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Dedico esta tesina a la huelga de la UNAM (1999) sin la cual no hubiera podido
entender el signiﬁcadq de “los sin voz”, del silencio que a veces tiecne mas sentido e

importancia que el discurso o la voz (como se quiera ver). Sin esta huelga yo no hubiera

podido entender:la literatura- postcolonial y no sélo eso, no me hubicra identificado

tanto con esta corriente que cuestiona lo establecido y ademas proponc nuevas formas

de ver el mundo."N y sido‘éébdz de entender el poder tan grande que tiene la

derecho, filosofia, historia, etc.. todos relacionados con el problema que vivia en ese

momento’. la: UNAM.. Conoci espacios de esta universidad a los que nunca hubiera

tenido adceso’ de no ser por el momento.

Estuve en la azotea de la facultad, dormia en el auditorio Che Guevara, guisaba

en la cafetena de la facultad que, por cierto, estaba llena de cucarachas, conoci el

pasadlzo secreto un<: comunica a la facultad de Filosofia y la de Derecho (ahora si que

fi sxcamente estabamos muy cerca pero ideologicamente muy lejos), estuve en las
facullades de Clencms (y en el salon donde hacen sus examenes profesionales vi a una
zapausta sm pasamontaﬁas) Economia (en donde conoci el auditorio Ho Chin-Minh
donde r_los reunirﬁos cuando ?pm—e&:m‘-}\ mugﬁg's,huelgulstas incluida mi hermana, en
un mitin QUe se hizo frente a televisa. Ademas estuve en los salones tapizados de
murales en donde vivian los estudiantes huelguista. Por cierto algunos murales aparecen
en un numero especial de Proceso dedicado a la huelga), Derecho (donde hacian unas
fiestas muy buenas solo que los chavos se esta facultad estaban algo aprensivos. No era

para menos, pues el director y algunos compaiieros fascistas los habian amenazado de



entrar a la facullad Entonces teman quc “cuidarla muy blen). Arqunectura (me

lmprcsnono porque parecna u ‘bunker Los chavos habian sacado todos los restiradores y

audllono ¢n ese Iugar Ademas comi en su comedor que se encargaban de mantener en

orden algunas chavas ingenieras huelguistas. La comida de esa facultad cra la mejor de

toda CU. la verdad es que les iba muy bien yé que algunos de sus maestros le donaban

sus_cheques completitos. Hubo una ocasién en que hicieron una taquisa deliciosa, cada

taco tenia como medio kilo de carne ), M a (en esta facultad estuve en unos bafios

afiaban muchos huelguistas con agua
entré. a un bafio de los trabajadores que

ad), Conladuna (aqui solo conoci el auditorio) y

fi nalmente entre ala alberca de CU (alll nos |bamos a nadar, cuando hacia calor, a las

aﬁgna. Hubo personas que hasta nadaron sin traje de bafio y eran
felices. vClarp que en la ﬁbscuﬁdad no se veia nada, no se asusten).

Pero ﬁo s;élo estuve en varios lugares de CU, también fui a brigadear a
Chapingbl iuna universidad preciosa en donde los chavos tienen residencia y comedor
gratuita. La comida ademas era balanceada. Comi en el comedor de los maestros y
estuve en la casa de uno de ellos pues hasta los maestros tiene su propia casa dentro del
campus. Ademas ahi me enteré que las becas que otorga la universidad se las dan a
estudiantes de bajos recursos sin condicionarlos a que tengan un promedio arriba de

ocho o nueve. Estuve también en la Universidad Pedagogica Nacional que tiene una



construccion acogedora, al grado de que los salones eran agradables y no parecian
celdas de carcel. También conoci la UAM Xochimilco cuando hubo una conferencia
sobre el CENEVAL. Ademas fuimos a brigadear hasta Oaxaca a la Universidad
Autonoma Benito Juarez de Oaxaca (UABJO) en donde, extraflamente, una de las
facultades mas politizadas era la de Derecho.

Sin ‘'embargo, no conoci solamente lugares fascinantes, también _conoci a

personas muy .valiosas que no hubiera podido conocer de no ser- por:la huelga. Me

in chavo de Contaduria que comenzo a juntaljsé con:los de Filosofia y

a de_Filosofia (no sé si
iga esiudianido cn la facultad o se haya ariépenudo al ver el futuro laboral

tan incierto que tenemos). Ademis conoci a chavos de ingenieria que yo creia que eran

ideales y suefios?, ‘sélo que los conoci en el momento indicado, justo cuando mas los
necesitaba,

Yo estaba harta de escuchar la misma cantaleta de los de letras que trataban de
demostrar siempre que eran sabios literatos y que para discutir de Eliot se iban a tomar
un café a Coyoacan acompafiado de un cigarro. Estaba harta de oir que la vida era solo
leer y demostrar que eras muy buen letrista, que pertenecias a la “Academia™. Pero en la
huelga, con mis amigos, todo era real, la vida se colored de tonos que nunca antes habia
visto. La vida vivia. Nos enfrentabamos a problemas que tenian que ver con nuestra
realidad, nos enfrentabamos a personas en €l metro que se tragaban todo lo que decian

de nosotros en la television, nos enfrentabamos a la realidad de México: que somos un



pucblo de analfabetas politicos y funcionales. Teniamos que hacer algo: defender
nuestros espacios, hacer escuchar nuestras voces y la unica arma que teniamos era la
razén que sabiamos que teniamos por ¢l simple hecho de que habiamos analizado la
situacion y la cuestionabamos. Finalmente utilizamos las armas que nos da la
Universidad: el anilisis, el razonamiento y el cuestionamiento.

En fin, esta huelga me cambio la vida y no me arrepiento de haber sido parte de

ella. Como alguien una“vez dijo:-“la:UNAM no volvera a ser la misma después de esta

n e porque a las nuevas generaciones les toca
hacér'mcmér’lba ﬁiston éfén&ér la UNAM, su UNAM de los embates
neéiibe?ales ue se le vienen enclma.‘ YB Ib ﬁnico que puedo decir es que nuestras vidas
jamas volweron a ser. Ias misma: '0 somos la supuesta generacion X, tenemos ideales

y algo por que Iuchar solo que a veces es0 se torna muy pesado debido al dominio tan

grande que tiene cl dlSCurSO del poder o a lo que Bhabha llama el “colonial discourse™.
La lucha es pesada, pero creo quc es mejor intentar hacer un cambio, bien pensado con
posibilidades de concretarse, a vair en las tinieblas junto a la injusticia, a la apatia, a la
derrota. Coincido con la cita del cducador brasilefio Paulo Freire que pegaron por toda
la facultad los chavos de Pedagogia y que decia mas o menos asi: “si hubiera mas

huelgas, los estudiantes aprenderian mas".

G
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La luz llegara, es seguro, hasta el profundo
sur y harda centellar el mar de Plata, los
Andes, la tierra de Artigas, Paraguay, y toda
esta piramide inversa y absurda que es
América Latina. La fuerza no esta de nuestro
lado; la _fuerza nunca ha estado del lado de los
desposeidos. Pero la razon  historica, la
vergiienza y ese ardor que sentimos en el
pecho y que laman dignidad, nos hacen a
nosotros, los hay innombrables, ser los
hombres y mujeres verdaderos, los de siempre.

Subcomandante Insurgente Marcos
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Esta du’\lldad en ld v:da de Ngugl lo llcvu a mvolucrarse cada vez mﬁs en cuesllones

sociales y polfucas que se fundamentan en'la I'Iosofa que estaba de boga en esos aﬂos. la

' G.D. William, "lr‘roductlon", p.8
2 Ibid., p. 12



crefan que sus obras de tcatro mcnaban a la gemc a levantarse en armas. Entre sus obras se

encuentran las sxgulemes. Th ; ngmu.» The Trial Dedan Kimathi y Ngaahika

gl:eqf l’ai educacién que impartia. Para Ngugi, esta

. El

afncana La primera parte nos remonta a la época anterior a la

Ilegada‘ de l‘gs“ ingleSés. En esta seccién hay una descripcién de las costumbres, creencias,

3 Idem.



ncmudes, etc. de los af‘rlcanos que reflejan una relacion mas orgéanica con la naturaleza.

Ademis se proyecla un equnhbno en las relaciones sociales. Asi, se encuentra un cuento

llamado’ “Mugumo el cual descnbc lafvxda de Mukami, una africana que no puede tener

huos y no es vista con buenos ojos ensu comumdad por Io que decnde nlejarse e internarse

Medicina. Sin embargo Mangara' tiende a alejarse de las personas y siempre tiene una

imagen triste e mcluso uusente Postenonnente, esta actitud de! personaje se explica cuando

éste le reve]a a .su:amigo que hay una maldicién en su familia, la cual se originé con su

de los primeros africanos que se convirtié al cristianismo y crefa que

abuelo pues fuc u

su funclén era erradlcar las religiones del demonio (aquellas de origen africano). Asi, el

abuelo destruyé las pertenencias de un médico brujo y éste lanzé la maldicién. Como



consecuencia, toda la familia’comienza a morir y los decesos se relacionan con la aparicién

de un péja}o”'ﬁe‘grd;"Méngaﬁ'ent‘iende que esto pasa por la maldicién y picnsa que es el

tinico capaz de terminar con ella, aunque esto implique un autosacrificio. Entonces, a pesar

de tener todaslas’posibilidades para Agraduarse en ¢l Colegio de Medicina, reprueba el

examen )'/ivsus comp os lo encuentran muerto (el personaje se suicida) debajo de un arbol

pocas posibilidades para desarrollarse como seres

humanos. Per: onde el autor llama a una lucha y resistencia. Deja una

sensacién ‘de’ esp a en donde los individuos ticnen quc aprender a comunicarse de

nuevo, bﬁédar mas’ pos nlldédes, abrirse caminos, a partir de un reconocimiento de cllos
como seé’eé §|ferentgs a sus’antcpasados, sin olvidar su historia, su aqui y ahora. Por tanto,
el autor nos’;‘muestyr‘a a personajes mas activos que cuestionan sus vidas y buscan mejores
opciones. C;)rﬂc; t’;iemplo se encuentra el relato de *“Wedding at the Cross™.

Precisamente este cuento es el que analizaré en mi tesina y del cual proporciono un
resumen a continuacién. En este cuento, el narrador cuenta la historia de Wariuki, un

obrero que gozaba de una armonia con su mundo y con él mismo. Una chica rica (Miriamu)

se enamora de é1 y lo admira. Sin embargo, cuando el padre de Miriamu decide



entrcvnslarse con Wunukl la vnda del ulumo cambia radlcalmentc. EI padre de Miriamu es

un rico comercxante y un devoto cnstmno que ve con muy malos O_lOs a Wnnukl, pues no

tiene el mlsmo mvel (ni educatlvo, ni econdmico) que su hua. Asf después de la entrevista

enla que Wariuki e humulado y ridiculizado, huye con Miriamu y vnvcn los pnmeros afos

muy fellces Sin embargo, la vnda de Miriamu y Wariuki se comienza a separar poco a poco

hasta‘ Ilegar' ser, omplelamentc diferentes y antagénicos. Por un lado, Wariuki decide

convért»i‘rswe en | d’pé}éona rica y “honorable” para demostrarle a Douglas Jones (el papé de
Miriamu) que é1.; le"m_uc,ho. Esto implica que Wariuki tiene que abandonar lo que hasta
ahora- habia sido’ para convertirse en otra persona, lo que incluso lo lleva a despreciar a su

gente y

“élmismo, Por otro lado, Miriamu comienza a acercarse m.’ss a la vida que

desprccla Wariuki pues en ella ve la frescura y libertad que no habia en Ia vnda que le

ensefié su padre.‘Asi transcurren los afios hasta que Wariuki (ahora Dodge W. megstone,

Jr.) propéhe aﬁlb)’ougyla; Jones que preparen una boda para que al fin él y Miriamu vivan en

“santo matrimonio”.y asf ser aceptado completamente. Pero para entonces Miriamu ya

habia fonéleci s‘u' identidad y al momento de llegar al aitar decide romper su silencio y

moslrarsé tnl nié es, orgullosa de su identidad.

El anéllsns de este cuento se basa en dos elementos importantes: la aparicién de
voces y la presencm de silencios. Por un lado, las voces en este cuento tienen que ver con
una posipién de poder. Se observara que el poder se refiere a una superioridad econémica,
pero ‘al lrmismro tiempo a un control ideologico. Al final se verd cémo estas voces
enmudecen y dan paso a otra que refleja una identidad africana. Por otro lado, los silencios
son la representacién de una resistencia hacia ese control en la mente de los individuos. Por
tanto, estos silencios representan un cuestionamiento que llega a ser tan fuerte que se come

a las voces y las deja mudas. Se observari entonces cémo los silencios acaban por tener



mis significado que las propias-voces, lo' cual los convierte en: un elemento irdnico. Es

decir,” estos_ silencios son” la evidencia de algo. que se quicre callar u olvidar pero que

siemprq'és!d ahi'y termina

A diferencia‘de Mi amu'ldgj-a conservar su identidad y es capaz de proyectar su

propia ‘voz.:Se’verd ‘entoncesicémo el silencio de Miriamu representa una forma de

resistencia; Este a su vez es capaz de silenciar o més bien de hacer a un lado al discurso que

7



trata de callar la identidad africana, Asi este personaje trasciende dejando una sensacién de

esperanza.



SECCION 1

Esta seccidn sc ccntrar{x en el andlisis del narrador del cuento “Weddmg at the Cross". Este

penenece a una colecmé 1 llamada Secrel Lwes la cual csté leldldﬂ e tres partes. una

rcferente a] ongen e Africa, la otrn al momento ‘en que la cultura africana se mezcla con la‘ :

establishrxie{lt of new ‘and independent stakes.” 4 Asi que, como se veri después, en este

cuento se puede encgnti‘ar un énfasis en lo ideolégico, en la posibilidad de resistir al

4 Edward Said, “Themes of Resistance Culture”, p. 209



sistema colonial para llegar a una independencia y por tanto’reconstruir una’identidad

africana.” -

influenciado” por.:la” mente colonizadora y al mismo tiempo ayuda a cuestionarla

(presentdndos comc')f un elemento ambivalente), comenzaré por definir su identidad.

Siguiendo a Luz Aurora Pimentel, en este cuento el narrador es heterodiegético o en tercera
persona: ‘“...el narrador heterodiegético se define por su no participacion, por su ‘ausencia’.
[...]el narfadqr heterodiegético sélo tendria una funcién: la vocal.™ © Esto es, el narrador de

“Wedding at the Cross” no tiene una particién en €l mundo narrado desde el momento que

* Ibid,, p. 210
® Luz Aurora Pimentel. “Narrador I Formas de enunciacién”, p. 141

10



no es un personaje mas del cuento y ni es parte activa de los hechos o situaciones que se

del narrador. Parecicra que

como no part r y.no sc involucra

para ‘nada

persona

cnerlo qu u

:J.'5 Reports of what characters did not think or say [and] 6 Commentary [..}J"

La voz del narrador ch.oincide con algunos de estos puntos. Por ejemplo, identifica a los

personajes,’ es decir, “[there is a] prior ‘knowledge’ of the character on the part of the

‘narrator: who can therefore identify the former to the reader at the very beginning of the

7 Ibid., p. 142
s Shlonulh Rimmon-Kenan, “Narration: levels and voices”, pp. 96-98



text.™? Asi dcsdc el prmcxpxo del cuento el narrador no‘ adclama mfonnacxén‘ “Wanulu

and Ins wnfe M na'

‘narracién): la’ interpretacién, los juicios ¥ la

narrativa, *E
introductorio.

cooperation . b : and wife united in love and devotion could achieve: he tall,

correct, even-a’ h!tle";tlfr‘f, BUT wealthy; she, small, quiet, unobtrusive a diminishing

° 1bid., p. 97
'* Ci. Ibid., pp. 98-100

12



B shadow chIde her gmnt of a husband "[m: énfnsxs] . 97) Este s:mple comentario tiene

que hay una ‘%\ceptacién ¥ que se les considera como buenos.

Pero veamos qué sucede con los comentarios que introducen una generalizacién. Al
hablar de comentarios generalizados me refiero a que la voz narrativa introduce voces que
supuestamente engloban el pensar de toda una comunidad. Pero esa generalidad es una
trampa del narrador. Veamos qué sucede con esas voces. “Everyone said of them: what a

nice family; he the successful timber merchant; and she, the obedient wife who did her duty

13



to God, husband and famlly v (p 97) Esto comclde con'el comentarlo del narrador en el que

esta pane “del cuento, 1a imagen que se da de los personajes, a través de la voz narrativa, ya

se ha confr ntado e incluso diluido. Para este momento, los personajes que actan en el

cuento no cqmcxden con esta apreciacidn inicial de ellos (esto se verd mas profundamente
en lassiguientes secciones). Por tanto, este comentario también lleva una fuerte carga

irénica pues pareciera que se generaliza la voz del narrador y que coincide con muchas

14



voces. Pero en reahdad e] narrador sélo esta ponlendo su voz en otros supueslos personajes

dentro del cuento.

Esle comentano suglere una espccne de ena_]enacnon ién”e'n'la mente de la

gente pucsto ‘que se rcplte como si nada en el cuento hubiera pasado o camblado Esto me

lleva‘a pensar en un‘elememo que le da vnda al dlscurso colomal el estercoupo.

: chun'Bhabha: g

tonial Ji d

‘An important feature of is its de on the pt of *fixity® in
- the |deologlcnl construction of otherness, leny, as the sign of cultural/ historical/ racial
. "difference in the discourse of colonialism, is a pnmdoxncul modc of representation: u
-~ connotes rigidity and an unchanging order as well as di; , degs y and d
repetition. Likewise the stercotype, which is its major discursive smll:gy. is a form of
knowledge and identification that vacillates between what is always ‘in placc aIrcady
known, and something that must be anxiously rep d... as if the licity of
Asiatic or bestial sexual licence of the African that needs no proof, can never rcally. in

discourse, be proved !

De modo que esta manera de acercarse a los personajes y dar prioridad a' cualidades

superficiales degenera en apariencias que luego se van fijando en la mente de la gente. Pero

ademas, csté patrén tiendé a repetirse des'de‘:'el‘r'nom’ehtp en q 3 esa supuesta totalidad

admira a estos pers
y una influencia colonial
nto de construir una imagen del

na fijacion que el narrador trata de

to no sucede y ¢l cuento se va
gen fija de Wanukl y Miriamu se destruye. Tal vez

esto sucede p rque el narrador lo propicia. Pero veamos ahora otro matiz en la voz del

1818 CU

narrador,

N
£ ORIGEN

"' Homi K. Bhabha, “The other question. Stercotype, discrimination and discourse of colonialism”, p. 66



Cuando el narrador dcscnbe por pnmera vez a uno de los personajes protagénicos

(Wanukl), lce."“He had mamed her when he Was wnhout a cent buried anywhere, not

“He wo'uld‘vary his acts with dancing, good dancer too, and his mwomboko steps, with the

lefl lrouser leg del era’ 1y split along the seam to an inch above the knee, always attracted

ngrovgng eyes sngh from maids in the crowd {mi énfasis]” (p.98). Aqui se percibe a

un personaje Juguetén que es capaz de llamar la atencién, pues muchas personas en la
comunidad lo admiran por sus habilidades artisticas. Entonces, la sensacién cambia
completamente, pareciera que el narrador es parte de esa audiencia que lo observa con

‘“‘approving eyes"’. Cuando admite que ¢l era *“[a] good dancer too”, sugiere que al narrador



le sxmpatlza olo aprueba. Admite que tiene cualidades como bnllarin, pero que tamblén Ias

bility “are the narrator’s limited

knowledge,'hl persona ,mvolkvem'e‘nt ‘and hxs pfoblemaﬁc value-scheme™ '2 Como ya se

vio, el esquema,de _alores del narrador es confuso y hay un involucramiento personal

aunque dlsfrnzado. Se podria pensar que con un narrador en tercera persona y
heterodiegético no puede haber este tipo de injerencia por su ausencia fisica dentro del
cuento. Sin embargo, este caso es diferente.

Es obvio que todos los narradores se relacionan de alguna manera con los mundos

que narran. Sin embargo, un involucramiento personal se le atribuye a un narrador

12 Shlomith, Rimmon-Kenan, “Narration: levels and voices”, p.100

17
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homodlcgenco pues se del'ne su “yo” claramente'®, Pero el narrador de este cuento es un

ente .muy parucular y se podr(a def’mr como un narrador autorial. Scgun Stanzel, el

narrador autonal es aqucl quc sc presenta en tercera persona pero personalizado, es decir,
'quc mueslra una cnerta mdxvxdunhdad 14, Ademis aclara:

The main difference between a personalized fi irst-person narrator and an authorial third-
person narrator lies in the fact that the former belongs to the ref d reality, the
fictional world in which the characters live; the latter does not. The first- person narrator
is distinguished from the authorial third-person narrator by his physical and existential
presence in the fictional world. In other words, the first-person narrator is “‘embodied™ in
the world of the characters. The authorial third-person narrator may also say “I" in
reference to himself, but he is embodicd neither inside nor outside the fictional world.
Personal features can, of course, become visible in an authorial narrator, as well, that is
why the criterion of credibility is applicable to him, too- but these {:crsonality features
are not linked with the notion of physical existence and corporeality. '*

En lugar de la nocion de existencia fisica, el narrador autorial se caracteriza por su
“intellectual physiognomy”'®. Es decir, aunque el narrador autorial esté fuera del mundo
narrado, la tinica manera de percibir su individualidad Y su presencia es a través de su voz

ub ir por medlo de juicios, comemanos, etc.,

que reflcja sus ideas, las cual

1de tldad e

enfatiza

este aspecto de la credibilidad éplicaao al narrador de

n punto que no se ha tratado aiin: el del conocimiento
limitado (“limi kne wledge“) del narrador.
A m‘edly a: que el cuento prosigue, se encuentra un comentario muy particular:
“Came more.r'\xméurs: whitemen were gathering arms for a war amongst themselves, and

black men, sons of soil, were being drafted to aid in the slaughter. Could this be true?” (p.

13 Cfr. Luz Aurora Pimentel, “Narrador 1, Formas de enunciacién narrativa™, pp.136-141
" Cfr. F.K., Stanzel, “The opposition person”, p.§88

Y 1bid., p. 90

16 Cfr., Ibid., p. 91



102). Esta cita ihtrodu;:c un sentimiento de incertidumbre por parte del narrador. Ademas,

se sugiere que al narrador le impresiona el hecho de que los “blancos” peleen entre sf o que

momento del cuento, el narrador hace un comentario que enfatiza todavia

mis su escaso conocimiento del mundo:

When her husband was on his business tours, she would attend some of their services
{workers of Wariuki who belonged to a secret sect called The Religion of Sorrow). A
strange band of men and women: they sang songs they lhcmsclvcs had created and used
drums, guitars, jingles and bourines, prod g a th ing powerful rhythm that
made her want to dance with happiness. Indeed thl:y lhcmsclves danced around, waving
hands in the air, |hc1r faccs radmlm;, warmth and assurance until they reached a state of

ion and heigt Then they would speak in tongues strange and
beautiful. [mi énﬁms] (p. 107) "

Esta cita tal vez describa a un grupo de africanos expresando parte de su cultura, Es decir,
se evidencia esa cuestién sensual y ritmica que se tiende a relacionar con la cultura
africana. Pero para el narrador esta escena es muy ajena pues esta religién se sale de los
pardmetros institucionales de los colonizadores y por tanto de lo aceptado socialmente. Sin

embargo, esta religion esta reflejando aspectos propios de la cultura africana que se oponen

"7 Este tipo de sectas rep el sincreti de la religidn cristiana con la cultura y religidn africanas. Asi,
se encuentran scctas importantes como el vudi que se extiende tanto en el continente americano, por las
antillas y Brasil, como cn ¢l continente africano. Cabe sefialar que ¢l estudio de estas sectas es muy
interesante pues se observa c6mo se encuentra un equnhbno entre la cultura del colomudo y ladel
colonizador, dando significado a una nueva id d africana, cub ob
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cn estus momento:

del muﬁd_o d

colonizador, p

lanto, se observa

Irénicamente, es'posible que aqui:la voz del narrador si‘esté proyedtando algunas voces de

la colcctividAd' colonizada,:tal vez la de ese 'everyone”. africano due sufrié un proceso de
pérdida de identidad S

En tods caso, el narrador, una vez més, estd mostrando su identidad y por tanto
pierde la poca ucha : “ol‘Jje!Fividad" que podria tener en el cuento. Por tanto, la
credibilidad del ;n‘ador se va Ailuyendo.

an e:ﬁbz%réo, éreo que esta falta de credibilidad del narrador tiene un propésito en el
cuento muy bieﬁ pensado por Ngugi. Segin Bhabha, el hecho de mimetizarse al discurso
colonial provoca una ambivalencia que refleja los excesos del poder colonial, pero al

mismo tiempo le quita autoridad al discurso pues se presenta sin fundamento y como algo
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artificial y vaclo 18 En este senudo, Jcnny Sharpe tlene razén al decnr que “The movementr

between a ﬁxlty oI'SIgmﬁcauon and its dlvnsnon what he [Bhabha] calls the amblvalence

of colonml dlscourse, demonstrates that colonlal ‘uth

is thns absence ofa closure that allows for nat'\

Debxdo a esle upo de narrddor cs P

Sin embargo,' la funcién de este narrador es primordial en el cuento pues a partir de sus
contradnccxones se penmte cuestionar la ideologia tanto de los colonizadores como de los

colomzados, a la vez ‘que deja percibir la resistencia de la cultura africana.

'* ¢fr, Homi K. Bhabha, “Of mimicry and man: The ambivalence of colonial discourse”, pp. 85-92
1? Jenny Sharpe, “Figures of Colonial Resistance”, pp. 100-101
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A manera de cojn‘clus‘iéyﬁ,’ la ambigtiedad del narrador ayuda b_ara' ue éste rc;iih;criba

el cuento. Esdcclr,a pamr de:

colonizados, ica

narrador; aunque ambiguo, le’da’ importancia a la'cultura africana colonizada 'y deja deblado

a los colonizadores, los margin

22



[ TESIS €
SECCION 2 FALLA DE ORKGEN |

The oppressed and exploited of the carth maintain their defiance: liberty from theft, But
the biggest weapon wiclded and actually daily unleashed by imperialism against that
collective defiance is the cultural bomb. The effect of a cultural bomb is to annihilate a
people’s belicf in their names, in their languages, in their environment, in their heritage
of struggle, in their unity, in their capacities and ulti ly in th Ives. It makes them
want to identify with that which is furthest removed from themselves; for instance, with
other people’s languages rather than their own, It makes them identify with that which is
decadent and reactionary, all those forces which would stop their own spring of life. It
even plants serious doubts about their moral rightness of struggle. Possibilitics of
triumph or victory are scen as remote, ridiculous dreams. The intended results are
despair, despondency and a collective death-wish.

Ngugi wa Thiong’o, “Introduction” 0

A esle proceso de alienacion al que se refiere Ngugi es al que muchos africanos se
enfrentan aun después de haber obtenido su indcpendcncia. Como lo refiere el autor, la

funcién de este proceso:es hacer creer.a los colonizados que se encuentra’en un-lugar

desolado sin ninguna posibilidad‘de evolucién;: Comic

20 wa Thiong's, Ngugi, “Introduction”, Decolonising the Mind, The Politics of Language in African

Literatures. James Currey, H i Londres/Nairobi, 1986, p. 3.
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muerto viviente. Mi prbpésitd aquf ser4 estudiar el discurso al que se enfrenta Wariuki, para

lo cual ‘me véld}é‘del andlisis dé" a'sﬂ'o’ce_s dc otros ipe_r.sonzv‘xje‘sr >y,del',>n [l’ﬂd(»)” qué lo’

caracterizan,

narrador. Por tanto, este

pasado mads reciente del personaje y la otra, anterior a la primera, sc ubica en la juventud

del personaje, ﬁétd es importante, pues ct:;mo se vera, pareciera que se habla de personas
complefah‘léﬁte .di‘Stintas. Esta desproporcién se debe al cambio de Wariuki cuando pierde
su identidad (esa misma que se percibe tan singular cuando es joven) y se mimetiza con el
discurso colonial el cual no sélo lo manejan los colonizadores sino también algunos
colonizados que se han adecuado perfectamente a éste (esto se verd con el andlisis de

Douglas Jones).

24



Com:enzo con las descnpcnones stcas que hace el narrador sobre Wariuki, las

cuales, por c:erto, son muy p0cas uz Aurora P mentel ““e] mayor o menor

grado de exhausu |d8‘ gnqos linguistlcOS [los que

resultan de la’ mug m n'u;‘l“llamalel “retrato” del
rrgdbr le confiere al personaje

olégica que se traducen en juicios

e e‘1\ simple hecho de no dedicarle mucha

vez el -narrador estd desvalorizando al

fisica o de’actitud. Es decir, el personaje puede ser una persona alta pero con una cierta

rigidez en ‘el‘cuerpo, o ser correcta hasta exagerar esta cualidad y convertirse en una

persona Sévera,'_ inflexible. De cualquier modo, esta primera impresién proyecta a un
personaje acartonado, algo fijo; y esto sugiere tal vez que es un ente artificial. De cualquier

manera, esta imagen deja una sensacién de que se trata de un personaje gris, sin vida.

! Luz Aurora, Pimentel, “Mundo narrado I1I. La dimensidn actorial del relato”, pp. 71-72.
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Sin embargo, es |mponame obscrvar que aunque se prescma un ser apagado, se

enfatiza la snuac(xén dc que cs rico, como si a pesar de tener defcclos se le perdonaran por

Wariuki en un qst'efeolipo. Como ya mencioné en la seccién anterior, el estereotipo se crea

a partir de crear ﬁjar un concepto lejano a la realidad. Pero veamos qué pasa en otra
descripcidn fisica del personaje.

Esta descripcion pertenece al pasado mas lejano y nos remonta a la juventud del
personaje. Aqui es importante mencionar que este hecho sucede cuando Wariuki tenia

identidad propia. Era libre, con fortaleza espiritual y muchas cualidades que se pierden
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postenormenlc. Para haccr evxdente esta suuacnén anahzaré Ia s:gulente imagen de Wariuk:

cita sugieré q momento en la vida de Wariuki que no corresponde con el

discurso que aréctenza al principio. Al menos en esta cita se percibe a un Wariuki mas

activo y. vwaz, lejos de esa imagen acartonada y sin vida. Sin embargo, aiin se sigue

percxblendo una desvalonzac:én de este personaje.
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Pero vayumos por partes. Pasaré al anéhsts de la caractcnznclén dc Wanukl que se

prcsenta a lravés de Ta voz de'un persona)e llumado Douglas Jones, Cabc seﬁalar que esta v

camclcnzacnén pe

[ 1 p rs naJe en cuesuén. La opernclén lextunl presupuesta en

esta forma de presentamén del dlscurso es Ia dc una lranscrxpcmn -efectlva o ﬁctlcm- del

dnscurso dcl persona_]e A 22

Antes de anahzar el diécu.rs:o 'de Jones, es iihportante observar lo rque pensaba de

Wariuki: “He did not want her 10 max;ry one of those useless half-educated upstarts, who
disturbed the ordered hfe, peacc and prospenty on European farms. Such men, as the
Bwana District Ofﬁcer.oﬂen told him, would only end in jails: they were motivated by
greed and wanted to M the simple-hearted and illiterate workers about the evils of white
settlers and missionéries. Wariuki looked the dangerous type in every way” (p. 99) [mi
¢énfasis). En primera instancia, se observa que Douglas Jones presenta a Wariuki como una
persona que llega a perturbar la vida ordinaria a 1a que este personaje esti acostumbrado y
se sugiere que era un personaje rebelde, al menos para Jones. Como segundo punto,

tenemos la imagen, vista desde los ojos de Jones, de una persona que esconde sus

2 Ibid., pp. 86-87.
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verdaderos intéljcSes,’ sus -planes malévolos de engafiar a la gentc para enriquecerse.

Entonces recué da a ese Wariuki que, desde la perspectiva de costumbres occidentales, al

mostrar su ‘cuerpo’ revelaiuna’ cnenu malicia o perversién. Aunque como ya se vio, esa

lmagen no corresponde. completameme con el personaje debido a las ambigiiedades de las

caracterizaciones'anteriores.: De cualqmer modo, desde la perspectiva de Douglas Jones, a

pone a. Wariuki incluso en el subsuelo, y esto se convierte en
costaria mucho trabajo acceder a Dios quien esta en las alturas.

Por lanto, atju( no’se ve'a un Wariuki alto sino empequeiiecido. Pero ademas, a través de

situar a Wanukx en un lugar inferior, se sugiere que es pobre y esto lo transforma en un no

ser ante los ojos del papé de Miriamu. Esto es evidente cuando Jones le niega una identidad

a Wanu “for.our - well - our son - well this young man here”. Asi, a Wariuki se le ve

como un pobre sin nada que ofrecer, como un ser vacfo. Asimismo, Wariuki ni siquiera
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tiene una voz que abogue por él La marca de este sﬂcncm se plasma en las prcgumas que

lanza Jones de lns que no se obnene una respuesta dlrect por parte de Wanukl, se mf'ere la

comcstacién,V ung work?: ' ciera - que Jones esth

hablando solo

yeran.”Sin einiﬁrgo, Wariuki tiene personalidad propia. Asi que pasaré

demads se la cons

al ‘anélisis del ser y hacer.'del personaje para observar algunos puntos de su identidad.

Ademds.veré en_qué puntos no hay coincidencia con el discurso analizado. Finalmente

examinaré en qué momento el personaje comienza a cambiar para terminar coincidiendo

con las voces que lo caracterizaron. En esta parte es cuando Wariuki pierde su identidad.
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Empezaré por. analizar el hacer: de. Wariuki.: Comienzo con una- descripcion " de.

Wariuki, que tal vez se lasif
pcrsoﬁéjc éoh muc
cita: sc prescnta
lleno de vnda en contras

como si fucrn un ochto

. Hc had married her when he was without a cent buried anywherc, not even for the
rainiest day, for he was then only a milk clerk in a scttler farm carning thirty shillings a
month- a fortune in those days, true, but drinking most of it by the first of the next
month. He was young; he did not care; dreams of material possessions and power little
troubled him. Of course he joined the other workers in collective protests and demands,
he would even compose letters for them; from one or two farms he had been dismissed
as a dangerous and subversive character. But his heart was really elsewhere, in his
favorite sports and acts. He would proudly ride his Ralcxgh Bicycle around, whistling
certain lines from old records remembered, yodelling in 1mnanon of Jim Rogers, and

occasionally demonstrating his skill on the hine to an entt di in Molo
township. [...] It was an old machine, but dccoralcd in loud colours of red, green and
blue with several Wariuki k factured headlamps and reflectors and with a

warning scrawled on a sign-board mounted at the back seat: Overtake Me, Graveyard
Ahead. From a conjurer on a bicycle, he would move to other roles. See the actor now
mimicking his while bosses, satirizing their way of tatking and walking and also their
mannerism and attitudes to black workers. (pp. 97-98).

Esta nota se ubica también en el pasado de Wariuki, cuando era joven. Aqui se observa en
primera instancia que el narrador estd haciendo un acercamiento a la perspectiva de
Wariuki: “he did not care; dreams of material possession little troubled him”, “But his heart

was really gls¢whefe,‘ in his favorite sports and acts.” Sin embargo, todavia se nota una

mediacién muy. fue

part del narrador. No obstante, esta cita es importante pues
introduce’ e Wariuki que antes no se habian mencionado. Pero veamos
cuéle; 56151 e‘nf‘lé' apreciacion de este personaje.

Primero i :i‘a parte de un grupo de trabajadores que protestaban, lo cual no
era muyy‘agli-aidéb‘ ra los jefes de estas personas; de hecho, hasta despiden a Wariuki de

varias granjas por ser parte de esas protestas, Sin embargo, aunque en la cita no queda muy

FALLA [E ORIGEN




claro ¢l motivo de las manifestaciones, se puede desprender que se trata de un grupo de
trabajadores que no estén conformes con su situacién laboral y que piden ser escuchados
para atender sus demandas Pero una parte interesante de la cita es que sc observa ademas

que Wanukl uene olras formas para demandar, protestnr y, por ende, cuesuonar el papel de

sus Jefes. a lruvés dc Ia 1mltac16n y saunzaclén Y eslo suglere quees capaz de confrontar

“material ‘possessions:and’ power’ No: obstante, esta perspeciiiia-ée contradice desde el

momento en que los trabajadores le’ dan a Wariuki un papel clave en el movimiento (pues

Wariuki les escribe cartas y por tanto él es portador de sus voces); de alguna mancra él los

estd represenlando. ntonces. si el objetivo de Wariuki no es enriquecerse y buscar poder,

es muy probable que este grupo no tenga esos intereses tampoco. Pero ademas, el hecho de

tener un papel tan importante dentro de su comunidad significa también que es admirado y

respetadq, pues incluso tiene mas cualidades, como el hecho de saber escribir. Asi que en

esta parte riuki no estid en el punto mas bajo sino al contrario. Es aqui donde la

descnpcnén que se habia manejado queda invalidada y se sugiere a un Wariuki diferente a

laimagen que hasta ahora se tenia.
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Al compartir Wariuki ideas con su grupo, éste le da identidad. Aqui se ve a Wariuki
como un ‘péi‘sonaje sensible, comprometido con su causa, honesto. Ademas, se percibe a un

umsta y a un Wanukl Juguetbn y creativo, lejos de esa imagen macabra que presenta Jones

y a]gunas veces el narrador. Pero sobre todo tiene iniciativa propia, lo que evita que se

mxmetlce completamente con su grupo, y asi conserva su individualidad.

. Perd hay.un elemento narrativo que ‘le da otra marca de identidad a este personaje:

que permite’

se nos da el .nombre:de  Wariuki que nos remite inmediatamente a la cultura africana.

Ademds, este nombre tiene ecos con otros nombres que vale la pena analizar. El primero es

con el nombre Muriuki qﬁe corresponde a uno de los primeros historiadores de Africa de

origen afhcan ste‘pexjs'onaje, aunque traté de contar la historia a través de la voz de un

africano, termina por callar la voz africana como lo hicieron los ingleses. Otro eco es con el

lyakl que tiene que ver con la historia kikuyu pues remite a “'a great famous

B 1pid,, p.63°
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Icader of the Agikuyu [of"Kikuyu]" M pero ademis, este_ nombre ‘es ¢l que usa Ngugi en

una de sus inq’v;lra's T
es el Vs'iguricx:ﬂ
insisté thut i
i js paft
for dcvc op

bclwéc‘n'

acerca del camb
nombre de un pei

poder asegurar no

i, namesite.cony, febrero 3 de 2002 s
 James Ogude, “The Changing Nature of Allcgory in Ngugi's Novels”, p. 50
2 Ibid.. p. 66
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Por .mad:dum al udoplar este nombrc cl personaje .lCcpl.l y adopm I.ns coalumhrcs y

valores del colomzado "’-L‘slo cs dcsdc este momcnlo Wanukl comncn' a numclunrsc al

d:scurso colonml y cmplcza u rclcgar su propm culturd y por lanlo

¢l mismo. Cabe schalar

que el camblo dc' nombre po}r D_odgc W. lemgslonc'Jr es ironi \S om@olucioncs

Kalahari, Botswan



este pais hay un monumcmo en hono al explorador escocés y se encuentran las famosas

ende entrar a una cultura

habla una c rta eﬁ‘ b| dad e su vxda. Sm embargo, ésta cnmbla a partir de la entrevista

‘ que sostlcne con Doug]as Jones La pnmera descnpcxén que hay de Wariuki después de
esta cnlrcvisla con Jones es la siguiente;

They [Miriamu and Warijuki] ran away and he got a job with Ciana Timber Merchants in
Ilmorog forest. The two lived in a shack of a room to which he escaped from the daily
curses of his Indian employers. Wariuki learnt how to endure the insults. He sang with
the mo t of the saw: knceling down under the log, the other man standing on it, he
would make up words and stories about the log and the forest, sometimes ending on a
tragic note when he came to the fatal marriage between the saw and the forest. This
somchow would lighten his heart so that he did not mind the falling saw-dust. Came his
turn to stand on top of the log and he would experience a malicious power as he sawed
through it, [...] pp. 100-101 [mi énfasis].

En esta cita se percibe un tono de tristeza que puede ser una metafora del comienzo de la
caida o despedida de Wariuki para convertirse en Livingstone. Asi, tenemos la imagen de él
hincado y alguien arriba cortando el arbol, lo que sugiere una especie de sometimiento de
Wariuki ante los que estéﬁ “arriba™ y por tanto cede frente a su preser‘xcia. Pero por otro
lado, todavia I:onéé?vé ciertas de sus cualidades (como su espiritu artistico proyectado en la

creacién de cuéntés)' las cuales sugieren que mantenia vivo el espiritu y esto le ayudaba “to

endure the msults ", Sin embargo, lo mis interesante de esta descripcion cs que a Wariuki

comienza 'a mteresarle el poder. Ademas se sugierc que estid consciente de que tomar el
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poder 1mp1|ca pasar por cnclma de otros En ta] caso, se comicnza a transformar en un ser

amblcloso y egofsta
Asi lranscurrc Ia vxdn de Wi kn ‘con déécripciones que lo prcscnlan cada vez mas

enduret:iendo. Por ejcmplo- el rotagomsta no puede encontrar un bucn trabajo, sufre

humnllacxones de sus chcs etc..Con todos” estos problemus, decxdc irse d-la. guerra pam

lo que hacia eran’cosas muules sin sentldo, casi tonterias. Pero ademas, en esta cita se

muestra que Wariuki comlenza a aislarse.

Finnlrﬁ:x_x se desnlusxona al darse cuenta que los ingleses no le iban a dar nada ,y

al sentirse 1 grupo al que pertenece se nos presenta a un Wariuki traidor e,
ias a esto se vuelve rico y poderoso. En otras palabras, se cumple con la

imagen de que parh que ¢l pueda estar “arriba” tiene que pasar por encima de alguien. “For
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about a year he remained a_lobf’from the turmoil around: he was only committed to his one

consuming paééién. Then he driﬂc'& into the hands of the colonial regime and cooperated.

This way ,hhe avoidedconcentration 'Vcamps and forest. Soon his choice of sides started

bearing fnjm»:

cl actuar'de;

discurso’ Wariuki,’ pues no:sélo:hay una transformacién en su actuar sino también en su

manera de pénsar..Ademés; en;eéte 'cahibio ‘de discurso también hay un cambio en el

narrador que ya xio »ta medlando tanto Asi se verﬁ cémo Wariuki comienza a incorporarse
y mimetizarse dentro del dxscurso colomal
Al prmcnplo,,la uruca ‘referencia que hay de la voz de Wariuki es a través de

canciones. La pnmera es- cuando imita a Jim Rogers * yodelling in imitation...””. Pero

después hrayr un. cﬂamb)o enesta voz y se vuelve dspera y sin ritmo. “But soon a restless note

crept into- his smgmg bitterness of an unfulfilled hope and promise. His voice became

rugged like the voice-teeth of the saw and he tore through the air with the same greedy
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malice.” (pp 101 102) Esto se corrobora con la transcripcién dlrecta de las palabrns de

Wanukl, es declr, hny un discurso figural directo, “Then he said:’ | am gomg lo ‘war,

Mmamu could not undcrstand why this change?” (p. 102) Sus palabras son secns y al vez
hasta ugresnvas, Io que suglerc que se estd perdiendo In dulzurn de su voz
ldenudad y personahdad

Sm embargo, lo més extraﬁo es que ‘el narrador sélo deja’escuchar:] voz’i’lspera de B

tiltimo maneja un dis’cuis“o"muy diferente reflejado en su actuar. Pero conforme transcurre
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el cuento encontramos a un personaje que expresa su voz cada vez més. Iréhicarﬁeme, es en
este preciso momento cuando Wariuki comienza a silenciarse. De acuerdo con Dennis Lee:
“To speak unreflectingly in a colony, then, is to use words that speak only Alien space. To
reflect is to fall silent, discovering that your authentic space does not have'wcv)‘rds. And to
reflect furlher is to recognise that you and your people do not in fact have a privileged
authentxc space just waiting for words; you are, among other lhmgs, the people who have

made an ahen inauthenticity their own. You are left chnfmg at the lnaruculacy of a native

space whxch may not exist. So you shut up.” ¥’ Esta expenencm deun escntor postcolomal

se asemeja a la de Wariuki, Esto es, para poder ser reconocido uno tlene que sxlencxarse y

enajcnarse para cntrar al discurso que se esté maneJando, el que tiene pnmacia.

Pero, Lqué xmpllca que Wanukl se stlent:lc? En mera 1nstancm, esto provoca un

desequlhbno en su ldenudad y por lo tanto en su ser.-Aquf entro, otra vez, al andlisis del ser

de Wanukl Est lrastomo en el ser del persunaje se reﬂe_]a a través de las preguntas que le

vida de,Wériixki desp‘ués de haberse cambiado el nombre y convertirse en un hombre rico y

poderoso. Por un lado, tenemos a un Wariuki que se ve y se siente diferente al grupo del
que era parte: “Occasionally he would look at their sullen faces [those of his workers]: he

would then remember the days of the Emergency or earlier when he received insults from

# Dennis Lee, “Writing in Colonial Space™, p. 400,
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Ciana employers. But gradually he learnt to silence these unsettling moments in prayers and
devotion. He was aware of their silent hatred but thought this a natural envy of the idle and
the m fbr the rich” (p. 107) [mi énfasis]. Aquf también se percibe el cambio de discurso
de ,Wariﬁl’(i. Ahora observa a esos ‘“otros” como a él lo observaron y concibieron:
peligro%os‘ (pues parece que estan esperando cl momento indicado para quitarle su fortuna
por eﬁyidin), flojos, sin ningiina perspectiva en la vida.

""v‘,:Sin embargo, aunque el personaje se siente diferente a ese grupo, tampoco es
aceptado blenamente en el otro grupo, el de los educados, ricos y poderosos, representado
por Déﬁgias Jones. Atn permanece en la mente de Wariuki la voz de Jones que alguna vez
lo coriciené. Es como si Wariuki estuviera esperando que esta voz lo reconociera y lo
legitfmnra: “Other things brightened. His parents-in-law still lived in Molo, though their
foﬂunéys had dqclined‘ They had not yet forgiven him. But with his eminence, they sent out

feelers: would their daughter pay them a visit? Miriamu would not hear of it. But Dodge W.

Livingstone was furious: where was her Christian forgiveness? He was insistent. She gave

e no estar ni aqui ni alld me lleva a pensar en el concepto de “mimic

man”. Bhabhé lo describe de la siguiente manera: *...colonial mimicry is the desire for a

reformed, recogmzable Olher, as a subject of a difference that is almost the same, but not
quite.” 28 Asi, aunque ya se escucha la voz de Wariuki y se le acepta de alguna manera,
persiste en é1 la Sensacién de que algo falta, de que no esta del todo reconocido. El quiere .

ser un “recognizable Other™.

2* Homi K Bhabha, “Of Mimicry and Man. The ambivalence of colonial discourse™, p. 86.
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Pero por otro iado teﬁemos que: “What emerges between mimesis and mimicry is a
writing, a mbdeéf yebresentation, that marginalizes the monumentality of history, quite
simp‘le mocks"its ‘powe'r’ tovbe a model, that power which supposedly makes it imitable.
Miniicry ;ekeais. rather than re-presents...” *° Basandose en esta idea, se concluye que la
perso‘nn';qﬁe irrhi(a y repite el modelo impuesto se desvanece pues no tiene presencia real.
Ade}ﬁés, esta repéticién'crea una burla alrededor de ese modelo, ya que pareciera que éste
no és tan Bﬁeno ‘como aparenta.

Asi tén;mos 1a siguiente descripcién de Wariuki: *“He went to Benbros and secured

a new Mé}cedgs Benz 2208S. This would make people look at him differently. On the day in

* question, ‘he_ himself wore a worsted woollen suit, a waistcoat, and carried a folded

umbrella,”. 08). A través dec esta caracterizacién fisica nos encontramos con una

caricatura, os de ‘percibir a este personaje como un individuo arreglado o vestido de
gala, se vc a alguien grotesco. Es dificil imaginar a una persona vestida con saco de lana y

chaleco en un clima tan caliente como el de Kenia, puesto que la historia se sitia en Nairobi

Douglas Jénes' n his’grey woollen suit, his waistcoat, his hat and his walking stick of a
folded umbrella” (p 103). Asi que el modelo que escogié Wariuki para repetir puede no ser

muy conveniente,

* Ibid., pp. 87-88.
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En conclusién, Wariuki se transforma en una imagen que repite paso a paso el
discurso colohial, se Rniél've un no ser y el verdadero Wariuki se pierde. Ya no se percibe

una prcsencm con Voz propla, sino sélo una mascara igual a la de Jones. Asi, ¢l personaje

acaba dc una manera lréglca' “Livingstone became truly a stonc”(p. 112), es decir, Wariuki

se transforma un muerto viviente. Es como si el destino de este personaje estuviera

lrazado desde 1 pnm:lplo del cuento cuando todas las voces lo caracterizan. El le dio

crédlto'a esas ces y las consecuencias fueron fatales.

: Por lo a o, nos encontramos frente a un narrador que desde un prinipio estereotipa

a Wanuk pero ue. tamblén sirve de voz premonitora pues adelanta informacién de la

ue se:conwerte Wariuki. Sin embargo, creo que en si, la imagen de

‘ 1magen' enl

LivingStone es’en realidad el estereotipo. Esto se puede deducir porque el discurso al que se

le trata de dar preponderancm es tan rigido y repetitivo que pierde credlblhdad y se vuelve

esquem{mco Asf,;a (ravés del anéhsxs ‘de Wariuki, se puede cuesnonar el discurso que lo

atrapa. Es dec1r, con este sacrificio del personaje, el lec!or se’ da cuenta de lo poco legitimo

que es cste dxscurso‘ y por lanto comlenza a verlo desde otra persp cllva pues lemgstone

acaba por ser ese pcrsonaJe sin escrupulos, amblcloso, enlre mucha otras cosas,
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SECCION 3

Esta seccién abarcara el andlisis del otro personaje protagénico en “Wedding at the Cross™
Miriamu: Ella es la hija de Douglas Jones que se enamora de Wariuki y decide irse con é!
para vivir juntos. Pero el proceso que ella experimenta a lo largo del cuento es muy
diferente al de Wariuki. ‘Dc hecho, ella no sufre modificacién alguna en su personalidad y
permaneée como al principio; con sus mismas ideas y actitudes. Por tanto este personaje
resiste al discurso colonial y acaba por hacerlo a un lado. A diferencia de Wariuki, ella
representa otras alternativas para el futuro y no deja una sensacion tan pesimista. Con ella
no parece haber un destino tragico que se determine desde el principio. Por el contrario, ella
va trazando su propio camino, a pesar de los pesares.

Pero para observar mas de cerca este proceso cn ¢l que Miriamu no sufrc
transformaciones y se resiste a perder su identidad, comenzaré por analizar las voces que la
caracterizan y qué efecto provocan en la apreciacién de este personaje. Posteriormente s
verd cémo Miriamu, al no darle validez al discurso que la presenta, lo cuestiona y le quita
autoridad. Pero gracias a esto se puede escuchar su propia voz que cstaba oculta al igual
que la de Wariuki. La diferencia es que ella si logra proyectar o expresar un discurso
diferente al colonial, y lo mas interesante es que puede apropiarse de la palabra y por lo
tanto no hay una contaminacién en la voz e ideas de Miriamu (lo que no sucede con
Wariuki quien se mimetiza con el discurso colonial perdiendo su propia voz). Entonces,
ella habla con su propia voz sin que el narrador esté controlando su discurso. Asi se verd

cémo en ese momento de apropiacién ella estd resistiendo el ser representada por otras
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voces que no séan ia suya. Sin embargo, esta resistencia tiene algunos matices importantes
sin los cuales Miriamu no podria desarrollarse o proyectarse al futuro.

Cdmenzaré con' la primera referencia de Miriamu hecha por las voces del
“everyone’: “she, the obedient wife who did her duty to God, husband and family.” (p. 97).
En Vestra“citz}‘se percibe a un personajec que cumple con los deberes sin cuestionarlos.
Adem{lsse sug‘fere que lleva una vida monétona y que lo tinico que sabe hacer es servir a

los demés ‘m‘ehos a clla misma. En otras palabras, se observa a una persona sumisa.

En’cuanto:a la descripcién del narrador, ésta comienza asi: “she, small, quiet,

uhobifubivc,'a diminishing shadow beside her giant of a husband” (p. 97) [mi énfasis). Es

claro que se nos ﬁrcSénla a una mujer algo timida, disminuida ante la imagen de su esposo.

se ve a una mujer callada y casi sin presencia, pues incluso se refiere a ella

Pero sobre

embargo, como en al caso de Wariuki, el narrador esta presentando

viene, cudl e n, etc. Cabe mencionar que en el caso de Wariuki pareciera que

no tiene amilia, ni historia, como si viniera de la nada. Pero veamos qué

trascendencia tiene este hecho con respecto a Miriamu.

Miriamu’s family was miles better off than most squatters in the Rift Valley. Her father,
Douglas Jones, owned several groceries and tea-rooms around the town. A God-fearing
couple he and his wife were: they went to church on Sundays, they said their prayers
first thing in the moming, last thing in the evening and of course every meal. They were
looked on with favour by the white farmers around; the District Officer would often stop
by for a casual greeting. Theirs then was a good Christian home and hence they objected
to their daughter marrying into sin, misery and poverty: what could she possibly sce in
that Murebi, Murebi bii-u? They told her not to attend those heathen Sunday scenes of
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idleness and idol worship. But Miriamu had an ind spirit, th it had since
childhood been schooled into inactivity by Sunday sermons - thou shalt obey thy father
and mother and lhosc that rule over us - and proper upbringing with rules straight out of
the Rt. R d Clive Schomberg's classic: British M. s for Africans. p. 98 [mi
énfasis)

Aqui se comienza a contradecir un poco la primera imagen de Miriamu, pues una persona
timida, o incluso débil, no se enfrentaria ni cuestionaria a su familia. Y mucho menos se
atreveﬂn a contradecir a su padre, quien tiene una presencia muy fuerte en todo el cuento.
Por lahlo, en esta cita se engrandece a Miriamu y no se ve a una persona pequeiia. Ademas,
se perqué a una persona fuerte e independiente que no vive para los demas, es decir, vive
su pro;;ia vida. Sin embargo, parece ser que el narrador no entiende o no aprueba estas
caracteﬂsticas del personaje. Esto se enfatiza con la pregunta “what could she possibly see
in that Mufebi. Murebi bii-u?" misma que también se podria adjudicar a la voz de Jones. A

través de ésta se marca un dcsconcierto por parte del narrador que se podria leer de la

siguiente manera: Lcémo Mmamu, con la educacién y la familia que tiene, se puede fijar en

ahi habla. Pero cuando Miriamu no cumple con sus expectativas, éste se desconcierta. En

tal caso, estamos frente a una diferencia que el narrador no puede manejar y esto provoca

que se aleje~dé ’Miriamu, lo cual es muy benéfico para ella pues le da espacio para

desenvolverse. -
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Por tanto, esta situacién proyecta una imagen en la que el narrador esta suspendido
y entonces este tipo de alejamiento permite que cumpla con la mera funcién de narrar. A
partir ‘de este momento, el narrador establece un distanciamiento pues ya no hace muchos
comentarjos sobre Miriamu, ni mucho menos la juzga. Lo unico que deja ver el narrador es
su iyinc‘cnidumbre ante Miriamu. Ahora sc¢ dedica a narrar simplemente sus actos, pero lo

mds’ interesante es que comienzan a aparecer, aunque pocas, focalizaciones internas del

pefﬁoﬁaje. “Part of her was suspicious of the heavy glow, she was even slightly revolted by
hlS dm and patched up trousers, but she followed him, and was surprised at her firmness.”

(pp. 98-

9) [m1 énfasxs]

bse emos ahora qué pasa con Miriamu en este proceso en donde ¢l narrador ya

no sc entromete tanto. De acuerdo con la teoria postcolonial:

The amculatmn of two quite opposed possibilities of speaking and therefore of political
and cultural identification outlines a cultural space between them which is left unfilled,
and which, indeed, locates a major signifying difference in the posl-columal text. The
- *cultural spnce is the direct 3 of the Y of 1
variance. It is the ‘absence’ which occupies the gap between the contiguous inter/faces
of the ‘official’ language of the text and the cuitural difference brought to it. Thus the
alterity in that metonymic juncture establishes a silence beyond which the cultural
Otherness of the text cannot be traversed by the colonial language. By means of this gap
of silence the text resists incorporation into *English literature® or some universal literary
mode, not because there is any inherent hindrance to somcone from a different culture
understanding what the text means, but because this constructed gap consolidates its
difference. The local culture, through the mcluslon of such variance, abuts, mlhcr than
encloses, the putative metropoli pecificity of the lish text. C q ly the gap
of silence enfolds that spncc between lhe simultaneous abrogation of language as
normative standard and the appropriation of language as cultural mode in post-colonial
text. [mi énfasis] *°

Entonces hay una tendencia en los textos literarios a crear una ausencia por medio del
silencio. Pero este silencio no representa falta de significado, por el contrario, éste esta ahi
para hacer presente una diferencia que no puede ser expresada por el idioma, el cual

conllevaria la representacién del mundo visto a través de la cultura impuesta. Por ende, el

0 Bill Ashcroft, er. al., “R placing 1 textual strategics in post-colonial writing”, pp. 54-55.
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silencio también se resiste a ser representado por una perspectiva que lo desvaloriza o no lo

cntlendc Asi los colomzados pueden crear, o desenterrar, su propla voz. Es por eso que se

habla dc un proceso de abrogaclén y apropiacion. Primero, niegan esa voz que no es su voz

y que los dlslorsxona, pero al mismo ticmpo, al quitarle crédito a esa voz, se crea un espacio

para que cllos pucdan proyeclar sus voces tal cual, sin medmclén

En el caso de anmu ella sufre un proceso similar, Su sxlencw tiene que ver en

primcra_lns,tarvxycm(con 1a abrogacién de la que ya se hablé. Por un lado, este silencio no es

n Wariuki, éste estd marcando un vacio, interpretado como alejamiento,
Miriamu. En este sentido se puede decir que tanto Miriamu como el
leifléiadds. Entonces, el narrador ya no toma la actitud controladora como

con’ Wariuk ‘por lo’que con esta estrategia, el discurso del narrador pierde autoridad.

Parccia‘:que”tenh'lovdo muy bien explicado: los ricos europeizados son los buenos y los

“nativ@sf pobres son los malos. Pero entonces, ;jdénde entra Miriamu en su discurso?

Desbués del élifogaéién del discurso viene la apropiacién que para mi juicio es la

perspectivas. internas. que se van haciendo cada vez méis constantes. *“And Miriamu the

¥ Bill Asherof, et. al., “Re-placing the text: the liberation of post-colonial writing”, p. 84.
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erstwhx]e daughter of Douglas Jones wou]d hear his voice nsmg above the whlspenng or

uproanous wmd and her heart.rose and fcll wnh it, Thns, lhls, dear Lord was so dlfferent

*» 32

‘ Slanzel “The nuthonal ﬁgural contmuum en donde

narrativa y hablar por si mismo.
! ;d;el:pa‘so que se va abriendo al mundo figural y a la pérdida

de la voz. nanjé va él'_eézel uso del pronombre: “The continous substitution of the

2 Cfr. F.K.S r 1, “The Typologi | Circle: Diagram and Function”, pp. 185-186.
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pcrsonal pronoun for lh namc isa decnslve stcp in the transmon from the authorial to the

figural domain. The use o " the person 1 prono n facnhtalcs the transfer of the reader to the

focaIiZhr a

Secondary School ‘For this she thanked the Lord. But she still wanted her real Wariuki

back. Durmg the Emergency she had often cautioned him against excessive cruelty. It
pained her lhat..." (p. 105) [mi énfasis].

Miriamu stiil waited for her Wariuki in vain. But she was a model wife. People praised
her Christian and wifely meckness. She was devout in her own way and prayed to the
Lord to rescue her from the dreams of the past. She never put on airs. She even refused
to wear shoes, Every morning, she would wake early, take her Kiondo, and go to the
farm where she would work in the tea estate alongside the workers. And she never forgot
her old strip of land in the Old Reserve., Sometimes she made lunch and tea for the
workers. [...] On clothes, she gave in: she put on shoes and a white hat especially when
going to Church. But work was in her bones and this she would not surrender. She
enjoyed the touch of the soil: gshe enjoyed the free and open conversation with the
workers. (p. 106) [mi énfasis].

Es verdad que en todo trabajo literario se usan los pronombres personales, incluso
en las referencias que sugieren a una Miriamu sin voz. Sin embargo, es de extrafiar la
repeticidén constante de estos pronombres en estos pasajes, de hecho el dltimo esta cargado
de ellos. Este ‘car‘nbio tan radical, nos permite entrar mis en contacto con la mente y por

ende la perspectiva del personaje. Se habia establecido una comunicacién entre yo

33 F. K. Stanzel, Op.Cit., p. 189.
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(narrador) y tw (lector); es decir, entre lo que el narrador piensa y lo que el lector deduce.

Sin_embargo, al haber. in . cambio’en la’ narracién - por una’ mencién tan continua del

pronombre, entonces se
lector puede empezar a

 Pen

' d:l“ﬁersonaje. Aqui comienza

ara ver qué voz tiene supremacia
mc; estilo indirecto libre. Segun
of fr c mcvirirerét» style today agree in assuming
1 viéw of the events from the perspective

" 34 Pero esta transposicién de

ﬁé;:onél character.
e diferentes maneras %%, Sin embargo, la que mis me
’S}an?el ‘éoﬁtaminacién del lenguaje narrativo. Esta consistc en la
pr;asiones que serian adjudicadas sélo al personaje. Sin embargo,

an a ser tan abundantes que se pueden confundir las voces y presentar

ambigiiedades. Pero considero que estas confusiones son necesarias para poder llegar a una

* Ibid., p. 191,
¥ Cfr. F. K. Stanzel, Op. Cit., pp. 190-198.
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separacién real de voces, de otra manera, quedarfa la sensacién de que el narrador puede
controlar el discurso del persoﬁaje. .
En el caso de Miriamu este proceso se manifiesta de la siguiente manera:

Their faces [Wariuki’s workers] brightened only in Miriamu's presence. They would
abandon their guarded selves and joke and laugh and sing. They gradually let her into
their inner lives. They were members of a secret sect that believed that Christ suffered
and died for the poor. They called theirs Religion of Sorrows. When her husband was on
his business tours, she would attend some of their services. A strange band of men and
women: they sang songs they themsclves had created and used drums, guitars, jingles
and tambourines, producing a throbbing powerful rhythm that made her want to dance
with happiness. Indeed they themselves danced around, waving hands in the air, their
faces radiating warmth and assurance, until they reached a state of possession and
heightened awarencss. Then they would speak in tongues strange and beautiful, They
seemed united in a common labour and faith: this was what most impressed Miriamu.
Something would stir in her, some dormant wings would beat with power inside her, and
she would go home trembling in expectation, (p. 107)

Esta experiencia en la que los empleados de Wariuki permiten a Miriamu entrar en
su vida intima, es parte también de la experiencia del narrador. Desde “A strange...” hasta
donde se vuelven a encontrar los segundos dos puntos *labour and faith” se sugiere que el
narrador se¢ estd Vsumergiéndo en una situacién que antes s6lo habia visto desde afuera sin
involucrarse. En momentos préivri'd‘vs, me21 situacién similar de baile se presenta con Wariuki
pero el narr‘a:dé“r nola describe tan ;xlensamenle como ésta. Ademas, se puede decir que el

narrador sélo una simpatia por Wariuki pero ain se siente su alejamiento

g0, un involucramiento mas profundo si se da con Miriamu.

narrlador,espemﬁca que Miriamu acostumbraba ir a esta reuniones cuando su esposo se iba
de \;iajé, ‘Pbobr Io tanto.; cuando se menciona “A strange band of men and women” no puede
reférilfse a la voz de Miriamu puesto que para ella estas personas no son tan ajenas y las
conoce bien. Entonces, la voz que muestra una sorpresa ante este grupo es la del narrador,

pues sugiere que es la primera vez que los ve. Pero sigamos con el involucramiento del
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narrador cuando se dice' “They seemed united in a common labour and t‘ailh“ sugicre que
ese "seemed" tamblén penencce al narrador. Como primer mslancm. desde el pnncnplo de

iere que esos amigos de Miriamu trabajan Juntos desde hace tiempo. Pero no

sé]o eso, tamblén hay una referencia a que han creado una reh |6n secrela. En 1al caso, para

Iogra una or| amzacnén y cohesién de esta naturaleza, deb ron de haber conformado un

grupo m y umdo pues compartian ideales, snunclones y cias sxmllarcs. Con base ¢en

his was what most impressed Miriamu.”, 1a cual sugiere que

estas cafaclérlstic/as y les Aa imbonancia, lo cual le ayuda para valorizar a las personas.
Como consecuencia, al presentar esta descripcién pareciera que el narrador también la esta
dando importancia a estos individuos, Por tanto, estamos frente al estilo indirecto libre en
donde hay perspectivas transpuestas. Es decir, los dos, tanto ¢l narrador como el personaje

son parte de esta experiencia sélo que con sus respectivas diferencias.
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Al continuar con el cuento enconlmmas otra parte en donde la voz de Miriamu

comienza a ser mas niti or encle. la del narrndor mas tenue: “Wedding at the cross. A

rencwal of the old. Douglas Jones |mmcdlately consentedT His son [Wariuki] had become a

true belic?é}; Bul_M_m ould not see any sense in the scheme. She was ageing. And the

Lord had ble 5 ‘Where was the sin‘ in that? Again they all fell on her.”

resenta, de manera muy clara, la voz de Miriamu separada

wife] objected to lhelr daughter

Asi contintian fas’ mtromlswne d Ia voz: de Miriamu que son cada vez mas

constantes, y esto se ev1denc1a por la unhzacnén de expresxones tales como “she thought” o

“she prayed” que nos ubican inmediatamente en la mente de Miriamu. “Miriamu could
hardly join in the Amen. Lord, Lord what has hardened my_heart so, she prayed and
sincerely desired to see the light™ (p. 108) [mi énfasis]. “And she thought: there were ten
virgins when the bridegroom came. And five of them were wise - and five of them were
foolish - Lord, Lord that this cup would soon be over - over me, and before ] be a slave...”
(p. 111) [mi énfasis). Aqui se introduce por primera vez ¢l uso del pronombre personal “I”’
y los demds pronombres que se relacionan con esta primera persona. Esto sugiere que

finalmente estamos frente a la voz de Miriamu y el narrador est4 completamente silenciado.
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Sin embargo, para esta alturas del cuento Miriamu todavia no es capaz de proyectar
su voz para que los demis la escuchen, se habla a ella misma. Pero en la dltima parte del
relato podeh\os percibir esa voz plenamente: “She lified the veil and held the audience with
M. ‘No cannol. ..’] cannot marry Livingstone... because... because... I have been

mamed bel‘orc. I am mamed to... to... Wariuki... and he is dead.”” (p. 112) [mi énfasis]. En

esta qx}a se observa [ ‘nmer punto que Miriamu se dirige al piiblico y luego se abren

comkill"as, signo . de ‘que.ella’ habla o de que se tienc contacto directo con el discurso del

personaje. Es d e“pyleriameme la palabra a Miriamu a través del diélogo. Pero

acostumbr-a’dah o anto tiempo callada que cuando habla le

cuesta trabajo

Pero si'ya'no estamosfrent al discilrso del narrador, ;qué plantea o sugiere este

discurso ﬁéu n Helen Tiffin: *... it has been the project of post-colonial

writing to mterrogate European dlscourses and discursive strategies from a privileged

position Wllhl"lvl ’(‘a‘nd belween) two worlds; [...] Thus the rereading and rewriting of the
European hisioﬁc;ﬂ ‘and fictional record are vital and inescapable tasks. [...] Post-calonial
literatures/cultures are thus constituted in counter-discursive rather than homologous
practices, and they offer ‘fields’ of counter-discursive strategies to the dominant
discourse.”* Se sugicre en esta cita que la estrategia de *“counter-discourse” utilizada por

los escritores postcoloniales se plantea a partir de una rclectura de los hechos. Es decir, se

3% Helen Tiffin, “Post-colonial Li es and Ci di se”, pp. 95-96.
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plasma una reinterpretacidn de la situaciones leidas por €l discurso dominante y entonces se
presenta otra version, el punto de vista del otro. Y sélo a partir de contraponer estas
versiones completamente diferentes a las habituales, se invalidan estas ultimas.

En el caso de Miriamu sucede lo mismo. S¢ habfa impuesto una visién en el cuento
que Miriamu va replantcando poco a poco. En primera instancia, ella admira las cualidades
africanas de Wariuki, lo"que ninguno de los otros personajes hace. Ademds ella es la tnica
que pgr‘c‘ibe el cambio en Wariuki: “Then Wariuki returned from his travels and she noticed
th§ changem her man” (p. 102). Lo que el narrador plantea como una vida desolada al lado
de Wanukl, ;lla lo disfruta; goza trabajar con la tierra y no quiere regresar con sus padres.
No b;l;qu p;olestarle el hecho de no tener mucho dinero. Este planteamicnto me lleva a
pens"ar que Miriamu ha vivido en dos mundos: ¢l de *“abajo”, con Wariuki y el de “arriba™
con Joﬁes. Gracias a esto ella puedc juzgar el mundo de su padre y verlo desde una postura
mis objetiva. “Now Wariuki with his Raleigh bicycle, his milkman’s tunes, his baggy
lrousér; and ;iancc which gave freedom to the body, was the light that beckoned her from
the sterile world of Douglas Jones to a neon-lit city in a far horizon.” (p. 98). Con esta
dcscripciéri se muestra que Miriamu percibe, y por tanto le muestra al lector, €l mundo del
colonizador coh muchos defectos, pues es frio, estéril, sin mucho que ofrecerle. Esto es
importante ‘pues, en el caso de Wariuki, el mundo del colonizador se plantea como algo
valioso y con posibilidades para el desarrollo.

Entonces, .desde que Miriamu plantea otra versién del discurso dominante posee un
“counter-discourse” o contra-discurso. Ella reinterpreta los hechos y tal vez tiene una
versién mas confiable o maés realista. Al mismo tiempo le quita autoridad al discurso

impuesto. Pero esto no podria ser posible si Miriamu no hubiera mantenido su identidad a
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través del cuento. Es decnr ella no podria hablar desde su perspectiva si no hubiera resistido

mimetizarse con el dlscurso del narrador.

El lemn'v‘de 1a resistencia es muy amplio y polémico en la literatura postcolonial.

Pero muchos _criticos i coinciden “en que una de las caracteristicas principales de la

resisteneia_es ubi el ugaf vdel dominador y desde ahf cuestionarlo. Asi Jenny Sharpe

anaiivi:aiesiey en la teoria de Bhabha sobre “The mimic man” . Sin

‘ tz\iihei:ieﬁ;lo es mimetizarse con el discurso del dominador. Por
tanto, ‘Wanukx se convierte 'n'uh‘t'itere que sélo sirve para imitar y perpetuar la voz del
co]omzador En consecuencia, para resistir, al menos en el caso de “Wedding at the Cross”,
no es ‘suﬁmeny e en el‘ luyga‘r del dominador. Considero que este proceso es mas
v : pereenaje de Miriamu se¢ puede observar en qué consiste esta

complejidad ;

Pero pnmero observemos el analisis que hace Said sobre este tema. Desde mi
pcrspectlva Saxd menciona ciertas caracteristicas que son esenciales en la construcciéon de

la resistencia; Al utilizar 1a obra de Shakespeare, The Tempest, como ejemplo, este autor

exp]iée: ;‘One choice is to do it as Ariel does, that is, as a willing servant of Prospero; Ariel

does whﬁt he is: teld obligingly, and, when he gains his freedom, he retumns to his native

element, a s rt of bourgems native untroubled by his collaboration with Prospero. A second
choice is to do xt hke Cahban aware of and accepting his mongrel past but not disabled for

the future development. A third choice is to be a Caliban who sheds his current servitude

37 Ctr. Jenny Sharpe, “Figures of Colonial Resistance”, pp.99-103.
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and physical disfigurements in the process of discovering his essential, pre-colonial self.” 38
[mi énfasis]. Es decir, estd la opcién de mimetizarse y cumplir con la voluntad del
dominador, pero entonces no se puede hablar de una resistencia. O estan las otras opciones
que, aunque puedan ser dolorosas, son mas duraderas y si representan una forma de resistir.
Es asf que en una opcién se plantea un proceso de identidad, es decir, se regresa al pasado,
aunque doloroso, para “ubicarse en el presente y saber quién es, para conocerse o
reconocerse. En la otra se sugiere que hay posibilidades de proyectarse al futuro, en otras
palabras, de sobrevivir a la colonia, de trascender.

~ En Miriamu hay un constante anhelo de regresar al pasado que vivié tan feliz al lado

de Wanuk| “M"ﬁamu waited: she remembered her moments of pained pleasure™ (p. 102),
“But Miriz'grriu pﬁi&ed a different prayer, she wanted her man back” (p. 105), “Miriamu still
waited for her ‘Wariuki in vain" (p. 106), “She would wait for her husband and she felt sure

that tngthé ould rescue something from a shattered past” (p. 107), “But for

Miriamu‘, the past was vivid in the mind” (p. 108). En este pasado, Miriamu se muestra

diferente a 16 4s pues admira lo que no *‘deberia” admirar, ama lo que no “deberia”

amar, etc.-Pe es ‘Miriamu. Por lo tanto, ese pasado que evoca tantas veces este

personaje es el que la ayuda a mantener su identidad.

, ese pasado no puede regresar, y esto tal vez es una de las decepciones

mas grandes’que sufre Miriamu: “She tried to be cheerful. But attempts at smiling only
brought okuTtAteakrsm,What of the years of waiting? What of the years of hope? Her face-
wrinkled fathé; was a sight to see [...] She inclined her head to one side, in shame. She
prayed for yet more strength” (p. 110). Entonces Miriamu se ubica en su presente a través

de regresar a su pasado doloroso. Es decir, de la vida con su padre trata de huir pero

* Edward Said, “Themes of Resistance Culture”, p. 214.
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finalmente tiene que enfrentar este hecho. Y aquf es donde Miriamu se confronta con ella
misma y al final conserva su identidad, es como si la reafirmara a través de este proceso de
ubicacién :

Pdr tanto, Miriamu se sabia diferente desde el principio pero no tenia un papel

actlvo dentro del cuento. No habia una interaccién con los demas. Es como si ella se

capsulado Pero al final del cuento: **She was truly Miriamu. She felt so powerful

and sﬁ-éng 'and ralsed her head even more proudly” (p. 112). Aqui Miriamu se muestra tal

'cualk‘esk y deﬁénde su identidad. Pero no sélo eso, ademis la muestra con orgullo,

desaﬁando a la somedad colonia! burguesa. Esto propone que la identidad es bésica en el

proceso de resmtcncna y conservarla para luego proyectarla es fundamental en este cucnto.

’ Esto no’ asa con Wariuki como “mimic man”, pues una de las caracteristicas de este
P p!

personaje es la faltn o pérdlda de identidad.

Pér ] de cuerdo con Said también hay posibilidades de desarrollo futuro en la

resxstencnai z,Cémo es que Miriamu tiene esperanzas de desarrollarse en el futuro? “The
history of empu'e [‘.] seems incoherent unless one recognizes that sense of beleaguered
imprisonment infused with a passion for community that grounds anti-imperial resistance in
cultural effort.” *° En el caso de Miriamu, se nota que se libera de una prisién (representada
por el mundo que conocid de nifia, el cual la agobiaba). Sin embargo, en ese proceso se
solidariza y se fusiona con un grupo de personas que representan lo opuesto, o al menos se
muestra muy diferente, al mundo de Douglas Jones: “And the men and women outside
[those of The Religion of Sorrows] went on singing and dancing to the beat of drums and
tambourines, th:_air faces and voices raised to the sky.” (p. 112). Este final tal vez propone

las esperanzas de un futuro en donde puedan ser escuchadas sus voces tal cual. Esto

3% tdem.
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representa una opcu‘m para Mmamu _pues no llene que m:menzursc como Wariuki. Pero

ademds, este grupo es nmponamc pues suglcre quc Mlnamu no esté sola en su resistencia y

que juntando sus voces pucdcn hnccr quc se escuchen més leJos.

Por otro lado, es: necésario “subrayar la:importai de grupos como The Religion of

y que lés ayu
personas 5"‘1,'

Rastafari .y tra sus origenes en la Repiblica

Democratic guism"” tiene gran importancia social
pucs desafid z la mdgpéndencia de los africanos.
Poxf tan ) e:Religion of Sorrow simboliza la resistencia cultural

nenté zifriéané a través de sectas como las que se describen en el
cuento. Sin'e 80, este’ grupo tamblén le proporciona a Miriamu una posibilidad de
trascender, pues parecnera que sélo hay dos opciones: mimetizarse con el colonialismo o
vivir margmado y en silencio, como fantasmas. Pero, al mezclar aspectos de la cultura
colonizadora con la cultura africana, este grupo estd evidenciando que puede encontrarse un
punto de equilibrio que sugiere una nueva cultura o, tal vez, una cultura enriquecida con
identidad propia y tnica. Asf, Miriamu no tiene que desaparecer como Wariuki, ni como

marginada. Por lo tanto, esta perspectiva en el cuento plantea nuevas opciones de vida y
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realizacién para -este. personaje: Miriamu trasciende el discurso colonial a través de su

silencio que resis

a través del personaje de Miriamu que se propone un discurso

ferentes. Asf se proponen
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CONCLUSIONES

The power. of . the’ postcolonial translation of modernity rests in its performative,
deformative structure that does not simply revalue the of a cultural tradition, or .
transpose values' ‘cross-culturally’. ‘The cultural inheritance of slavery of colonialism is
brought before modemity not to sesolve its historic differences into a new totality, norto .
forego ils traditions. It is to-introduce another locus of mscnpuon and mlervcntwn.
another hybnd. mappmpm(c enuncmuvc site, ... g ;
: s Honu K. Bhubha.

-242 :

Asi como Blvfzvlbh’a‘ suglere 1
una cultura coloniza‘dz‘a.{sf ‘c‘) t
una nueva culturab.bEsygibecir ’iaii:\'c site,”.
En este sehtido,:N u‘ su cuento “Weddmg at the

Cross”. En pnmera ms!a : to eslén t|p|ﬁcados Es decir, son

rcpresenlacnones de grupos socnales, En este sentido los personajcs se asemcjan a dos
grupos opucstos radxcalmcnte y que Ngugi describe muy bien en la siguiente cita:

1 [Nigugi) shail look at African realities as they are affected by the great struggle between
the two mutually opposed forces in Africa today: an imperialist tradition on one hand,
and a’ resistance tradition on the other. The imperialist tradition in Atrica is today

i by international bousgeoisie using the mulunanonal and of course the flag-
waving native ruling classes. The ic and political depend of this Africa neo-
colonial bourgeoisie is reflected in its culture of apemanship and parrotry enforced on a
restive population through police boots, barbed wire, a gowned clergy and judiciary;
their ideas are spread b) a corpus of state lmellcclunls the academic and journalistic
laurcates of neo-coloni The tradition is being carried out by
the working people (the pcasamry nnd lhc proletarian) aided by palnouc students,
jntellectuals (; demic and 1di and other progressive elements of
the petty middle class. This resistance is reflected in their patriotic defence of the
peasant/worker roots of national cul , their defe of d atic struggle in all the

nationalities inhabiting the same territory. 4 [mi énfasis).

Asf, Wariuki es la representacion de! Africa que se mimetiza al imperialismo y Miriamu es

la representacién del Africa que resiste. Sin embargo, esta cita deja ver la ironia en el

* Ngugi wa Thiong'o, “Introduction”, p. 2
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cuento pues Miriamu, perteneciente a esa burguesia que defiende y perpetia el
ihlpeﬁali_Smo, acaba por actuar como el grupo de los africanos que resisten y defienden a
lés cﬁmpésinbs y la clase obrera. Por otro lado, Wariuki, quien pertencce a la clase obrera,
' ac'a‘ba por unirsc a una clase burguesa africana que apoya cl imperialismo y termina
repitiéndo esa “culture of apemanship and parrotry”. Por lo tanto, estos personajes no estin
! lldmndo con una individualidad, mais bien, representan a una colectividad y en este sentido

ermmu y Wariuki estan tipificados. El motivo para tipificar a los personajes no es banal

pues, tal vez, cl objetivo de Ngugi es que los propios africanos se identifiquen con estos

personajes paru cuestionar su entorno. En este sentido, puede ser que el objetivo del cuento

- sea més ‘didéctico y que Ngugi no esté pensando en demostrar al lector su erudicién. Tal

vez Ngugi esté mas interesado en una literatura mas humana que culta o elevada y no

pretcnde llegur a Iectores que sean letrados.

ngulendo este andlisis, se podria llegar a pensar yue los personajes de Ngugi son
muy sencil‘lqs yjque}sg obra es muy simple, sin muchos aportes. Sin embargo,

One of the major thrusts of the novel tradition has been toward the creation of characters
who appear to have motive and free will, and for whom we as readers posit pasts and
futures which extend implicity bcyond the boundaries of the narrative. [How'vcr.]
Ngugi’s characters tend to have a signifi more typological than psych L [..
Ngugi's 7he River Between, Petals of Blood, Devil on the Crax: and Matigari could be
said to display an overdetermined narrative structure which tends to develop around a
predictable casual chain of events in which plot, theme and character are invariably
linked (o what constitutes the dominat discourse in the text. ** {mi énfasis]

Asf que en efecto, ni en Miriamu ni en Wariuki hay una profundizacién psicolégica. Su
razén de ser se basa en el discurso del cuento. Es decir, como Ogude sugiere, tanto la trama
como los personajes estan unidos al discurso dominante, y yo mas bien diria que estan

subordinados al discurso que se maneja en el cuento.

! James Ogude, “Character Portrayal in Ngugi's Novels”, p. 68
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Es aqu(, donde creo que la obra de Ngugi aporta mucho. Su ime;ési no ‘estd en

silencios del narrad

cuando, por ejemplo, omite datos de la vida de Wariuki. Esto puede

sugerir una,fnli : cimiento del narrador sobre el personaje, o simplemente una

manera de Wariuki. Por otro lado, tenemos el silencio de Wariuki cuando acaba

por converﬁrse en un 'no ser” con el nombre de Dodge W. Livingstone, Jr. Aqui, él termina

por silenci su' ser para que lo acepten en la sociedad dominante, o como Ngugi la define,

en la burguesia neocolomal africana. Finalmente, tenemos el silencio de Miriamu que

representa su resnstencm a mimetizarsc con el imperialismo. A través de su silencio, se

marcan diferencias culturales e ideoldgicas entre los ingleses y los africanos. Al final, estas
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diferencias son lun ajenas al dlSClll'SO colomal quc éste se desequilibra y les abre paso para

silenciado y vacio.

Hence it has been the project of post-colonial writing to interrogate European discourse
and discursive strategies l‘rom its posmon wnthm nnd between two worlds; to investigate
the means by which E posed and ined its codes in its colonial domination
of so much of the rest of the world. Thus the rereading and rewriting of the European
historical and fictional record is a vital and inescapable task at the heart of the post-
colonial enterprise. These subversive manoeuvres, rather than the construction of
essentially national or rcgnonnl nltcmanvcs, are the chnmctensnc features of lhc post-

lonial text. Post-col 1 are in - ive
rather than homologous prnchccs.

Entonces, desde el momento que Ngugi esta planteando en su obra “Wedding at the
Cross” un contexto’ de discurso para interrogar precisamente ese discurso colonizador, é1
usa estrategias discursivas. En este cuento, esta estrategia se basa en el narrador y es por

€so, consndero, que es tan 1mp rtante en la trama. El narrador se ubica, algunas veces, en la

posxclén del m ador en el sentldo de que reafirma ideas, como la de que Wariuki es un

pobre trabajador si p05|bllldades de mejorar. Sin embargo, al misnio tiempo, este narrador

se sittaen ¢ o del oprimido cuando sigue al personaje de Miriamu. Por tanto, por el

simple hecfho;dé que el narrador se ubica dentro y entre dos mundos, cuestiona el discurso

colonizador;.Els\ decir, cuando se presenta un discurso de estas caracteristicas no hay una
contraparte o pérspectiva diferente, sélo se¢ presenta un plano de la realidad. Pero al

presentar dos mundos, dos ideologias diferentes, entonces se presenta un choque y tal vez

“2 Bill Ashcroft, et.al., “*Conclusion”, p. 196
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una competencia . emre dlscursos Es _por. eso- que el narrador debe acabar diluido,

crucnﬁcado o negado Es deci al ﬁnal el narrador se taa la funcién de sélo narrar y ya

no mmlscunrse enel

a través de las-ir

contrarresten y cues . iseurso colomzador para poder proyeclar la auténtica voz
africana. -Esta no_pertencc 1 pasado preco]omal de Afnca, ni al periodo en donde se

subyugo v silencié. Esta voz es diferente, es otra: una mezcla tal vez de visiones diferentes

que la enriquece; tal vez un hibrido.
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WEDDING AT THE CROSS

Everyone said of them: what a nice famlly, he the successful
timber merchant; and she the qbe who “did her duty
to God, husband and famlly Wanukx and h vife Miriamu were
2 shmmg example of what cooperation ‘man and wife
united in love and devotion could achieve: he mll corrcct, even
alinde stiff, but wealthy; she, small, quiet, unobtruswe, a dlmm-
ishing shadow beside her giant of ahusband. < - i -
He had married her when he was without a cent buned any-
where, not even for the rainiest day, for he was then only a milk
clerk in a settler farm earning thirty shillingsamonth—a fortune
in those days, true, but drinking most of it by the first of the
next month. He was young; he did not care; dreams of material
possessions and power little troubled him. Of course he joined
the other workers in collective protests and demands, he would
even compose letters for them; from one or two farms he had
been dismissed as a dangerous and subversive character. But his
heart was really elsewhere, in his favourite sports and acts. He
would proudly ride his Raleigh Bicycle arourd, whistling certain
lines from old records remembered, yodelling in imitation of Jim
Rogers, and occasionally demonstrating his skill on the machine
toan enthusiastic audience in Molo township. He would stand on
the bicycle balancing with the left leg, arms stretched about to
fiy, or he would simply pedal backwards to the delight of many
children. It was an old machine, but decorated in loud colours of
red, green and blue with several Wariuki home-manufactured
headlamps and reflectors and with a warning scrawled on a sign-
board mounted at the back seat: Overtake Me, Graveyard Ahead.
From a conjurer on a bicycle, he would move to other roles. See
the actor now mimicking his white bosses, satirizing their way of
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5 SECRET LIVES

talking and walking and also their mannerisms and atsirudes o
black workers. Even those Africans who sought favours from
the whites were not spared. He would vary his acts with dancing,
good dancer too, and his mwomboko steps, with the left trouser
leg deliberately split along the seam to an inch above the knee,
always attracted approving eyes and sighs from maids in the
crowd.

That's how he first captured Miriamu’s heart.

On every Sunday afternoon she would seize any opportunity
to go to the shopping square where she would eagerly join the
host of worshippers. Her heart would then rise and fall with his
triumphs and narrow escapes, or simply pound in rhythm with
his dancing hips. Miriamu’s family was miles better off than most
squatters in the Rift Valley. Her father, Douglas Jones, owned
several groceries and tea-rooms around the town. A God-fearing
couple he and his wife were: they went to church on Sundays,
they said their prayers first thing in the morning, last thing in
the evening and of course before every meal. They were Jooked
on with favour by the white farmers around; the District Officer
would often stop by for a casual greeting. Theirs then was 2
good Christian home and hence they objected to their daughter
marrying into sin, misery and poverty: what could she possibly
see in that Murebi, Murebi bii-u? They told her not to attend those
heathen Sunday scenes of idleness and idol worship. But
Miriamu had an independent spirit, though it had since childhood
been schooled into inactivity by Sunday sermons - thou shalt
obey thy father and mother and those that rule over us ~and a
proper upbringing with rules straight out of the Rt. Reverend
Clive Schomberg's classic: British Manners for Africans. Now

Wariuki with his Raleigh bicycle, his milkman’s tunes, his
baggy trousers and dance which gave freedom to the body, was
the light that beckoned her from the sterile world of Douglas
Jones to aneon-lit city in a far horizon. Part of her was suspicious
of the heavy glow, she was even slightly revolted by his dirt and
patched up trousers, but she followed him, and was surprised at

WEDDING AT THE CROSS o9

her firmness. Douglas Jones relented a little: he loved his daughter
and only desired the best for her. He did not want her to marry
one of those useless half-educated upstarts, who disturbed the
ordered life, peace and prosperity on European farms. Such men,
2 the Bwana District Officer often told him, would only endin .
jails: they were motivated by greed and wanted to cheat the
simple-hearted and illiterate workers about the evils of white
sertlers and missionaries. Wariuki looked the dangerous type in
every way.
He summoned Wariuki, ‘Our would-be-son-in-law’, to his
presence. He wanted to find the young man’s true weight in
silver and gold. And Wariuki, with knees weakened a little, for
he, like most workers, was a little awed by men of that Christian
and propertied class, carefully mended his left touser leg,
combed and brushed his hair and went there. They made him
stand at the door, without offering him a chair, and surveyed
him up and down. Wariuki, bewildered, looked alternately to
Miriamu and to the wall for possible deliverance. And then when
he finally got a chair, he would not look at the parents and the
dignitaries invited to sit in judgement but fixed his eyes to the
wall. But he was aware of their naked gaze and condemnation.
Douglas Jones, though, wasa model of Christian graciousness: tea
forour— well — our son - well — this young man here. What work?
Mitk clerk? Ahh, well, well - no man was born with wealth -
wealth was in the limbs you know and you, you are so young —
salary? Thirty shillings a month? Well, well, others had climbed
up from worse and deeper pits: true wealth came from the Lord
on high, you know. And Wariuki was truly grateful for these
words and even dared a glance and a smile at old Douglas Jones.
What he saw in those eyes made him quickly tum to the wall and
wait for the execution. The manner of the efecution was not
rough: but the cold steel cut deep and clean. Why did Wariuki
want to marry when he was so young? Well, well, as you like -
the youth today — so different from our time. And who ‘are
we' 10 tell what youth ought to do? We do not object to the
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wedding: but weas Christians havea responsibility. I'say it again:
we do not object to this union, But it raust take place at the cross.
A church wedding, Wariuki, costs money. Maintaining a wife
also costs money. Is that not so? You nod your head? Good. Itis
nice 10 see a young man with sense these days. All that I now
want, and that is why I have called in my counseilor friends, is o
see your savings account. Young man, can you show these
elders your post office book?

Wariuki was crushed. He now looked at the bemused eyes of
the elders present. He then fixed them on Miriamu's mother, asif
in appeal. Only he was not seeing her. Away from the teats and
rich udder of the cows, away from his bicycle and the crowd of
rich admirers, away from the anonymous security of bars and
tea-shops, he did not know how to act. He was a hunted animal,
now comered: and the hunters, panting with anticipation, were
enjoying every moment of that kill. A buzz in his head, a blurring
vision, and he heard the still gracious voice of Douglas Jones
trailing into something about not signing his daughter toa life of
misery and drudgery. Desperately Wariuki looked to the door
and to the open space.

Escape at last: and he breathed with relief. Although he was
trembling a little, he was glad to be in a familiar world, his own
Yworld. But he looked at it slighty differently, almost as if he
:had been wounded and could not any more enjoy what he saw.
Miriamu followed him there: for a moment he felt a temporary
‘victory over Douglas Jones. They ran away and he got a job
wwith Ciana Timber Merchants in Iimorog forest. The two livedin
-a shack of a room to which he escaped {rom the daily curses of his
Indian employers. Wariuki learnt how to endure the insults. He
sang with the movement of the saw: kneeling down under the
log, the other man standing on it, he would make up words and
stories about the log and the forest, sometimes ending on a agic
note when he came to the fatal marriage between the saw and the
forest. This somehow would lighten his heart so that he did not
mind the falling saw-dust. Came his turn to stand on top of the
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WEDDING AT THE CROSS 1ot

log and he would experience a malicious power as he sawed
through it, gingerly walking backwards step by step and now
singing of Demi na Mathathi who, long ago, cleared woods and
forests more dense than Iimorog.

And Miriamu the erstwhile daughter of Douglas Jones would
hear his voice rising above the whispering or uproarious wind
and her heart rose and fell with it. This, this, dear Lord, was so
diferent from the mournful church hymns of her father's
compound, 5o, so, different and she felt good inside. On Satur-
days and Sundays he took her to dances in the wood. On their
way home from the dances and the songs, they would look fora
suiable spot on the grass and make love. For Miriamu these
were nights of happiness and wonder as the thorny pine leaves
painfully but pleasantly pricked her buttocks even as she moaned
under him, calling out to her mother and imaginary sisters for
help when he plunged into her.

And Wariuki too was happy. It always seemed to hima miracle
that he, a boy from the streets and without a father (he had died
while carrying guns and food for the British in their expeditions
against the Germans in Tanganyika in the first European
World War), had secured the affections of a girl from that class.
But he was never the old Wariuki. Often he would go over his
life beginning with his work picking pyrethrum flowers for
others under a scorching sun or icy cold winds in Limuru, to his
recent job as a milk clerk in Molo: his reminiscences would
abruptly end with that interview with Douglas Jones and his
counsellors. He would never forget that interview: he was never

to forget the cackling throaty laughter as Douglas Jones and his
friends tried to diminish his manhood and selfworth in front of
Miriamu and her mother.

Never. He would show them. He would yet laugh in their
faces.

But soon a restless note crept into his singing: bitterness of ar
unfulfilled hope and promise. His voice became rugged like the

voice-teeth of the saw and he tore through the air with the sam¢
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greedy malice. He gave up his job with the Ciana Mezchants and
took Miriamu all the way to Limuru. He dumped Miriamu with
his aged mother and he disappeared from their lives. They heard
of him in Nairobi, Mombasa, Nakuru, Kisumu and even Kampala.
Rumours reached them: that he was in prison, that he had even
married a Muganda girl. Miriamu waited: she remembered her
moments of pained pleasure under Ilmorog woods, ferns and
grass and endured the empty bed and the bite of Limuru cold in
June and July. Her parents had disowned her and anyway she
would not want to go back. The seedling he had planted in her
warmed her. Eventually the child arrived and this together with
the simple friendship of her mother-in-law consoled her. Came
more rumours: whitemen were gathering arms for a war amongst
themselves, and black men, sons of the soil, were being drafted to
aid in the slaughter. Could this be true? Then Wariuki rerurned
from his travels and she noticed the change in her man. He was
now of few words: where was the singing and the whistling of old
tunes remembered? He stayed a week. Then he said: Tam going to
war. Miriamu could not understand: why this change? Why this
? {wanderlust? But she waited and worked on the land.
*1 1 Wariuki had the one obsession: to erase the memory of that
Z nterview, to lay for ever the ghost of those contemptuous eves.
<3 e fought in Egypt, Palestine, Burma and in Madagascar. He did
¢ hot think much about the war, he did not qfxesn'on what it meant
o3 < forblack people, he just w:mn.ed it to end quickly s0 that be might

5 2= fesume his quest. Why, he rmgh': even go hcfme' with a lirtle loot

E Yom the war. This would give him the start in life he had looked
I for, without success, in towns all over Colonial Kenya. A

lucrative job even: the British had promised them jobs and
money-rewards once the wicked Germans were routed. After the
war he was back in Limuru, a lile emaciated in body but
hardened in resolve.
For a few weeks after his rerumn, Miriamu detected a little

flicker of the old fires and held him close to herself. He made a
few jokes about the war, and sang a few soldiers’ songs to his
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son. He made love to her and another seed was planted. He
again tried 10 get a job. He heard of a workers’ strike in a
Limuru shoe factory. All the workers were summarily dismissed.
Wariuki and others flooded the gates to offer their sweat for
silver. The striking workers tried to picket the new hands, whom |
they branded traitors to the cause, but helmeted police were
alled to the scene, baton charged the old workers away from the
fenced compound and escorted the new ones into the factory.
But Wariuki was not among them. Was he born into bad luck?
He was back in the streets of Nairobi joining the crowd of the
unemployed recently returned from the War. No jobs no
money-rewards: the ‘good’ British and the *wicked® Germans
were shaking hands with smiles. But questions as to why black
people were not employed did not trouble him: when young men
gathered in Pumwani, Kariokor, Shauri Moyo and other places
toask questions he did not join them: they reminded him of his
old association and flirtation with farm workers before the war:
those efforts had come to nought: even these ones would come to
nought: he was in any case ashamed of that past: he thought that
il he had been less of a loafer and more enterprising he would
never have been so humiliated in front of Mifiamu and her
mother. The young men's talk of processions, petitions and pis-
tols, their talk of gunning the whites out of the country, seemed
100 remote from his ambition and quest. He had to strike out on
hisown for moneyland. Onarrival, he would rurn round and con-
front old Douglas Jonesand contemptuously flaunt success before
bis face. With the years the memory of that humiliation in the
hands of the rich became so sharp and fresh that it often hurt him
into sleepless nights. He did not think of the whites and the
Indians as the real owners of property, commerce and land. He
only saw the picrure of Douglas Jonesinhis grey woollen suit, his
waistcoat, his hat and his walking stick of a folded umbrella,
What was the secret of that man's success? What? Whar? He
anempted odd jobs here and there: he even tried his hand at
vading in the hawk market at Bahati. He would buy pencils and
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handkerchiefs from the Indian Bazaar and sell them at a retail
price that ensured him a bit of profit. Was this his true vocation?
But before he could find ananswer to his question, the MauMau
war of national liberation broke out. A lot of workers, employed
and unemployed, were swept off the streets of Nairobi into
concentration camps. Somehow he escaped the net and was once
again back in Limuru. He wasangry. Not with the whites, not with
the Indians, all of whom he saw as permanent features of the land
like the mountains and the valleys, but with his own peaple.
Why should they upser the peace? Why should they upset the
stability just when he had started gathering a few cents from his
trade? He now believed, albeit without much conviction, the
lies told by the British about imminent prosperity and widening
opportunities for blacks. For abour a year he remained aloof
from the turmoil around: he was only committed to his one
consuming passion. Then he drifted into the hands of the colonial
regime and cooperated. This way he avoided concentration
camps and the forest. Soon his choice of sides started bearing
fruit: he was excited about the prospects for its ripening. While
other people’s strips of land were being taken by the colonialists,
his piece, although small, was left intact. In fact, during land
consolidation forced on women and old men while their hus-
bands and sons were decaying in detention or resisting in the
forest, he, alonyg withother active callahorators, secured additional
land. Wariuki was not a cruel man: he just wanted this nightmare
over so that he might resume his trade. For even in the midst of
battle the image of D. Jones never really left him: the humiliation
ached: he nursed it like one nurses a toothache with one’s tongue,
and felt that a day would come when he would stand up to that
image. o
Jomo Kenyatta returned home from Maralal. Wariuki was 2
lirtle frightened, his spirits were dampened: what would happen
to hiskind at the gathering of the braves to celebrate victory? Alas.
where were the Whites he had thought of as permanent features
of the landscape? But with independence approachirg, Wariuki
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had his first real reward: the retreating colonialists gave him a

loan: he bought a motor-propelled saw and set up as a Timber
Merchant.

For a time after Independence, Wariuki feared for his life and
business as the sans of the soil streamed back from detention
camps and from the forests: he expected a retribution, but people
were tired. They had no room in their hearts for vengeance at
the victorious end of a just struggle. So Wariuki prospered un-
disturbed:: he had, after all, a fair start over those who had really
fought for Uhuru.

He joined the Church in gratitude. The Lord had spared him:
he dragged Miriamu into it, and together they became exemplary
Church-goers.

But Miriamu prayed a different praver, she wanted her
man back. Her two sons were struggling their way through
Sinana Secondary School. For this she thanked the Lord. But
she still wanted her real Wariuki back. During the Emer-
gency she had often cautioned him against excessive cruelty. It
pained her that his singing, his dancing and his easy laughter
had ended. His eyes were hard and set and this frightened
ber.

Now in Church he started singing again. Not the tunes that had
ance captured her soul, but the mournful hymns she knew so
well; how sweet the name of Jesus sounds in a believer's ears.
He became a pillar of the Church Choir. He often beat the
drum which, after Independence, had been introduced into the
church as a concession to African culture. He attended classes in
baptism and great was the day he cast away Wariuki and
became Dodge W. Livingstone, Jr. Thereafter he sat in the
front bench. As his business improved, he gradually worked his
way to the holy aisle. A new Church elder.

Other things brightened. His parents-in-law still lived in
Molo, though their fortunes had daclined. They had not yet
forgiven him. But with his eminence, they sent out feelers:
would theit daughter pay them a visit? Miriamu would not hear
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of it. But Dodge W. Livingstone was furious: whtfre was her
Chsistian forgiveness? He was insistent. She gave in. He wa;
glad. But that gesture, by itself, cmlxsd I“l(l)t erase the memory o
i iliation. His vengeance would still come. )
hls'll’]::g;ioi: base wasgat Limuru, he travelled 0 vanc‘)ui' pansf
of the country. So he got to know news concerning his l;’]\e o
business. It was the year of the Asian exoz:]us. Ciana Me;c ants
were not Kenya Citizens. Their licence wou.ldbe wx;l} ra;;n.
They quickly offered Livingstone pm:mers.hup on §r l:y-G O:Z]'
share basis. Praise the Lord and raise high his name. Truly
never ate Ugali. Within a year he had accumulated ‘enczl.gh to
qualify for a loan to buy one of the huge far.ms.mbe imuru
previously owned by whites. He was now a big timber mer-
chant: they made him a senior elder ?f t!u.: church. )
Miriamu still waited for her \Vanul.u in vain. But she was a
model wife. People praised her Christian and wifely meekness.
She was devout in her own way and prayed to the L9rd 1o rescue
her from the dreams of the past. She never put on airs. S.he even
refused to wear shoes. Every moming, she would wake eafl.’"
take her Kiondo, and go to the farm where she would work in
the tea estate alongside the workers. And s.he never forgot her
old strip of land in the Old Reserve. Sometimes she made lunch
and tea for the workers. This infuriated her husband: wlly, oh
why did she choose to humiliate him befox:e 'these pec;ple. Why
would she not conduct herself like a Christian lady? A.fter all,
had she not come from a Christian home? Need she dirty her
hands now, he asked her, and with labourers too? Qn clothes,
she gave in: she put on shoes and a white hat esp?cmlly wh:.g
going to Church. But work was in her bones a.nd this s!‘ne w;u
not surrender. She enjoyed the touch of ;hc soil: she enjoyed the
conversation with the workers. )
(re'el';:j cl?l)\: her. But they resented her husband. Livingstone
thought them a lazy lot: whv would Lh_ey not work as hard alshe
himself had done? Which employer’s wife had ever brought him
food in a shamba? Miriamu was spoiling them and he tald her so.
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Occasionally he would look at their sullen faces: he would then
remember the days of the Emergency or earlier when he received
insults from Ciana employers. But gradually he lezrnt to silence
these unserling moments in prayer and devotion. He was aware

of their silent harred but thought this'a narural envy of the idle

and the poor for the rich. S ‘

Their faces brightened only in Miriamu's presence. They
would abandon their guarded selves and joke and laugh and sing,
They gradually let her into their inner lives. They were members
of a secret sect that believed that Chirist suffered and died for the
poor. They called theirs The Religion of Sorrows. When her
husband was on his business tours, she would attend some of
their services. A strange band of men and women: they sang
songs they themselves had created and used drums, guitars,
jingles and tambourines, producing a throbbing powerful
thythm that made her want to dance with happiness. Indeed they
themselves danced around, waving hands in the air, their faces
radizting warmth and assurance, until thev reacked a state of
possession and heiglitened awareness. Then they would speak in
tongues strange and beautiful. They seemed united in a common
labour and faith: this was what most impressed Miriamu. Some-
thing, would stir in her, some dormant wings would beat with
power inside her, and she would go home trembling in expecta-
tion. She would wait for her husband and she felt sure that to-
gether they could rescue something from 2 shattered past. But
when he came back from his tours, he was siill Dodge W.
Livingstone, Jr., senior church elder, and a prosperous farmer
and gmber merchant. She once more became the mode! wife
listening to her husband as he wlked business and arithmetic for
the day: what contracts he had won, what money he had won
and lost, and tomorrow’s prospects. On Sunday man and wife
would go to church as usual: same joyless hymns, same prayers
from set books; same regular visits to brothers and sisters in
Christ; the inevimble tea-parties and charity auctions to which
Livingstone was a conspicuous contributor. What a nice family
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cveryone said in admiration and respect: he, the successful farmer
and timher merchant; and she, the obedient wife who did her
dury to God and husband.

One day he came home early. His face was bright - not
wrinkled with the usual cares and worries. His eyes beamed with
pleasure. Miriamu’s heart gave a gentle leap, could this be true?
Was the warrior back? She could see him trying to suppress his
excitement. But the next moment her heart fell again. He had
said it. His father-in-law, Douglas Jones, had invited him, had
begged him to visit them at Molo. He whipped out the letter and
started reading it aloud. Then he knelt down and praised the
Lord, for his mercy and tender understanding. Miriamu could
hardly join in the Amen. Lord, Lord, what has hardened my
heart so, she prayed and sincerely desired to see the light.

The day of reunion drew near. His knees were becoming
weak. He could not hide his triumph. He reviewed his life and
saw in it the guiding finger of God. He the boy from the gutter,
amere milk clerk . . . but he did not want to recall the ridiculous
young man who wore patched-up trousers and clowned on 3
bicycle. Could that have been he, making himself the laughing
stock of the whole town? He went to Benbros and secured a new
Mercedes Benz 220S. This would make people look at him
differently. On the day in question, he himself wore a worsted
woollen suit, a waistcoat, and carried a folded umbrella. He talked
Miriamu into going in an appropriate dress bought from Nairobi
Drapers in Government Road. His own mother had been sur-
prised into a frock and shoe-wearing lady. His two sons in their
school uniform spoke nothing but English. (They affected to
find it difficult speaking Kikuyu, they made so many mistakes)
A nice family, and they drove to Molo. The old man met them.

He had aged, with silver hair covering his head, but he was sull .

strong in body. Jones fell on his knees; Livingstone fell on his
knees. They prayed and then embraced in tears. Our son, our
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Livingstone, after the inital jubilations, found that the
memories of that interview rankled a little. Not that he was
argry with Jones: the old man had been right, of course. He
cwuld not imagine himself giving his own daughter to such a
rgamuffin of an upstart clerk. Stll he wanted that interview
ersed from memory forever. And suddenly, and again he saw
in that revelation the hand of God, he knew the answer. He
wembled a lile. Why had he not thought of it earlier? He had a
long incimate conversation with his father-in-law and then made
the proposal. Wedding at the cross. A renewal of the old.
Douglas Jones immediately consented. His son had become a
true believer. But Miriamu could not see any sense in the scheme.
She was ageing. And the Lord had blessed her with two sons.
Where was the sin in that? Again they all fell on her. A proper
wedding at the cross of Jesus would make their lives complete.
Her resistance was broken. They all praised the Lord. God
vorked in mysterious ways, his wonders to perform.

The few weeks before the eventful day were the happiest in
thelife of Livingstone. He savoured every second. Even anxicties
and difficulties gave him pleasure. That this day would come: a
wedding at the cross. A wedding at the cross, at the cross where
be had found the Lord. He was young again. He bounced in
bealth and a sense of well-being. The day he would exchange
fings at the cross would erase unsertling memories of yesterday.
Cards were printed and immediately despatched. Cars and buses
were lined up. He dragged Miriamu to Nairobi. They went from
shop to shop all over the city: Kenyatta Avenue, Muindi Bingu
Sweets, Bazaar, Government Road, Kimathi Street, and back
again 1o Kenyatta Avenue. Eventually he bought her a snow-
white long-sleeved satin dress, a veil, white gloves, white shoes
ad stockings and of course plastic roses. He consulted Rev.
Clive Schomberg’s still modern classic on good manners for
Africans and he hardly departed from the rules and instructions in
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the matrimonial section. Dodge W. Livingstone, Jr. did not want

-/} son. And my grandchildren too. The past was drowned in trars
to make a mistake.

&~ and prayers. But for Miriamu, the past was vivid in the mind
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Miriamu did not send or give invitation cards to anybody.
She daily prayed that God would give her the strength to go
through the whole affair. She wished that the day would come
and vanish as in a dream. A week before the day, she was driven
all the way back to her parents. She was a mother of two; she
was no longer the young girl who once eloped; she simply fel
ridiculous pretending that she was a virgin maid at her father's
house. But she submitted almost as if she were driven by apower
stronger than man. Maybe she was wrong, she thought. Maybe
everybody else was right. Why then should she ruin the happiness
of many? For even the church was very happy. He, a successful
timber merchant, would set a good example to others. And many
women had come to congratulate her on her present luck in such
a husband. They wanted to share in her happiness. Some wept.

The day itself was bright. She could see some of the rolling
fields in Molo: the view brought painful memories of her
childhood. She tried to be cheerful. But attempts at smiling only
brought out tears: What of the years of waiting? What of the
years of hope? Her face-wrinkled father was a sight to see:a
dark suit with tails, a waist jacket, top hat and all. She inclined
her head to one side, in shame. She prayed for yet more strength:
she hardly recognized anybody as she was led towards the holy
aisle. Not even her fellow workers, members of the Religion of
Sorrows, who waited in a group among; the crowd outside.

But for Livingstone this was the supreme morment. Sweeter
than vengeance. All his life he had slaved for this hour. Now it
had come. He had specially dressed for the occasion: a dark suit,
tails, top hat and a beaming smile at any dignitary he happened o
recognize, mostly MPs, priests and businessmen. The churc,
Livingstone had time to note, was packed with very important
people. Workers and not so important people sat ourside.
Membersof the Religion of Sorrows wore red wine-coloured dresses
and had with them their guitars, drums and tambourines. The
bridegroom as he passed gave them a rather sharp glance. But
only for a second. He was really happy.

VEDDING AT THE CROSS A1

Miriamu now stood before the cross: her head was hidden in
the white veil. Her heart pounded. She saw in her mind’s eye a
grandmother pretending to be a bride with a retinue of aged
tridesmaids. The Charade. The Charade. Andshe thought: there

were ten virgins when the bridegroom came. And five of them -

were wise — and five of them were foolish — Lord, Lord that this
wp would soon be over — over me, and before I be aslave...
and the priest was saying: ‘Dodge W. Livingstone, Jr., do you
aceept this woman for a wife in sickness and health until death
doyou part? 'Livingstone's answer wasaclear and loud yes. It was
row her turn; ... Lord that this cup ... this cup ... over
meeeee. . . . ‘Do you Miriamu accept this man for a husband. ...
She tried to answer. Saliva blocked her throat . . . five virgins.. .
five virgins . . . came bridegroom .. . groom. .. and the Church
wasnow silent in fearful expectation. :

Suddenly, from outside the Church, the silence was broken.
People turned their eyes to the door. But the adherents of the
Religion of Sorrows seemed unaware of the consternation on
people’s faces. Maybe they thought the ceremony was over. May-
bethey were seized by the spirit. They beat their drums, they beat
their rambourines, they plucked their guitars all in a jazzy
bouncing unison. Church stewards rushed out to stop them,
sh, ssh, the wedding ceremony was not yet over — but they were
sy beyond hearing. Their voices and faces were raised to the
sky, their feet were rocking the earth.

For the first time Miriamu raised her liead. She remembered
vaguely that she had not even invited her friends. How had they
come t0 Molo? A spasm of guilt. But only for a dme. It did not
matter. Not now. The vision had come back . . . At the cross, at
the cross where I found the Lord . . . she saw Wariuki standing
before her even as he used to be in Molo. He rode a bicycle: he
was playing his tricks before a huge crowd of respectful wor-
shippers . . . At the cross, at the cross where I found the Lord . ..
te was doing it for her ... he had singled only her out of the
trlling throng . . . of this she was certain . . . came the dancing
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and she was even more certain of his love . . . He was doing it
for her. Lord, I have been loved once ... once ... I have been
loved, Lord ... And those moments in Ilmorog forest and
woods were part of her: what a moaning, oh, Lord what a moan-
ing . . . and the drums and the tambourines were now moaning in
her dancing heart. She was truly Miramu. She felt so powerful
and strong and raised her head even more proudly; ... and the
priest was almost shouting: ‘Do you Miriamu ... The erowd
waited. She looked at Livingstone, she looked at her father,

and she could not see any difference between them. Her voice -

came in a loud whisper: ‘No.”

A current went right through the church. Had they heard the
correct answer? And the priest was almost hysterical: ‘Do you
Miriamu . . ." Again the silence made even more silent by the
singing outside. She lifted the veil and held the audience with
her eyes. ‘No, I cannot ... I cannot marry Livingstone ...
because ... because ... I have been married before. I am
married to...to... Wariuki. .. and he is dead.”

Livingstone became truly a stone. Her father wept. Her mother
wept. They all thought her a little crazed. And they blamed the
whole thing on these breakaway churches that really worshipped
the devil. No properly trained priest, etc. ... etc. ... And the
men and women outside went on singing and dancing to the beat
of drums and tambourines, their faces and voices raised to the
sky.
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