to the same extent as the internees, ¢iuthan brutality that
permeates the concentration-camp world. This idea is exe&ddhy Jacobo’s comment
that he is protesting against the bad name that the humans haveeldegpmn the crow
species, illustrated by the many expressions and sayingsvb&e the crows’ name and
defame their character. In light of the central position thebldo occupies as a victim
and bystander of trauma, whose nature is essential for thdiorarod the traumatic
account, he is ultimately converted into an antihero. Jacobo lacksatligonal heroic

gualities due to his inferior place with respect to humans amgdsition as a non-
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survivor of the camps. However, his mere victimization as aes# of the trauma
supposes a continual confrontation with the painful traumatic memory.

Many scholars assert that Jacobo represents an unreliable narrator irséhhaen
his knowledge is limited as a result of being a bird. While dlear that Jacobo is a part
of Aub’s world of literary fantasy, Aub apparently tries to gmere verisimilitude to the
story, while at the same time adding a certain humoristic amdlipadimensior?’ Aub
frames the story within a scientific study wherein Jacobo pdis®na university
“student” who is conducting an anthropological study of human beingthamdurious
behaviors from the perspective of the crows. The objective citigy is to examine the
flaws of an inferior race in order to avoid that the crow ramamit the same errors as
the humans, while further prolonging the superiority of their culawer that of the
concentration camp. Jacobo’s references to his crow professorghiarow university
that provide him with scholarly information, and his desire to includg fadts in his
study give the appearance of an academic discourse to hys watoite they ultimately
provoke laughter in the face of such an exaggerated reality. isThis example where
Aub uses parody to describe the tragedy of the concentration-camig from the
perspective of a wise crow. As José Maria Naharro-Caldeifoms there is an
exaggerated distortion in Jacobo’s experiment because the appgemivity that is
invoked cannot be sustained through the text-experiment, for the acrivérithe
experiment are neither scientific nor objective as a restitteoplural register of the story
in the form of the various voices that ultimately form part oftth@smission of the text

(221). Luis Bagué Quilez also states that the humoristic parothe story stems from

" The parody lies in Aub’s using a cientific, ratbmliscourse to explain an irrational world.
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two complementary sources: from Jacobo’s [unique] perspective and finem
peculiarities of his object of study (151).

By framing Jacobo’s study within an academic discourse, Aubeslgages in a
discussion about the problems or limits associated with histofaids and the
representation of history. Aub enters into a discussion of the postmsiddebate of
history vs. fiction where he attempts to deconstruct the traditcmradeption of history
as a science that possesses an absolute truth. The episteahaltage of writing after
the concentration-camp experience is placed into doubt as Aub offiersvetrsions of
the “facts” that contradict those imposed by governing institutioAsib ultimately
guestions the reliability of the historical and scientific disoeuas being a fixed,
predetermined set of memories of the past. While the sceestifidy guarantees the
accuracy of one’s observations and conclusions, Aub demystifiesehw gsience as a
means of accurately representing traumatic experiences and tedvimeahe acceptance
of multiple representations of the same historical event. @&mahdo Degiovanni
contends: “Enmarcado dentro de un supuesto ‘discurso académico foetniggstra no
solo las limitaciones de la descripcidn cientifica, de la ingéapion de las culturas, sino
también los irreductibles cruces ideoldgicos presentes en teclosh que habla sobre el
‘otro” (220). This ultimately reinforces Aub’s cervantine apptoaas being anti-
authoritarian.

In spite of his lack of verisimilitude as a narrator andbefonging to the bird
species, lacking a perspective of pure objectivity, Jacobo succeedsscribing a
universe filled with pain, death and dehumanization through an ironicgdaaadoxical

narrative of the human condition. As José Antonio Pérez Bowie dedlagesnly way
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to understand the reality that Jacobo depicts and to approach the contioummt#hat
reality to a public resides in reducing it to the absurd (32). UUgesctribing the
concentration camp of Le Vern&tJacobo underlines the fact that exiting the camp is not
an easy task, symbolized by the barbed-wire fence surroundingntipeticat literally and
metaphorically prohibits the prisoners from leaving. This symbahately alludes to
the assured fate and future of the exiles: death, either ljtenraimetaphorically. Aub
uses irony, sarcasm and even elements of the grotesque to d#ssrileality in which
Jacobo observes that none of the interns wanted to leave the camgsatt of: “de tan
buen trato, los hombres no quieren marcharse de los campos de concen(229%n”
However, in reality, the interns were not remaining in the cabggause of good
treatment, for the treatment was anything but good, but rathausedhey could not
leave even if they wanted to. Another ironical example residdadobo’s observation
that since man’s invention of money, they have spent their diveg disputing it.
However, the concentration camp has undertaken a new crusade agaiagtwhereby
the detained prisoners work without being paid. Unbeknownst to Jacobo, thsspgarm
of the reality of the concentration-camp world, and therefore, agnto what Jacobo

perceives, it is not a mere experiment, but rather the brutal reality sfearsgf slavery.

% The concentration camp of Le Vernet was a punishnoamp primarily reserved for prisoners
considered to be politically questionable or danger Among other punishment camps were Collioure
and Rieucros. During his first stay in Le Vern&tb was classified as a “suspicious” communist wias
involved in dangerous activities. From 1923, Vefmed been under the auspices of the French Myrigtr
War, and utilized by the Ministry of Interior fohe internment of Spanish Republican refugees. In
September 1939, due to the declaration of warMiméstry of Interior declared this camp a camp &ir
foreigners of all nationalisties. Vernet was knofenits strict discipline and was considered as iost
repressive French concentration camp. Due toefisidnt conditions (lack of food, poor hygiene audd
temperatures) Le Vernet became an authentic coadim camp, comparable, according to some
survivors, to Nazi camps, but without the crematori When the armistice was signed between France
and Germany on June 22, 1940, the French governomer@d over to the Nazi regime all of the prisésmer
files. Vernet closed in 1944.
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The principal problem that Jacobo confronts in his study is that hakeandy
interprets the human behavior observed in the French concentration chengeret as
incarnating the typical, universal behavior and definitive charatitxiof all human
beings. Jacobo describes the behavior and customs of the camiheas népresented
that of the entire human species. This leads Jacobo to come to eramgous
conclusions, on the one hand, while at the same time ironically (andatiyjnreflecting
the unjust and absurd concentration-camp world. As a result of ¢herajization,
Jacobo believes that the men inside the camp are divided into ta@pfEi groups:
inmates and the outside guards. He states that the second\céteg6outside” guards)
must be the inferior group since they attend to the needs of thesi@i® if they were the
“chosen” ones. His inability to completely understand many ofeth®=haviors or
expressions also causes him to misinterpret them or at teassign them inadequate
features. However, it is this misinterpretation or distortiort tlet only adds to the
humor of the story, but also further highlights the absurdity of dadity that he is
describing.

Jacobo fails to recognize that the concentration-camp world egppsewhat one
might call a state of exception that lies outside the boundariesrofal human law and
behavior, whereby the behavior exhibited inside this world ultimatepresents a
distortion from reality. This observation illuminates the incomprdbéitg of the
concentration-camp world (and the incomprehensibility of the behawmmde that
world), which transgresses any logical, human comprehension, gnietina lawless,
inexplicable world outside of common law where anything goesGiAsgyio Agamben’s

conception of the camp asserts: it is a place outside of normal, conventional law.
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The estrangement and distancing strategies implicated byningual narrator
create the distance necessitated in order to relate pamafumhatic events. The need to
invent a new language—crow language—in order to talk about these ti@umat
experiences reflects and reinforces the difficulty and the infpbigsof fully expressing
the trauma endured and the lived experience of the witness. Iteatsods one of the
systematic repression of language that characterized the a@ticentcamps, which
sought to erase the survivor's language and voice. Languagdptbers more than a
mere tool of expression, for it becomes the subject of itsdgaourse. This inability to
fully communicate, as words too have their limitations, is one pkaof the limits that
characters confront iihe Magical Labyrinth Therefore, it is no coincidence that a non-
survivor of the camps fulfills the task of writing about the e)qere, since the camps
sought to prohibit such activities. However, not even this newlyntedelanguage
succeeds in completely and faithfully transcribing the traumaestbncentration-camp
experience into a comprehensible written narrative, for therenangy moments in the
story where Jacobo confesses that even the crow languagm feXpress with words the
meaning that he is trying to convey, obstructing and further cortiplichis description
of the camps. Jacobo himself points to this breakdown and aphasiatriNtiguisimo
idioma cuervo no puede expresar tan exactamente como yo hubieadadas cumulo
de palabras de las que no he podido todavia averiguar el exacto sentido” (187).

The live, ubiquitous presence of the trauma in the mind and memory of the
witness makes it impossible to face the trauma head on, callinlgef need to look for a
more distant approach through which he may face the trauma aitmeigh alternative

means. This enables the witness to ultimately gets ctosere trauma by distancing
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himself from it. Returning to the scene of the trauma insasuat difficult and often
painful journey. One’s memory instinctively protects the individoedugh a process of
reconstructing one’s memories of the trauma as opposed to siehiglgg or retrieving
them. In that sense, one does not simply rewind the tape, presamlasge the trauma
again exactly as it had occurred, but rather one is forced tgpegtence the trauma as
disjointed flashbacks or nightmares. As Barry Schwartz assé&he past cannot be
literally constructed; it can only be selectively exploitedd(gh Alexander 67). As
Maurice Blanchot states in his bodke Writing of theDisaster, once an experience
occurs, it is forever lost; it is at this point—upon losing whahaee to say, the point of
forgetfulness—that writing begins. The loss of the event issthece of memory,
writing, and history (21). Memory possesses a highly seleatidelimited nature that
entails a particular organization based, not on a chronological order, but rathecitia spe
themes or topics of importance. Memory is not a procesgtoéval but rather of
representation, which lends itself to certain elements of dmtaffferran 2007; 58). As
Todorov asserts, memory is a selection process due to the bmétadf the witness’s
retention capacity (gtd. in Nos Aldas 49). In light of these coecéipé satirical and
paradoxical elements of the story provide the space and distanesl rseethat Max Aub
may return to the trauma associated with his detainment iVdraet and begin to
unravel his memories. Given that memory is the fundamental bésstiafony, to speak
of bearing witness to a traumatic experience is to create a narratacedramemory.

In the prologue, J.R. Bululi comments that Jacobo did not have enouglotime t
complete his study (“Por lo visto no tuvo tiempo de acabarlo, o n@atsemas que del

borrador del libro publicado en lengua corvina,” 178). Jacobo’s inabiliipighftelling
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or documenting his story illustrates writing’s failure andglaage’s inability to relate
certain realities? Lyotard categorically refers to this concept as diterend which
refers to the unstable state of language wherein something whi¢tbenable to be put
into words cannot yet be, so that what remains to be phraseddexe®at one can
presently express. In the second sentence of the prologue, J.R. Bidsilthat Jacobo
disappeared days before he found the manuscript, but nothing was known aboat him
did anyone ever hear from him again (Jacobo habia desaparecidnt@éi®y no se sabia
nada de él, ni segun supe luego, se volvié a tener noticias sky&sd (Sin Nombre
177).

The fact that Jacobo never finishes his study nor concludes his mphatso
reveals the impossibility of telling an entire traumatic story. Max Aubisense literary
collection of works about the Civil War and the concentration camps@ify the
impossibility of bearing witness to trauma at one particular emdm Aub’s incessant
need to write and re-write the trauma of the concentration-capgrience proves the
necessity to allow the traumatic memories to gradually retune at a time. This
accounts for Aub’s need to thread together and unravel these memmislly
throughout a series of testimonial works, whose totality and mosaaiwge constitute
Aub’s act of bearing witness. However, even Aub’s massiveatitecollection fails to
completely tell his story, as he states: “Las notas y rdogeque acumulé necesitarian

cien afos de vida para resolverlos en libros” (gtd. in Soldevila Durante 1973; 357).

% This notion of writing’s failure to depict traunmtrealites becomes a recurrent metaphor in
concentration-camp literature. As José AntoniceP&owie expresses in his “Introduction’N@nuscrito
Cuerva “las distintas formas discursivas humanas utléma para narrar, sistematizar y transmitir la
experiencia y el conocimiento no logran expresariancia del campo de concentracién. Es imposible
narrar la barbarie, compartirla con un lector” (34)
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Jacobo’s own sudden disappearance parallels the disappearance @&paaish
exiles, who never returned and were never heard from again. Jasghislic death
therefore remits to the concepts of death and violence that tendréatehae the trauma
narrative and represent a precursor to the victim’s “rebirth” adiscovery of their new
identity. Although the reader does not learn how Jacobo disappearddsadppearance
represents a metaphorical ellipsis in the narration that dist@ttogical sequence of
time and space and presents a void and ultimately a dissociatoriffe trauma. There
is no finality or conclusion to Jacobo’s tale, therefore the ereaéver learns what
happened to him beyond the end of his story. This uncertainty createslain the
narration, and temporarily suspends the trauma, as we do not know the egtach
the trauma continued to affect Jacobo. The ellipsis also producesJgdud terms, the
language of war, which | interpret in this context as a lpegod of silence that
characterized the post-Holocaust period. As Maurice Blancha&sstddne carshow
when one cannapeak But without language, nothing can be shown. And to be silent is
still to speak. Silence is impossible. That is why we desir&Vriting precedes every
phenomenon” (11). Although Jacobo is silenced, the disaster continues koaspea
dissimulates itself in the text.

In accordance with trauma theory, the ellipsis equates withdreonception of
the latency period. Given that the disaster escapes the vetlyilggssf experience, the
only possible way of expressing this impossible reality is waithellipsis. J.R. Bulull
and Aben Mé&ximo Albarrén’s presence in the narration therefore sr@danction of
preserving the memory of Jacobo by organizing and publishing his ongmusThis act

ultimately facilitates the reconstruction of Jacobo’s identitt,as a bird, but rather as a
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witness to this horrible tragedy. This strange and distorteddwsr therefore
characterized by the subversion of logic whereby an implaudhiaeacter is the narrator
that not only tells the story of a concentration-camp world ¢batpletely lacks logic,

but also becomes the embodiment of reason. However, Aub never atiemgitsnalize

the fantastic nature of this story, for in a world void of reasongic lthings just appear

as they are without further questioning. As Nos Aldas so amyrputs it Manuscrito
Cuervo goes beyond the mere expression of pain and cruelty that surround the
concentration camp, but on a much deeper level illustrates thdadtteof logic of the
actions of the French and the injustice of so much suffering (218).

In his prologue to the story, J.R. Bulull affirms that he is sentli@gnanuscript
to the press out of curiosity and in remembrance of a time timawspast and that will
never return again, since it is well known that the war is overtlamdconcentration
camps are all gone. The fact that Max Aub in 1950 continueyg to mmake sense of this
absurd reality proves the fallibility of Bululi’s statementheTconcept of the trauma
goes beyond a conception of time and space. Its ghosts do not vamedis with the
official declaration of the end of a war, or the closing of thepsandacobo illustrates the
vivid presence of the concentration camp in a poem that he includesethets the sad
journey of the Spanish exiles upon crossing the French border and fteimgd in the
concentration camp at the beach of Argéles-sur-Mer. The poesatsetlpon the once
peaceful and joyful nation before the Civil War where food and dnvidse plentiful.
This contrasts the situation in the camps where the exiles iivéheir own excrement
with little food, water or privacy as they were forced to kelighemselves with

somebody watching them. However, in a world in which they no lokigew what to
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do, the poem emphasizes the importance of humor in the life of fles axerned in the

concentration camp, for as the poem states:

y algo de humor,
que es lo que hemos podido salvar
tras de tanto luchar

contra el fascio invasor. (226)

This poem clearly illustrates the power and the importance thabrhima in the lives of
the detainees by not only serving as a therapeutic means ofasuenabling them to
cope with their harsh reality, but also incarnating the onlyneeof their beings that
they could save in the face of their dispossession. For Domira€kajpra, humor
possesses a curative dimension that represents an important dtep timerapeutic
recuperation from trauma (gtd. in Moreno-Nufio 355).

In the index, which follows the Prologue at the beginning of the notelaokpo
also begins to pose many fundamental questions and problematizeutitersst and
experiences that he has observed regarding the nature of the hunrantecha
highlighting the inhuman defects and the strange customs of hurdaocsbo divides his
manuscript into fifteen sections and enumerates a list of ik different categories that
he is going to discuss, although many of them never appear instimdey. Each
section is subsequently subdivided into smaller fragments each dif elaigcorates on a
specific aspect of the human behavior. In total, the manuscript coriiiyngive

fragments. These fragments not only symbolize the fragmentedenaf traumatic
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memory, but also represent the process through which Aub wrotstdinys through a
myriad of fragmented notes that he compiled during his two stays at LetVerne

The first fragment is in the form of a picaresque-like augtzphy of Jacobo
wherein he subverts the traditional picaresque tale by immbdialeiding to his
illustrious origins and extraordinary destiny, asserting himselthe anti-picaro of the
crow species. However, Jacobo admits that the index promises thmom the text
actually offers. This remark ultimately alludes to a éerteficiency and defect in the
writing of the text, which reflects and parallels the diffiguih constructing a literary
representation of posttraumatic conditions. Rather than taking thredba coherent
narrative, Jacobo’s text resembles more a rough draft or notel#ookng some of the
most notable defects that Jacobo draws attention to are theeffemty that time has on
humans. Jacobo remarks that while crows reach adulthood afteostks and change
little after that, humans suffer all sorts of “growing olddges: their skin wrinkles and
peels, their hair and teeth fall out, the body begins to sag and droofhegnpass gas.
All of these observations produce a disgusting sensation, but gesa ef comic relief
emerges as Jacobo’s exaggerated depictions produce laughterapithiaging process
is a direct consequence of the harsh reality of the concentratop, evherein the stress
endured causes the human body to age and deteriorate faster. @nbe@ibre reduce
the entire essence of Jacobo’s manuscript to a criticism amibeliagainst the strange,
barbaric behavior of humans, exemplifying their inferiority amaktionality with respect
to the crow species. It is this allusion to human behavior dpaesents a metaphor for

the characterization of the concentration-camp world, exhibitedhbyntisery and
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suffering propagated by the inhumane conduct of the French authondiex all police
regimes.

Upon observing the human condition, Jacobo draws attention to many additional
oddities that strike his attention. It is the humoristic and calrdescription of these
characteristics by Jacobo that provoke a sense of laughterulthibately underscoring
the ridiculousness and absurdity of the camp. Aub’s exaggeratedtiolepand
caricaturized description of the grotesque and clownish human condit@iby that is
struggling to make sense out of this reality is utterly camialthough underneath the
laughter still lays a serious message. Among the many Qudepeculiarities that
Jacobo underscores is that of the humans’ obsession and fascinatiggapats. This
observation allows Jacobo to enter into a discussion about the conadphtitly and
nationalism, which forms one of the central preoccupations of e¥deobo thus pardons
himself for not knowing his place of birth. This directly inflasgupon the humans’
conception of birth order, which states that the place where one isié@mmines their
future, their living conditions and ultimately their identity. Frtns human perspective,
one who neither knows where they were born nor who their parentsisvardangerous
person. The imposition of one’s identity by birth order is furthghlighted by the way
in which people are defined by their nationality: Spaniards are sbhsill-fighters;
Italians are sons of singers; Germans are sons of profe€tvngse are sons of rice...
Jacobo further emphasizes this idea that one’s identity isgteertined by one’s place
of birth, which directly remits to Max Aub’s own identity crisés a man born in France,
with Spanish and Mexican citizenship. In rejecting this notion dh{place identity,

Aub highlights the true complexity surrounding identity politics, wigdes beyond a
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mere social or economical categorization and enters into a najoeipd realm based on
the personal circumstances and situations that one has enduredaoltooge’slargo
vigje. For the Spanish exile in particular, this entails a journeugir the concentration
camps and is reflected by their ultimate search for identity.

Jacobo incessantly mocks the way in which humans travel throegbalifying
with them and depending on a set of papers that determines ortlstatedentity. This
commentary represents a direct criticism and attack agtiastorrupt system of the

SERE® which required special documents and papers in order to be eligibthefo

100 rhe SERE was an organization founded by Juan Négri®39 that oversaw, in conjunction with the

Mexican government, the selection process of then8h émigrés and their evacuation out of Franck an
transportation to Mexico. From the beginning, fvegressive Cardenas regime supported the Spanish
Republic, refusing to establish diplomatic relationith Franco’s fascist regime, and agreed to pi@vi
economic support and initiate a policy that opeitedloors to all Spanish refugees. In order tahier
facilitate and accommodate the arrival of Spanefigees to Mexico, Cardenas even elaborated aypolic
that would grant Mexican nationality and citizemsto those that applied. Cérdenas also founde@dsa

de Espafia, which was transformed into an institié¢ allowed Spanish intellectuals to continue rthei
intellectual endeavors and support of the Republtowever, many émigrés questioned the “corrupt”
practices of the SERE, claiming that the organiwatjave privilege and priority to those that possds
power and prestige, such as the intellectualstigialis, or to those that were supporters of Négrin
communist faction, while thousands of those intdrirethe camps received little help. This haseagis
many questions regarding the selection procesgtandriteria used to determine which Spanish refage
would be chosen to receive asylum in Mexico. Tinees number of refugees seeking asylum, along with
the limited economic means and resources availaale it impossible for the SERE or the JARE to
transport each and every refugee that sought tb riew hope in Mexico, especially with the onset of
World War Il looming in the horizon. This ultim@geresulted in the selection of a select groupedfigees
out of the thousands that desired to leave Franddlse concentration camps, thus leaving this deci®
some degree of pure chance and arbitrariness. oSagly the selection process was based on theviolp
two criterions: those refugees that, because af gaditical orientiation, were targeted or at s&is risk of
death if they remained in France; and those thatke weofessional technocrats that Mexico needed.
Nevertheless, this select group of refugees wagposad of a more heterogeneous cluster of individual
that came from all social classes and politicakmtations. Francisco Caudet provides statisties th
illustrate that only approximately 28% of the Spmniexiles in Mexico were intellectuals, while the
remaining 72% belonged to various social and palitclasses (1997; 482). In 1940 the SERE was
abolished and the JARE (Junta de Auxilio a los Befilos Espafioles), which was founded by Negrin’'s
arch rival Manuel Prieto, took over and assumeeé sesponsibility for the transportation of the Sphn
refugees. However, as Francisco Caudet points “Blitproblema que mas atenazaba a la emigracion
residia en la division del SERE y la JARE” (199858 The constant fight between these two factions
would continue to divide the Republicans in exiled acomplicate matters of transporting refugees to
Mexico. The first ship to arrive in Mexico was tBmaia which arrived on June 13, 1939. The other ships
that transported Spanish refugees to Mexico wezépdnemaon July 7 and thdexiqueon July 27 and
the De Grasse(to New York) on December 30. All in all, about,@80 refugees were evacuated from
France within a period of approximately fifteen rtiemin 1939 and early 1940.
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“second” exile to Mexico. It also represents an attack and detiom against the
corrupt bureaucratic system of totalitarian regimes, whichesyaically documented
everything on paper. Aub was all too familiar with this pro@sshis police record as a
dangerous communist would remain open and valid for decades, obstructingit@dale
obtain a visa permitting him to return to France. In other wonisneed to have papers
is what ultimately represented the decisive factor that miéted the fate of each exile.
It was one single paper—a visa—that marked the road that edehwexild take: the
journey to Mexico (or other Latin American countries), or théated road to death in
Nazi concentration camps or perhaps back to Sfaiim short, the identity of the exiles
in the French concentration camps reduced itself to a mere pigapef, symbolizing
perhaps the lowest form of dehumanization of one’s identity.

Jacobo tells an anecdote that clearly underlines this notion. Tiandtavere
detained and sentenced to one month in jail for not having their pagbmjghl they
declared that they entered France in order to serve democracy. lédporg the jall,
they were taken to a French concentration camp and subsequertlyeexe In a
sarcastic manner, Jacobo reacts to the contradictory notion in indmtins express their
desire for freedom by constructing boundaries and borders, which telynedstruct the

realization of that same freedom. At one moment, Jacobo utters the following:

Sépase gque frontera es una cosa muy importante que no existe y que, sin,embarg
los hombres defienden a capa y espada como si fuese una cosd&sea.

extrafios seres se pasan la vida matandose los unos a los ottoséadase

101 Aub's theatrical workel rapto de Europgroblematizes precisely the problem of obtainireysa, the
correct documentation and then the trip to Mexiporuescaping (or leaving) the concentration camp.
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alrededor de una mesa, sin lograr entenderse, como es nataakgificar esas

lineas inexistentes. (208)

Jacobo’s illustration of the nonsense of creating boundaries reminad dax Aub’s
own exilic experience, which crossed through many boundaries. Hqwevgpite of
their need for freedom, the concentration camp is characterized bomplete lack or
inexistence, which is clearly illustrated by Jacobo’'s comm#mar la libertad viven
encerrados” (214). In addition, Jacobo notes the humans’ desire tqQ hatvgkt they
invent passports and visas that only hinder this process. This ulfipedenpts them to
go to extremes, even to that of killing, in order to obtain thogerpaa sign that
ultimately reveals the sad state of man. These conditions obsayvédcobo only
reinforce the lack of logic and the irrationality possessed byahamand it is only
through this upside-down, distorted world that a phenomenon such as the @aiiwentr
camps and the assassination of millions could take place and wmenman could be
interned for not having enlisted in the Polish army, while anotteer could be interned
for enlisting in the Polish army.

One of the most notable observations made by Jacobo is the mannecin whi
humans tend to divide themselves into specific categories or esrdt is through an
examination of this system of classification that Jacobo emtgysthe problematic of
exile identity and the difficulty faced in confronting and recardding it. The first
classification of humans that Jacobo describes consists of theg@mas: those that tell
their story/history, those that do not tell their story/history #muke that have no

story/history. Max Aub is undoubtedly playing with the double meanirtgeoSpanish
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word historia, which in English translates into eithbistory or story. This division
corresponds to the structural framework established by Francoismhich those that
told their story were precisely the “winners” of the war, whhe last two categories
belonged to the “losers” of the war and the subsequent exiles. Tioididisalso comes
from what Jacobo denominates “bulo” or false rumor, which constitutepriheipal
substance of humans. This notion of false rumors basically re@meentbase of
Francoist historiography, which was founded on a system ofrié®m@ the mystification
of history whereby nobody could differentiate between fact aofiadr the truth from a
lie. The lack of available documentation in conjunction with the a#emposed by the
strict censure resulted in the fragmented and fallible naturefafmation distribution
during the Franco regime. One part of the definition of being aa egides in the loss
of one’s history/story and of one’s individual and collective identitg. this respect,
Jacobo’s observations are accurate in that he succeeds in pgrtteg/way in which the
exilic and the concentration-camp worlds not only create divisiongelkathumans, but
also eliminate and erase traces of historical and collective memory.

The notion of not possessing a history also coincides with a second antport
classification that Jacobo observes pertaining to the classificat human language. As
Luis Bagué Quilez affirms, the same problems that Jacobo encoimteiss quest to
define man plague him as he attempts to characterize #mgudge (152). Jacobo
distinguishes between three categories of people with regpkotiguage: those that do
not have a language; those that have a “bad” language and those thatdreysage, but
do not use it, preferring to remain silent. The first categbtiiose that do not possess a

language corresponds to the identity of the exile and pardiklsiack of history. Upon
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writing this story, Max Aub is trying to avoid what Jacobo cha@ms as the most
recurrent human behavior regarding memory: that of “closing on&s” dp reality.
Through the lens of Jacobo, Aub looks back and confronts the past, albeit ¢ertaia
distance, and at the same time gives himself and all of the didpaced exiles a new
identity and voice. This new voice would no longer be lost in the rubbleuarslaf the
camps, but rather would carry on into the future generations, reclaitmisgace among
the streets of Spain and restoring life to a forgotten generation of exiles.

The final part of the story fulfills precisely this objectivwe mying homage to the
many fallen and forgotten exiles inside the labyrinth of the curagon-camp world.
Aub suspends the fictitious narration of Jacobo’s account by presenlisig or a mini
biography, of many of the prisoners of Le Vernet and the reag$gneach one was
interned. This list, which contains some eulogistic overtones, aikiyn serves as a
medium of recuperating the lost identity of the many victims of Le Verngivayg them
life again and telling their story. The list also reafSrmhat Cathy Caruth recognizes as
the faithfulness to the dead as a common burden on traumatized survivors.

Jacobo’s first-person account here disappears in favor of a colleatice.
Within this long list of names there exists the common threadtlieamajority of the
interned had no idea why they were interned in the concentratigm ioattme first place.
This issue will be revisited in the next chapter as it becomnesof Aub’s principle
obsessions regarding the camp. Many were detained for beimgiGnists, others were
detained by false accusations, while a large majority of rite¥ns were detained for
ridiculous circumstances. One such example is Julidan Altneanatchmaker, who was

detained for having attended a Communist meeting by accidentt tihall illustrates
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is the gross stupidity, absurdity and senselessness of a conoenteatip world in
which the French government, which was anti-fascist and anti-Fraletained and
interned other antifascists instead of detaining the real en&hig.lacks complete sense
and logic and ultimately undermines one of the goals of both the Frenamgeve and
the Spanish Republicans in defeating fascism. Jacobo differerfaatsts from anti-
fascists ironically asserting that fascists put anti-&sdn concentration camps, while
anti-fascists put anti-fascists in concentration camps. Epiesents a direct attack on
the French government responsible for this irrationality. The aférrony of the story
is evidenced by the fact that many people escaped from their yanrdrder to live in
peace in a democratic nation, but that democratic nation imprisonadoit@nd barbed
wire in a concentration camp. As Luis Bagué Quilez contends, poetmits of the
prisoners, which are at times grotesque, illustrate the traendion of horror [of the
camp] that until that moment had only been insinuated in a few ammstati the text
(152). When an old man dreamt that he had escaped from the concertaatipna
guard knocked him down and cried out: “De aqui no se escapa nadie, ni en suefios” (237).
Manuscrito Cuervaepresents a prime example of Max Aub’s use of the Spanish
Avant-garde as a narrative strategy employed to representediey of the French
concentration camp of Le Vernet. Althoughanuscrito Cuervowas written in the
1950s, well beyond the height of the Avant-garde period of the 1920s, Auldidures/,
artistic and aesthetic forms in an effort to represenéality that goes beyond any
conventional form of representation. The use of humor and the umsesuator in this
story exemplify the Avant-garde’s emphasis on the destruction,ursuptind

fragmentation of traditional narrative forms that ultimatedgults in the creation of a
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deformed narrative structure. Aub breaks away from the traditr@redtive syntax as
he engages in a series of games that creates a chaotganined structure that parallels
the chaotic structure of the concentration-camp world. The fafrithe story loses
importance and is superseded by the value placed on the image ametdpbor, each of
which is essential in the representation of such an atypiddyre@dhe use of the Avant-
garde thus enables Aub to enter into a discussion and criticisrtheofFrench
concentration camps from an estranged point of view that, tadarcextent, diverts the
reader’s attention from the traumatic reality, while stiiplanting a harsh criticism. As
José Antonio Pérez Bowie contends, this text is the result of Adiffisulty in
confronting and expressing the horror and indescribability of giving eober to
something that lacks logic (gtd. in Nos Aldas 208). It therefppears most fitting that
Aub resort to elements of the Avant-garde, whose emphasis era@goialism and lack
of sense mirror that of the concentration camp world itseMlanuscrito Cuervo
represents Max Aub’s attempt to find an adequate literary ntbdebest illustrates the
problematic relationship between writing trauma and languagelbility to relate
traumatic realities.

What distinguishes Max Aub’s use of the Avant-garde from a nraditibnal
definition is his refusal to abandon or completely reject realignte at the same time
exalting the use of the imagination. While the Avant-garde ssdekavoid the
problematic associated with man by distancing itself frootiat and political
preoccupations and by avoiding any references to collective probiehes daily lives of
people, Aub’s testimonial work continues to express these preoccupatidasat the

same time incorporating Avant-garde techniques into his narrativb. nAver attempts
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to deny nor forget reality, but rather on the contrary seeksrtsemrithis reality back into
the memory of the Spaniards. His work therefore cleverly comielleesents of realism
with elements of the Avant-garde to construct a different gennarmétive that enables
him to accomplish his need of bearing witness to a limit experience.

In Manuscrito CuervpAub removes the human subject as the narrative voice, but
never abandons the underlying “human” concerns or conditions that elgnpabmpt
his need to write the story. In this sense, Aub reducesdhniative world to an abstract
subjectivity in the form of a dehumanized figure. As both the Avardegand the social
realist novel came and went, Aub continued to hold on to elementglobea of these
movements, resulting in a harmonious coexistence that made possibsechedttion of
many Avant-garde/realist works during the 1950s. Aub once state8ghatsh realism
not only represents the real, but also the unreal, for in Spain ihlwags impossible to

separate what exists from that which is imagined (qtd. in Ontafién Rodriguez 283).

Enero Sin Nombré?
The short story titledEnero Sin Nombré® describes the infamous mass exodus of

thousands of Spanish exiles who embarked upon the road to France dutasg ties/s

192 Enero Sin Nombrevas written between 1943 and 1948 during the sariegin which Aub also wrote

a large portion of his stories dhe Magical Labyrinth As Eloisa Nos Alda points out, this story first
appeared in issue 9 8hla de Espera January 1949.

193 The title of this story also coincides with thdetiselected for the book of Max Aub’s complete ist®r

of The Magical LabyrinthAlthough this story does not specifically dealtwihe camps, it represents the
bridging of the two traumatic worlds: the exodusnfr Spain where the trauma originated and the esgran
into France where the trauma would only intensifythe camps. This accounts for the text's cetyrali
amongst a series of stories that deal with thel Giar, the concentration camps and exile. The book
Enero Sin Nombrappeared for the first time as an organized addred collection of Aub’s short stories
under one volume in 1995.
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of January 1939 escaping Francoist repressioriThe structure of the story is divided
into three sections each titled only by the days (26, 27, and 2&nurayy when the
events take place. The date on which the story begins—January 26, 1%9e—of
symbolic importance, for it marks the official fall of Barcelahaing the Civil War—an
event that ultimately triggered the Republican exd@usThis story also depicts the
horrible conditions that the exiles confronted in the long journey sithesborder before
their ultimate internment in the French concentration camps. sidry Enero Sin
Nombre which is the final text under the section entitled “Guerra,’eg@nts a transition
and ultimately a prelude to the next series of stories emtitLos Campos de
Concentracion.” This section depicts the dehumanizing and disposséssingy
through exile that would manifest itself upon the exiles’ arrimathe concentration
camps, as already observed Manuscrito Cuervo In much the same fashion as
Manuscrito Cuervp although not to such a humoristic and ironic exté&mero Sin
Nombreturnsto an unusual narrator—in this case a beech tree rooted in Fijfesias
an effort to continue to bear witness and to transmit Aub’s tesi@menl of the exiles’

traumatic journey. Although this story portrays a moral/histbdoaument of Cataluiia

194 This is the only story in Aub’s entire narrativeoguction that recounts this specific episode @ th
evacuation of Catalonia before the eventual dedédhe Republicans, although the first few scenks o
Campo francéalso depict to some extent this scene.

198 The fall of Barcelona to the Nationalists not osignaled the closeness of the end of the Civil Wat,

it also symbolized something much more significantl personal to the Republicans. The Nationalists’
victory in the Civil War also indicated the praeiicend to what the Republicans in April 1931 had
envisioned as a collective dream and paradise eancteation of the Second Republic. Hiablo como
Hombre Aub reminisces about the joy and happiness ttet felt the day of the proclamation of the
Second Republic, and even declared that this wase$ult of: “la necesidad de una nueva repartidin
los bienes, tanto materiales como de educaciétablo como Hombrel30). The fall of Barcelona
therefore also meant the shattering of this dreahich now became a nightmare for the thousands of
Republicans that were forced to leave Spain, wrardg plausible way of overcoming this nightmare
resided in rebuilding the shattered pieces thrdetjing their stories.

1% Figueras is a city located in the province of GapCatalufia, near the French Pyrenees where many
exiles crossed the French border in January andi&gh1939.
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during the Civil War, Aub continues to resort to aesthetic games Awvant-garde
techniques in order to transmit his message.

Just like a bird who was able to fly around the concentration caonp dne
barrack to another observing human behavior, a tree represents a renmélament of
nature that observes from high above the sad journey of the Spanish a&ithey
traverse the long road into France. In this respect, the ikeghk crow, is personified
and is converted into a witness of the circumstances that surroumtietiree not only
recounts these painful memories, but also gives voice to a seaasmfmous people so
that they too can tell their stories. As Eloisa Nos Ald&srés, in these two stories Aub
turns to the use of the classical fable, whose emphasis on graaingpunicative
language and human consciousness to animals and vegetation densonsteate
impossibility and absurdity of coming to terms with the rgatit the situation (228).
One must therefore wonder why Aub chose a tree as the nanstead of many other
possible non-human figures. For one, as the narrator mentions, liowas) the 1880s
and therefore possesses an abundance of knowledge and experiemaes asntained a
continual part of Spain’s land. This is further reinforced by tbe’¢rdeep roots that
literally connect and bind it to the soil making it one with thedla This notion is of
utmost importance with regard to the concept of exile, which presappbe loss of
one’s roots; the exile is uprooted from his homeland and transplantefbrteign land.
At one moment in the story, the tree begins to experience pdysanirm of partial
uprootedness as it too is harmed and somewhat destroyed by the damppsd by
Nationalist planes on the highway that the exiles are traagrsThis act illustrates that

exile is not a mere transplant of man from one land to anothsimety the loss of one’s
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homeland, but it also involves the loss of one’s roots to that homeland, edmamever
be sowed back exactly as they once were. Although the &€migy return to his lost
homeland, he will never be able to recover his severed roots. diegrife use of a tree
as a narrator is appropriate given its metaphorical assotmith Spain’s roots and its
long-lasting place in society as a witness.

The story begins with a metaphorical allusion to man’s propefwsityalking—
evidenced by the fact that they have legs—as the narratortslépechuman nature of
man by their inability to remain still: “A los hombres lesd&lo siempre por andar, para
eso tienen piernas...” (111). Just as Jacobo mistakenly charastalfihuman behavior
based on what he observes in the concentration camp, the narrator stbthislso
misdiagnoses man’s proclivity to walk upon observing the Spanishsdiiked up for
miles and miles as they walk along the road toward France.t M/lv@nic about this
observation is that this march does not reflect the exiles’ fiowvevalking, but rather
symbolizes their exodus or flight from Spain. The narrator proceedescribe the
humans’ fear of loud noises and their obsession with flying, whiclesept two direct
allusions to the Nationalist planes’ attacks on the Republicatheasvalked to exile. In
the second paragraph, it is revealed that the narrator is, asréenot only refers to its
trunk: “...ensanchando poco a poco mi tronco y mi paisaje” (111), but alss:stde
nacido de pie” (111). The tree’s tremendous height has permittedae vast regions of
the countryside, establishing from the beginning of the story its @osis a witness
(“porque lo veo...”) of the behavior and human nature of man. The tres base
authority for presenting its testimony on its longevity in rea@amd good memory. In the

same manner that Jacobo proclaimed the crow species’ superiorityhavans, the
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narrator also asserts their (the trees’) superiority over hummams declaring, “somos
mas que ellos” (112). As Eloisa Nos Aldas asserts, “this tosapdriority that appears
in bothManuscrito CuervandEnero Sin Nombren the one hand grants more authority
to the text with the insertion of a reliable narrator, while lwa dther hand provokes a
certain irony, which in turn further distances the pain of the narration” (228).

The narrator’s description of the mass exodus commences with bBolsgym
observation signaled by the death of a boy at the foot of théheg@eevious night. The
boy’s sick condition prompted his mother to take him to France infart & restore his
life. This causes the narrator to reflect upon the concept df,dehich, according to its
observations, represents the embodiment of the exodus. The boy'sylaattlizes the
sad condition and the metaphorical “death” of the Spanish exilethaimdcheed to flee
their country and abandon their roots in search of a “cure” ordgneetheir problems.
As the narrator states: “...se lo llevdé su madre camino de Braa@yendo que alli
resucitard” (113). The narrator then describes this dehumaniadd v terms of a

group without a language that passes along the highway like:

Una sangre negra que corre por las cien heridas que la nochledehloa Mundo
medio muerto que anda con dos piernas igual que si solo tuviese una, mundo que
solo sabe andar y que sabe que con andar no resuelve nada, pero queaanda par

probarse que vive. (114)

The highway is filled with trucks, police officers, soldiers, autoresbiguards,
elderly people, women, cars, broken newspapers, gasoline tanks, three abandoned canons,

children, wounded, women, children, elderly people, and more wounded, none of which
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stop their exodus, except for those that lay dead along the roaginGavith them what
little possessions remain, loaded in their wagons, the majoribhedaxiles were forced to
abandon and leave behind in Barcelona most of their belongings antbrihdread
toward the French border with little more than their worn-down bodié& dark reality
of the exodus is evidenced by the narrator's remark that therenare weak, lame
people than invalids, and more invalids than wounded in the head, and thehddren
with only one leg that walk with crutches, all of whom continue albegoath of exile as
they remain defenseless against the sudden attacks of the bombs drgppesl b
Nationalist airplanes. The mass of exiles attempts to scurry fromrdangall is in vain
as nothing is to protect them from the ultimate bombardment of étierdlist planes.
This results in a scary and tragic scene of the bombardméninémed by the destruction
and dehumanization of nature: the dismantling of walls, the medfirsgeel beams, the
burning, breaking, and shredding to pieces and disfiguring of everythitsggroximity,
including human lives. This is best exemplified by the body platsfly around in the
air like dust right in front of the narrator's eyes. The bomilvent leaves the land filled
with dust, blood, and branches, for even the narrator endured the conseaiethees
bombs which tore branches from its body. The narrator's own trau@tounter is
evidenced as it exclaims: “Ya no soy la tercera parte dguéo era...Toda la tierra
empapada de sangre” (128). In this respect, the narrator is rer loegely a passive
bystander, but rather becomes a direct participant in the ‘eidesna, its role thus
having been transformed from that of a mere spectator and obgeiwee who is also
affected. This is illustrated by the following comment: “dreetros a mi izquierda

descabeza a un guardia de asalto y cuelga en mis ramas un trszdigado” (128).
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This underscores the literal dehumanization of the exiles’ ideadithey embarked upon
their exodus from Spain. This also shows the impossibility of the objective witnies as
subject now becomes involved in the event that it narrates. Mmdids of Luis Bagué
Quilez, the tree manifests a certain sentiment of solidaitty those that suffered the
consequences of the war, which is illustrated by the fact thadgdilre bombing it loses
the majority of its branches (153). The tree also becomes adogie for the mass
exodus of the Spanish exiles as its roots symbolize the roots @fiteg that are torn out
upon their departure from Spain. The powerful image of overcrowding fitisat
concentration-camp memoirs also manifests itself in the exagltise narrator declaims:
“Los cuerpos se hacinan en otra camioneta; como no hay bastabi@aranas ponen
los heridos sobre los cadaveres” (129). As the wreckage subsiddeahgt begins to
clear, those exiles, still intact and capable of continuingldihg journey down the
highway, once again form their line and resume their march toward France.

The true reality of the exodus becomes even clearer as tlaonayives voice to
many of the Spanish exiles by relinquishing its role as mareatd allowing the victims
of exile to communicate with one another and tell their stortheg walk toward the
French border. One could argue that the story itself is tnanefl into a collective
testimony, as the characters discuss their plight and refbect their sad reality, telling
their stories, bearing witness and wondering why they should contirfight in the face
of more death. Others question how this whole situation even becamagdsdsiming
the government, the communists, the CNT, the Republicans or evenIMaaii@. The
castigation of the Spanish Republicans is best exemplified by @ yoan who recounts

how he was branded on the forehead, in spite of not participating jpoditical party or
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labor union. This act was due to his brother’s affiliation withRlegpublican Party. This
ultimately illustrates the Franco regime’s endeavor toieate or punish not only all of
the opposition, but also anyone associated with or related to a mefitheropposition
regardless of that person’s political affiliation or involvementhen detained and
brought in front of the firing squad with another ten prisoners, the yoangwas spared
death as no bullet touched him, and after being left for dead, fledydinennight. He
then calls the fascist regime criminal and professes thavdutd rather die than be
fascist—a statement that clearly elucidates his desirdeé the Francoist Spain that
killed his mother and his four brothers. As the young man as4esta: gente no sabe lo
gue quiere, pero sabe muy bien lo que no quiere. Por eso huyen” (125). This ntltiplici
of narrative voices, likeMlanuscrito Cuervp reaffirms Aub’s desire to remember the
exilic experience as a collective trauma that must beesepted in the collective “we”
voice.

Notwithstanding the many exiles that testify to their exgees and to their
trauma during the long walk along the highway, the narrator expdbhatshe majority
of the exiles did not speak, for they had lost their voice. THhisrse” represents a clear
sign of their dispossessed identity and the impossibility ohtgetheir story. Silence is a
common response to the survivor’s need to tell his/her story. Howsesnce does not
indicate a loss of memory, but rather is a consequence of suffaritrgumatic
experience. As the narrator clearly points out, in spite of lobmigYoice, the exiles did
not lose their memories: “A las mujeres se les han ensanchadeadleras, llevan a
rastras los recuerdos...” (124). The dehumanized outlook of the SpaneshieXirther

underscored by their complete absence of hope as they continue tihnwwalh the rain
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with their heads down, never looking once at the trees. The naeatarks that it is the

first time that it has seen people walk under the rainhiey tisually run or wait until it
stops. At one point along the road, after the bombardment of thenhlatoplanes, a
Spanish exile encounters a French journalist and proceeds to denouncés Rxamnce
Intervention policy, which, as the Spaniard asserts in the followingegueas
responsible for the Republican’s loss and their current dehumanized@ontie habla

un muerto, un muerto de los vuestros, de los fabricados por vuestras praposs on
muerto. Un hombre podrido por vuestra paz de no intervencién, de vuestra paz de
maricones” (129). The Spanish exile clearly demonstrates $esmtraent and rancor
toward France’s indifference to the Spanish Republicans during the Civit®™ar.

This dialogue between the French journalist and the Spanish wdtiteately
foreshadows the fate awaiting the Spanish exiles as they thakeway across the
French border. The original decision to seek refuge in France waadeguestion for
most Spanish exiles, whose need to escape from Franco surpasseitl desire for
exile. The majority of the exiles considered their exibarpey to be temporary, for
nobody asked the question: “When are we going to return?” assumingwioald only
be a question of a few months before they could do so. Little dicktimy that those
few months would gradually turn into a permanent exile in whichynveould never
return to the same country that they left. As the Allieddsrdefeated the fascists in

World War I, many Spanish exiles assumed that it would only tmatter of time until

197 |n Hablo Como HombreAub is also strongly critical of the United Ssitesupport of Franco and of
Franco’s welcoming of the United States into Spargsil by granting the U.S. military bases. Aub
condemns the United States’s moral position tovwhaedFranco regime and states that the United States
imperialism is only worried about improving its owlevelopment without granting the least importatace
improving the conditions of freedom and justicethie rest of the world. Aub also criticizes Frarfoo
allying Spain with the United States by stating:.0“lé bastd [Franco] regar de sangre espafiolara tie
espafiola; tenia que vender el suelo empapado EHOV]” (74).
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Franco also succumbed to defeat. They euphorically envisionedetir to Spain and
the reestablishment of their severed roots. However, the onset GblthéVar and the
eminent preoccupation with Communism would quickly change the cofimeents as
Franco now became an ally rather than an enemy. At this nipthe exiles began to

realize that their banishment may become more definitive than they had hoped.

The “unusualness” of the Camp

The adoption of an unusual narrator in betéinuscrito CuervandEnero Sin Nombré&o
recount the traumatic story of the Spanish exiles’ flight frguaii® and their internment
in French concentration camps parallels the unusualness of the cancertamp world
itself. Who better to narrate the dehumanization and dispossessimnSpanish exiles’
identity than an absurd character that personifies the ultifinaiéy of both the Franco
regime’s political discourse and the concentration-camp’®sytc structure? Through
these two narrators, Aub shows that the absurd is not the exceptioathgutthe norm
inside the concentration-camp world. As Naharro-Calderdn astestarbitrary and the
absurd have now become the heart of daily life (116). Rather thatingy testimonial
primacy to a person who experienced and survived first-hand the Feencéntration
camps, Aub decides to subvert the traditional testimonial narrabyeassing and
averting the difficulties associated with a survivor's directyspeal testimony.
Testimonial narratives are often marked by the incorporation afaddund emotional ties
to one’s memory, in which the witness’s personal feelingfdato their testimony.

This often results in a “speechless terror” with memory k@sel a distorted memory
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whereby direct access or recall to the repressed traumatitories is not immediately
available for retrieval. As Shoshana Felman asserts: “ladmagst inconceivable for any
witness of the Holocaust to completely detach themselves froravilig witnessed in
order to be an unaffected witness” (qtd. in Caruth 66).

By turning to an unusual narrator, Aub is utilizing an estrangaegrtique that
alleviates any traumatic pressure from the witness by githegpower of speech to a
more detached (but not completely detached) entity. TherefotayimBagué Quilez
asserts, Aub’s own personal experience was hidden behind the dehumapieadiace
of these two narrators (154). This narrative deviation remits to CathyhGacahtention
that: “The texts that testify do not simply report facts butkenais encounter
strangeness/estrangement” (19). In this respect, Aub isifgfthe imperative need of
the survivor to tell, which as Dori Laub declares is also apemied by the impossibility
of telling, for bearing witness is a story impossible to be wtded (78). The act of
bestowing the narrative voice to a bird and a tree therefastrdtes man’s impossibility
of telling his traumatic story, relegating that feat to a-homan entity. As Felman
reiterates: “The Holocaust illustrates that people die as numbers, not esnaoes. To
testify is to engage in the process of re-finding one’s owapgr name” (53). In
Manuscrito CuervpJacobo represents the only character that has a hame; thiy identi
the other characters that he mentions is reduced to mere nurAkegBgrard Malgat also
confirms, the use of codified numbers, instead of names, alludes nartiigers that the
police put in their police reports and files created for each detainee (2007; 193).

Aside from the insertion of an unusual narratbtanuscrito Cuervoalso

incorporates humor as an additional distancing mechanism. The use of imuthis
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context does not diminish the seriousness of the subject matteathert it is used as a
means of further reinforcing and preserving the memory of the coatientcamp. In
this case, humor is employed as a way to criticize and tordtesthat the concentration-
camp world is not acceptable in society and falls completelydsutsie boundary of
social order. Humor opens new doors that were once obstructed alitdtéacthe
transmission of certain feelings and sentiments while reducingetiggon that in any
other circumstance might have interfered with the readenéstecomprehension of the
subject. Cathy Caruth points out that a common finding with survivaitsedfolocaust
is that there seems to be a limit to how much an individual carugivlerough grieving;
there are limitations to the losses that one may be able tavitkathrough mourning
(85). This conception proposes that grieving and mourning a particadgadir, in this
case the Holocaust, can only go so far and accomplish so muchsugpmssts the need
for alternative means of “thinking” and representing the expegiém order to cover the
void or bridge the gap left by mourning’s limitations. Perhapsutigeof humor and the
perspective of an unusual narrator are two literary strateigee Aub uses iManuscrito
Cuervoand Enero Sin Nombren his attempt to cover that void, bridge that gap, and,
ultimately, achieve an alternative way of “thinking” and represerntiagcamps.

Finally, these two texts present a collective testimony df bisé mass exodus
and the internment in the camps. In each text, the narrative Wwishared by a
multiplicity of witnesses and victims that either speak orraneembered by the primary
narrator. Jacobo and the tree relinquish their first-person testifyy not only speaking
for the larger collective group that they observed, but also afmge for the group to

participate in the telling of the testimony.
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5
Restoring the Forgotten Memory of the ConcentraGamp:

La gallina ciegaEl cementerio de DjelfandEl remate

The presence of memory through its absence

The texts examined in this chapter all share one common themeg: address the
forgotten/erased memory of the concentration camp, of the Spaxiigls and
especially of Max Aub himself from both a socio-historical aratulisive point of
view. The notion of rememberinge€ordar) and its opposite forgettingl{idar) are
repeated so frequently throughout Aub’s narrative that they beanrobsession that
the author never completely overcomes. This dichotomy underlines thelce
paradox of the concentration camp. After the camps succeeded ingligyiglling
thousands of Spanish detainees, it was the Franco regime and rki@otrato
democracy that also killed the exiles’ memory. Each text dehte the problematic
regarding theabsenceof memory associated with both of these phenomena in an
effort to ultimately invoke itgresenceback into Spain’s historical discourse. The
objective of these texts is twofold: on the one hand, Max Aub endeavorslérline
the absence of memory traces in the concentration-camp worléseafting the
memory of the concentration camp as a forgotten part of contempSpanyish

history, while at the same time he is creating new memacgs$ by bearing witness
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and telling stories of life in the camps and in exile. As&edo Degiovanni states,
Aub has written a series of stories in which orality and mgnappear as central
elements of the history of the concentration camps (217).

To invoke the absence of something often correlates to a loss, icantlat
two concepts. This conflation, as Dominick LaCapra assertstsattethe way one
remains possessed or haunted by the past (2001; 46). The laswnathiag also
implies a lack, which indicates some sort of deficiency wheselnyething that ought
to be there is missing (LaCapra 2001; 53). This missing entity has been dispidced a
removed from its proper place. What has been lost is the ideftitye Spanish
exiles, ruined by the forces of exile and the concentration cadps result of this
loss and displacement, the object of desire for Max Aub is to reteeatisplaced
object through the reinsertion of its memory traces, which takefaime of his
testimonial literature. As Fernando Degiovanni affirms, the probtic concerning
the erasure of memory enters into all of these stories ash#racters remember in
order to reaffirm a presence, that is, the presence of memothisicase, the image
evoked by the concentration camp makes present that which ishaetosgnt. As
Guerin and Hallas contend: “Images replace absence with feredif kind of
presencelconic presencstill maintains a body’s absence and turns it into what must
be calledvisible absence(10). Aub endeavors to avoid the traditional response to
absence—learning to live with it—by filling in the void left biet loss with
testimony. As Aub states iHablo como Hombre‘Las obras sélo quedan de la voz

de la fama; y nosotros luchamos contra el olvido” (77).
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Max Aub is highly critical of Francoist Spain’s deliberateclagion of the
concentration-camp memory from its discourse and as a resséithi@ut to correct
this injustice by reinserting its memory into the literannals. Post-war Germany
has continuously struggled in its effort to “properly” deal witlke tmmemory of the
Holocaust and its commemoration of the Jewish victims, stirringyndebates
regarding the appropriate manner to memorialize their men@ng of the principle
concerns that has arisen pertaining to the creation of Holocaostmaks is whether
or not the construction of a monument actually maintains the meonomnether it
ultimately suppresses it. Traditionally, the creation of museamdsmonuments has
sought to preserve a memory that has become endangered of lbgottefo Many
Holocaust memorials and monuments that deal precisely with thie sssue of
representing and preserving the memory of the victims of the Habpéay with the
notion ofabsence vs. presentethe construction of their memorial. The absence of
memory traces ultimately produces its presence by fortiagspectator to actively
participate in the remembrance of the trauma. One such exaoples from a
Holocaust museum that has five staircases leading to a secondofi@oof which
leads to a pitch black, dead end. The darkness andhbienceof anything compels
one to reflect upon the meaning of the Holocaust and the darkneskethattims
and survivors endured.

Although the real sites of memory lie in the concentration cahgaselves,
Max Aub, as well as many other exiled authors, turns to literatarhis vehicle to
memorialize the forgotten Spanish Republican exiles who also 8penin French

concentration camps. Aub uses this symbolic space as a plaeat® mrew memory
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traces. The act of remembering and writing about the meofdie concentration
camp becomes the camp itself, turning the camp from a merlister@xobject of the
past into a new subject. In order to understand the object, one nstistofivert
himself into the object. Max Aub does not merely see the caatiemt camp as an
object, but rather he himself becomes the embodiment of the camguasver and
through his writings. However, to adopt the position of the object alptiels a
transformation of the object into the subject. In the words ofclgn&oldevila
Durante, “Devenir su objeto es hacer del objeto sujeto” (1973; 293)ghinof this
notion, these works illustrate that the concentration camp now takasnew life
form of its own as a place of enunciation and as a subject thnobigh Aub sees
and identifies himself. In this sense, Aub’s representation oflisenceof the
memory of the concentration camp in Francoist historical diseonrsirn creates its

presenceapresencahat Max Aub is reclaiming by means of his testimonial voice.

La gallina ciega and the oblivion of the Exile/Concentration Camp memory
After thirty years of exile in Mexico and numerous failegmipts to enter Spaffl: Max

Aub’s journey back to his homeland would finally be realized in August 1868t this

108 £rom 1953, Max Aub attempted many times to obtaitsa allowing him to freely enter Spain, but for
fifteen years the Franco regime continued to denlp e visa. This was due in large part to thesgen
imposed on Aub’s short stotya verdadera historia de la muerte de Franciscorira Due to its content,
especially the assassination of Franco, this staniyed perhaps more controversy than any othekutif's
works, resulting in the need to alter the titleubAalso had difficulties obtaining a visa for Frantor on
February 9, 1951, the French consulate in MexiadedkAub a visa allowing him to stay one month in
Paris. Aub became so outraged by the denial thaddtided to write a letter to the French President
stating: “...No deja de ser curioso que por haberferdido, en su nombre se me prohiba volver. Por
haberla defendido me encarcelaron” (Gonzalez Sar@AB). Aub reiterates these sentiments in arlette
that he wrote to Antonio Caamarfio on November 57 1Bbwhich he states: “Hace un afio, estuve ersPari
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juncture in his life, Aub had already integrated himself into M@xisociety, acquiring
Mexican citizenship on January 22, 1988ncluding a Mexican passport, and had
begun the process of reconstructing his dispossessed identitypasiahSexile and as a
survivor of French concentration camps through his extensive litgraogiuction.
Therefore, by 1969, Aub had already established himself agex @amd literary figure in
Mexico, completing the final novel ofhe Magical Labyrinthseries,Campo de los
almendros,just the previous year, along with his already vast colleabiotheatrical
plays, many of which were censured and prohibited by the &rgagernment. The
explicit exclusion of many of Aub’s works during the Franco regidefined the
parameters of the historicization of the novelistic production thaseaduring the
dictatorship. Within these parameters lied a mediocre novelistic and¢bheptdduction
that kept out works from many prominent exiles. Nevertheless, Aabis and legacy
as a Spanish (exile) writer continued to remain uncertain and in doubs native

homeland as a result of Aub’s disconnection and detachment from Sphi8panish

sOlo trece dias porquasombrate, soy la Unica persona a quienes loseaacniegan el visado y le
prohibieron ver espafioles” (Archivo Max Aub Cajal3/?). By 1958, it appeared that Aub had finally
resolved the conflict over his visa in France. mEveub’'s mother and sister were denied visas by the
French Consulate in Barcelona as they sought tm g@ance to see Aub’s aunt. When Aub’s mothed die
in September 1962, he never received authorizditam the Spanish authorities to attend her funerat,
was he granted the visa to attend his father'sriineAub was finally granted a visa for Spain twe t
historic and symbolic date of July 18, 1967, bultreproblems prohibited him from traveling untiigust

23, 1969. Aub would travel to Spain a second timglarch of 1972 with the principle objective ofitng

to convince his daughter Elena and her husbandriged&lvarez to return to Mexico.

199 Aub had originally intented on traveling to Sp&imvard the end of 1968, and then in March of 1969,
but due to health problems he was forced to postpdtrip.

10 Alfonso Reyes wrote a letter of recommendatioragust 6, 1955, to Luis Padilla Nervo, on behalf of
Max Aub and his application for Mexican citizenshipeyes underlines the fact that the applicant JAub
has rendered many cultural and literary servicedMexico and therefore deserves the right to obtain
Mexican citizenship. Aub petitioned for “privileddenaturalization,” which was requested by many
individuals who believed to have produced pro-Marigvorks. This marked the second time that Aub had
applied for citizenship.
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society for some thirty yeaf$' This was also due in large part to the Franco regime’s
repressive discursive practices that sought to eliminate Aub’s-thencemainder of the
Spanish exiles'—collective memory. His return to Spain in 1969 thereépresented,

on the one hand a symbolic return to an unknown, fictionalized land that Aub himself had
already created discursively from the remnants of his histionnemory, while on the
other hand it embodied the ultimate return to the trauma of antkatiénitially began in

that very same land.

The primary pretext of this trip resided in the investigation @sdarch for a
book that Aub planned to write about the life and work of his good frieddfellow
exile Luis Bufiuel> Aub was offered this opportunity by the editorial Aguilathnthe
prospective title olLuis Bufiel: novelahowever, this project remained unfinished and
was eventually published under the ti®nversaciones con Bufiuel.Aub often
reiterated that the initial objective of his trip to Spain sol@wnstituted an academic,
work-related endeavor, and therefore his “return” would not beragment, but rather a

temporary one. This notion is exemplified when Aub states: “Vandar una vuelta, a

Hhis important to recognize that Aub did in faetdp in touch with many of his fellow exiles ancirils
that either remained in Spain or were exiled ineothountries. For the Spanish Republicans, the
correspondence with other exiles via letters wasahly form of communication that they had at their
disposal that enabled them to bridge the distaeparating them and helped them to endure the wlifiés

of exile. As Francisca Montiel Rayo asserts, thitets that the exiles wrote to one another became
valuable documents of the life and time period withich it is possible to reconstruct the author’s
professional trajectory. She continues by stattiag the letters allow the exiles to recreate aegtpisodes

of their history, which offer us more accurate eis of the exiles themselves and of their intetiocu
(246). Just as Aub does in his fictional and testiial works, the letters illustrate Aub’s needntdte, to
remember and to bear witness. One of the mangdsiavith which Aub communicated was Juan Ramén
Masoliver, who remained in Spain as an avid deferafethe Franco government. In spite of their
ideological differences, Aub and Masoliver remairigends and eventually met again face to face upon
Aub’s return to Spain in 1969. This encounter, chhis documented iha gallina ciega reveals
Masoliver's own ignorance regarding the deaths ahynSpanish exiles. This ignorance reflects Spain’
ignorance of the exiles during the Franco regime.

12 Aub wrote to Ignacio Soldevila Durante that thisok about Bufiuel “es un intento de biografia de
Bufiuel y su grupo que, en sus principios nada tere ver con el cine y si mucho con la vida de los
‘sefioritos’ de Madrid al principio de los veinté&istolario Aub/Soldevil278).
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ver, a darme cuenta, y me voy. No vuelvo; volver seria quedarme’ (ZR@® concept
of “returning” presupposes the act of returning to a place theatkoows or is familiar
with, while it is clear that Aub does not know nor is familiarhmihe Spain that he
revisits in 1969. He did not find the same Spain that he once knew andbefcge he

left in 1939, but rather found himself in a much different country, a cptimét he did

not recognize and one that did not recognize him. At one momerdllkehinself a

“backwards tourist,” (“Soy un turista al revés; vengo a ver loyguro existe,” 20), for
he comes to see what no longer exists. This notion of beingoabtente but not return
reflects the endless uprootedness of exile, which encompassesspatiahand temporal
dimension that the exile will be unable to overcome even witlnetiuen to his homeland
(Ferran 2006; 205).

Aub’s stay in Spain would be confined to a three-month period, as he only
received a visa for that duration. Months before his actual depafub contemplated
his trip and expressed the many doubts and uncertainties that hegheding his return
to Spain. Aub stated that the problem of returning to Spain aftéy tl@ars was not
Franco, but rather time, that is, oneself. The exile hadatiddSpain had changed. Aub
wondered whether, at his age, it was worth it to see a new cdunaivying that it would
be a painful experience. In a letter that he wrote to Ignacide$ila Durante, Aub
recognizes that he will return to Spain just as much an émghé is in Mexico: “No, no
estoy saturado de emigracioén, voy a volver a Espafia con condieneraigrado, estoy
seguro de que me sentiré tan emigrado alli como en Méxgistblario Aub/Soldevila
308). Aub also questioned what Spain could offer him, realizing thatahbst friends

had already died and that he was limited as to what he could aloeasilt of his health
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problems. All that remained was meeting new people who would eeea remember

The trajectory of this mission would soon take another direction ahobkuhe
moment that Aub set foot on Spanish soil on August 23, 1969. As Aub arrived in
Barcelona, he immediately noticed a much different Spain thaorihehat he had left
thirty years ago, prompting him to engage in a series &ategshs, contemplations and
ultimately a confrontation between a lost, forgotten and perhaps edtdhtorical
memory whose ghosts from the past still remained. What restilted this
confrontation was the creation b& gallina ciega which Max Aub published in Mexico
in 1971 shortly before his death on July 22, 1872Aub avowed that he did not write
La gallina ciegawith any sort of premeditation in the sense that he returned to Spain with
the intention of writing a diary chronicling his observations and apees of Francoist
Spain, but rather it soon became a product of the vast discrepaneebdtis Spain and
the Spain, or more accurately the country, that he was visifing.

To categorizeLa gallina ciegaas merely a diary would be to overlook and
undervalue the rich literary quality that this work possessess d diary to a certain
extent in that it reproduces and reflects Aub’s thoughts, reactioms,camments
regarding his daily observations of Spain documented each day ofoyege. Its
structure is composed of a variety of different elements rariging notes taken by Aub
to recorded conversations and even monologues. Howewv@allina ciegaconstitutes

much more than an unorganized, random and haphazard enumeration of Aub’s

3 n his final correspondence with Francisco AyataJune 16, 1971, Aub announced the arrival of his
“Diario Espafiol,” but then states, “como puedesos@p, no le va a gustar demasiado a nadigistolario
Aub/Ayalal84).

114 One of Aubrs first observations upon arriving inrBelona on August 23, 1969, is that he sees a Spain
that no longer exists, “Veo una Espafia que ya msieek
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observations and thoughts; it comes to embody its own literary woekthamh Aub with
great care and detail attempted to reshape and give lifegthratfictionalization and
even invention of certain details and characters. Upon returning@xaec®in 1969, Aub
dedicated much time to editing and elaborating the work to perfet@bore its
publication in 1971, molding and shaping the “diary” into a real, substditieary

work. Aub even stated on February 1, 1972: “La verdad es que, con pbtiespero
guelLa gallina ciegavenga a ser una novelaDi@rios 495). Many critics argue thaga

gallina ciegashould constitute a final chapter ®he Magical Labyrinthseries as it
ultimately returns back to many of the fundamental questions raigedub in those
works, especially the historical memory of the Civil War amxdeeof the Spanish
republicans, now seen from a different vantage point.

La gallina ciegarepresents a true, sincere and completely subjective testimony,
or in other words, Aub’s act of bearing witness to his own erasureabh dkfom Spanish
history and his symbolic return as a ghost from the pastrsiiligtto find his place and
reclaim his lost/forgotten past in his homeland. In this sengefais Ferran contends:
“...se puede considerd&ma gallina ciegacomo un testamento, pues es un documento que
expresa la voluntad de un muerto...” (2006; 206). Ferran continues byiadfithat:
“El Aub de antes del exilio ha muerto. El Aub de ahora vuelves@afta para re-
encontrarse con ese otro “yo” para reencontrarse con la Espdfiajee vivia ese otro
“yo,” pero ese reencuentro es imposible: la muerte ha dejado sla huéb ha
transformado todo” (2006; 206). This reiterates the fact thaaflié exile is, in a way, a
posthumous life whereby the victim assumes a new identity aegvdifie. As already

alluded to in this dissertation, this notion becomes one of the recurring themeswolynot

170



La gallina ciega but also of Aub’s concentration camp works as a whole. Aub’s
phantasmal presence in Spain therefore not only functions as amathwa of a
representative of exiled Spain, but also reminds the Spaniardsjadigpe younger
generation who were born after the Spanish Civil War, of atlwaltrue reality that was
supposedly forgotten, but continues to show its presence.

The significance of the titlea gallina ciegaproblematizes this very same notion
in suggesting that the “Blind Chicken” is nothing more than a metdph@pain itself,
who, during the Franco dictatorship, lost sight and closed its eyée tgeheration of
Spanish exiles that fled Spain in 1939, unable to see them. As Mannat Soler
assertsl.a gallina ciegas a militant demand for the recognition of the historical memory
and dignity of the Spanish republicans, in which Max Aub decriefotgetten memory
imposed by the Franco dictatorship that ultimately converted tiesexto ghosts
condemned to oblivionLg@ gallina ciega “Introduction” 81). La gallina ciegatherefore
goes beyond the boundaries of a mere diary to encompass a testwmkidhat seeks
to reclaim the erased historical memory of the Spanish exildsof the concentration
camp, for neither Max Aub nor a handful of other Spanish exiles lmmgetfen about
those experiences and continue to remember and relive. Aub’s thondldbservations
go beyond those of his own personal experiences as he gives testintongars witness
to an entire generation of Spaniards, whose hope was ultimatélgddayg the Civil War
and Franco (Ferran 2006; 209). This transfobagallina ciegainto a work of cultural
and colletive trauma that Aub confronts as he speaks with othemisicaf this trauma

during his return to Spain.
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Max Aub’s painful struggle between his historical memory andtrie reality
that he encountered upon entering Franco’s Spain in 1969 is evidenh&dirst pages

of La gallina ciega'*®

Among the most prevalent observations that Aub underlines in the
work is the intellectual mediocrity and the moral/cultural cokapad misery of Spain
under Francd® This prompts Aub to question Spain’s future and its potential for
progress as it continues to live in the shadow of the Middle Ages. 0Othe byproducts

of this condition ultimately resided in the disappearance and thastewce of the
Spanish exiles from both a cultural and historical context durindridueco regime. In
other words, the large majority of the “contemporary” Spaniaitis whom Max Aub
conversed during his stay in Spdthnot only knew nothing about Max Aub, but also
were completely ignorant of the history and the reality sedfdoy the Spanish exiles at
the conclusion of the Spanish Civil War, as if that part of Spanighrjribad never
existed. What most bothered and hurt Aub was the young generagioorance toward
him and his fellow exiles; none of the young interlocutors recodriie name or those

of the most prominent and influential exile writers, insinuating kax Aub and exile

literature meant nothing to thelf. This is evidenced in Aub’s entry for September 29,

151n a letter that he wrote to Aub on May 25, 196Bancisco Ayala warned Aub [regarding his trip to
Spain] that: “Te encontraras con un pais desconabédde todos los puntos de vista, pero sobre yoe®,

lo que mas importa, desde el punto de vista egagirit El Unico problema que vas a tener es el dge la
muchas y diversas trampas que la mentalidad clanesmi desarrollada tiende a los inocentes”
gEgistoIario Aub/Ayalal 65).

181n a letter to Juan Fernandez Figueroa, Aub ariigiand ultimately condemns Spain’s current state b
declaring: “Miseria moral y vergiienza publica, aigue os une a lo mas putrefacto del mundo, rémaza
hunde Espafia mas debajo de donde nunca estuvleramitia abyecta...” (Archivo Max Aub Caja 5-
53/2). Aub also states that: “el reinado del gah&ranco volvié a imponer en Espafa la politica de
Fernando VII. Espafa intelectualmente regres&askacavada’fablo como Hombré52).

17\t is clear inLa gallina ciegathat Max Aub spent a large portion of his time in Spilking with the
younger generation of Spaniards, whereby Aub weakaned to the current reality of Spain in which the
young generation essentially had no idea who Malx Was.
18 Max Aub’s marginal place within Francoist Spairthierefore emblematic of the relative anonymity of
the Spanish Civil War exiles, which have produceldtively few canonical texts in exité® for as Ugarte
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in which he states: “Aub llora sobre si mismo, sobre su propio entisobre la
ignorancia en que estan todos de su obra desconocida” (311). Thiestatkrstrates
Aub’s disillusionment at his inability or failure to integratemBelf into this new,
contemporary Spanish society that knows little of him, his generatiowhat they
endured during the Civil War and exile, resulting in what Aub tefors futuro
imposible” (23). He also awakens to the fact that this eneoumirks his own “burial”
as he was virtually an unknown in his own countiith the exception of a handful of
“viejos amigos” who still lingered in Spain and who had also expee first-hand the
traumatic journey through the labyrinth of exile. The fact &adi talks about himself in
the third person also confirms his death, for it signifies thdasdost his identity (“yo”),
which has now been depersonalized to a more distant voice. Theasférerran claims,
exile (des-tierro) has been a sort of burial ground (em)idar Aub, whose work is
destined to be posthumous before Aub’s real death in 1972 (2006; 208). This idea

expressed by Aub exactly one year to the day that he arrived in Spain wheedhe sta

Hoy hace un afo que llegaba de regreso a Espaifia, lleno denxeapdraeron los
meses mas tristes de mi vida. Luego nunca estuve tan cdecenderte. Tal vez
por eso he cambiado bastante, ya no tengo nada que decir, como ndocgeate
tengo apartado en mis viejos cuadernos. Ya no tengo nada que hgoérenm

México, no quieren nada conmigo, y en Espafia son muy pocos...Pero no he

maintains: “Marginality is far more a trademark eofilic literature than fame, authority, or importaf
(1989; 12).

119 Thirty years of exile and Francoist censure exptam reason why Max Aub became an unknown
figure for the majority of the Spanish public in6® In fact, this anonymity became the primary mgv
force behind Aub’s second trip to France in Septrmi®58. The objective of this trip was to introduo
the French public many of the [unknown] works thathad written from his exile in Mexico.
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pasado de ser la sombra de un mito. Tal vez un par de decenas desgeete

quién soy. Tal vez. Tal vez, no. Me estudian como mu@iari¢s 462)

A year after his reencounter with Spain, Aub expresses hilisiglenment as his
hopes were immediately dashed. The subsequent sadness produced winetsAldrex]
a near death experience as he had never felt himself sotolasath. His moribund
status is defined by three key verbs: decir, hacer and ser.n@dlinger has anything
else to say (decir) or to do (hacer) as his being (sefd&srelegated to that of a corpse
(muerto). This is ultimately the tragic condition and fate>dlieeas Aub sees it. Mari
Paz Balibrea underscores the meaning behind this tragic condEboorhponente mas
tragico deLa gallina ciegano es la constatacion de la represion franquista que silencia a
los esparioles, sino la evidencia de la victoria de un franquismo quaseguaido crear
ciudadanos alienados y amnésicos. Ciudadanos que no valoran el pasads sime |
para justificar el presente” (168). Aub himself reiteratese same sentiments in a letter

to Ignacio Soldevila Durante in 1954

Que desde 1942 he escrito mucho, publicado no poco—algo como veinte libros—
y todos por y para Espafia y va y resulta que un muchacho como ustigulalis

de Lacalle, de Entrambasaguas, que estudia en el CSIC, ni siquieranssrddoe
Comprende que mi tristeza no nace en modo alguno de su ignorancia, lsieo de
circunstancias que la crean, y tampoco por lo que a mi respaotaa das

condiciones en que tienen que trabafapigtolario Aub/Soldevil82)
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Aub realizes that there is little that unites him with the mmmeration of Spanish
writers, among other reasons because of their distance. This prbimpto state: “Tal
vez el destierro nos ha servido ante todo para fijarnos y para qfiemms mas en las
raices, raigones, brotes familiareslaplo como Hombré40).

In his first entry on August 23, 1969, the same day that he arriveégdaim, Aub
notes while eating dinner with Luis Palomares and Carmen Batbak everybody was
asking him the same questions: “Qué piensa de Espafa?” or “Quadéete Espafia?”
These questions become a recurring theme throudteogillina ciegaand ultimately
embody the true oblivion and dehumanization of the Spanish exiles, whdse pas
longer a concern for the contemporary generation. The mere que$tibat o you
think about Spain?” is a reflection of the young generation’s conoely about the
present condition and state of Spain and their preoccupation about what {héalple
about the present, completely ignoring the past. This lack of cofwrdire past and the
young generation’s ignorance is exactly what bothers and salfi#den8ub inLa gallina
ciega Nobody asks Aub about the Civil War or his experience in exigven about the
more than two years that he spent in French concentration @ardpails, because they
are simply unaware and unconcerned about those past events. Whace tth@lblame
for this problem becomes an even more polemical issue, for as onabtf any
acquaintances reminds him, the young generation should not be compldiklyne, for
the majority of them were born after the Civil War during anéo regime in which the
dissemination of information was strictly regulated and controlledtead of pointing
the finger at the young generation, the blame should be attribueadlylio the source of

the problem: Franco himself.
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Aub’s invisibility and inconspicuousness in the streets of Barcelonaftine
provide the answer to this dilemma, for he was just another bfevighost from the past
of whom nobody had ever heard. As Manuel Aznar Soler asserts, Adlaxthus
becomes the protagonist of his own work and a victim of his own persagatly, one
caused by uprooting and thirty years of exila @allina ciega “Introduction” 76). This
tragedy is illustrated when the young generation of Spaniafgstisntroduced to Max
Aub, at which point their non-response to Aub’s presence and to the mehtienname
confirms their ignorance and lack of interest. Aub substantiaiesotion later on ilha
gallina ciegawhen he states that everyone has forgotten about the Secondi®epdbl
the Civil War except for a handful of old people. However, Aub wasadir aware of
his invisibility in Spain even before his return in 1969. On October 21, 1863,
encountered a young man from Seville in the streets of Mexico, asidencounter
prompted the following reaction by Aub: “me confirma lo que me dycencriben cada
dia: nadie sabe quién soy en Espafia. Lo digo por los que aqui aseganatndrio: para
hacerse ilusiones acerca de ellos. Nos borraron del mBgaios 432). On another
occasion, Aub wrote: “Ahora ha pasado demasiado tiempo—para mi—, no martendr
gue recordar sino descubrir. 'Y en Espafia no se descubre a esgitor: sélo se
olvida. Y a mi, ni eso: con razén. Lo anterior valia muy poco, lo dendesconocian”
(Diarios 369).

Aub’s fundamental problem or obstacle upon returning to Spain in 1969 resided
in his inability to connect the two distinct and disparate worldsheanow encountered
face to face. His first reaction upon arriving in Barcelona W& famous utterance:

“Veo una Espafia que ya no existe” (113), followed by “Espafa ya ismana” (76).
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Aub cannot help yearning for the past, searching for his histanemory and the
“nostalgic” Spain that he remembered, only to find himself caights own labyrinth
between a present that he does not recognize and a forgottenSpash, for Aub, has
now become what one might call a “disaster area,” wherebibenae of something that
was once there—the void or empty space—exerts its own psyclaledfiects on the
individual. This becomes the case for many traumatic scenels,as the sites of the
Nazi camps or even that of Ground Zero after the Septemberatksatas the presence
of the trauma is continually felt not only by the survivors, but algdhose that were
never directly affected.

This reencounter with Spain becomes the moment when the exile, confronted with
his memories, realizes that he is no longer the same @sckewas, in the same fashion
that the mother country is no longer the same country that heknase However, what
Aub ultimately discovers is that he has little in common whth $pain that he observes,
which is far distinct from the one that he remembers. For nearlgs who want to
remain connected to their homeland, the return to the past is pef@svthe only way to
move forward in the future. However, the Franco regime succeed®anplicating this
endeavor as Aub notes when he reflects about “un pasado que no fue wron fut
imposible” (23). This nostalgia even leads Aub to recreate imimd a new, post-civil-
war history as he would have envisioned or desired. At one momkatgallina ciega
Aub remarks that as he was looking for whats the only thing that he could see was
whatis. What Aub was ultimately looking for was a past, which not onljuded the

Civil War, but also a much more forgotten imprisonment in French otrati®n camps.
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His return to Spain and continuous dialogue with different interlocubmeed that the
camps no longer existed or formed part of the contemporary Spanish discourse.

Spain’s historical memory had changed to such an extenAthmatvorried that
nobody would ever remember what he saw, both in the Civil War and inathes,
ultimately erasing the memory of those phenomena. In tlpecgsone could argue that
La gallina ciegarepresents Aub’s endeavor to reclaim the historical memorhef t
concentration camps, as its complete absence from the contem@peargh discourse
under the Franco regime illustrates that its memory is in jdgpa falling into oblivion.
La gallina ciegapresents a testimony of the erasure of the memory of the rdosien
camp in the collective memory of contemporary Spain, as Max Auliedebe fact that
what existed thirty years ago no longer exists and soon nobodgweillremember that
there even were French concentration camps. As a result ohteimcdtion and
interviews with many Spaniards, Max Aub comes to the conclusioriianajority of
“parents” neither want to know nor remember the Civil War and the ekthe Spanish
Republicans, while their children are more interested in “divertittsan reading books
about the past. The fact that nobody ever mentioned a single avadbt about his
novels while he was in Spain reflects precisely this ignoraammk lack of interest
regarding the past. To this regaida gallina ciegabecomes more than Aub’s testimony
of what he observes in 1969, but also represents Aub’s own personal prdtestia@ism
in view of Spain’s current situation under Franco.

La gallina ciegabecomes a perfect example of a new literary genre that Aub
explores wherein the memory of the camp lives even when it is eationed or is the

central focus of the text. Aub’s texts tend to take on their gauntatic meaning
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whereby the writing about the camp (trauma) in itself bexoitnaumatic. This is a
characteristic that embodies many of Aub’s novels. Therefoen #houghLa gallina
ciegaor the novels offhe Magical Labyrintrdo not explicitly treat the problematic of
the camp, the actual work of reconstructing the trauma become#te¢hef trauma that
emanates from the camps. Based on this notion, Aub symbolicals/wiglalthe trauma
of the camps through the creation of other traumatic texts. iSfusther exemplified by
the continual repetition of tittl€ampothroughout the novels athe Magical Labyrinth
The implication of the camp lies behind each novel, although the physésence of the
camp does not appear. Aub’s memory of the concentration camp istelyirhaden
behind the narrative structure of those texts and finally comi¢s fidl manifestation in
the last novel of the seri@@ampo de los almendrd® It is in this novel where the
trauma of the camp unfolds and becomes evident as the Republicawexilantically
for boats to arrive to take them to exile. As time elapsegXites realize that this fate is
in doubt and that their aspired “freedom” is little more than ardre In the end, the
Republicans do succeed in leaving, but not in the boats that they had desired, but rather in
trucks destined for concentration camps. The title of this noveéftrte becomes
emblematic as the Campo de los Almendros transforms into a catmentamp for the
Republican prisoners.

The only direct reference to the concentration camps that appelaasgallina
ciegaarises from a chance encounter between Max Aub and an old frienie|kvad
concentration-camp inmate that Aub had not seen since he (the ®emsaped from Le

Vernet. Upon conversing with his old friend, Aub discovers that aieaping from Le

120 1t took Aub some twenty years to compaSampo del Moroand Campo de los almendross he
gathered all of the necessary information, muciluth came from interviews that Aub conducted.
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Vernet, his friend ended up being interned in the concentratiop odiMauthausen, one
of six Nazi death camps created by the Third Reich duringitihecaust. The forgotten
memory of the concentration camp comes td4ifas the friend recounts his experience
in Mauthauseri?* underscoring the fact that of the ten thousand anti-fascist Sgeniar
who were taken to that camp, fewer than two thousand made iteawind eight
thousand Spanish republicans to die at the hands of the Nazi death makhite old
friend continues to describe to Aub his experiences in Le VerneMamthausen, he
portrays the atmosphere of this world in terms of a collectiotcadaveres todavia
vivos” (355). This image clearly evokes a dehumanized world inhatiie victim’s
identity is metaphorically destroyed well before the actuasiglay death. This notion of
“cadaveres vivos” returns at another point.agallina ciegaasMax Aub alludes to the
fact that Madrid has converted itself into a city of “cadaveress” (411). However,
little does Max Aub know that he himself has become a “cadevei’ wandering
around the streets of Madrid like an old remnant from the past thatyhabomgnizes or
remembers.

Aub’s allegorical reference to the “vivos muertos” illustraaesther example of
how the camps-thematically—are present in other ways in Aub’s works. Aub uses this
allegory of the camps in connection with his perception of Spaih980. What is

significant about the usage of this particular allegory is ithegmits directly to Aub’s

121 Eor those survivors who experienced first handréfadity of the concentration camps, the memory and
the trauma associated with the camps was neveotfergand continued to remain lucid and intachigirt
historical memory in spite of its erasure from tifficial historical discourse.

122 The journey to Mauthausen for many Spanish Repablexiles constituted the final place of a long
voyage that began with an internment in French eotmation camps, followed by their participatiortlire
French Army, the French Resistance, and/or theigioieegion during World War Il, whereby they were
subsequently captured by German Nazis and sentttim& death camps.
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memory of the camps. This image continues to remain embedd&dbis traumatic
memory and therefore he is unable to detach it from his ownrdige rhetoric. Aub
cannot help but resort to the mnemonic power of the camps, which provwwlegithi a
lexicon that enables him to describe other realitied_algallina ciega Aub turns to the
memory of the camp to describe other realities, that is, digyréhat he sees in Spain.
He describes the Franco regime as a state that in maag oasembles metaphorically
the concentration-camp world. One of the byproducts of the dictataesiged in the
creation of a moribund society in which one group of peefihe exiles—had lost their
place in history, relegating them as ghosts from the past. Aub’s encwithtérs fellow
concentration-camp survivor proves that the memory and trauma chithpes remains
intact and gives him a new way of understanding the world in whiclivée The
concentration-camp experience opens a new world of interpretatitmefsurvivor, who
is now able to use that experience as a tool for understandieg wtrelated events.
Unfortunately for Aub, nobody else asked him about his experienclks oohcentration
camps or even showed the slightest interest in seeing him anoyhemkig left him no
choice but to return to Mexico as anonymous as he had arrived agatedies memories
to paper with the hopes that one day his legacy may reach Spainevétpwnce.a
gallina ciegawas finally in print, Aub seemed to show skepticism towardlégacy, as
he stated in th®iarios on January 18, 1972: “¢ Quién sino los aludidos van a leer esto.
Digo leer, no echar un vistazo. ¢Diez, doce, veinte? En verdad ndimpdra mas.
Tal vez se venda, es otro problema; que no me importa” (494). Theapgpaf La

gallina ciegawould surpass Aub’s expectations and convert itself into a widaty aad
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well studied work that has recently drawn much attention from é&ath and Max Aub

scholars.

El cementerio de Djelfa

23 Cementerio de Djelfd* raises many

In a manner similar td.a gallina ciega
guestions with regard to the forgotten memory of the concentratiop. cdime idea for
this story came from the recent Civil War that was takirgcelin Algeria, which
promped Aub to reflect on the question: What ever happened to Djeli@very first
words of the stor“No te acordaras de Pardifiashot only reiterate this preoccupation
with memory, but also are indicative of the tone set by thetwarPardifias, who, from
the very beginning of the story, implants the idefogjettingor not rememberings one
of the principle themes of the wot Pardifias, like Aub iha gallina ciega also refers
to himself in the third person. This reinforces the loss of idetitat accompanied the

internment in the camps, as Pardifias has lost his agency, agfdrinenas no alternative

but to refer to himself in the distant third-person voice. Assaldlos Aldas assertEl

123 One must remember thaa gallina ciegadoes not actually deal with the specific memorytlod
concentration camp, although its lack of memoiiyniglicit and clearly noticeable in the collectiveemory
and current discourse of the Franco regime. Whédegallina ciegadeals more specifically with the
forgotten memory of the Spanish exil€@ementerio de Djelfadeals with the forgotten memory of the
concentration camp. Nevertheless, one must béutameattempting to separate and distinguish these
memories, for the same Spaniards that were inteimeéde French concentration camps also shared the
dual identity of being exiles, combining the twommegies into one shared collective memory.

124 This story appeared for the first time in Novembg1963 in the journainsulatwenty years after Aub
left the concentration camp of Djelfa, although treginal manuscript was found in one of Max Aub’s
notebooks around 1960-61. It formed part of a m@Euitled Historias de mala muertthat appeared in
1965.

125 Historia de Vidalis another example of a story about the camps t¢haiments on the need to
remember. Although only four pages long, the sterstructured around a series of phrases (“Yoésis

te acuerdas de él...Te tienes que acordar...Recuerddyrélonf\cuérdate que cerraba su gaban color
café...No te acuerdas?”) that attempts to remembepéhsonal and tragic story of a concentration-camp
victim who spent three years interned in the camp.
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cementerio de Djelfaevoluciona hacia la propia reflexion sobre el recuerdo alcanzado
sobre los mismos o la victoria del olvido y del silencio” (358).rdi#as continues to
return to this question of memory throughout the entire story, rejpgaiteserting
interrogative statements such as, “¢, Te acuerdas de...”Recugrdas...?” into the letter
that he is writing (in 1961) to a friend and former concentratemp detainee that he
has not seen since 1945 when the friend left the concentration campelfa for
Veracruz, México. The use of the letter as the principletire of the story remits to
Aub’s long tradition of epistolary correspondence with friends anddoiconcentration-
camp internees that continued until his death. However, it alecs ref what one might
call a more personal genre that is predominant in Aub’s wrififigs is evidenced by the
abundant dialogue, testimony, diaries and letters that constantly reappear.

Whereas the friend succeeded in exiling himself to Mexico, Pard#mained in
Djelfa even after he had been released from the concentration lcao@me a carpenter
and married the daughter of a repair-shop owner. Pardifigganexon for this decision
is surprising: “Pues si, aqui me quedé, entre otras cosas porque nmbabide que no
lo hiciera” (331). Although he thought of returning to Cordoba, Pardiftasately
rebuffed that possibility, preferring to remain in Djelfa. sT'kiecision reflects the true
power of the concentration camp and its symbolic presence atndaties force on the
life of Pardifias as it separates (ruptures) him from hislfaand takes away any last
remnants of his former identity that still remained. This cphiclearly illustrated as
Pardifias avows: “Familia ya no tenia o la que quedaba no queeradsami ni yo de
ella” (331). Just like in the storfse olor where a pungent odor eternally remains

present in Djelfa, the presence of the camp goes beyond its phigsatal and spatial
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boundaries and continues to haunt the survivor’'s life in the presenthaswere still
interned in the concentration camp.

The letter becomes Pardifias’ own testimony of the concentiaiop of Djelfa,
whereby he bears withess to his experience and remembers ngpeaiffc scenes and
episodes of the camp, but also the faces that he encountered ampebcinging their
memory back to life with his testimony. Pardifias’ memoryhef events of the camp
appears infallible, for he cites detail by detail the naaidsllow inmates (Gravela) and
events that he witnessed—uwith particular attention paid to theesrand punishments
that were enforced without just reason—as if they had happened jest days ago.
This part correlates with the endManuscrito Cuervpfor both texts present a list of the
names of people that were interned or died in the concentration canfprciag the
collective dimension of Pardifias’ testimony. This is whamaltely distinguishes the
historical memory of the survivor of the concentration camp from ¢fhahe non-
survivor and reiterates the often-stated psychoanalytical notidntitbatrauma never
completely goes away. However, at the very end of the stayatrator's memory is
suddenly placed in doubt, as a second narrator intervenes and conmparentheses:
“La verdad fue algo distinta...Por lo visto le dio verglienza eskriban tanta sencillez.
Los hombres siempre dan vueltas a las cosas” (338). This quote only further €oméirm
testimonial nature of the letter, as testimony is not equated with thk,*tbut rather it is
based on its co-dependence on memory.

The secondary narrator also reinforces the collective trauniee afaimps and the
fact that bearing witness is not easy, which justifies thd tego around and around in

circles when faced with the task of narrating the trauma. What thetaoraalso succeeds
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in doing is reaffirming the main narrator’s (Pardifias) perorpdf the erasure of the
identity of the Spanish exiles as forgotten figures. Thikustrated by second narrator’s
description of the desecration of the bones of the Spanish exileBgtiah Djelfa (“Esta
lleno de huesos. Tirenlos donde les dé la gana. Caven y entiestrs &ijos de puta,”
337). With the desecration of their bones also comes the desecration of theiynfem
they are no more than “hijos de puta.” The bones of the concentcatigp-victims are
unearthed and placed in common graves to make room for the bodies ofénad
that died during the Civil War.

What therefore distinguishes this story from the other stobnestahe camps is
that the plot does not take place in the camp, although it reflectsxperiences of the
camp, but rather deals more precisely with the memory of the@.carhis story takes
place more than twenty years after the actual camp experiand therefore, as Eloisa
Nos Aldas affirms, it problematizes the actual transformatibrthe experience to
memory and the verification that what occurred in the camps resdglbeen forgotten
(296). The reality of the camp no longer exists as the nargt®mhis story in 1961; it
has now been relegated to the narrator's memory in the pre3émt. problem is no
longer one of witnessing, but rather of one of the limits of remembering.

The most tragic element &l cementerio de Djelfas the tension between
forgetting and remembering and the narrator’s quest to forcadidiressee to remember.
It is clear that Pardiflas has not forgotten about the concentratiop. ¢ However, his
constant preoccupation with remembering and the continual usage ofoquestrks
after the words “recuerdas” or “te acuerdas” illustraesense of doubt and reservation

regarding the collective memory of the camps beyond the sursigam memory. The
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narrator does not affirm the existence of any memory tralcégeaoncentration camp,
but rather questions their place within the historical memorypafrSand insinuates that
nobody remembers that there even was a concentration camp é&eceptrator himself.
These questions also serve as a warning against the eradies®fmemories. The
narrator’s questioning of his own existence: “No te acordaras de Par(8843; and that
of the camp: “¢ Te acuerdas de Djelfa?” (334) reinforces hisisisaptconcerning the
remaining memory traces of the camp by posing apparently obviousogses One
would logically ask, “What concentration-camp survivor would not remenhigecamp
where he were interned?” If the narrator goes so far as to question the Simmwoory
of the camp, then he is leaving little room for any other “ptilshemory, assuming its
already forgotten status. In addition to this question, the udape present tense also
invokes the narrative presence of the concentration camp in the memory of the survivor.
The narrator’'s attempt to represent the concentration camp iwithethe same
frustration and obstacles that Jacobo encounteredManuscrito Cuervp namely
language’s inability to accurately describe with words oneBrigs about the camp. As
Pardifas declares: “Las palabras son tan pobres frente a losiaetiois que hay que
recurrir a mil trucos para dar con el reflejo de la redlid835). Max Aub’s literary
work is testimony to this need to resort to “tricks” or alteugastrategies in order to
reflect and depict this impossible reality and to better undetstae memory of the
camps. This is where Aub’s influence from the Vanguard comesplay by allowing
him to undertake new and perhaps unconventional literary techniquesnaans of
approaching the subject of the camps, such as through a Etemarrator’'s decision to

remain in Djelfa for twenty-two years (1939-1961) illustrates ¢henp’s continual
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presence in the lives of the survivors, whether physically in the campawd#grin exile.
The narrator even recounts the recent Civil War that occurrbgelfa that caused many
deaths, reminding his friend that the presence of the concentratignveaiia of Djelfa
still lives on, even though many have already forgotten abouttits this battle that
would ultimately cost the narrator his own life as he was shot to death.

As he describes the cemetery of Djelfa, Pardifias points ouhthaemetery was
divided into many sections: on the one side the rich and on the otHeetieh soldiers.
The Spanish detainees that died in the camp were relegatedctwritiee of the cemetery,
forgotten and out of sight. The bodies were later excavated biyrémeh in order to
bury thefellagas®® in a common grave. As the narrator remarks: “¢ Quién sdecde
es0?” (337). In his own personal act of memory, the narrator, in a maniar torwhat
Jacobo did at the end dManuscrito Cuervplists the names of many of the forgotten
Spanish exiles that perished in Djelfa, reminding his friend thatiheemembers and
that the memory of the camp is still alive and present asm 6f collective memory.
The listing of these names is also a speech act wherebyi&arsligranting these victims
a proper burial.

The narrator underlines the fact that nobody is ever going to rememiegen
thank those who lost their lives defending Spain’s freedom, as hs:Ut{guién se
acuerda de ellos? Nadie, absolutamente nadie” (338). Pardifiamtterscores the fact
that he saw those people personally perish in the camps and thei@vil War and
expresses the need and the importance of telling what he witiesarether person:

“Tal como pasé te lo cuento por contarselo a alguien” (338). Ther ldttrefore

126 The word fellaga is a French term given to thepsuters of the national liberation movement in Alge
for independence.
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transforms the friend back into a witness, allowing him to regarost position as a
witness, which was destroyed by the concentration camps.

The friend’s complicity in reading the letter opens the door i® dwn
participation in the bearing witness of the trauma, while alsongeas a listener to the
narrator’s story. In addition, the use of the letter also addddmicmal element of
collective trauma to the story. The story ends as the nairdtoms his friend that
tomorrow he will be executed, for as he says: “...que me van arfusl@ana...porque
dicen que mis manos olian a pélvora” (338). The friend now assumesédhentbthe
burden of restoring and passing along the memory of the narrator arite of
concentration camp of Djelfa. The narrator’'s preoccupation withafgotten memory
of the concentration camp has now been transferred to a new interlabatovill ensure
that that memory will not die with the death of Pardifias. Tired 8entence of the story:
“Olvidan que nacimos asi,” (338) completes the circle as thratnaconcludes his letter
in the same fashion that he began it, with an allusion to the noticyrgdtting. The
irony of this statement is that coming at the end of the storwhich he guarantees

remembrance, this “olvidar,” becomes a form of memory.

El Remat&’
The final section ofEnero Sin Nombreexamines the problematic surrounding the
Mexican exile of the Spanish Republicans and the vicissitudes ehdurheir new

homeland. Although the stories in this section predominantly take jplddexico and

127 This story was published in 1963 and appearedhiffitst time in the journgbala de Esperan 1961,

although it would later be re-edited in 1965.
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reflect upon the issues that the Spanish exiles dealt with inchlex is clear that the
guestions that Max Aub problematizes are related to those eadmm the section on the
concentration camps, especially the use of memory as a basisraanewbrk for
reflection of the past. One could even conclude that the vedrikile for Max Aub
ultimately represents an extension of the concentration camp wasldhe exiles
continued to confront the same questions and problems that confoundednttieen
French concentration camps, proving that the ghosts of the camps lyad gote away.
As a result, many of the stories in this section expound upon theteames that were
addressed in the stories about the camps, among which is the contirmeaupegion
with the erasure of the memory of the exiles by the Frangimezand the prolonged
consequences of exile. In that sense, exile becomes synonymibus wiorld of
“oblivion” and “obscurity,” in which the exile is further separated aut off from the
mother country. The Mexican exile consisted of a constant tieflealiscussion and
remembrance of the past, especially of their “tierra degtlin an effort to regain their
forgotten memory. The stofyl Rematedelves into this very issue upon remembering
certain important figures, which, after being exiled, quickly dadeto oblivion,
becoming virtual unknowns.

El Remateis a story about the tragedy of exile and the forgotten ideafity
Remigio Morales Ortega, a Spanish exile writer and renowned Repulaicd member

of the Izquierda Republicart& who, after the Civil War, fled to Mexico in 1939 where

128 \While in exile, Remigio continues to defend the@® Republic as he states: “Durante veinte afios,
hemos...Bueno, por lo menos yo, he luchado por la i por mantener, sin querer oir hablar de otra
cosa” (467). However, as he also states: “Luchgmoosina realidad y no fue” (466). Now this raalias
become inexistent and a complete waste. This alsdslto Remigio’s metaphorical death in exile as he
exclaims: “Creia cuidar, curar a alguien vivo yale un cadaver. Muerto yo, sin saberlo. Sin &ber
ellos [los espafioles] mismos” (467).
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he resided for the remainder of his life. His wife and tholgi&lren remained in their
hometown of Utiel, Spaiff® As Ignacio Soldevila Durante states: “En este cuento, Aub
refleja el estado de espiritu de su generacion exiliada. ideou afios después,
contemplan el olvido en que ya creen haber caido, y consideran que lassjove
generaciones los tienen completamente ignorados y piensan erascaramiento a que
se ha sometido a la Historia, tal como ellos la vieron” (1973; 128 nkrrator, a
Spanish refugee, whose name coincidently is also Remigio Mornabeg, living in
Cahors, FrancE’was a recognized writer and journalist before 1930 and an old friend of
Remigio, whom he met in Madrid in 1922.

From the outset of the story, the narrator announces that he istgaiegount
the tragic end of his unforgettable friend Remigio MoralesdarteWhat is ironic about
this statement is his usage of the wordorgettableto describe Remigio, for his account
deals more with theorgettableRemigio. His story highlights the idea that Remigio, who
comes to embody the Spanish exiles, has already been forgottdre farrator himself
seems to be the only person who continues to remember his memovyevet, this
story is not just about the retelling and remembering of tkeofifone exile, but rather
that of two, as we also learn of the narrator's own exilicneyr We learn that the
narrator himself, more so than Remigio, felt and suffered the comseegiof exile as he
was forced to change his profession once in France, from a rethowrier and

journalist to a mathematics teacher, living on a modest incongein many European

129 The narrator highlights that he does not knowrtteson why Remigio’s wife Pilar did not join him in
Mexico, although he found out that Remigio livedMexico with a Colombian or Argentine woman.

130 Although this story does not deal specifically witile French concentration camps, there clearlytexis
a direct connection with France as the narrator @idked from Spain to France. This illustrates the
continual presence of France throughout Aub’s vaskhis country represents the mééux de mémoire
where Aub’s trauma took place. Just as Aub is lenttbescape the labyrinth of Spanish Civil Waratso
fails to completely break away from the memoriext tie him to France.
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countries at the time, exercising a professional careernet® privilege granted to
foreigners in France. Remigio is also forced to change his lgagaa he and his
children speak French instead of Spanish (“mis hijos hablan muglreapafiol,” 462).
The narrator describes Remigio as being like his brother, althewgttually they lost
contact with one another as each believed that the other wés Beanigio, who was a
well-respected person, worked in Mexico as a professor of Lawlditi@an to editing
books and publishing articléd: After twenty-five years of separation, Remigio finally
traveled to France to reunite with his son and the narrator, whdvadheot seen in many
years. Remigio’s pride prohibits him from returning to a Spawegied under the
Franco regime, which accounts for their reunion in French soil (8&rarez 1999;
174)!* Remigio thus traveled to France to meet his son, who unsogbyislid not
recognize him. They met in Cerbere, on the border of Spain ande-ra&Cerbere also
marked the place where many Spanish exiles, including Max Aubgedrtiss border to
France during the mass exodus of 1889This encounter only confirmed what Remigio
had already suspected: that the exiles were no longer theisdividuals as those that
traversed the tunnel to Cerbere in 1939. The first few dagmnid®o and the narrator
spent a lot of time talking about the past and remembering their colleetivear

Upon returning to France, Remigio begins to confront the struggledbantially
marks the life of each exile: the question concerning his true homeland. On the one hand,
Remigio realizes that Mexico now is his homeland and that heore Mexican than

Spanish (“Por lo visto el que ya no lo es [espafiol] soy yo,” 468gir{te afios de

131 Remigio’s son, Remigio, also studied Law, firsMalencia, then in Valladolid and Madrid.

132 This prompts Remigio to state: “Ir yo a EspafiaffaSeomo faltar a un voto. No que me prometiera
nada ni a nadie. Pero me sentiria disminuido, deske, humillado, esclavo” (464).

133 This tunnel also represents an important symbat tacalls the French concentration camps as many
exiles were detained and taken to the camps imrsdgliapon crossing that tunnel.
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América modifican hasta el oido. Ya no estamos hechos al esphfEdpafiol de
Espafa,” 469); while on the other hand he cannot help but rememberstt&panish
roots run deep and continue to form a part of his identity. As thetoraarad Remigio
begin to reminisce and discuss the past, Remigio asserts thexikbe have become
anonymous and unheard-of remnants from the past, erased from thénoshdn
borrado del mapa,” 466), and unknown in contemporary society: “No hijo, gamos
nadie, ni sabe nadie quiénes fuimos,” (466) and “No somos mas que sonibrguee
fuimos” (479). Remigio then underlines the fact that contemporaryi@gdarnave not
only not read anything written by the exiles, but also havedfaderecognize anything
that they did for Spain, completely discounting their achievementsim@&pain and in
Mexico. Remigio himself expresses the disillusionment ohfalinto the shadows of an
unknown world as he, much like Max Aub, confronts the total loss of a staglerHe
has published a novel, a book of short stories and a play, which continue am rem
unknown as people have yet to find out about them. As Remigio remarks:
“Sencillamente, no existimos. Mira: ahi tienes la historia lde literatura
hispanoamericana de Anderson...Busca mi nombre a ver si lo encuentrasr ni
casualidad. Coge cualquiera de las historias de la literadpedi@a de las corrientes,
tampoco. ¢ Para eso luchamos?” (470).

Remigio becomes Aub’s alter ego, whose comments emanate directly
Aub’s own personal discourse and sentiments and reiterate theslogares’ lost

legacy and place in both the Spanish and Latin American history baksrking a

134 Max Aub also became frustrated and disconcertedh Wit exclusion from both the literary and

historical anthologies. This idea is exemplifieg lgnacio Soldevila who, as a student, once asked h
professor (Angel Lacalle Fernandez) why Aub waslueled from their classes, only to receive the
following answer: “En qué pais crees que vives, mobo?” Exile for the most part has been excluded
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true end to their quest for self-realization and any possiblevedrod their lost past
and reaffirming the “dead end” that the exiles have reathethis ultimately leads
to, as the title of the story suggests, a “remate complétat’is, a death blow to the
memory of the Spanish exiles. Also, as Mari Paz Sanz Awasserts: “El remate es
el de sentir que sus vidas, las de los exiliados, ya no cuentanp que hicieron
antes de la guerra civil y durante ella ha quedado en el obinicgndo a todos los
escritores de después del 98” (1999; 175).

Remigio’s reaction mirrors that uttered by Max AubLia gallina ciega as he
states: “Ninguno de estos muchachos que empieza ahora ha leigoinadiaconocen el
santo de mi nombre...Los demas nos pudrimos, desaparecemos. Porque, como es
natural, tampoco en Méjico somos nada” (467). Remigio finally coonke realization
that while the Spanish Civil War has continued to remain one of ctmral
preoccupations in the minds of the Spanish refugees, the rest of $phtheavorld for
that matter, has long forgotten about the Civil War, for as Rensigites: “...la guerra
espafiola no era ya el centro de las preocupaciones del mundo...” @W®@}p riot until
Remigio returned to Europe that he finally realized and admitdthey lost the war.
The fact that the exiles never received any words of app@tiatirecognition from the

younger generation for their efforts and contributions during the war cantimisinotion.

from the History of Spanish Literature anthologieé the twentieth century, especially after the
establishment of democracy. This notion is illat#d by Aub in th®iarios when he states: “Al releer hoy
en el nimero IX délora de Espafido que publico alli Manolo Altolaguirre acerca déuestro teatro” me
qguedo un poco triste al ver que no esta mi nombie el de tantos...La mayoria de los citados no han
hecho nada valedero para las tablas. Yo si. Yuessiempre me tuvieron aparte...” (477). A second
example comes from a doctoral thesis written byslSierra Ponce de Léon titiéd novela espafiola de la
guerra civil, in which Aub states that: “Esa tesis da pruelgasdino durante veinte afios nuestros nombres
fueron totalmente silenciados y ocultados en Espdbiarios 451).

135 This story has many autobiographical traces of'@olwn life and the problems that he encountered in
exile.
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Throughout the story, Remigio and the narrator recount their menuodribe
Civil War, remembering vividly after twenty-five years the blemyered land and
the dead bodies scattered all around Spain. At one moment irothehs narrator
exclaims that he wants to forget (“Lo quiero volver a olvidar. Ic0Neabia olvidado,”
482); however, the fact that he is unable to forget shows the contiesahpe in his
mind of the traumatic memory of the Civil War. This statenmewcbntradictory, for
the first phrase implies that the narratwad forgotten, while the second phrase
implies that héhad notforgotten. This substantiates the cyclical nature of memory as
both remembering and forgetting are necessary stages in thesprot bearing
witness. The narrator’'s need to remember and bear witness ¢olldwtive trauma
of the Civil War occupies the last ten pages of the story asdoeints his experience
as a Republican during the Civil War. This includes his testinodrije deaths of
many Republicans, which were soon forgotten: “Todos estos muertasiicanen el
olvido. Claro estos y millones mas” (491). This further substastiRemigio’s
contention that Franco not only won the war, but also succeeded in poisoning History.
Many Spanish exiles, including Remigio, believed that thek tdgpresence in Spain
(as a result of their exile) would ultimately cause Spaisirtk and remain dormant,
but as they observed, that did not happen, for Spain moved forward without the
Due to the Franco regime, Remigio’s twenty-year fight for tleeuRlic in the end
turned out to be all for nothing, or as Remigio puts it: “Ahora tasyie trabajaba
por algo inexistente” (467). The presence and the memory @ghaeish refugees

gradually began to disappear and vanish into thin air until nothindefiag5Qué nos
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gqueda? Cuatro pasos hasta el cementerio y hundirnos en el polvo” #8B).
becomes the new paradise of Franco’s Spain: a world where memory did not exist.

Eventually Remigio himself succumbed to that same fate, becaamgfim
by committing suicide. Remigio was unable to confront and dealthatheality of
Spain and his family, as he, like Aub, was disillusioned by the coehpldistorted
image of Spain of which he learned. Unable to cope with thigyseahd with the
distance that his son exhibits, Remigio commits suicidénfpwing himself into the
train tracks in the tunnel that joins Cerbére and Port Bou, and berust another
forgotten footnote of the past. This fate is characteristic ahymof Aub’s
protagonists inThe Magical Labyrinthas none of them succeed in escaping the
labyrinth of the concentration-camp world. This is exemplifiedCampo de los
almendroswherein the protagonists spend much of the novel talking about the future
and about the moment in which they are going to escape Spain, butendhes
thousands of hopeful exiles are awaiting the arrival of shipseapeer of Alicante,
the only place that they end up going to are the concentration campsgher f
continuation of the labyrinth.

Remigio’s tragic death is symbolic of the exiles’ journeyhasdied in the
same tunnel through which the mass exodus traveled upon fleeing iS[EEIR9.
Remigio dies in an in-between plaeaot in Spain, not in Franeeafter living in an
in-between place not really belonging anywhere. As thatwmardescribes the tragic
end to Remigio’s life, he states that he is telling/writimg $tory of Remigio in order
to forget (“Escribo para olvidar,” 491); however, as trauma theory chemrly

outlined, to forget necessitates remembering. The narratoriment is paradoxical,
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for if he really wanted to forget, then he probably would notewrithe act of writing

is intrinsically one of remembering. The narrator realibes these pages represent
the only hope of preserving Remigio’s memory as he proclaimsphgnto no habra
quien se acuerde de ellos, como no sea por los libros” (491). Imahedge of the
story, the narrator, as he talks with Remigio’s son, tells lhienfinal words that
Remigio uttered: “A dar una vuelta, una vuelta completa” (492). rfdreator’s
testimony of Remigio’s life represents the conclusion (rematethe journey, a
journey that is finally complete and a memory that will naglemfade away, as it is
etched in the eternal pages of the story.

The texts examined in this chapter share two common themes: thei
preoccupation about memory and the use of a non-traditional narrative stréatbre.
is worried about the disappearing memory traces of the Civil &ddrthe French
concentration camps, and therefore sets out to make the readeicipgd in the
transference of memory. The use of the diary and the lelib@rsahub to create this
complicity since both genres involve a second, usually specified, recépftate the
letter is addressed to a specific person, Aub’s diargallina ciegais addressed to a
specific group of people. Aub responds to the personal nature of memdry
testimony through the creation of a personalized narrative steucHe is not merely
lamenting the forgotten memory of the camps or the exiles, laatigely working to
tell and transmit those memories so that they will not be fangottThe constant
repetition of this topos underlines Aub’s urgency to fight the silema possible
burial of the exiles’ traumatic past. It also signals Autiésire to prevent another

Franco victory over the defeated Republicans.
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6
Testing the Limits of Writing about the Camps:
The Use of Theater and Media Morir por cerrar los ojosand Campo

francés

What is a camp?

In his essay “What is a camp?” Giorgio Agamben examines thécabjuridical
structure of the camps in order to answer the questions: Whatis@? and How could
such events have taken place there? He conceptualizes thesanplace that was not
born out of ordinary law, but rather as a state of exception, in whe&lmbst absolute
conditio inhumanaever to appear on Earth was realized. Agamben traces the afigins
the juridical foundation of [concentration camp] internment toShkutzhaft In Nazi
Germany, this term referred to the act of taking “suspect8 protective custody
regardless of any relevant criminal behavior and to avoid thtedtse security of the
state. This concept becomes an integral part of the pMbaf por cerrar los ojosand
Campo francéss the protagonist Julio finds himself caught in the same preéita
unable to escape the labyrinth of the camps. In this sensgaash&n asserts, the camp
is the space that opens up when the state of exception startsotoebthe rule. This
state of exception, which was a temporal suspension of the stddsv,0fcquires a

permanent spatial arrangement that constantly remains outside the natenaf Ew.
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The concentration camp assumes a paradoxical status as a perspace of
exception, for it is a piece of territory that is placed outt@enormal juridical order. It
is only because the camps constitute a space of excegiepace in which the law is
completely suspendedthat everything is truly possible in them. This accounts for the
camp’s lack of logic, reason or justice where arbitrarirsgsb uncertainty become the
norm. The structure of the camp therefore seeks to permanealiberthe exception
where the incredible events that took place in them remain entirahytelligible.
Therefore, as Agamben contends, the people who entered the camp moveith @out
zone of indistinction between the outside and the inside, the exceptioheanald, the
licit and the illicit, in which every juridical protection had gpeared. The camp
becomes the paradigm of a political space that seeks to proplagatate of exception
and the creation of a space for naked life. It is this notiorakéd life that characterizes
the inhabitants of the camp, who have been stripped of their political status.

The camp signals a break-down in social order where somethingnger |
functions to regulate a sense of order. The camp therefore betioensgn of the
system’s inability to function without transforming itself intéethal machine. The state
of exception, which used to be essentially a temporary suspesfdioa order, becomes
now a new and stable spatial arrangement that cannot be inseribetia order. This
forces one, as Agamben points out, to ask, not how it could have beenegtussidnmit
such atrocious horrors against other human beings, but rather by widital
procedures and political devices could human beings have been so congeetahed
of their rights and prerogatives to the point that committingaatytoward them would

no longer appear as a crime. These ideas will be furtherpdikeohin the remainder of
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this chapter as they will be applied to Max Aub’s two wdvkir por cerrar los ojos

and Campo francés.In these works, Aub depicts the concentration-camp world as one
that exists outside of normal law, and in order to reflect tlalstye Aub is also forced to
resort to literary techniques that parallel this structacego beyond normal conventions

of genre.

The arbitrariness of the camp

The section of short stories dealing with the concentration campsero Sin Nombre
reflects some of the most recurrent questions and vicissitudesursdimg the
concentration-camp world. In each of the thirteen stories thatittdaghis section of
the book, Aub examines specific issues and imagery that shed fligheron the
parameters of the concentration camp and ultimately se@lasform that enables Aub
to bear witness to his own personal trauma as a concentrationscawnor. From the
very first story, Vernet 1943°° Aub begins to pose one of the most fundamental
questions inherent in the concentration-camp world: “¢Por qué esii@s @135). This
guestion becomes a leitmotif among the internees of the camp andtely alludes to
the uncertainty, bafflement and arbitrariness that underlie the foomalaprinciples that
govern the camp, as the detainees find themselves perplexed ahihgefarcanswers as
to the reason behind their internment. In this story, a detafrie® \dernet recounts his
story of injustice and inexplicable detainment in the camp. Toagonist explains that

while he was in a tavern buying “una tarjeta de pan,” severiepolfficers entered and

136 Aub wrote this story during his first stay in Vetme 1940 under the nantenrique Serrano Pifia
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proceeded to beat and detain him without asking to see documentattofirst, the
protagonist believed that the police had confused him with anotiheosrpeout he was
then taken to Le Vernet and condemned to three months. The apparenbfcthese
detainment was that he refused to reveal the identity of thempénst sold him the
“tarjeta de pan.”

The same question is posed in the s®Irjimpiabotas del padre eterhid as the
protagonistEl Malaga goes crazy looking for the motive behind his internment, trying
to comprehend what it was that he did to deserve such a punishmers,Hereasoned:
“[p]ronto iria a dar al calabozo sin saber por qué, ni como” (255) madie paga nada
sin razon” (314). In the final pages of the stdgy,Malaga continues to look for an
explanation as he states: “¢,Qué he hecho para que me cast{@id)? It is not just the
arbitrariness of the camps that is revealed in this recugresgtion, but there is also an
element of collectivity as the question encompasses all prisdp€8émo vinimos todos
nosotros a parar aqui?” (308); “¢ Por qué nos tienen asi?” (313); andrigQsiécede?”
(146). As Fernando Degiovanni asserts, the constant and obsessitigorepf these
guestions “supone desde el comienzo la necesidad de reinstauraidel resfaladizo de
una experiencia que se vive como absurda y cuyos origenes, camas,dsupartida
necesitan ser repetidos para comprenderse” (213). What is eviderexapoining these
stories is that the protagonists fail to realize that nergmeson nor logic work as a means

of understanding or explaining the concentration camp, whose laws go baggnd

137 \What distinguishes the stories under the sectitedtiLos Campos de Concentracion,” particuldgly
limpiabotas del Padre Eternds that they begin to enter into more descriptietails of the harsh realities,
punishments and sufferings of the French concéotraamps. These texts dedicate the bulk of thieir

to a discussion of the concentration camp, althahghe are also references to the Civil War. Asidal

Nos Alda points out, il limpiabotas del Padre Eternapldness and hunger characterize the experience
in the camp (246).

200



formidable mode of comprehension. This point will be further illstt in the texts

examined in this chapter.

Aub’s Teatro Mayor and Teatro Menor

In a letter that Max Aub wrote to Ignacio Soldevila Durante oorday 21, 1955, he
states that his theatrical works can be divided into three casgtgatro mayor, teatro
menor and obras en un aétd. According to Aub, the primary difference between the
teatro menor and the teatro mayor resides in the fact thatagtre teatro menor grants
precedence to individual problems, the teatro mayor gives pritoacgllective issues,
such as the suffering of an entire group of people. As Aub statedydhes that
constitute the Teatro Mayor: “son hijos de la guerra, son hijososlecampos de
concentracion, son hijos de la represion” (“Introduccidgrir por cerrar los 0jos22).
Another principle difference is the length of the play, for thérdemayor tends to be
longer and require separation into different acts. Under theorgted teatro mayor,
Aub only mentions two worksSan JuarandNo, while he classifieka vida conyugalEl
rapto de EuropaDeseadaCara y cruzand Morir por cerrar los ojosas works of his
teatro menor. However, this classification appears to bemegty broad, which has
raised many questions regarding a redefinition of Aub’s teatgoma include other
plays that also emphasize the collective trauma. In this, lape could argue thata
vida conyugal El rapto de EuropaMorir por cerrar los ojosand Cara y cruzalso

constitute works of Aub’s teatro mayor. Max Aub himself fipalhme to this same

138 Aub would later refer to his “obras en un acto’Baeve escala teatral para comprender mejor nuestro
tiempa
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realization. In 1968, with the publication of Aulfsatro CompletpAub reclassifies his
Teatro Mayor to include the previously mentioned four plays that wegnally
excluded from the list. In the prologue to his teatro mayor, Aatest“Pasé de las obras
de un acto a otras de tres o mas, sin darme cuenta...de la misera BI& que se cruza
el puente del cuento a la novela...Pero generalmente el tamafio coayade con la
madurez..Las carceles y los campos me dieron espacio, si no para eg@aibipensar.
Todo lo que sigue es obra de México” (Caudet 2QAB3). This quote explains the
camp’s influence on Aub’s writing, for it provided him space not oolwtite, but also
to think. All of these six works of the teatro mayor weretemi between 1939 and 1950,
in addition to numerous other obras en un acto.

Max Aub composed over fifty plays throughout his life, always consige
theater as his forte. His first stage comprised his Avarteg@&xperimental theater from
1923-1935. These plays are characterized foremost for the seastmfticity in the
expression of their characters. This results in problems of coratiom between the
characters who attempt to surmount these barriers. As IgnalcievBa Durante points
out, in many of Aub’s theatrical works prior to 1935, Aub attemptedtton to the great
classic themég® and to realize them through means of irony, poetical grace and humor,
but what was really original was the way in which he situated mythicedceas into the
present (2003; 120). In 1936, during the first few months of the SpanisiNGiwilAub
directed the theatrical group Federacion Universitaria Esd@lede), ElI Buho, in

Valencia. From 1935-1937, Aub changed the direction of his theatrical poodaad

139 Aub’s most ambicious classical text is his phgrcisopublished in 1928. In this play Aub attempts to
revive the classic tragedy/myth of Narcissus follmyvin the footsteps of the French vanguard theater
(Soldevila 2003; 125).
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began a new stage of theater, which he called “teatro de cincaiastd“® This new
stage focused more on a preoccupation with the historical realitytree social and
political relationships of the Spaniards. According to Ignacio Solmdwrante, Aub

decided to call this stage “Teatro de circunstancias,” because:

Se le impuso la realidad histérica de su tiempo y, abandonandoblemética
personalista por las urgentes necesidades colectivas, Aub dad{é oeemporal
de la creacion de cardcteres y la revitalizacion de miesaat al muy temporal
de las relaciones sociales y politicas de la comunidad espdfmlética de las
circunstancias colecticas se le impuso como una ineludible respateabil

personal. Epistolario Aub/Soldevil&6)

The “teatro de circunstancias” eventually gave rise to Aul@atrd mayor, and also
signaled the first time in Aub’s theatrical work where thalective surpassed the
individual. It is through the Teatro mayor that we see men amden that have lived
and suffered the Spanish Civil War, the French concentration caxilps aati-Semitism
and the Franco dictatorship. This reinforces Aub’s ethical doment to the victims of
injustice. As Ricardo Doménech asserts, these characters nofirmhlyhemselves

entangled in political fights, but also in fights for their own lives (175).

140 The teatro de circunstancias consists of eighksvor one act.
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Morir por cerrar los 0jos

Morir por cerrar los ojosis a work from Aub’s Teatro Mayor that seeks to transform
Aub’s own personal experience and memory of detention and internmérd French
concentration camps of Roland Garros and Le Vernet d’Ariége intmllactive
testimony. As Carmen Venegas Grau asserts, this work stemshe meticulous notes
that Aub took under difficult conditions in the camps and “bajo el fuegla éecion”
(34). From these notes, Aub wrote and rewrote until he had finally fthenanost
adequate form to recount these experiences in front of an audi@hce.work, along
with Campo francésaddresses the problematic concerning the concentration-camp
experience by reflecting upon both the internal and external dimensiaihe camp.
Agamben’s theory of what is a camp is relevant in both of these works as Auipistto
examine the political and ideological roots that gave rise tardation and support of
the camps. The concentration camp therefore becomes a platestmittside natural
law as the French turn a blind’s eye toward all foreignersir paeanoia of a communist
threat permeates their mindset and closes their eyes toutheadality that they are
living.*** Many of the characters in the play, such as La Porterdaiea Goutte and
Luisa, portray this indifference, ignorance (toward the dangefasafsm and Nazism)
and passivity that characterized the French’s lack of masadnzi This outlook is due in
large part to the outbreak of World War 1l on September 1, 1939, and é¢nehFr
government’s fight against fascism and fear of communism. Howé&vance’'s own
blindness to the Nazis is exemplified by Madame Goutte, whossth&t the French

should have allied themselves with Germany and Italy. Theawrship between two of

141 This metaphor of “closing one’s eyes,” not onlfleets France’s decadent state during World War I,
but also reinforces the forgotten place of the $taexiles that have been forgotten as other nstion
addition to Francoist Spain, have closed their eyebkturned their backs on them.
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the principle protagonists, Julio and Juan, illustrates the degredich this state of
exception pervades the concentration-camp world, subverts all nawsahnd gives rise
to the individual’'s needs over the collective’s. However, in spitbefssues addressed,
Morir por cerrar los ojosand Campo francéslike many of Aub’s other works of the
Teatro Mayor, do not present a fatalistic view of exile, biterabffer hope in the face of
tragedy.

Morir por cerrar los ojoswas published for the first time in 1944, in Mexico, by
the Editorial Tezontle. A second edition was published in 1967 in thectoh Voz-
Imagen Teatro of the Editorial Aym&. Aub prepared a third editidt®68, which was
included in the volumd&eatro Completgublished by the editorial Aguilar in Mexico.
Morir por cerrar los ojoswas not always considered by Aub as a work of his Teatro
Mayor; it was not included in his original classification, altHougter added by Aub.
However, the Franco regime’s censure as well as a lack ekgttin Mexico, due to
“Spanish themes,” postponed the debut of the work. This is illudtrata letter that
Ricardo Domenech wrote to Max Aub on January 1, 198&irit por cerrar los ojosy
Deseadase presentaron a censura con gran retraso, debido a una serie de irbjEmdera
derivados de reajustes burocraticos y demds trastornos que ocurrers €asas
editoriales y que rompen la marcha normal del trabajo...(a cehsyrgue presentar
ejemplares por duplicado), y esto se llevé su tiempo” (Archivo MaxCaja 5-10/13*
Antonio Mufioz Molina also comments on this idea: “[ES] una obra tepieanunca ha

sido representada dignamente...No debia de ser desesperante paeam Aubprimer

2 1n a subsequent letter, Domenech states: “Con tsio, ya se puede usted imaginar el porvenir
previsible paraMorir por cerrar los ojos La censura parece haberse endurecido muchoadtémte. De
manera que, a mi juicio, lo mejor va a ser que @@as en otro titulo, aunque no renunciemos totakren
Morir...y es de suponer que la censura se recrudezca nhds rdximos meses” (Archivo Max Aub Caja
5-10/4).

205



exilio mexicano, escribir sin descanso, por la urgencia de dorgae habia visto, y que
Su escritura nunca llegara a suceder en voz alta, permaneci@sa. fh(Venegas Grau
24). The censure finally approved the publication of the play in 1966 orotitbtion
that some parts be suppressed. According to Ricardo Domench thesseppcontent
appears relatively benign and as a result Aub accepted the changes.

Morir por cerrar los ojosis composed of six acts: the play consists of two parts
each containing three acts, while the fifth and sixth acts afediaded into two scenes.
Aub breaks away from the traditional unities of place and timbisnplay as the action
transpires during two months. The entire first part of the f@kgs place on the same
day: May 10, 1940, between 7:30 AM and 11:00 PM. In the second part of théhplay,
unity of time is broken as the first act takes place on June 5, 848econd act, first
section on June 16, 1940; the second act, second section and the tfingt aettion on
July 10, 1940; while the third act, second section does not reveal amynuigation.
Regarding unity of place, each act corresponds to a differeniolocdulio’s house
(Paris), Pont-Neuf (Paris), Julio’'s house (Paris), Roland Gataasum (Paris), inside a
country house (center of France) and inside the barracks of thentratiom camp of Le
Vernet d’Ariege. The concentration camp does not enter the sogihéhe second part
of the play, but constitutes the central place of enunciation amh actthe final three
acts. The most dynamic scenes are those that occur insidearti@ What also
characterizes the second part of the play is the fact thatt thié scenes take place inside
or in closed places, which, as Carmen Venegas Grau affirmretesra sensation of
asphyxia. While the first part of the play takes place irptheate sector, each act in the

second part takes place in threatening, hostile places creatiee State. In the words of
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Francie Cate-Arries, those who are most responsible for theiats and brutal acts of
corruption in the concentration camp are not the individual guards, het tae official
programs sanctioned by the French State (2005; 165).

The main plot oMorir por cerrar los ojoscenters on the vicissitudes of the three
main protagonists, Julio, Juan and Maria, that expose them to yhietlatof the French
concentration camps and the blindness of the corrupt French governmagt \tfarld
War 11.1*% However, given Aub’s proclivity toward the collectivity, the rgabtagonist
here is the collective voice of the entire group of interneesfalnght against fascism in
the French camps. This is illustrated in the final acAals gives voice to the other
internees who tell their stories of how they were detained. Mnenvery first act, we
find out that Julio and Juan Fernandiz, who are half-brothers from Spainn two
different worlds and share opposing ideologies. Julio, a thirty-®ae gld egotistical,
self-centered bourgeois individualist and owner of a radio repate,sis married to
Maria and has lived in France for the past thirty yearso,Jike the French, lives in his
own enclosed world whose only concern is his business. Juan, whoysdigeyounger
than Julio, is married to Emilia, although he once had a relatpmstii Maria, and is a
rebel that remained in Spain to fight for the Republic and for Wwhddelieved in, opting
for action rather than passivity. Juan enlisted as a memitee @ommunist Party in
Spain and toward the end of the Civil War was captured and sestVernet where he
was interned for a year. It is the tenuous relationship betwasm dnd Julio that
ultimately sheds light on the parameters of the concentratiop-eeorld as a state of

exception that turns brothers against each other. As Max Aub stat: “;qué se

143 One example of the corruptness of the Vichy gowemt, in addition to the politics of internment in
concentration camps, is the stealing of humanitar&ad, such as food, clothes, medicines, by
concentration-camp officials.
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puede esperar de un mundo asi organizado si no es el miedo, el aaliagir, la
mentira? ¢No te das cuenta de que llegamos a pisar eb n@s®no que aborrecemos,
tanto tU como yo, de la vida policiaca, nazi y falangista, donde los d@nuncian a los
padres, los hermanos a los hermanoB®ar{os 181).

Throughout the play, Maria finds herself caught in the middle ofath&ion that
surrounds the two brothers, and serves as the mediator betwee thertds that they
represent. Juan is ultimately the cause of Julio’s demishilag in the first act, is
detained by an Inspector and Police Agent that accuse him of bBeswmmunist.
Although Julio denies having ever been a communist or involved in commciivities,
he is taken to the Prefecture. Julio maintains his innocendegstaat this is a
bureaucratic error and that they have confused him with his brather JWhile Julio is
taken to the Prefecture, Juan suddenly appears after escammd.é Vernet. Juan
learns that Julio was falsely detained because of mistaketitydend resolves to rectify
the situation by turning himself in to the police. However, Juan doesepent for his
actions and involvement in the war as he felt a responsibilitghd for progress and to
clear the way for the Republicans to achieve freedom. Whatetond act sets out to
establish is the continued romance between Juan and Maria,ishéctewed as a result
of their encounter. Juan confesses to Maria that he continues to tawespée of his
marriage to Emilia and asks Maria to flee with him to arloge town where nobody
would recognize him. In spite of Maria’s confession that she doesove Julio, her
loyalty impedes her from abandoning him. The act ends as thevak the streets of

Brunete together at night.
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In the third act, Julio is released from the Prefecture amdneeto his house to
find out that Maria had left with Juan. Julio believes that justice has prevaildilod e
was released due to his innocence. He reiterates that his detention \yes ifflgustice
and that as soon as the Police learned of the existence ofafdatihat he had escaped
from the concentration camp, he would be justly liberated. Julio nemaive believing
that the truth will always prevail and resolve matters becthegeis the way the world
should be. Julio is ultimately blinded by the perception of jestitd due process of law
that, in a logical, ordinary world, operates in a systematnner and under normal
conditions. This notion touches on one of the central themes in thiaqdagne that, as
Agamben’s theory states, permeates the concentration-camp worlithabme devoid of

justice. Julio reiterates this idea when he tells the Portera:

No tiene wusted idea...Una persona decente no puede figurarse estas

cosas...Cincuenta, sesenta, setenta hombres metidos en una habitacion pequefia

con los rateros, matones, sinverglenzas y dos o tres personassideg¢eridas

por equivocacion...cosas que no se pueden creer. (133)

Julio’s freedom prompts Juan to change his mind about turning himsslice,
after Julio’s release, that action would no longer be necess$ary.decision causes Julio
to react with hostility toward his brother, who, as Julio remdr&s,never done anything
for him. Julio’s resentment and distaste for Juan, as he blamedal his “accidental”
detainment, illustrates the tension that exists between thbrttleers and puts in motion
a series of events that will ultimately shed light on thermsions of the concentration-

camp world on its victims. Juan becomes fed up with Julio'tudétiand leaves with
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Emilia. As Julio and Maria talk about Juan, they hear gunshotsdeutsMaria
immediately worries that Juan is in danger, but Julio’s selfecedness and passivity
impede him from reacting: “pase lo que pase, no podemos hacer rRata. qué
comprometernos?” (141). Juan is detained and taken to jail. The tbhrspearns to
Julio’s house and demands that Julio accompany him again to thetieefedulio is
perplexed by the Inspector’'s request since his “innocence” weaadsgl proven three
hours earlier. The Inspector informs Julio that this detention hadgngdb do with the
previous one, for the second detention was on the basis of a denunciaticefuaas to
give explanations stating that France had to defend itselisidareigners, which meant
detaining them on the basis of any suspicion. Julio protests mangt&iis innocence to
no avail and is subsequently taken to the stadium of Roland Garrokingnane
beginning of his concentration-camp journey.

Julio’s internment exemplifies the state of exception of the carateon camp-
world where false denunciations, xenophobia and betrayal become quadiaian
common occurrences. As Rosa Martinez Montdn contends: “Aub va a derdirezita
e indirectamente una Francia despefiada por el abismo de ladadiguionde reina
politica represiva, se alienta la delacién, domina el absurdo btitocta corrupcion es
la ley que mueve la maquinaria del Estado y la cobardia lo imgpreglo” (233). A
denunciation was enough to detain and intern any person regardless of gbgsioal
evidence. Amidst this world void of reason, nobody was safe nor dwarofs way, for
anybody could be accused or labeled as an enemy at any tities World of chaos and
arbitrariness, it was impossible to determine accurately whadrtilee enemies were,

causing all to be possible suspects. The character El Gregioms this notion when

210



he tells Julio in Roland Garros: “Nosotros no llegamos a tantoteridkos
administrativos.” jLa Administraciéon! Aqui encerrados en esgetalestino, sin que
nadie tenga que dar cuenta de nuestra existencia. Como en tws ligenpos del

absolutismo®**

(157). Julio is not the only detainee in the camp that finds hinnselé
same predicament. A German Professor, Von Ruhn, was detairsuitenof being
avidly involved in antifascist propaganda for six years. When théoPasks the
Professor if one can compare this concentration camp (Le Vemiét)the German
camps, he replies: “Esto es peor, porque es imbécil. Nos han donceoradefender lo
gue defiende el gobierno que nos aprehende. Se vengan de nosotros de dunitcerti
de su falta de fe” (203). Luis underscores this illogical notssering: “Lo que sucedid
es que para ellos [los franceses] ha continuado la no-intervencionosA\ahogaron y se
han ahogado ellos. Si los oficiales eran fascistas y el pueldoemearcelar a los
antifascistas, ¢qué podias esperar?” (210). The Non-Interventionedains the
French'’s lack of understanding and concern for the Republicans.

The subject of betrayal also becomes a recurrent theme iartbentration camp,
which most forcefully manifests itself between Julio and JuahenNuan first arrives at
Roland Garros, he is told by Luis, another internee, that Julia iafarmant. Upon
finding out that Juan was interned in the camp, Julio immediately dez®tis brother
as being responsible for his detention and begs the Sargent to thi@r@omander of
who the real culprit is. Julio’s individualism causes him to finkhisnbrother on various

occasions in order to save his own skin. Julio shows no sympathy fomdgsm Juan

144 A second example that illustrates this point cofnes1 another character Pinto, an internee in Rblan
Garros, who remarked: “Usted lleva casi tantos afso yo en Francia y conoce mi carniceria, ¢no?
Pues, al duefio de la casa se le ha antojado pdiigpsuLlevo cuarenta afios establecido, pero cempo
sefardita y con una denuncia basta, aqui estoyamenquista” (171).
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tells him that they are going to condemn him to six months in féilmang that Juan
deserves that punishment while exclaiming: “¢, Qué he hecho ¥62). (Juan underlines
this notion when he tells Maria: “Lo mejor es que lo sepas devemaJulio se ha
convertido en un chivato indecente. Todo lo que le digas lo repeti@mar@ante del
Campo. No le domina més que una idea: denunciar, denunciar, denunciar!” (199).
Guillermo tells Julio why nobody wants to speak to him: “Ya séqgogr no te hablan los
demas...Ellos creen que eso de denunciar es feo...Lo malo son los soplonmes que
reconocen que lo son y disfrazan su oficio con ideas” (218).Julizs selfishness and
individualism that cost him his life at the end of the play, wieis shot and killed as he
attempts to escape from Le Vernet. This reinforces Aub&dqmupation with the
collective trauma of the camps wherein the individualists likeo Jutimately perish in

the name of the collectivity. The “pintor,” a concentration-canmpate, reinforces this
notion when he tells the lieutenant: “tu sacrificio individual es imbécil” (187).

The fourth act presents a turning point in Maria’s charactehadinally opens
her eyes to the “cancer” that is eating away at Francethd lieutenant says: “Francia
tenia un cancer y nadie lo sabia, mejor, nadie se queria dar’c{i&38a Maria’s
passivity turns into a sense of agency as she begins to take auti@ssert her voice.
Maria devises a plan of escape and goes to Le Vernet arks spigla two gendarmes
about the escape plan for Julio. They agree to participake iogeration provided that
Maria pay them 500 francs. Maria tells Julio and Juan that sherdgeasized a rescue
mission that will take place at 10:00 that night. Julio and Judnesghpe by cutting
through the barbed-wire feneghe symbol of the concentration campnd escape on

two bicycles that will be awaiting them. However, the pricdwio and Juan’s freedom
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becomes more expensive as Maria is raped by the same Sdlgaastie had earlier
bribed as a part of the escape plan. As Maria leaves agihglistraught, the Sergeant
tells her: “Creias que te iba a costar lo mismo la lideti® dos que la de uno?” (222).
The selfless act of sacrifice by Maria represents &épiie conscience” whereby Maria
not only takes action, but also opens her eyes to the reality mée=rar his is illustrated
by Maria’s comment: “Me duele Francia como si la llevamadada en el pecho...No me
daba cuenta de que, quieras que no, hay que tomar partido” (220). It psithihat
ultimately gives the blind their sight back.

The denouement of the play occurs when Julio is shot and killed atkgimpting
to escape through the barbed-wire fence. Julio’s death pressatse of poetic justice
to the play as he ultimately receives the punishment that $exvael for being a fink.
When a doctor approaches Julio’s corpse in an attempt to revive Biotdiar tells him
to back away as they are waiting for the “camp doctor” tovarriThis further illustrates
the illogical nature of the concentration camp as doctors are diwdeddifferent
categories based on whether they are doctors who work for it @adoctors that do
not. With regard to Julio’s death, the Colonel states that algfeees like Julio should
be buried in common graves in the Sahara because they represegeatdaie new
order. The only way to restore order to France is: “...purgar todesrdsiduos
indecorosos del Frente Popular barridos y el orden, el trabajo, ileafeastaurados con
mano de hierro” (227). The play ends with Maria’s awakening:tavitbién lo crei y me
ha costado la vida. He vivido ciega, muerta, por cerrar los djosncia esta deshecha
de traidores, vendida por avaros, destrozada de cobardes, abatida pE@Osanci

putrefactos, muerta por cerrar los o0jos” (228). Now that Mariadgesned her vision
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and her voice, she refuses to remain quiet. This is symbolizételfinal scene of the
play where she defends herself and resists submission by ingbkirkgench and then
singing France’s national anthem La MarseilldfSeAs Ricardo Doménech affirms: “El
canto de La Marsellesa es una exaltacion de la libertadaydiamocracia, y un enérgico
recordatorio de que esos valores estan siendo traicionados por disanssniranceses”

(187). Maria’s transformatin has come full circle as she nawrbes the hero of the
play and represents hope for the future. On the contraionr por cerrar los 0jos

Julio’s character does not evolve as he dies with the same etlp@ischaracterized him

at the beginning of the play.

Campo francés

After writing Morir por cerrar los ojos Aub affirmed that: “no es lo que yo quiero. Las
tablas me limitan y esta vez no he sabido encerrarme elasé @iarios 113). This
comment reflects Aub’s frustration as he feels limited kg ¢bnstraints imposed by
theater to adequately represent the trauma of the French catioentamps. It is
precisely this limitation thaCampo francéseeks to overcome in order to allow Aub the
space and creativity necessary to relate the experiencewhadation and detainment in
France. Campo francéss the very first text that Aub wrote upon his liberation from the
concentration camp of Djelfa, marking the end of the most somhiedps#rhis life, and
his return to the testimonial literature that he began to compogaris before his
detainment. As Gérard Malgat asserts, this text “nace degencia de contar...Max

Aub una vez salido de los campos de reclusién, quiere dejar constanethaitamente

145 a Marseillaise became a symbol of antifascism.
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de la inaceptable realidad francesa” (2007; 184). As KellermatesstThe immediate
period following a traumatic event is a crucial time in thecpss of recovery. During
this time, a narrative of the trauma is generated and constraictegside a process of
cognitive processing of the traumatic events” (46). Aub w&daepo francésn just
twenty-three days while aboard the Serpa Pinta as he aading from Casablanca to
Veracruz in September 1942.

What differentiates€Campo francésrom Morir por cerrar los ojosis its Avant-
garde, cinematic structure. This makes categorizing the imtoka particular genre a
problematic task, as it neither fits clearly into the categdnyovel or play. In fact, the
term genre is inaccurate, as a more appropriate term faifgiag this work would be
media. Given that the work is comprised of various forms of massnanication,
newspapers, and radio, it therefore constitutes a type of media asedpjooliterary
genre. Aub addresses precisely this controversy in the prelymnmae to the 1965
edition ofCampo francés He begins by citing Galdds, who advocates for the “martiage
or joining of Theater and Novel into a new subgenre. Galdds contends titettature
one should not condemn this new subgenre, but rather welcome it dsréswit in the
purification and perfection of the literary quality of the workubAtherefore explains the
form of Campo francédased on Galdés’s definition of a subgenre, although in this case,
Aub substitutes theater for cinematic script.

It is precisely its out-of-place classification that allo@smpo francéso engage
in the type of memory work or working through tiorir por cerrar los ojosfails to
accomplish via the traditional theatrical model. Antonio Mufioz Motioafirms this

idea when he states:
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Max Aub sabia demasiado bien, como republicano espafiol y como judio, que de
pronto ya no habia coherencia en nada y que por lo tanto las fovmasdas
apenas podian servirle. Entonces,Gampo francésnventa algo que no es
novela ni teatro, que sobre todo se parece al cine. Sélo uneaitigaardista de

la novela y del cine podia permitirle el grado necesario deigathade cambio y

guiebro constante de los puntos de vista, de multiplicacion de los personajes. (84)

One must remember th&ampo francésvas written in 1942, two years before
Morir por cerrar los ojoswas written in 1944, although it was not published until 1965.
Campo francésvas originally written as a cinematic script that Aub haeérided to
make into a movie that he planned on showing in Mexico. However, Aub was
unsuccessful in bringing the movie to the screen, lacking thessegematerials for
production and economic funding. Aub would later use this script as eafbasa
theatrical version which becamMorir por cerrar los 0jos As a result, primarily due to
disinterest among publishing houses, the scrip€aimpo francésemained in a box until
Aub finally succeeded in finding a publisher (Ruedo Ibérico) to publishwork in
1965M° As would be the case for many of Aub’s workempo francésittracted little
interest as only 1,158 copies were sold during its first seven years.

Although the structure ad€ampo francésvas originally designed for the purpose
of cinematic production, one cannot help but wonder why Aub turned to auch

unconventional method of narrating the collective suffering and dehnatiom

146 Although Campo francésvas not published until 1965, there are no cledications whether Aub
rewrote or modified the work upon the completiontd first draft in 1942.
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implanted in France during the early 1940s. Aub alludes to this teehnand to the

collective nature of the work, when he states:

Auténticos, hecho y escenarios, creo que éstas son las prinegrasias escritas
con esta técnica...Los apuntes que tomé, mis recuerdos, se encademainan
pantalla...Todos los personajes, menos los protagonistas, son reales. &o hay
lo que sigue nada personal, curiosa afirmacion para lo que aseguooiasenfui

0jo, vi lo que doy, pero no me represento; sencillamente: apunto calegie;

gue no peca de agudo; una vez mas, cron{stanpo francé43)

Aub’s words highlight one important characteristic that diffeegesi the movie
script from narrative writing. The phrase “fui 0jo,” points toiportant idea—the way
a visual text could perhaps present something that a text ofaderds could not.
According to Rosa Martinez Montén, @Gampo francésAbundan ejemplos de imagenes
descoyuntadas, discontinuas que se reuniran en la retina para traglsmiédo hecho
carne y el vencimiento visualizado de los que saben que “ya no Haygna hacer”
(226). This importance placed on the visual €&ampo francéspart fromMorir por
cerrar los 0jos which suppresses visual elements in favor of more dialogue. |€Huis
to an interesting observation between the literary quali§amipo francésandMorir por
cerrar los ojos While both works depict similar storylines, they do so in opposengsw
In Campo francésthe emphasis on images, with reduced dialogue, forms its primary
structure, while irMorir por cerrar los ojos there is a lack of images and an excess of

dialogue. Both strategies are effective in transmitting theol®oof the camps, and both
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are used at different times that call on the use of partioalaative strategies. The place
and time when Aub wrote both texts influenced the techniques andgstsatesed to
convey those experiences.

Considering the fact that the writing @ampo francégepresents Aub’s first
attempt—outside of the concentration-camp world—to relate thisntxic experience, it
is not a coincidence or whim that the structure of the work plrale act of working
through trauma. The writing d@ampo francé®ccurs at a time when Aub is still too
close to the trauma, unable to completely recall and separateeh®ries via normal
means. It also occurs during a time when the world is grapgiogderstand the events
and complexities surrounding World War Il and the Holocaust. Thiksrthe moment
when Aub begins to “act out” his traumatic memories of the cammpgeeéhas still not
passed through the needed latency period of self realizatios. thEtefore accounts for
the fragmented, disjointed structure of the work, which in itsesemdles that of
traumatic memory. At a time when conventional means of langadgéo depict such a
reality, Aub must turn to additional means of representation thatufigide those used in
novels or plays. This accounts for the reduced dialogue and actiatieaindorporation
of more visual elements into the script. The cinematic s¢rgrefore becomes the most
appropriate, and logical, means of bearing witness to an all-teentrécaumatic
experience.

The evolution of cinema after the postwar period shines new lighthah @illes
Deleuze terms a crisis in the action-image, which openack through which repressed
time and memory will return. In his study on postwar cinemaglxe posits that

postwar cinema attests to a paralysis of action as wetb e paranoid sense that
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situations not only exceed control, but also delimination (Ball 14@leu2e argues that
if the war revealed anything, it was that action, when it occurs at all, aftemsatoo late,
that is, after the genocide had already taken place (Ball T@8 annulment of action in
postwar film attests to a moral paralysis or inability to act amatrgesses that permitted
the Nazi mass murders (Ball 157). This lack of action cheniaes the storyline of
Campo francésas the characters remain stagnant and submissive to the ofdées
camp officials. The action gives way to reaction as the cteasspend their time
complaining about the unjust system that has imprisoned them undeipfateases.
However, the lack of action also privileges the testimonial voitbeotharacters as they
spend much of the worelling rather tharacting In light of this crisis, Deleuze places
the role of cinema at the center of bearing witness tdrthenas of World War 1l by
transforming cinema into a means through which the event cark“speagive voice to
history” (Ball 150).

Campo francédike Enero Sin Nombrebegins by relating the horrible conditions
that the Spanish refugees encountered in their mass exodus acressnttreborder and
into the arms of the French authorities. The thirty-five kilometalk to the French
border was met with severe rain, hunger, filth, and bombs dropped ion&lest planes.
The central plot ofCampo francésleals with the events that take place in France upon
the émigré’s arrival and the French government’s hostility apdession toward all
foreigners. What most distinguishes this work friMorir por cerrar los ojosis its
fragmented nature, as the work is divided into numerous “sceneb, béavhich is titled
by its place of location. An essential element to this fiexged nature is the insertion of

numerous short, intermittent sequences of radio exerts and newspebes that relate

219



the current events taking place in Europe—during World War ll—betweauary 1939
and July 1940. It is this historical context that differenti@ampo francé$rom Morir
por cerrar los While Morir por cerrar los ojoscenters more on France’s “blindness”
toward the exiles’ plightCampo francégoes beyond the situation occurring in France
and enters into a more complex discussion of the politics of WoaldIMwhich in itself

is essential to understanding the complexities surrounding the catmanrtramp world.
Therefore, the inclusion of news and radio functions as a techniquaabes the exiles’
trauma in a more collective and global context. The fate okxiles did not solely
depend on France’s government, but was intrinsically tied to the outwbWerld War

Il and especially the Nazi regime. The insertion of the radob news clips, in addition
to the constant changing of scenes, disrupts the flow of the stamehiing a series of
interruptions that parallel those encountered by working through membig. provides
the reader with a “break” from the action that briefly intersugotd diverts attention from
the real trauma.

The collective nature o€ampo francéss also illustrated in the composition of
characters that make up the work. Although the central protagamnesthhe same as
Morir por cerrar los ojos(Julio, Maria and Juan), their relationship to one another and to
the other characters is much different, especially their ownitgemd cultural make-up.
Whereas inMorir por cerrar los ojos Julio and Juan Fernandiz are Spanish exiles, in
Campo francéshey are Hungarian natives whose last name is Hoffman. This iné®duc
from the onset a sense of collectivity by presenting this “Spaeigerience as one that
was also shared by other nationalities. This enables Aub to ¢octise totality of the

collective experience rather than a more tradition subjectiveoagiprthat only portrays
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the vantage point of one or a few characters. In addition, while ofehg characters in
Morir por cerrar los ojosare bestowed with French nam€smpo francésffers a more
dynamic view of the French concentration-camp experience bgnineg a multitude of
foreign characters, many of which have no names. As opposednty oh Aub’s other
works about the camps that include lists wherein Aub shares thiesstufr other
concentration-camp victims, the list i@ampo francésecomes the actual dialogue
among the different characters. While interned in the camp @&nBdBarros and Le
Vernet, the characters—of Spanish, Hungarian, Polish, German, @neklRussian
nationalities—tell their stories and reflect upon the reasoningesf internment. It is
this dialogue between the detainees that reflects the hondrmjastice suffered in the
camp. A second element of collectivity that also appears isinbegtion of real
characters, such as Antonio Caamafio, Barbena, Ignhacio Mantecon antalisé
Rancafio, who were not only interned in the camps with Aub, but alsonbeclose
friends with whom Aub remained in contact once in exile.

The triangular relationship between Julio, Maria and Juan thatsmgkehe
storyline ofMorir por cerrar los ojosgives way to the collective voice of the internees in
Campo francés The tense and bitter relationship between Julio and Juan, and the
amorous relationship that once existed between Juan and Maria, disappe@ampo
francés. The stories told by the detainees constitute the centrslaaaund which plot
revolves, providing an up-close, personal view of the illogical natofrethe
concentration-camp world. It is precisely Julio Hoffman’s stehich highlights the
illusory vision of justice that characterizes the mentality @ountry obsessed with and

fearful of foreigners. Julio’s story parallels to a certaigrde that told inViorir por
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cerrar los ojosas his fate is determined by an error of mistaken identity commigtdteb
French police. Julio is taken to the Prefecture, although hehfanaintains that this is
an error, claiming that the person that the police are lookinig fois brother Juan, who
is interned in Le Vernet. The ride to the Prefecture shows ri@n just a case of
mistaken identity, but underscores the true reality behind the gsolii the French
government. The detention of prisoners becomes more than an efttganse France
of suspicious foreigners, turning into a game of numbers. TheH-iMimistry ordered
the detention of 2,000 prisoners, making the hunt more of an obligationigty sat
certain quota, regardless of one’s innocence or guilt. As the atraRetro declares:
“Extranjeros no faltan nunca...Lo que importa es el numero” (72). Judicefore
becomes just another number in spite of his innocence.

Julio’s idealistic vision blinds him from seeing or caring alibettrue reality of
the unjust system in France. For the first half of the work, Julio is indifferéhétplight
of the other inmates and their stories. His self-centered vasiwdnconfidence in the
justice system leads him to utter throughout the work: “Me soltangeguida.” As Julio
boasts to Platonof and Walter (two internees) about his forthcoming reteasegply by
sharing their stories of pain and suffering under fascism. é\thé character Platonof
spent eight years imprisoned by Mussolini, another detainee Wedterinterned in
Dachau, which he labeled as worse than the French concentration ¢dropghathe
French camp, in his words, was “mucho mas idiota” (140). Alfafsssitive outlook is
also conveyed by the police chief, who repeatedly assures Megia,oace Juan turns
himself in, that it will only be a matter of days before Jglicelease. However, Julio’s

only release comes in the form of his escape from Roland Gamcbghen his eventual
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return to the camp as he arrogantly struts into the Prefettturieang that the police
would not do anything to him due to his “innocence.” When Julio shows the
commanding office the letter proving his innocence, the offegpands: “No me dijo su
jefe de seccion que tenia algo importante y reservado para deird@®. Even a
French soldier is baffled with the lack of logic in the paas he utters to Caamaiio: “No
comprendo por qué estais aqui. Si detienen a los antifascistas yaeé e ésta?
¢,Contra quién luchamos? La quinta columna no sois vosotros” (111).

Julio’s transformation and realization of his egoism occurs upom leinsferred
to Le Vernet. Aub poignantly describes this journey as one ofgal suffering as the
internees are transported in freight cars and then forced kolevey distances barefoot,
carrying heavy objects. Many of them cannot bear the conditimhsc@llapse to the
ground, only to be literally dragged by camp officers to the barradkeen Julio is
sympathetic to the plight of his fellow internees as he advotatesworld where there
exists respect for man; where this “desprecio con mpgtratan sin preocuparse de
quiénes somo$*’ disappears. The use of the direct object pronoun “nos” represents a
change in Julio’s attitude as he now realizes that he is naintii¢'exception” and that
he is not the only person affected by this unjust system. Thigeis further exemplified
when Julio states: “...ahora me doy cuenta de que no se puede viggnsar en los
demas” (206) and “Es que iba perdiendo el miedo porque sentia que nose&taloae
somos muchos” (233). Julio even goes so far as to thank Juan for engetiiddi Juan
has done for him, a gesture that never appea¥onir por cerrar los ojos where Julio

blames Juan for his fate. For the first time, Julio dismanktleswall that had been

147 My emphasis.
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obstructing his vision and blinding him to the true meaning of freedoio rRbw knows
what freedom means, learning about it from a place that completely lacks it.

Campo francéends with a repetition of the violence and hostility that oecuat
the end oMorir por cerrar los ojos While the camp guards announce that five hundred
detainees are going to be transferred to a concentration caAfpida, Maria searches
for a way to rescue Julio and Juan from the camp. Maria speétiks wergeant and
reiterates Julio’s innocence and even offers the sergeant momghange for Julio’s
release. She is subsequently raped by the sergeant againstll {8t When the
detainees are near the river, Julio attempts to escape by divim the river and
swimming to the opposite shore. His life tragically comesiterad when a guard shoots
and kills Julio. Maria then takes out a gun and shoots at the dffitenisses. She is
then taken prisoner to a concentration camp for women where sheutrié¢ghora se
los llevan a Africa, para matarlos de calor y trabajo. @®d&4astal No podemos perder
méas de lo que hemos perdido!...No méas! No més!...Coged colchones y maraas! A
alambradas!” Se ve que las mujeres van a allanar el cargps). ( Maria finally
acquires agency as she leads the women’s escape from thamanten the invasion of
the men’s camp. Once the women succeed in penetrating the caems the police
chief decides to suspend the sending of the detainees to Affieawdrk ends similarly
to Morir por cerrar los ojoswhen both the men and women begin to sing La
Marseillaise.

While many studies o#orir por cerrar los ojosand Campo francégocus on a
comparative analysis of the plot structure and character develpplitiee attention has

been given to aesthetic form@&mpo francéas representing a hybrid text. By hybrid, |

148 Maria was also raped by a concentration-campesffitMorir por cerrar los 0jos
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am referring to a text that does not neatly fit into a segénre and one that
incorporates numerous genres and other non-literary techniques into oneloamspre
work. Campo francéds an example of an Avant-garde, hybrid text that includes
elements from narrative, theater, film, radio, newspaper, and ewgs.s This explains
the difficulty of classifyingCampo francésnto a particular genre (whil®&orir por
cerrar los ojosis undoubtedly a theatrical play). Although b&hampo francésand
Morir por cerrar los ojos successfully bear witness to the trauma of the French
concentration camps, there is something unique about the hybrid nat@engo
francésthat relates to the function memory and bearing witness. rlbtiamerely the
fragmentation ofCampo francéshat resembles the process of working through traumatic
memory, for many narratives also possess this quality, butrréteeimportance of
visually showing this unthinkable event to an audience. Aub’s firssidecupon his
liberation from Djelfa was not to document his experiences ofnimtent in France
through narrative form; instead he chose to show this event by creatmgnaatic script.
The production oSierra de Teruelvas probably still fresh in Aub’s mind as he began to
think about strategies for representidgmpo francés This experience, in addition to his
passion for film, undoubtedly gave Aub the necessary tools for constraatieny hybrid

text that would endeavor to represent the “unrepresentable.”
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7
Representing the Camps in Non-Literary Texts:

Hablo Como HombrandLos Diarios

A new way of looking at trauma

The preceding chapters of this dissertation closely examine wdrise subject matter
deals directly with the representation and collective memorlgeofFtench concentration
camps or the historical events surrounding that phenomenon. In eachtbege works,
with the exception ofta gallina ciegaand El rematethe presence of the concentration
camp becomes the focal point and principal place of memory, um#&aite, around
which the discussion and dialogue about the traumatic memory revolnehese texts,
Aub follows the traditional psychoanalytical concept of bearinghess by turning
directly to the camps and making them the central point of analyd®wever, this
strategy may also lead one to reflect upon the role ofrixgarntness to trauma and ask:
Is it possible to bear witness to a trauma without actually mgattie trauma the focal
point of discussion? In other words, is it possible to createtahat is not about a
particular traumatic event, but yet in some way deals withtthatma? Does bearing
witness essentially implicate a return to the trauma, or can thenpeeskthe trauma also
be manipulated through other “hidden,” indirect forms? Also, can one testimony

through fiction? These are the questions that Aub poses and deais higmarrative,
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ultimately proposing a new way of looking at trauma. On thehamel, this dissertation
attempts to use trauma theory as a tool to better analyze andtandeMax Aub’s

works that deal with the trauma of the camps. On the other hand, threeaifjectives of
this study is to illustrate how Aub sheds light on a new and diftevay of looking at

trauma that goes beyond the traditional psychoanalytical methods.

The focus of this chapter is to explore precisely these isswkdoashow an
alternative avenue through which Aub bears witness to the traumea cdimnps through a
discursive strategy that does not deal directly with the probieroithe camps. This
chapter also attempts to look at how Max Aub approaches the memtry chmps in
non-literary texts. Instead, Aub succeeds in approaching this@rahrough a meta-
narrative discourse that is hidden behind and forms part of his e@stimAs Cathy
Caruth states: “We do not remember a traumatic event so rsugk dake leave of it,’
though it leaves an indelible mark on everything we say, includingubgct of the
narrative of the event” (qtd. in Bernard-Donals and GlejzerAl)b’s works confirm the
notion that the act of writing in itself is a traumatic eveherein the ghosts of the past
continually influence one’s perception of and attitude toward otlegrarate issues.
Therefore, the trauma is present even when one is not talking @boas the
consequences of the trauma continue to lie embedded in one’s thinkitgilluatrates
that one does not have to address directly the trauma in order foratinea to have
presence, as it finds ways of appearing, even in subtle ways, sndailg rhetoric. This
idea is best exemplified by Aub himself, who once stated: “Long@® me ha gustado es
escribir; seguramente para que se supiera cémo ssoydecirld**° (Hablo Como

Hombre12). In his study of Aub’s concentration-camp universe, José Matarida

149 My emphasis.
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Calderdn conceptualizes this world as a symptom of a universgabstbeyond Aub’s
personal concentration-camp experiences. For Naharro-Calderénynikieyse is a
perception of a reality that functions in accordance withrizsef arbitrary codes that
compel the author to establish discursive strategies thattréflese paradoxes, as is
illustrated by Aub’s usage of multiple points of view and getinas he develops in his
work (100). The essays iklablo Como Hombreillustrate once again that the
concentration-camp world is not defined by the parameters of thedaire fence of
the concentration camps, but rather extends outside of the camp aesl itsgikresence
known in the daily lives of its victims through a vast array of different dis@ifsrms.

As Dominick LaCapra states in his analysis of trauma: “Iresad trauma, the
past and its phantasmal modifications undeniably have possessiveaiwdcacting out
may not only be necessary, but perhaps never fully overcome” (LaC298a185). As
LaCapra also notes, what differentiates memory from histahatsnemory continues to
point to problems that are still alive or invested with emotion angeyal past that has
not passed away (LaCapra 1998: 8). Although historically an evenbenayegated to a
specific, demarcated period in the past, memory does not functioncbrdsusionary
premises; one’s memories of the past continue to influence dmeksng in the present
and oftentimes unconsciously form an integral part of one’si@dtit Therefore, although
Max Aub may be addressing issues that are disconnected froraunsatand experience
in the camps, he is unable to block out those traumatic memorigslatied events in his
past, as they inherently form part of his discourse. Perhaps thetteany other work,

Aub’s bookHablo Como Hombrélustrates precisely this point.
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The return of the trauma in “Hablo Como Hombre”

In the very first words oHablo Como HombreAub states that this book is composed of
a mixture of letters, essays, articles and speeches, whgseonmlection binding them is
himself’®® What differentiates this work from the other works examinedhis t
dissertation resides in the first-person point of view that chexiaes the narrative voice,
for as Aub himself asserts: “En estos textos, hablo de mi” (ereas in the works of
The Magical LabyrinthAub tends to distance himself from the autobiographical voice
(“I") by giving priority to the collective voice in the third mem®! Hablo Como
Hombre as the title clearly suggests, represents Aub’s opportungyeak his mind and
to vent his frustrations with respect to a series of traumaaticdisconcerting events that
have plagued his life. Therefore, Aub speaks openly and seriousiyguivdistancing
himself or resorting to humor or other narrative games. Althodigb shares his own
personal experiences in this compilation of works, he does not abandwedito speak
and advocate for the collective community of Spanish exiles. pidiig is evidenced as
Aub repeatedly invokes the use of the plural registry (nosotros) thwatithe work. In
effect, he goes out on a limb by challenging the omnipresenticpblpower that

continues to enforce censure and punishment toward those that dare to speak the “truth.”

%0 1gnacio Soldevila Durante states thitblo Como Hombrés a volume that gathers an important series
of written texts by Aub-some that had already been published, and othatsr¢imained uneditedin
critical circumstances during Aub’s life and tingo{devila Durante 2003; 154).

151 As Antonio Mufioz Molina points out, having such angent need to tell his stories, Aub shys away
from talking about himself and narrating from higro vantage point as a witness and survivor, and
therefore he rejects testimony in the first per&&8). Aub himself reiterates this notion in adetthat he
wrote to a friend where he confessed that: “Nuneahbblado en primera persona cuando se trata de
exponer lo que, con tanta facilidad, proclamanpsusonajes”flablo como Hombr8&3).
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In the first section of the book titled “Explicacion,” Aub setd to explain and
justify the reasoning behind these texts. Aub declares thdbdbis is the result of his
indignation toward man and his endeavor to silence his critics, fdre astates: “las
indignaciones, que las muy variadas circunstancias de mi vigadmanotor de tantas
paginas [...] [Dan] pasto del bueno a tanto ladrido, idiotez, falsedadlsineria” (9).
Aub also admits that the publishing of this book does have to arceedgree a moral
justification in showing that “moralmente, los hombres no valen graai’ ¢@3). What
ultimately characterizes the tone of these pages is Aulbigisgn and outright critical
and negative attitude towards the behavior of man, which he attributee gsimary
source of his suffering. This diatribe against the human condejoresents an avenue
through which Aub symbolically remits back to his traumatic expeeen the French
concentration camps and exile. One of the prominent questions thatirh@snded the
historical debate of the Shoah is what Hannah Arendt termed the ithariadvil,” that
is, how “normal” human beings could be capable of such evil and engade in t
murderous acts committed by the Nazi SS officers during thecHost. The systematic
structure of the concentration-camp world brings to the surfaeeldw state and
condition of man who perpetuates the continuity of torture, hunger awerysl¢hat
continue to exist in all forms beyond the parameters of the caxap. exemplifies this

precise notion in an essay titlEtiNuevo Tratado de Parish which he states:

Cerraron los ojos [los ministros] para no ver los restos de logpas de

concentracion, y [cerraron] los oidos, y [cerraron] la mentes gue no la tienen
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ya tan tapiada que algo se les alcanza para estrecharafass rde quienes

provocaron tanta muerte, tanta desolacion y tanto horror. (126)

In addition, Aub mentions the police, denunciation, censure, lies, and decdyton t
continue to have free reign, or as he callscamipolibre,” throughout society. This
ultimately transforms the world into into what Aub calls “un inmeasartel policiaco,”
where espionage becomes a normal facet of reality and governsdangsife. These
allusions directly remit back to Aub’s experience in the caegpde reaffirms their
continual presence in his memory. One must therefore attriouités rancor and
negativity towards man as stemming in large part from his twoygass of internment
in the concentration-camp world, along with the subsequent thirty géarsle, which
shined light on this darker side to human nature. In this reshglotdoes not need to
directly refer to the camps, for the trauma of the camps has ultimagedined itself into
Aub’s perception and way of thinking about man.

Aub recalls one of the most recurrent themes in his narragiveghlighting the
ignorance that continues to reign and characterize human néterdustrates this upon
asserting that: “Espafa ya no es nuestra Espafa sino otraqu®tie crecido con la
ignorancia, en la hediondez de lo retrégado...Espafia, tal y commessave” (112).
Aub denounces the time period as one in which half the world is unaivavbat is
going on in the other half of the world, ironically at a timbew there has been an
explosive development in mass communication. This connects with Aub'scppation
with the obscurity and oblivion that the memory of the camp haanfaiito and evokes

resonances of the exiles’ forgotten identity and place in histofhis notion is
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exemplified by the following statement: “Nunca, sabiendo tantbaserocurado que se
sepa menos” (10). Aub’s traumatic memory of the camp is preseatas he invokes
implicitly both the Spanish and French’s propensity to close thes af/the true reality
that the exiles were facing. As Aub attempts to tell tosies as they really were, he
cannot help but feel sorry and ashamed, not for himself, but rathéne rest of those
that are forced to live in this world of ignorance and malevoldratehias been shaped by
the experiences that Aub has lived. However, in light of the mamitof a
concentration-camp experience, as Aub himself admits, maybe egetgoa certain
degree closes their eyes in the face of the absurd.

Aub concludes this first section by making an interesting referdncthe
continual act of “andar dando vueltas alrededor de mi mismo” (12)s staiement
alludes to the recurrent symbol of the magical labyrinth thatapes Aub’s works
wherein exile represents an unending journey through concentration eaapsils,
through uncertainty and obscurity and from one country to anotherrchsgfeone’s lost
identity. However, this remark also touches upon one of the esgenaalts of trauma
theory in its proclivity to cause the victim of trauma to wandecircles in his quest to
bear witness. Bearing witness to trauma is essentiallyuangy consisting of “dar
vueltas,” in which the act of “dar vueltas” represents the fundameasg behind the
process of acting out. At its core, the psychoanalytical procesging out is defined by
the tendency to compulsively repeat, relive or be possessed bgptiessed or denied
traumatic scenes of the past in an uncontrolled manner as ivéreystill alive and fully
present. The constant reliving and repetition of the trauma throwgihb#icks,

hallucinations and nightmares parallels the continuous act of “dauodtas,” and
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wandering aimlessly in a circular, repetitive motion withoutraeaching a complete
resolution. The notion of “dar vueltas” therefore becomes an alldgornAub that
describes his journey through exile and the concentration camps arsdibtbequent
reconstruction process of his shattered identity, which did not happen overnight.
Perhaps the one essayHablo Como Hombré¢hat most closely deals with Aub’s
trauma of the French concentration camps, although any directomeoftithe camps
never appears, is the essay titldrta al Presidente Vicente Aurib? Upset and
frustrated with the arbitrariness surrounding the denial of Aub’siqrefor a visa to
travel to France, Aub decides to write a letter directly to the Fremsident.>® where he
expresses his indignation regarding the negative publicity surroundingame. Aub
makes clear in the very first sentence the difficulty 8pmaking of this subject matter
has caused him: “Nunca escribi nada mas en contra de mi guststagidireeas que le
dirijo...porque tengo que hablarle de mi” (59). Aub then expresses Rrakaent his
desire and need to overcome his repugnance in order to continughhiadainst: “esa
asquerosa mancha creciente que hunde nuestro tiempo al nivel de loajmagpue
conocieron ciertas épocas de la historia: la supremacia paligiagl reino de los
delatores.”. (59). This statement clearly remits to Aub’s experiemcthé camps, which

not only represents a “dark stain” (trauma) in the lives and meafdhe Spanish exiles

152 Aub also wrote a letter to the President of Mexkdblfo Ruiz Cortines (1952-58) on June 9, 1953,
reacting to a newspaper article framcelsiormentioning Aub’s name in reference to being invdhie
Communist activities. In the letter, Aub sets twitclarify the information and erase the “false aum
based on ignorance. Aub affirms that: “No soyfunicomunista. Pertenezco a esta enorme multitued q
no quiere sufrir dictadura alguna, sea la que d@ar eso estoy en México y México es mi patria, aun
siendo espafiol...Tanto Enrique Rodriguez Cano comeromorés...podran decirle de mi filiacién
democrética sin tapujos ni claudicaciones, que leedla servir el Gobierno pasado, la campafa
presidencial de Usted y el régimen de derecho gnedignamente encabeza..Epjstolario Aub/Ayala
35).

153\/icente Auriol was the first President of the Foufrench Republic between 1947 and 1954.
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that continues to persist and grow, but also symbolizes the “low pafifittimanity, as
one begins to question, as Aub does, What is man? and How is mateaaipereating
and making possible this concentration-camp world? In addition, thentoataen-camp
world for Aub is often defined in many of his works as a place wheks and police
detectives rule the land searching for “suspects.”

Aub then proceeds to retell the story of his denied visa from #reRiConsul in
Mexico. It is the retelling of this story—a story that contste reappear throughout
Aub’s narrative—that symbolizes the continual presence of the tranchaignals Aub’s
endeavor to work through the trauma by way of its repetition. festal writing about
the concentration camps for Aub is therefore an inherent procesgdidly repetition,
retelling and rewriting. The constant rewriting and retelliigness Aub to search for
answers to his own personal questions and to attempt to make sensé tbig
indiscernible reality. Each time that Aub retells and rewrites hisnesy he is engaging
in the process of working through the trauma. Aub mentions that he didambtto
petition for the visa at the French Consulate in Mexico becaustdught that by
requesting that the visa be granted to him by France, this weptdsent, to a certain
extent, an act of remorse for their wrongdoing due to, as Aulsstatar las injustas
penalidades que alli tuve que sufrir de 1940 a 1942” (59). Needlesg thexe was no
remorse as Aub was denied the visa. This prompted him to conbimateli the tragic

saga that initiated his exodus into the labyrinth of the French concentration camps:

En marzo de 1940, por una denuncia, posiblemente anénima, fui detenido, a lo

gue supe después, por comunista. Conoci campos de concentracion—Paris, Le
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Vernet, Djelfa—carceles—Marseilles, Niza, Argel—, fui conducidposado a
través de Toulouse para ser transportado, en las bodegas de urabaderg a
trabajar en el Sahara...Fue el premio de muchos espafioles defedsole
legitimidad de su gobierno. Gracias a México logré, tras muchataras,

embarcar en Casablanca, en septiembre de 1942. (60)

Aub attempts to justify and clarify to the President that thg thg that matters
is that the denunciation was false. He then condemns the denuncit@ongu“Todo
esto no importa, sino el hecho de que una denuncia puede mas que una \pdéatyrda
de cuatro hombres” (60). Aub states that in 1951 the French Consulltexico
requested three letters supporting his petition for a visa. Adetlf the people that
wrote letters for Aub—each one of them holding prominent positions—cosataubthat
Aub had never belonged to the Communist PaftyHowever, the testimony of these
prominent figures weighed little in comparison to the “true” motivat determined
Aub’s “administrative internment,” which was a letter from Juaagfih that was found
on Aub’s table, regarding a publication on Spanish classics thatwbkey going to
undertake. This resulted in what appeared to be an eternal danasatitnpolice would
now have a file created on Aub that would contain the denunciation. Iattee Aub

reacts to this incident by stating:

Estoyfichadg y que esto es lo que cuenta, lo que vale...que lo que diga la ficha

sea verdad o no...la verdad es lo que esta escrito...lo que vive de vamdad s

1% The three signatories were: Alfonso Reyes, Bem&iher de los Rios and De Tremoya.
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personajes y no las personas...Yo, Max Aub, no existo: el que vive es el peligroso

comunista que un soplén denuncié un dia. (61)

Max Aub has now entered into his own labyrinth and literary waoflfiction by
becoming a fictional character created by other authors, one wdaditg is as arbitrary
as that of his own fictional characters. As a result, Aub tleiSPresident, with evident
sarcasm, that he is writing these lines so that: “este Mdxde papel que le presento,
pueda vencer al otro de cartoncillo que tiene fichado la policia™{61pub’s task
ironically now becomes that for which he has so ardently foughthsigéhe erasure of
his “paper” identity. Upon attempting to undo the “other” marked Mak, Aub states
that the only way to superimpose one police file on another is ho digainst the first
police file by any means possible. While he was imprisoneiée, Aub wrote the
following: “Aqui basta que haga 50 afios que se le condenara a ungaraligue no se
borre. Aunque haya habido cien indultos. A Ud. lo denunciaron por hombre peligroso,
aunque luego se demostrara que no, pues ahi sigue la denuncia’ (qtchamoNa
Calderon 105). Aub emphatically emphasizes that his caskeredt: “yo era socialista
y sigo siendo socialista fui denunciado como comunista...Pero yo no soy
comunista...soy un liberal, un socialista liberal que fue falsamaotsado de ser
comunista. Sin embargo, debido a esa ficha (falsa) la admaiistrdice que no” (62).
In spite of this, Aub finds himself in a position in which he ma# ask for forgiveness
for something that he never did. What most baffles Aub is the cterlpkk of evidence

exhibited against him for this crime, but as Aub states, in #ie thasta el aire.” Aub

%5 This letter was written to President Auriol on Relry 22, 1951, and in 1957 Aub’s police file
containing the false denunciation as a dangeromsn@mist was officially exonerated.

236



sees that the world is still governed under the rule of the pdiseinciation, finks, and
falseness> In other words, the world that Aub is describing is the samneemtration-

camp world that Aub describes in many of his works. The factttieaarchives of the
fascist police still have any sort of relevance and meatiugjrates the upside-down-

world that Aub is portraying as he exemplifies in the following statement:

Primero son los archivos, primero es la ficha, y no importa qgedcse asienta
en ella sea mentira. En el mundo de hoy la mentira es més fyee la
verdad...Hay que enfrentarse con esa monstruosa manera de entender

policiacamente al mundo...es una falta de confianza. (63)

Nevertheless, in spite of this uphill battle, Aub has not given up ondttemand
refuses to remain silent (like the French who closed theis eyethe exiles), as he
concludes: “Que no es bueno callar ante tanta ofensa...No me dogrmido; y estas
lineas son la prueba” (64). His inability to remain silemiraof of Aub’s obsession with
the memory of the camps, which, as these texts illustrate, ideuttaescape him. The
texts inHablo Como Hombrshow that trauma may reappear in various forms, whether
directly or indirectly. It also illustrates that the exgmien of trauma does not confine
itself to any particular mode of representation, but rather alneggliires a variety of
different narrative structures in order to successfully reptése The memories that are

a product of a traumatic event become so eternally engrairied survivor’'s mind that

156 Aub reiterates the same idea in Biarios: “Asi es el mundo: no le juzgan a uno por lo gsieso por
lo que los demas determinan sin remedio” (173).
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he/she is unable to detach those memories from normal thought. @ty a fixed

part of one’s subconscious and often reappear when least expected.

The Presence of the Camps in “Los Diarios”

Among Max Aub’s vast collection of literary, testimonial writdggone can also find a
more non-literary collection of writings that encompass his éBaand letters. It was
Aub’s propensity for writing that not only accounted for his longewvitgl auccess as a
writer, but also led to the creation of a personal diary that wouldndexat and chronicle
his thoughts, experiences and observations over a period of thirtyythae® These
diaries have been organized by Manuel Aznar Soler into the bookDitebs (1939—
1972) However, as Aznar Soler underlines in the introduction to this book, the edition of
these unedited diaries only represents a selection of textslateatfrom Aub’s initial
moments in exile until a few weeks before his dédthAmong the thousands of pages of
Aub’s diary that exist, Aznar Soler justifies his (subjectiselection by choosing those
entries that exhibit a higher literary quality and testimlomgerest. What ultimately
differentiates the content of Aub’s diaries, as seerlablo como Hombreis Aub’s
usage of the first-person narrator to express his own persanaheets, allowing the
reader direct access into his mind and thougbBtsrios therefore presents a first-hand,
up close glance at how Max Aub’s life was directly affedvgdhis internment in the
camps at various difficult junctures throughout his life in exileuapl his death, and

more importantly how Aub translated those thoughts onto paper.

157 The entire collection of Max Aub’s diaries is akad at the Max Aub Foundation in Segorbe, Spain.
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A second aspect that differentiates iarios from other diaries that Aub also
wrote is the fact that only fragments of the&rios were ever published. This contrasts
with other diaries that Aub intended to publish, suchagallina ciegaEnero en Cuba
andDiario de Djelfa which were all edited and published in separate books before Aub’s
death. Although Max Aub had no intention of publishing the content of thades'*®

he assumed that eventually they would be published, although he esitdratfact that

he was not writing for a future generation, but rather for the past:

...[P]ara cuando salgan impresas estas palabras...No se puedeleamatajo el
tiempo (ni alcanzarlo por un atajo): esto que escribo, en el momergaeelo
hago, deja de ser mio y su ser no es todavia de los demméqudilica lo han de
juzgar a la luz del dia en que el lector lo haga. Solo se plzmyger a la luz de
cuando sea y con un conocimiento de causa del que carecia elNw®s.justo.
Escribir hoy para mafiana es una artimafia de Dios. Deberiaordsrepara el
ayer...No hay justicia posible si hablamos hoy a la luz del futugs. pedir

demasiado...El tiempo nos tiene encadenadarips 351)

Aub expresses his concern for the force that time exerts ontex,wwho loses some
control over his text the moment that the text leaves his handscatlit®ns against
writing for the future, fearing that the text will be nmi@rpreted and judged based on the
beliefs and ideologies that are present at that moment dnste¢hose that were existent

at the time of writing. Aub’s concern is not for future generatibos rather for the past

1% Aub was asked by many publishing houses to write@k of memoires, but Aub reiterated on many
occasions that he never intended nor had any desfidoing so.
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generations that either experienced personally or understood thachistone. To
expect future generations, which are essentially disconnectedtfi®ravents that he
experienced, to understand what he is relating, is simply to askuob. Aub is thus
writing for the past, especially for those that either diyectlindirectly experienced the
tragic events to which he is bearing witness.

In spite of the fragmentary nature of thérios and Aub’s reluctance to neatly
edit them for publication, one cannot dismiss the literary qualdyegmerges from these
pages. One can divide tiarios into two main parts: the concentration-camp years
(1940-1942) and Aub’s exile in Mexico (1942-1972). Each part contains a mliffere
narrative structure wherein Aub’s style of writing becomegfé@ct or consequence of
his circumstance. This relates to Ortega’s famous sayinyo soy yo y mi
circunstancia,” whereby Aub’s circumstance, that is, whethersheriting from the
concentration camp or from Mexico, determines to a great etkgelliterary strategies he
employs in his diary. In this respect, although on the surfaoeayt appear that the
Diarios lacks a certain literary quality that his other diariesvating possess, in reality
Aub harnesses all of his literary talents to create &wrdten series of deep reflections
that bring to life his artistic and literary talents. Foranse, théiarios possesses many
elaborate, realist descriptions, insertion of dialogue and #ation of characters, all
characteristics that form an integral part of his narratieekw On that note, when
analyzing the two distinctive parts of tberios, one must not only pay attentionvinat
Max Aub says, but also tbow he says it and what strategies he uses to say it. This
section examines how the memory of the concentration camp appeaughiout the

Diarios.
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Aub’s first journal entry is dated on August 24, 1939, eight months bafsre
initial detainment and internment in the camps. This is followed by four othersethizie
were written prior to Aub’s internment. What characterizesdaHhg@re-camp” notes is
Aub’s reflection on the Second Republic and the aftermath of thée\Was. He lashes
out at the exiles for their lack of criticism against than€o dictatorship that has
destroyed and unraveled a Spain that has been drained of its wrpdd. He
remembers the departure of tinnipeg which set sail on August 3, 1939, carrying
more than two thousand Republican refugees to Valparaiso, Chile, mathbers the
chant “Viva la Republica!” as the ship sailed away. The Regardi never lost hope as
they continued to support the Republic in exile. These five brief joemtakes reflect
the presence of the trauma of the Civil War during the eadgnents of Aub’s exile.
The difficulty of life in exile is manifested when Aub statéd3uele lo que no se tiene”
(40).

The concentration-camp years are marked by a period of congplexfub’s
diary writing. He finds himself caught between the imperaheed to write and
document his experience and the impossibility of writing as theeotration camp
sought to eliminate his voice. Aub underlines the difficulty of thecentration-camp
years when he states: “Qué infinitamente mas largos, eréss|I fueron para mi los afios
de 1936 a 1942, que de 1942 hasta hoy!” (217). Aub’s first journal entrysdiiden the
remainder due to its extension. This could be due to the fact dhatvAs not transferred
to the concentration camp of Roland Garros until April 7, as heimethan the
Prefecture for two days. Aub documents his detainment on April 5, ¥84dly in his

diary: “A las doce, volviendo del hospital, me llevan a la prefectRegresamos para el
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registro. Los papeles: abren la comoda, el cajon de arribgoeldmabajo; no tocan el
de en medio, que es el que contenia mis originales. Recogeartaa blegrin referente
a la publicacion de “Los Clasicos Espafioles” por Gallimdbi#irfos 45). It is this letter
to Negrin that ultimately cements Aub’s culpability as thefédture states: “Guardenlo
[la carta de Aub]” (46). Aub recounts that in the Prefectureetimeare twenty other
detainees, and, like iManuscrito Cuervp he describes the entire collectivity of
detainees: el pordiosero, el egipcio, el metallrgico, el yugmskl zapatero, el rufian
inglés, el polaco ingenuo, el Bookmaker, el austriaco, el planchedaco, el pedn
italiano, and el holandés (46).

The Holocaust sought to eliminate the internal witness by reditinig his voice.
This finality is manifested in Aub’s diary, which is characterized byla &d words and a
distorted sentence structure during the concentration-camp yddrof the journal
entries that Aub wrote for the year 1940 are brief and simpledv@ffective in relaying
the sequence of Aub’s trauma in the camps. Some of them consisy oinendentence,
while others are composed of an unorthodox syntax structure, beingmalgr two
words in length, lacking a true grammatical structure. For example, Aatioysfer April
16, 1940: “Martes. Salen quince. Los guardias. Tocan la cornketdagie epiléptico”
(47); and May 4, 1940: “Traen a Antonio Caamafo” (48). Aub indicalidsprecision
the date and time in which he left Roland Garros (May 29 at 10rtbgatered and left
Le Vernet (May 30 at 8:00PM) and (November 21). The first wioatl he writes in his
entry for November 21 is “libre,” referring to his release from Le erne

This poetic and even cryptic language reflects one’s inalfitack of freedom

to speak inside the parameters of the concentration camp. At onenpthietDiarios,
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Aub refers to the principle function of poetry as he sees itattel de expresion indirecta
de la poesia” (74). This premise confirms that the use of pestijtiage favored Aub
upon writing his diary by allowing him to use a more indirect laggui talk about
forbidden and dangerous subject matters. The camp has succeedmding khe
prisoner’s voice, forcing him to turn to more abstract, occult and albbed language as
writing was prohibited inside the camp. Aub does not choose to resaostich
unconventional language, but rather it is the condition of the campaittatsfAub to
deviate from his traditional literary style. This contrastsnf Aub’s diary entries that
were written after 1942 when Aub was outside the camp, which are mae ample,
detailed and explicative than his writings inside the camp. Biréspect, during the
camp years, what Aub does not say is just as important as whaehesay, for it is that
void, that absence of words which best describes the concentration-camp world.
Aub’s writing about the camp intensifies in 1941 as Aub’s sitnatbso
intensifies. There are thirty diary entries for that yemyhteof which deal specifically
with the camps. Aub spent the first six months of 1941 free, outsidieeotamps,
although on two occasions he refers to them. The first refenenon March 17, where
Aub alludes to the exiles’ endless journey through the camps. ddaia we see the
brevity of the concentration-camp reference as it consistsfiatitous dialogue, in a

train, of only four short lines:

-¢,Dbénde vas?

- Al Vernet

- ¢, De donde vienes?
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- De Argéles. (65)

In this dialogue, we see the presence of two of the principlecRrconcentration camps
(Le Vernet and Argéles-sur-mer) and the journey that mailgse such as Aub, took
through these camps. Aub, like Sempran, uses the train as a metapther datension
of the concentration camp that ultimately confines the prisoner aipd &im of his
freedom. Aub’s second entry during his freedom comes as #@retxthe news of the
escape of Nazi Rudolph Hess to Scotland. This reminds Aub of théatreeehind

fascist and totalitarian regimes as he states:

La traicion, los delatores, los espias: la policia por todasspdrposibilidad

de tener confianza en quien sea. El mas pintado puede ser delosdevi
informes enemigo. La quinta columna es ya lo normal, la traaidm@ natural.
Confianza imposible en la rectitud moral de nadie...La traicionduadlo a ser

una cosa natural...Una cosa cierta: las dictaduras engendran policias. (72)

As illustrated in the last chapter, this description of the coret@rcamp world as a
place of betrayal, finks, spies and police becomes one of the déetrads oMorir por
cerrar los ojosand Campo francés This shows that many of the themes and ideas that
emanate from Aub’s literary production are derived fromChésios. Aub’s notes on the
camps represent a springboard of ideas that Aub further develdptuia narrative

works.
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Aub’s return to the labyrinth of camps and jails occurred on Jufh@4a, when
Aub was detained again and taken to the jail in NigeHe references this in hidiarios

on June 5, 1941: “Detencion. La denunciadora” (74). On June 12, Aub writes in jail:

Soy lo que seré
Lo que seré soy
Tanto importa morir mafana

como morirme hay(75)

This poetic description possesses existential overtones as Aunbgslhfs identity based
upon his circumstances. The concept of time becomes irrelevantimheersed in the
traumatic reality of the camp as the future and the preseointe one and the same. In
the same letter that he wrote to Prats Rivelles, Aub stiaé¢sverything that he wrote
while in the jail in Nice disappeared in a suitcase that cortaatieof his original texts.
During his first several days in jail, Aub had ample time tdensis he was completely
isolated and alone. He would later share a “horrendous prison cdiiftéen days with
six thieves and assassins. Aub had never shared those detailswyatie aintil that
moment, not because he did not want to, but rather because he never thae.t Aub’s
release from jail on June 21, 1941, is described as following: “Asikte, la calle”
(75)1%° On September 3, 1941, Aub would be detained again on another denunciation

and taken back to Le Vernet. He reflects on this event and on the symbolic importance of

391n a letter that Aub wrote to Rafael Prats Rivelim August 12, 1970, Aub elaborates on his de&mm
and imprisonment in Nice. He remembers vividly tfage, for it also coincided with his birthday. ath
day, Aub went to eat with Gide in Cabris, and tteedrink tea with Matisse in Cimiez. He was degaliat
5:00AM.

180 Aub was released from jail thanks to the help il&to Bosques.
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the fifth day of the month in his diary entry on September 5, 1941. Eneory of the
concentration camp is vividly present in this entry as Aub rememibat all of his
detentions occurred on the fifth of every month: he was first detaine&pril 5, 1940
(Le Vernet); then on June 5, 1941 (Nice); and finally on Septemld&43, (Le Vernet).
Aub’s return to Le Vernet also produces a return to his abbreviateglage and

distorted sentence structure:

A las ocho. Detencion. Eehé. La caserna. Los del Vernet: Segulis, Aronoff, el
judio que ahora se deja perilla. El tuerto de Olivenza—raya de Rlertu@e la
quinta del 21. Tranviario. Guardia de Asalto. CNT. Quince dias antstide en
Francia una bomba de mano le quita el ojo. Al Cher. Llegan losatsnHuye.

Marseilles. Roba unas patatas. Tres meses... (76)

In this depiction, Aub not only remembers his [second] detention Mereet, but also

recalls, in a collective sense, other traumatic memories gbdbke (Guardia de Asalto,
CNT, bombas, Marseilles). Aub’s lack of verbs and his refusakturtréo a first-person
narration places the traumatic memory in the collective hanadl of those that also
experienced the same fate. In this sense, Aub links his memahe afamps to the
sequence of additional traumas that many exiles suffered andheseamp as a place
that enables him to engage in a discussion and remembrance dfaihexs. His diary
entry for November 2, 1941, substantiates this notion. In this entry, whittied

Campo del Vernethub remembers Madrid during the early stages of the Civil War

November 1936. The cold temperatures that the internees sufferedMarhet remind
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Aub of the bitter temperatures of Madrid during the war, althougheastates, it was
colder in Le Vernet. What this illustrates is that even whigdewas interned in the
concentration camps, Aub never forgot about Spain. His memory @nua) of the
Civil War were still fresh wounds in his mind, and the concentratanpcironically
provided Aub with the space to reflect on those memories and to beplac® those
memories into narrative memory.

What is evident in Aub’s diary entries written in the camp& he does not
exclusively focus on his experience in the camps. As alreaddgrved, his writings
about the camps are brief and disjointed. This is because Aub is tmdiblky process
or comprehend the magnitude of the trauma while he is still exgergeit. At this
juncture, Aub has still not passed through the latency period thatdds in order to
make sense of the trauma. Therefore, he avoids dealing diretttlyt wr his Diarios
because it is still too painful and confusing. This accounts fdatheof deep reflections
about the camp during the concentration-camp years. Aub’s lagteifry for 1941 is
written aboard theSidi-Aichaas he is being transported to the concentration camp of
Djelfa. The only explicit reference that Aub makes to hisiciytis the following,
which he places in parenthesis: “Me llevan prisionero loxéses a través de aguas de
Espaina” (82).

There is a period of ten months where Aub ceases to write nahigs while
interned in Djelfa® This is due to the poems that Aub wrote in Diario de Djelfa

which relate these experienc88. Also, it is due to the strict control of the camp, which

181 This period is from November 27, 1941 to Septenilfier1 942.
162 Aub did not write in hisDiario during that time because he was dedicated to \griie poems for
Diario de Djelfa
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limited one’s ability to write®® His first journal entry for 1942 comes on September 10,
the same day that he leaves Casablanca aboard the SerpaPinexito®* Aub notes
this in his diary: “A las cinco y cuarto desatracamos de lfl@sea (Djelfa por el medio,
maldito desierto)” (95). After stops in Bermuda and La Hab&hahich Aub briefly
describes in hiPiarios, he arrives in Veracruz on October 1, 1942. He describes this
arrival with one word: “Veracruz” (96). He then mentions José &em@and Carlos
Gaos, fellow concentration-camp survivors and exiles, who wereng/dibr him in
Veracruz. In the final journal entry for 1942, Aub reflects onfdis as an exile and on
the long road that he has taken: “La guerra de Espafia fue diseada por razones
econdémicas y sociales, y aqui he venido a parar por ellas. degdata de ellas: ¢cémo
escribir una historia del teatro sin referirse a ellas?” (97).

The concentration-camp years show how Max Aub addressesatmeatrof the
concentration camps in hisiarios while still immersed in the camps. Although the
literal trauma has already ended upon his arrival in Mexico, réadization and
understanding of it are just beginning. This section seeks to esahow Aub
approaches the trauma of the camps inDierios once in Mexico and to show the
continual presence of this trauma in various forms throughomiaigs. However, it is
not merely the presence of the camp that is of interestsnptt, but also how Aub’s

diary transforms as a result of his freedom from the camps. sAubt diary entry for

183 The entireDiario de Djelfawas written on the front and back of an 8.5cm & note card. What
stands out is the complete illegibility of the domnt to the naked eye, as the handwriting is satmithat

it is impossible to discern any words. Aub washisided from writing in the concentration camp of
Djelfa, which forced him to turn to these measuresrder to conceal his writing. This reinforcé® t
trauma of the camp as it sought to eliminate omeise. The content of these poems was first decgth
by digitally amplifying the original document with computer until words could finally be read. 4t i
theorized that the handwriting of the documentas Aub’s, but rather Aub probablbecause of his
myopia—dictated the poems to another inmate who subselguerdte them down.

¥ There are only seven journal entries for 1942.

185 Aub describes his stop in La Habana on Septenmihet@2, in the following terms: “La Habana” (96).
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1943 illustrates a change in his writing style as compared witledheentration-camp
years. Aub’s freedom and protection not only translates into longee aiaborate
annotations, but also Aub’s frequency of writing in his diaryaases®® This entry is a
lengthy three-page reflection on Aub’s first year in Mexidois tlear that after a year of
exile in Mexico, Aub is still suffering and struggling to find piace in his new adopted
homeland. Exile continues to weigh heavily on Aub’s conscience. [diis is
exemplified when Aub states: “Espero que aqui me duela meesgdatago, que no me
ha dejado ultimamente dos horas de verdadero reposo” (102). Aub’s &cstrdference
to the camps comes on October 3, 1943, when he states: “Recuerdodalg106). It
was on that same day seventeen years ago that Aub got marriéet tescribes that
period as being “another world,” and proceeds to say: “Duele més, & uno en los
dedos, y por los afnos idos” (106). Aub laments the time that has paksgddhas now
been replaced with the memories of Djelfa and the camps. Hmwestto search for
immortality through writing, but now the intensity has increased result of this new
time: “con el mismo deseo de inmortalidad; entonces procurabaa@ge los pelos y
ahora intento amarrarla a martillazos” (106).

What is characteristic of Aub’s writing about the camps, whettsgle or outside
the camp, is its abbreviated form. In spite of the longer, mat®idte journal entries
written in Mexico, Aub’s references to the camps continuergelgart to be brief and
enigmatic. This is illustrated in his entry for January 1, 1946¢ch consists of nothing
more than a list of events. Aub titles this entbas vueltas que da el munti@nd

enumerates a list of thirteen events of the “vueltas” that faaweed part of his trauma:

1% There are a few exceptions in thirios where Aub stops writing for an extended periodimit This
is often illustrated by Aub when he states: “Tatmopo sin escribir.”
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“Port-Bou, Argelés, Paris, El pacto germanico-soviético, lasnda&ines y la prefectura,
Roland Garros, Le Vernet, Marseilles (la carcel), viajgél, Djelfa, Uxda, Casablanca
and el embarque (Bermuda, Veracruz)” (121). Aub defines his concamictatp

experience based on each one of these events. The title otrthelarifies the nature of
the experience in terms of “vueltas,” wherein the victim continod®e a prisoner of the
labyrinthine nature of the trauma. Aub does not need to elaboratecbhnotahese

events; the mere utterance of each word evokes his traumatiteexpe Aub returns to

this idea of “vueltas” later in hBiarios when he states:

Yo sé lo que digo, y si escribo ‘cama con tubos de cobre retorcig@s,’
exactamente qué vueltas y revueltas éapano puedo no puedo ponerme a
describir exactamente qué vueltas y revueltas daba porque pbastaniescribir

cama de tubos de latén,’ y recordarla, verla come-e(486)

Aub here alludes to the difficulty that many survivors of tradace when attempting to
bear witness. As seenhfianuscrito CuervpAub reiterates the impossibility of narrating
that which he experienced to an outside reader, although he knows exaadtlye wants
to say. This forms part of the “vueltas” that the survivor goesutir when converting
traumatic memory to narrative memory. It also explains Auigsessity to write
continuously outside of the camp, for as he states: “Por primerarved vida puedo
sentarme a escribir pensando sélo en escribir’ (188). This allirdesly to the camps,
which deprived him of the freedom to write without the constant méeni of his

internment.
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Aub’s writing of the camps is often metaphorical in Biarios. In his entry for
September 22, 1958, Aub remembers Persignan and Cerbére: “Pooragée camino,
sali. El mar, las rocas. Me siento tres horas, mirandd.tamel! Al tanel!, nos
mandaban. No hemos salido” (296). The descriptive word tunnel serves two functions: it
is a metaphorical reference to the camps as it reprethentate that awaited the exiles
upon crossing the tunnel; it also symbolizes the eternal labyhntkigh exile. Just as
Aub’s protagonists failed to escape the labyrinth, Aub himsekr &fixteen years of
exile, still finds himself psychologically and physically trapped in timaél.

The image of “las vueltas” becomes symbolic for describing Awontinuous
return to the camps throughout Hisarios. It is clear that the memory of the camps
never disappears iDiarios as it returns and returns in a circular motion as if Aub were
still lost trying to find his way out of the camps. The conadptar vueltas,” as it also
appears all through Aub’s narrative work, possesses connotations tha¢ dewedt
working through trauma. Perhaps this expression best describes jaulriey through
life as he never quite felt satisfied with himself or with &tsomplishments. This is the
journey that all survivors must take before freeing themselees the grips of trauma.
Unfortunately, there are no road maps that will direct one torrasdiestination, one that

involves wrong turns, getting lost, and perhaps total disappearance.
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8
Conclusion:

Writing about the Camps as a Practice whlin Rights

The texts examined in this dissertation all point to one endaangern that continues to
plague Spain: a persistent obsession with memory, especiallpftihe recent past.
Memory is present in virtually every facet of daily life $pain—exemplified by the
recent ratification of the Law of Historical Memory in 28®7—although ironically there
still remain few public cultural spaces dedicated to the prasen of Spain’s

Republican memory. As José Colmeiro points out, there arénatdly any museums
devoted to the Civil War, nor monuments to the mothers or fathers &epeblic, the

fallen Republicans or even the exiles. While these issues cortbnbe a present
concern in Spain during the writing of this dissertation, it is ingmrto note that new
discussions and actions are continuing to take place. The Zapgatezmment has
addressed these questions and has proposed a further plan of adeahwdith Spain’s

historical and collective memory, something that the Aznar govermhmelarge part

refused to undertake. In fact, for Zapatero himself this has becomsoagldssue as his
grandfather was a victim of the Franco regime and curréntiyed in a mass grave. Itis
now only a matter of time and waiting patiently to see if Zapatero government

succeeds in restoring justice to the Republicans and their families.

%7 For a complete description of this Law, visit hitpww.lainsignia.org/2007/noviembre/cul_002.htm
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What these issues bring to mind is the growing debate on hunida agd its
relation to literary discourse. Literature has becomectiveapractice in the struggle for
human rights and the demand for truth and justice. As Amy Kamiaskegrts:
“Literature itself is a site of authorization and confirmatiorthef human. To write is to
make a claim of humanity, to exercise the voice and the povegreatch” (forthcoming).
To write is also to act. While the field of human rights Ibetgadevelop rapidly after
World War Il in response to the Holocaust, by the dawn of the yafest century it has
now established itself as a powerful political and cultural tédthough the practice of
human rights is much more vibrant now than at the time Max Aub \lrsteestimonial
literature, there is little doubt that Aub’s narrative of the gamepresents a direct call
against the increased human rights violations that preceded ande/\Marld War II.
Max Aub’s concentration-camp literature seeks to make a contmbii the field of
human rights by illustrating the complete absence of any forimunfan rights in the
camps and the subsequent failure of authoritarian regimes to ackigewdeose who
were victimized. One could argue that a large portion of Aub’s@dt War literary
production focuses on the systematic violation of human rights by botSgheish
(Franco) and French (Vichy) States, and subsequently questiensdsent and future
state of the human condition. This places the issue of human nighite realm of
Cultural Studies as it encompasses not merely the politicatespngt also becomes a
new form of cultural practice. Aub writes about his concentrataampcexperiences not
only to make the public aware of the tragic conditions that thousands of forgotten Spanish
exiles faced in the camps, but his writing also to provide raing and lesson for future

generations.
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In the case of this dissertation, the issue of human rightsbgyesd the realm of
the camps as it also explores questions concerning exiletic&ladixile is often defined
by the urgent need of a group to escape, for reasons of persatgl faim a political
force, usually authoritarian or totalitarian, that has infringpdn the group’s rights to
remain peacefully in their homeland. In the particular case obplamish Republicans,
exile involved the flight from further human rights violations ampression that awaited
them if they chose to remain in Spain. Chapter two of this dissertation explaingthe ori
and the ensuing systematic implementation of human rights violatyanssa those that
opposed the Franco regime’s authority. These violations began dugil@vil War and
continued throughout the dictatorship and even into the democratic peridchadf not
been for the political asylum offered by President Cardenas &xtles, providing them
with a safe haven for escaping human rights violations, mangdeixitellectuals such as
Max Aub would have been unable to decry these acts and advocatedoe pish world.
While exile protected the banished individuals from further immediat@an rights
violations, as Aub’s vast literary and testimonial productiontilaiss, it also became a
dead-end and an inescapable labyrinth.

In light of the discussion and application of human rights toalitee, Aub’s
approach to testimonial writing must be situated in a largeregbmihat questions the
possibility of telling, writing, and even thinking in the aftermatlaafoncentration-camp
experience. No matter the magnitude of trauma or the degredramity that an
individual, group or community face, there will always be eff@tsl initiatives to
respond to the situation. Whether the response comes in the fomoiEl destimony or

a written account, it itself becomes its own event that hafaymd impact on the
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listener/reader. As someone who knew very little about theteexis of French
concentration camps before researching the topic, | have foundfnrysalve and
overwhelmed by the tragic tales told by Aub, and perplexed lyahenymity, feeling
my own sense of ethic and moral responsibility to keep this rdatity fading into
oblivion. However, what has enabled me to continue reading in theffacerohorrific
accounts without myself becoming traumatized in the process istrikengly varied
literary styles featured in Aub’s narrative that createeastion between reader and
victim. Aub’s use of various narrative strategies, genres ppobaches to representing
atrocity adds to the rich quality of his literature by constardiyersifying his
representation of the camps. Although many stories deal withathe ssues, no two
stories are alike. The vast array of protagonists, each vaitovin different story to tell
and his own way of telling it, endows Aub’s narrative with a rickedity of different
faces and characters that not only paints a broader picture obltaetive trauma, but
also grants each work its own autonomy. Each different genre aea¢ @gimension and
form to the construction of a series of meta-narratives aboytrdeess of expressing
unrepresentable experiences. Aub is not simply writing aboutitgtrdout is writing
about attempts to represent atrocity in an ethical way.

In the introduction to this dissertation, | posed several questionsroongehe
symbolic value of the concentration camp in Aub’s narrative, namdiether it
embodies one or many interrelated symbols. While the camp eefsesa series of
interrelated, although contradictory, symbols such as, dehumanizigeth, and rebirth,
it also embodies what for Aub may be the most important symbaingriThe symbolic

value of the concentration camp lies in the writing about its through writing that one
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actually discovers the camp, that is, the hidden meaning behindsitsree. Therefore,
the concentration-camp experience cannot be delimited by amgupsarform of writing
or literary genre. In fact, | argue, based on Aub’s narrative ahgaradigmatic
representation of the camp must consist of multiple narratietegtes, genres and
symbols. When dealing with a phenomenon of such magnitude, there is not one
particular genre or narrative strategy that in itself dapable of successfully
accomplishing this task on its own. This explains what prompted Aubmang other
survivors of the camps, to continuously write about the camps, ratimestthigping after
one text. If Aub had been satisfied or “healed” by his wriith@ampo francéghis first
true text written about the camps), then he never would have touchéabibegain.
This shows that the camp becomes its own protagonist, and just likéhtrecharacters
of The Magical Labyrinth the camp tries to find its way out through its constant
appearance and repetition in various forms. With each successragéivieaabout the
camps, Aub comes closer and closer to finding his way out of tyeridb What is
important in this quest is not necessarily reaching the end or escaping théumaather
the entire process of getting there. Although Aub may neverfwaaeeded in escaping
the labyrinth before his death, his writing is not fatalisti©Qn the contrary, Aub’s
testimonies provide a model for writing about trauma and ultimdtepe for future
generations and victims of trauma that find themselves caughe ilabyrinth and need
to look for help and guidance in finding their way out.

The texts analyzed in this dissertation look at differentegeand point to the
camp’s presence as not being defined by its location in spacaeoas a fixed symbol.

The concentration camp for Aub is intimately tied to the memesp@ated with the
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camp. How the camp functions as a place of memory thereforadepe where and
under what circumstances the memory is reconstructed in additisho®e memory is
related. With each genre and narrative strategy, the catmgns&formed and provides
varying access points to the trauma. Given that we are edlsedealing with the
memory of the camp, the symbolic value of the camp is in a cursttte of change as
the memories of the camp evolve. What remains constant in Aulire ealiection of
testimonial works of the camps are the horrible, inhumane conditions dngythose
interned in the camps. As societies attempt to push memoriesinfa out of the public
consciousness fearing that they will project a negative imageandty, further distance-
building from the traumatic event occurs, causing people tosaftrething happened.
They subsequently become desensitized to images of horror andhéaseapacity to
empathize with the victims. The objective of testimony is motclose lines of
communication, but to reopen the discussion and memory traces and totimeake
unknown reality known in an effort to prevent it from happening again.

Enrique Diez-Canedo once stated that “Max Aub me da la sensdeiam
hombre mudltiple.” It is not only this characterization that defihab’s life as an exile,
but it is also what defines and distinguishes his literary waodinfthat of his
contemporaries.  This dissertation has illustrated this point b¥lidgiging the
complexities of Aub’s narrative, which breaks down the differdreteveen history and
fiction, reality and invention, and between the real and fictitioasdlity characters.
What emanates from this is the construction of Aub’s own, authemficiaique model
for writing about the camps. This becomes Aub’s own trademairtkisagestimonial

writing about the camps poses a new way of looking at trauntas pbints to three
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contributions that my dissertation makes to the existing body ofashgd about Max
Aub and his concentration-camp literature. The first point isNfaat Aub’s testimonial
work must be considered in terms of speaking in the plural, colleadiee. Although
Aub’s own personal experiences form the backdrop of his narrativeg, nigneer
constitute the central axis of narration as they always ®uthin a larger context of
collectivity. Not only does Aub’s concentration-camp narrative toifiction as a means
of granting testimony and bearing witness, but it also centews rather new, collective
means of expressing trauma. Bearing witness, as Aub hasiteesde does not have to
be merely an individual experience, but can also be collectiveacinwhen dealing with
such a large phenomenon as the mass exodus of 1939, perhaps the besh #&ppooa
speak in the plural and recognize all of those that also enduredhtbeceaditions. This
assertion could be contested, for someone could respond with the questiarmigitha
does Aub have to talk for anyone else? This poses an importarioquegarding
testimony authority and bearing witness for others. While individyperiences and
memories belong to those that experienced them, testimdny definition collective.
Testimony is not so much concerned with individual stories as withpithielematic
regarding the collective group. Testimony thus stands for therierpe of the entire
group. Max Aub does not intend to usurp the memories of other exilesa@them
his own, but rather he is relating the experience of a caleegtioup of exiles in which
he participated.

A second aspect that distinguishes this dissertation form tegngxscholarship
on Aub’s concentration-camp narrative is my approach to the repmgsartf traumatic

memory through non-literary texts and texts do not expliai@ntion the camps, yet can
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still be seen to be about the camps. While current scholarshiparrAlb lacks an in-
depth study of trauma theory and its application to Aub’s testirhomiaative, this
dissertation not only attempts to contextualize these works aroutideaetical
framework centered on trauma, but also | propose how Aub sheds lightemn way of
looking at trauma via non-testimonial texts. The common line of thougtiaoma and
testimony has traditionally placed their enunciation within the context @ictival telling
of the events themselves. However, | propose, in light of mbAulgs non-literary and
non-testimonial texts, that one can indeed address trauma althaugh itot be at the
heart of the discourse. This premise represents a firstasighattempt (within the field
of Max Aub scholarship) to link testimony to non-testimonial tex@hapter six of this
dissertation looks at two of Aub’s primary non-literary, non-testiial texts and shows
the constant appearance of the trauma throughout Aub’s discourse.thighaeans is
that serious trauma permeates an individual's language to sucleantest it takes over
one’s capacity to differentiate between the actual tragenteand unrelated, everyday
speech. Aub does not need to speak directly about the camps in orther éamps to
metaphorically reappear in other discursive forms. Even when anesutgeeded in
working through tragedy and integrating traumatic memory into taremmemory, what
Aub’s testimonial narrative illustrates is that it will @ys be ingrained in one’s
perception and thought-making process. Aub’s non-literary textsrdtasthis point as
Aub uses images and language that stem from the trauma to ntavtoetather issues.
The traumatic language has now become an integral part of the survivotbsilawgdhat
he uses to describe other experiences. In this sense, not only can testimctignh&ut

addressing the trauma does not imply talking about it directly.
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This dissertation does not attempt to be exhaustive in its @alyMax Aub’s
concentration-camp narrative, but rather seeks to find common thbategappear in
his works in addition to looking at particularly interesting nareastrategies, utilized by
Aub. As aresult, | have excluded works about the camps that ddleot teese themes
or strategies that nonetheless deserve to be revisited and deseevmitial attention in
the future. One major topic of future study is Aub’s representaif the camps via
poetry. While interned in the concentration camp of Djelfa, Aub wrateerous poems
that depicted the cruelty and overwhelming conditions endured in Algaria944, the
47 poems that relate this experience were published in Abiaso de Djelfa. A
complete and accurate study of the memory of the concentratiop ica Aub’s work
therefore requires an in-depth analysis of these poems andd easmination of how
the genre of poetry reveals a new dimension of representation cdirtiyes that perhaps
differs from that expressed in Aub’s narrative. It is not dhb/use of poetry that is of
interest, but also the way in which Aub wrote these poems. Due tedinigtions of the
camp and the prohibition of writing, Aub was forced to originallytevthese poems
within an almost undecipherable and illegible print on a small natd that Aub
carefully hid. The writing of these poems therefore presemédlection on traumatic
writing in the camps and the writer’s refusal to allow the camp to silence him.

The future of Max Aub scholarship will be intimately tied to andedhal in large
part on the ongoing debate surrounding Spain’s historical memoryPrbloamation of
the Law of Historical Memory in December 2007 has proven to laege Istep toward
providing justice to those who have waited many years for answéis.motion follows

the proclamation of 2006 as the Year of Historical Memory inrSp&lowever, these
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new laws do not come without much debate between the Partido Sacfabsero

Espafol (PSOE) and Partido Popular (PP), who have battled with oppdsaiggies

over the proper way of handling Spain’s historical memory. Winke RSOE has
supported legislation to remove Francoist symbols from public placaddition to the

proclamation of the Law of Historical Memory, the Partido Popatartinues to evade
responsibility by hiding behind the motto “Franco ya ha muéffb Although the central
Government has shown signs over the past few years of makings effofbster and
support the recuperation of Spain’s historical memory, there mdithain many
controversies, contradictions and questions to answer.

The Association for the Recovery of Historical Memory continogzréssure the
central Government, demanding that it assume a more active Asl&milio Silva has
affirmed, only 10% of the 9.9 million euros that the Ministerio de rizsiflencia has
allocated in subsidies for the recovery of historical memory tiasléy been designated
for that cause. In spite of the approximately 4,000 bodies that havedmevered from
the mass graves since 2000, thousands of bodies still remain buried ha¥eappened
in the case of Spain is that this issue of human rights has rpweat a more political
dimension that also implicates the participation of the Autonomamn@inities, the
local governments and the Court system. According to the c&uvarnment, what has

deterred further progress is the lack of support from the Autonomausn@nities in the

1% The Law of Historical Memory mandates that alhfraist symbols be removed from all streets, public,
and State buildings in addition to any commemoeatigference exalting the Civil War or the Franco
regime. According to the ARHM, it is incomprehdaisi that those who destroyed democracy for forty
years continue to receive honors and recognitiomfthe State, while those that defended democtity s
remained buried in mass graves. However, ArtileSlection 2 of the Law of Historical Memory prdtec
the removal of public symbols or monuments thatspses a certain artistic or architectural value.isTh
raises further polemical issues regarding whatrdetes artistic value in the face of controversighbols.
The PP has continuously made efforts to impederé¢n@oval of symbols or names related to Franco,
further illustrating the party’s refusal to propedeal with the wounds of the past.
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excavation of the mass graves. On December 3, 2008, the Governmenecethststhe
Autonomous Communities sign an agreement that would put in motion aispecif
protocol for excavating the mass graves established by the cébtradrnment.
However, only the Basque Country and the Canary Islands have displdiyeghess to
cooperate, while the rest of the Autonomous Communities maintairhthaktavations
and their financing are the State’s obligation.

The political crisis that has arisen as a result of theide between the State, the
Autonomous Communities, local governments and the courts has overshadowesl the
human rights issues that remain buried. The Association for thev&gcof Historical
Memory is preparing a political demonstration consisting of #imeily members of the
victims of the Civil War and the Franco regime against “lhafale sensibilidad
humanitaria del Gobierno,” (Junquera 4/29/2009) which has relegated thagppéthe
mass graves to a purely political sphere. The ARHM is urtiiegGovernment to use
whatever means necessary in order to “resolver un problema de wuersdimhumana
estremecedora,” (Junquera 4/29/2009) as thousands of people have diegl feaithe
Government to find their lost relatives. The resolution of the problem is now inrttde ha
of the court system as the court determines who should take chatiye @tcavation.
Emilo Silva and the ARMH turned to Judge Baltasar Garzén to igedstithe
disappeared in the mass graves, but Garzon’s competency to athisgbeocess has
recently been the subject of question and debate. However, in May 20@ypteene
Court declared Garzon to be incompetent to execute on his own the desh#melsaw
of Historical Memory. As the court system continues to debatepeosidng the issue,

families continue to anxiously wait for justice. Silva desgsithe court’s decision as “la
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justicia al revés” and an attempt to “socavar la independeneigsestigio de Garzén”
that “carece de todo fundamento juridico” (Junquera 5/28/2009). Ironigakpite of

this juridical debate, as of November 18, 2008, of the 62 court distvinese there
currently exist mass graves, not one judge volunteered to continue thagth
investigations.

What ultimately happens to Spain’s historical memory and théutisns that
govern those memory traces will continue to be the subject of catver. How to
“properly” deal with the past is a controversial issue that jpsrifes no immediate
solution. While various organizations have expressed different demanastfoe and
reparations, it is difficult to determine what constitutes a piete and official
recognition. Is it the State’s role to bring closure to thssieé and define the parameters
of the reparations, or do the Spaniards have a voice in the decision-mekiegs? No
matter what the government does, there will always existreane for more, as people
ask “what's next?” Maybe what Spain needs is not the ereofionore monuments
commemorating the fallen Republicans, but rather a continual disousdi their
memory. This explains why a figure like Max Aub is stillioferest today because his
entire body of works seeks to address these issues and pagé¢onSpain’s silenced
past. What we are left with is a question concerning the stdtterature versus the
authority of Law. While laws are limiting by nature anceafenacted by a small, select
group of powerful individuals, literature provides a creative formgdression that has
no boundaries and offers something valuable that rules and regulatiotes dehieve.
Nevertheless, there is still a lot of work to be done, for asi Pastor, whose two

grandfathers were assassinated by the Nationalists in 19%3: Stéo lo que quiero es

263



reivindicar la memoria de mis familiares, por eso me extopfaen el PP se diga que
gueremos abrir heridas. Lo que ocurre es que las nuestras ham seerrado” (S.V.

4/17/2009).
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