AMERICAN UNIVERSITY OF BEIRUT

“TURCOS” IN 20TH-CENTURY LATIN AMERICAN
LITERATURE: REPRESENTATIONS OF THE LEBANESE IN
GALLEGOS’ “LOS INMIGRANTES,” GARCIA MARQUEZ’S
CHRONICLE OF A DEATH FORETOLD, AND FAYAD’S LA

CAIDA DE LOS PUNTOS CARDINALES

by
FRIDA IBRAHIM AWAD

A thesis
submitted in partial fulfillment of the requirements
for the degree of Master of Arts
to the Department of English
of the Faculty of Arts and Sciences
at the American University of Beirut

Beirut, Lebanon
February 2025



AMERICAN UNIVERSITY OF BEIRUT

“TURCOS” IN 20TH-CENTURY LATIN AMERICAN
LITERATURE: REPRESENTATIONS OF THE LEBANESE IN
GALLEGOS’ “LOS INMIGRANTES,” GARCIA MARQUEZ'’S
CHRONICLE OF A DEATH FORETOLD, AND FAYAD’S LA

CAIDA DE LOS PUNTOS CARDINALES

by
FRIDA IBRAHIM AWAD

Approved by:

Dr. Robert Myers, Professor Advisor
Department of English

Dr. Sonja Mejcher-Atassi, Professor Member of Committee
Department of English

Dr. George Abdelnour, Assistant Professor Member of Committee
Department of English
Notre Dame University-Louaize,

Date of thesis defense: February 5, 2025



Para mi mama, Maria Hanna
Para mi abuelita, Hesen Hanna
En memoria de mi abuelo, Gerges Hanna

Que sus historias sigan ensefidndome e inspirdndome



ACKNOWLEDGEMENTS

“But by the grace of God I am what I am” (1 Corinthians 15:10).
This thesis would not have come to fruition without the wonderful family, friends,
professors, and mentors that God has placed in my life.

To Ibrahim Awad and Maria Hanna, my parents and my rock. One of the first inspirations
that led me to choose a topic that connects Venezuela and Lebanon is your beautiful love
story, which | read through letters in Arabic, Spanish, English, and French sent over a
year when Mom was in Venezuela. Despite not understanding each other’s languages,
your souls spoke a deeper connection.

Your parental love is what got me through the toughest parts of this thesis, whether it was
a warm embrace or a word of encouragement, you are the anchor that kept me going.

To my siblings, Tania, Pascale, Wissam and Anna Maria. Being your youngest sister has
shaped me into who | am today. Growing up listening to your conversations—especially
those filled with fun facts, general knowledge, and language proficiency—became the
foundation of my own learning. That is why people often mistakenly think | am smart,
but | always tell them it is really you who are smart; | am just imitating you.

To my grandmother, Hesen Hanna, my abuelita and my taita. The hard work | have put
into this thesis is for you, for your courage, sacrifice, resilience, and love. It is no surprise
that to our relatives in Venezuela, you are the matriarch— the famous tia Hesen. Whether
in Venezuela or Lebanon, your family always comes first. | am forever grateful for the
moments we shared this past summer when you came to Lebanon. I consciously sought
to spend as much time as | could with you, learning about your journey as an emigrant.
Your “Dios te bendiga” continues to embrace me wherever | go. | look forward to making
more memories with you and hope to see you soon in Venezuela.

To my late grandfather, Gerges Hanna. You passed away before | was born, and | have
heard stories about you for as long as | can remember, yet you always felt like a distant
figure I did not truly know. That is why you are the main reason | chose this thesis topic
and pursued it with such passion. | wanted to connect with you. | saw glimpses of you in
the narratives | explored, but most importantly, | sought out more details about your life
and looked for your pictures, and now, thanks to the tape recordings my uncle sent me, |
can happily say you no longer feel so distant, especially after hearing your voice in
Arabic.

To my spiritual father, Abouna Nicolas Smaira. One of the best parts of my three years at
AUB was finding your parish, Saint Mary’s Greek Orthodox Church; it transformed the
bustling city of Hamra, which once felt foreign and intimidating, into a place that feels
like home. Whenever life’s burdens—and the weight of this thesis—became
overwhelming, your church door was always open, offering a place of welcome,
guidance, and both spiritual and worldly wisdom. You love your parish and your spiritual
children with a love that reflects God’s unconditional love. I am truly thankful for you,
Abouna.



To all my friends who have stood by me through life’s difficult moments and the hardest
times during this thesis—whether you joined me for study sessions, pulled all-nighters
with me, or offered constant encouragement—I am deeply grateful to all of you.

Special thanks to Elias Zeine, Jilane Ibrahim, Rita Ghosn and Rana Massouh; the four of
you are God-sent blessings in the form of friends.

Finally, to the professors on my thesis committee;

Dr. Robert Myers, | do not think that I can write enough words that would begin to express
my sincere gratitude for you and for all the help you have given me. From my first
semester at AUB, you showed me what it means to be a professor who is truly passionate
about what he is teaching and who genuinely cares for his students.

You introduced me to the fascinating connections between science and literature, taught
me to research and think like a cultural historian, and opened my eyes to the compelling
world of Latin America, Al-Andalus, and the Arab World. You also taught me how to
write clearly and correctly. But more than that, you saw and believed in my potential
when | thought that | was not good enough. Throughout my time in the graduate program,
and especially during this thesis, you have repeatedly pushed me to go beyond my limits
and to see the potential you see in me.

You are my mentor, and | hope to one day become as prolific a scholar as you, and as
kind and patient with others as you are.

Dr. Sonja Mejcher-Atassi, the spark for my research interests began in the very first class
| took with you. You believed in my idea and encouraged me to pursue it further and
expand on it. Through the courses | have taken with you, | have learned the importance
and beauty of letters, archives, and personal stories, which inspired me to explore my own
family’s rich, untold history. I am truly grateful for everything you have taught me.

Dr. George Abdelnour, | am grateful that you once substituted for a class in Dr. Robert’s
course, because if it weren’t for that session on Alejo Carpentier’s Los Pasos Perdidos
(1953), I would never have had the chance to get to know you and your fascinating
research on Latin American literature. | also thank you for lending me your copy of Luis
Fayad’s La Caida de los Puntos Cardinales, without which I would not have been able
to write the final chapter of this thesis. Your annotations across the pages of the novel
were invaluable during my close reading, serving as an essential guide. Muchas gracias.



ABSTRACT
OF THE THESIS OF

Frida Ibrahim Awad for Master of Arts
Major: English Literature

Title: “Turcos” in 20th-Century Latin American Literature: Representations of the
Lebanese in Gallegos’ “Los Inmigrantes,” Garcia Marquez’s Chronicle of a Death
Foretold, and Fayad’s La Caida de los Puntos Cardinales

This thesis examines the literary representations of Lebanese immigrants in Latin
American literature, focusing on how their complex identities are shaped, contested, and
reconstructed in different narrative forms. As I analyze Romulo Gallegos’ short story
Los Inmigrantes (1922), Gabriel Garcia Marquez’s novella Chronicle of a Death Foretold
(1981), and Luis Fayad’s novel La Caida de los Puntos Cardinales (2000), | aim to
explore the complexities of the Turco figure—a term historically used in Latin America
to refer to Syrian and Lebanese immigrants. Drawing on theories of Orientalism, self-
identity, and exile, this research introduces the concept of Turco Orientalism to
investigate how these representations interact with national discourses of belonging and
exclusion. Through a close reading of formal elements such as narrative structure and
language used by the narrator and the characters, this thesis argues that while early
depictions of Lebanese immigrants often relied on reductive stereotypes, later narratives
offer a more nuanced portrayal of their struggles with assimilation, cultural hybridity, and
displacement. In doing so, this study contributes to the broader discourse on migration,
identity formation, and the evolving literary history of Arab-Latin American
communities.
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CHAPTER I
INTRODUCTION

“—¢ Turcos? —se pregunto y se dirigié a Dahmar—. Dile quiénes somos.
—Aqui somos Turcos —dijo Dahmar.”

—Luis Fayad, La Caida de los Puntos Cardinales

The Asociacion de Academias de la Lengua Espafiola (ASALE), or the
Association of Academies of the Spanish Language, created the “Diccionario de
Americanismos” in an attempt to collect and document all the words, phrases, and
expressions unique to the Spanish spoken in the Americas. According to this dictionary,
all of the Spanish-speaking Latin American countries use the same word to refer to a
person of Arab origin, —namely from Syria, Lebanon and Palestine— which is “Turco”
(“Turco”, Diccionario de Americanismos). Such labeling emerged because the first
immigrants from these countries arrived in Latin America with Turkish passports and
official papers. This occurrence arose from the fact that, before the end of World War I,
the Levant was part of the Ottoman Empire.

Interestingly, the Diccionario additionally states that Nicaragua, Panama and
Venezuela also use the same term “Turco” as an adjective to mean stingy.

In Venezuela, another synonym for stingy is “pichirre,” and Venezuelans often describe
descendants of Syrian and Lebanese immigrants as “Turcos pichirres” (stingy Turks).
In fact, in Cardpano, a city on the northeastern coast of Venezuela, there is a famous
joke:

Habia una vez un Turco pichirre que fue a la oficina de correos en Carupano para

enviar un telegrama a su hermano que estaba en Libano. EI mensaje decia lo
siguiente: BBBBB.



El operador del telégrafo le preguntd qué significaban esas cinco “B”. EIl Turco
respondiod: “Bedro, ben brondo, baba burid”.

Essentially, this rather racist joke describes a Lebanese immigrant, identified as
a stingy Turk, in Caripano who sends a telegram to his brother in Lebanon consisting of
only five “Bs”. When the telegram operator asks him what those letters mean, the
“Turco” says that they stand for “Pedro, come soon, father died”. Yet they are written
with an Arabic-accented Spanish to mock the Arabic pronunciation of “P” as “B”.

This terminology and the joke exemplify one stereotypical facet of the representation of
Syrian and Lebanese immigrants in the linguistic and cultural fields of Latin America.
My thesis investigates the representation of the “Turcos” in Latin American literature;
specifically, in short stories and novels.

The central questions | examine are: How are Syrian and Lebanese immigrants
represented in Latin American literary texts, and what does this representation suggest
about the reality of the immigrant experience? How do various types of portrayal go
beyond the stereotypical image of the Turco peddler, and offer more complex and
multifaceted portraits of the characters? | answer these questions by closely reading
three literary texts, one from Venezuela and two from Colombia, written across
different periods of the twentieth century. These three works—Roémulo Gallegos’ “Los
Inmigrantes” (1922), Gabriel Garcia Marquez’s Chronicle of a Death Foretold (1981),
and Luis Fayad’s La Caida de los Puntos Cardinales (2000)—collectively illustrate the
evolving representation of the Turco figure in Latin American literature. Each text
reflects a different historical and literary approach to Lebanese identity, from early
stereotypes to increasingly complex and multifaceted portrayals. Gallegos’ short story
offers one of the first intricate depictions of a Turco character, yet remains constrained

by a lack of cultural specificity. Garcia Marquez’s novella deepens this portrayal,



embedding the Lebanese-Colombian protagonist within a fragmented narrative structure
that underscores his ambiguous identity. Finally, Fayad’s novel provides the most
immersive and multidimensional representation, dramatizing the linguistic, spatial, and
generational complexities of the Lebanese diasporic experience. Analyzing these texts
together allows me to highlight how literature has moved beyond monolithic portrayals
of Lebanese immigrants, embracing more nuanced and dynamic representations over
time.

The literary works examined in this thesis engage with narratives of movement,
displacement, and evolving notions of belonging, revealing how Lebanese identity in
Latin America is shaped both by those who leave and those who remain behind. Rather
than viewing migration and diaspora as separate phenomena, | adopt an approach that
considers diaspora as an ongoing process—one that extends beyond physical dispersion
to include the shifting connections between people, places, and historical memory
across generations. As Christina Civantos (2015) suggests, diaspora literature is not
solely about immigrant communities in their new homelands; it also encompasses the
impact of migration on those who stayed behind and the ways in which identity is
continually renegotiated (Civantos 195). In this sense, diaspora is not a fixed state but a
fluid and dynamic experience, shaping both individual and collective identities across
time and space. “Los inmigrantes” presents a first-generation migrant struggling with
exile, assimilation, and return, centering on his sense of unbelonging in both VVenezuela
and Lebanon. In Chronicle of a Death Foretold, the focus shifts to a second-generation
protagonist, Santiago Nasar, whose Lebanese heritage marks him as both an insider and

outsider within his Colombian town. La Caida de los Puntos Cardinales explores



migration as both a physical journey and a psychological state, portraying the struggles
of Lebanese emigrants aboard the ship to Colombia and their subsequent adaptation.

Additionally, Elias Khoury’s Lebanese novel Majma’ al-Asrar [Collection of
Secrets] (1994) expands upon Garcia Marquez’s Chronicle of a Death Foretold by
introducing the perspective of the Nasar family members who remained in Lebanon. In
Khoury’s novel, Santiago Nasar’s murder reverberates across generations, leading his
uncle to cancel the family’s plans of emigrating to Colombia out of fear that they will
meet a similar fate. While Majma’ al-Asrar is not a Latin American text, its intertextual
connection to Chronicle of a Death Foretold underscores that diaspora is not only
experienced by those who migrate but also by those who remain in the homeland,
shaped by the possibility—or impossibility—of departure. These texts challenge rigid
distinctions between migration and diaspora literature. They demonstrate that Lebanese
identity in Latin America is shaped by both movement and rootedness, exile and
settlement, memory and adaptation. Rather than a singular sense of belonging, they
reveal identity as a fluid and dynamic process shaped by migration’s far-reaching
consequences across generations and geographies.

Building on this comparative approach, | seek to examine the formal elements
that manifest the complex identities of ‘Turco’ characters, such as the structure of the
narrative and the specific language and words used to describe and characterize Arab
immigrants. | endeavor to present a nuanced and comprehensive analysis of Lebanese
and Syrian characters in Latin American literature, showing their complexities and, in
the process, undermining existing stereotypes. This approach should not only deepen
our understanding of these characters but also contributes to the broader discourse on

immigration and identity in Latin America.



A. Literature Review
1. Early Texts Featuring Arab Characters
In 1872 the Peruvian writer, Ricardo Palma, published the first volume of his
Tradicidnes Peruanas [Peruvian Traditions], which continued publication until 1910. It
consists of a series of historical short stories that cover almost five centuries of Peruvian
history and are written with fictional elements and in a playful, humorous and satirical
tone. “Stimulated by the Romanticists’ search for national roots, [...] Palma created the
genre” (“Tradicion”, Britannica), which is aimed at entertaining and educating the
Peruvian people.
In the Tradiciones’ fifth series (1893), Palma includes a short story entitled “El principe
del Libano” [The Prince of Lebanon]:
“Por los afios de 1765 apareciose en Lima, después de haber visitado el Cuzco y
las principales ciudades del Sur, un caballero muy cargado de titulos, cruces,
condecoraciones y cintajos. Llamabase D. Elias Aben-Sedid, principe del Libano.
Era un Turco de casi seis pies de altura, robusto y gallardo mozo, y que, a pesar
de su nacionalidad, no profesaba la ley de Mahoma, sino la de Cristo.”
[Around the year 1765, a gentleman appeared in Lima, after having visited Cuzco
and the main cities of the South, who was adorned with titles, crosses, decorations,
and ribbons. His name was Don Elias Aben-Sedid, prince of Lebanon. He was a
Turk nearly six feet tall, a robust and handsome young man, and despite his
nationality, he did not follow the law of Muhammad but that of Christ]*.
However, this prince of Lebanon turns out to be a fraud who deceives Lima’s residents
with a fake ransom story. After his scheme is exposed by a local woman, he is arrested
by the viceroy and is sent back to Spain.
Although this short story is one of the earliest Latin American texts to mention a

character from Lebanon, D. Elias Aben-Sedid does not belong to the same category of

Lebanese characters that will be later featured in Latin American novels from the

L All translations from Spanish in this thesis are my own, unless indicated otherwise.
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twentieth century. Unlike the Lebanese immigrants who arrived in Latin America in the
late 19™-century, Aben-Sedid is a fictional character set in Lima in the 1700s. He
arrived in Peru a century before the first Syrian and Lebanese immigrants landed in
Latin American ports. Palma wrote this story in 1893, at a time when Arab immigrants
had just started arriving in Peru. According to the Spanish journalist Aristoteles Moreno
in his 2022 El Correo del Golfo article, “La primera oleada [de inmigrantes] se produjo
entre 1885 y 1914. Llegaron principalmente a Lima, Arequipa y Cuzco” [The first wave
[of immigrants] occurred between 1885 and 1914. They arrived mainly in Lima,
Arequipa and Cuzco], following the same path as the “prince of Lebanon”. Given that
Palma mixed history with fiction in his prose sketches, it is possible that he drew
inspiration from the newly-arrived Syrian and Lebanese immigrants, who had been
arriving for around two decades and were becoming known as a community.

Another 19th-century Latin American author to write about Arab characters is
the Cuban poet and nationalist José Marti. In her book Latin American and Arab
Literature (2023), Tahia Abdel Nasser, explores the significant cultural exchanges
between Latin America and the Arab world. Drawing on her insights, it becomes clear
that José Marti was deeply fascinated by the Orient, particularly Egypt. Marti's patriotic
love for his country and his dream of seeing it independent fueled his admiration for the
Arab world, seeing it as a model rather than mere fascination, which is evident in his
1869 poem Abdala and his chronicle on Egypt’s popular revolution in 1881. Both works
treat themes of freedom and anti-colonialism, which he believed echoed Cuba’s struggle
for independence (Abdel Nasser, 1-2).

Marti’s works romanticize and idealize Arab culture, following a Romantic

tradition of glorifying distant cultures. In contrast, early 20"-century texts and novels
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featuring Syrian and Lebanese immigrants in Latin America are more grounded in the
social realities of their experiences. Yet, both Marti’s representations and those in early
twentieth-century literature share an anti-colonial stance. As Tahia Abdel Nasser
asserts, “encounters with the Orient in Latin American cultural production offer forms

of South-South Orientalism that do not fit within Edward Said’s Orientalism” (28).

2. Latin American Orientalisms

In his influential and groundbreaking book Orientalism (1978), Edward Said
examines how Western representations, both in fiction and nonfiction, portrayed Middle
Eastern societies and cultures in a way that served to justify imperialist actions. These
portrayals helped the West (primarily France, England, and the United States) to
construct its own identity by defining the Middle East, or the ‘Orient’, as the ultimate
“Other”.

Said asserts that Orientalism is a “system of ideas that can remain unchanged as
teachable wisdom (in academies, books, congresses, universities, foreign service
institutes) from the period of Ernest Renan in the late 1840s until the present in the
United States” (6). However, how can this system remain unchanged when we consider
forms of Orientalism that exist beyond the cultural and geographical boundaries
delineated by Said? Specifically, when examining Latin American literature, how do we
understand and reinterpret Orientalism within this distinct tradition?

Julia Kushigian explores the peculiar nature of Orientalism in Latin American
literature in her book Orientalism in the Hispanic Literary Tradition (1991). She asserts
that Said’s theory “leads to results that are wholly unsatisfying and frequently erroneous
with respect to the Hispanic world” (2). Kushigian contends that Hispanic Orientalism,

whether originating from Spain or Latin America, is inherently distinct from the
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French-English-American framework examined by Said. According to her, Hispanic
Orientalism stems from “a much more profound historical and intellectual contact with
the Orient than that of its rivals in Western Europe” (2). This profound contact yields “a
spirit of veneration and respect for the Orient unparalleled by other Western European
nations” (3). Kushigian’s work establishes what I posit as a defining statement of Latin
American Orientalism: a preoccupation with the self and the authors’ exploration of the
self through the Other, asserting that the “Other is theoretically created to explain the
self” (14). However, her analysis is limited to three Latin American authors—Severo
Sarduy, Octavio Paz, and Jorge Luis Borges—and their engagement with a broad and
expansive Orient, including India, Japan, Buddhism, the Far East, and the ‘ancient’
Arab Orient of One Thousand and One Nights. Kushigian focuses on the “search for the
self in the Other’s homeland” (3), neglecting the presence of the Other, referring to
immigrants, within the homeland.

This gap is addressed by Christina Civantos in her book Between Argentines and
Arabs: Argentine Orientalism, Arab Immigrants and the Writing of Identity (2006).
Civantos expands on Kushigian’s exploration by examining “the Orient (that is, the
Oriental immigrant) at home” (86). She analyzes how Euro-Argentine and Arab-
Argentine writers from the mid-nineteenth to the mid-twentieth century depict the
Orient and how these portrayals influence and reflect the formation of Argentine
national identity. Civantos highlights how Euro-Argentines use Arab imagery to shape
national culture and how Arab immigrants in Argentina respond to cultural dislocation.
Her work underscores the reciprocal nature of identity formation, providing a literary
history and critical analysis of Argentine Orientalist and Arab Argentine immigrant

literature. While Civantos’ work is foundational for my thesis on the representations of
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Syrian and Lebanese immigrants in Latin American literature, it is restricted by its focus
on Argentina. Argentina had a distinct, more condescending perspective toward Arab
immigrants compared to other Latin American countries, as it “exterminated its
indigenous population and prompted immigration from Western Europe” (Abdel
Nasser, 30).

The Peruvian sociologist, Leyla Bartet, gives a comprehensive overview of
immigrant policies in multiple Latin American countries in her article “Arabness in the
South American narrative of the second half of the 20th Century and the literature of the
Mahyar” (2021). She states that Brazil passed laws to encourage Lebanese immigration
because the country's vast territory needed more people. Chile and Argentina, however,
were not as welcoming because they preferred white/European immigrants rather than
Arabs. Colombia, Peru, Bolivia. Ecuador and Venezuela had a “laissez faire, laissez
passer” policy and allowed immigration without interference, though there were
occasional issues with racism and intolerance (Bartet, 3).

Different Latin American countries had specific cultural and ethnic structures
that influenced how they viewed and represented the “Other.” Just as Christina Civantos
writes about Argentine Orientalism, Wail Hassan, focuses on Brazilian Orientalism in
his book Arab Brazil: Fictions of Ternary Orientalism (2024). This book explores the
concept of mistura (mixture) in Brazilian identity and its relation to Orientalism. Hassan
calls attention to the unique ternary structure of Brazilian Orientalism that defines the
country's cultural identity with respect to both the “North” (i.e. the US and Europe) and
the Arab world. In a footnote in his introduction to the book, Hassan writes, “While
some of the features of Brazilian Orientalism described here, especially its ternary

structure, may be shared with other Latin American varieties, the particularities of
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history, ideology, discourses of identity, and the ethnic and racial makeup of the
population in each country imbue their Orientalisms with distinct characters” (17).

Therefore, to study the literary representation of Syrian and Lebanese
immigrants, who are dispersed throughout the entire Latin American continent, |
propose a model that is not limited to one country. This model, which I term “Turco
Orientalism,” offers a flexible framework for examining the nuanced portrayals of
Syrian and Lebanese immigrants in Latin American literature. Rather than focusing
solely on one national context, this model allows for an exploration of how these
immigrants are depicted, where they appear, the various narrative perspectives on their
presence, and it will also be through the examination of formal elements and
innovations that we can gain a more nuanced understanding of their representation.
Although “Turco” may be deemed a derogatory term to denote the Syrian and Lebanese
immigrants and their descendants, | believe that it is the most suitable term for the
purposes of my study, in view of it being truly a specific term for these immigrants in
Latin America.

The theoretical framework for this thesis is drawn primarily from the analysis of
Argentine Orientalism by Christina Civantos. She explores the formation of self-
identity through the Other and examines the Other within the homeland. She
contextualizes the historical circumstances under which texts featuring Arab figures
were written. My approach similarly considers these contexts. Additionally, my analysis
is enriched by my language skills in Spanish, Arabic, and English, which have allowed
me to compare original texts and their translations, particularly in the third chapter of
this thesis where this multilingual approach was invaluable in discussing Garcia

Marquez’s Chronicle of a Death Foretold. Through the lens of ‘Turco Orientalism,” |
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investigate the multifaceted portraits of Syrian and Lebanese immigrants, recognizing
moments where they are depicted through an Orientalist lens. Furthermore, my own
translations from Spanish into English have been crucial in shaping my arguments,
ensuring that the nuances of the texts are preserved and minutely conveyed. | also
examine how these representations, despite exhibiting Orientalist features, are specific
to the Latin American countries from which the texts originated

The purpose of closely examining the portrayals of Syrian and Lebanese
immigrants in Latin American literature is to explore the complexity of these
representations beyond the simplistic and monolithic stereotypes of “Turcos.” I seek to
highlight the diverse and often contradictory ways in which these characters are
constructed, revealing their multifaceted nature.

As Albert Hourani affirms in his introduction to the book The Lebanese in the
World: A Century of Emigration (1992); “The stereotype of the Lebanese newly arrived
in North or South America is that of the peddler, walking the roads from one village to
another with his load of fancy goods or hardware carried on his back or on a pack-
animal” (7). He also asserts that the vast majority of these immigrants were young

single Christian men (6).

3. Historical Context of Lebanese Migration

While Hourani provides a broad overview of Lebanese emigration, the chapters
in his edited volume, The Lebanese in the World: A Century of Emigration (1992), offer
more detailed examinations of its causes, patterns, and consequences. Scholars such as
Charles Issawi, Patricia Nabti, Ignacio Klich, and Louise L’Estrange Fawcett analyze
the political, economic, and social factors that shaped Lebanese migration, as well as

the experiences of Lebanese immigrants in Latin America. As | draw on their insights, |
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aim in this section to contextualize the literary representations of Lebanese characters in
the selected texts within the larger historical framework of emigration, adaptation, and
assimilation.

The Lebanese diaspora, one of the most widespread in the world, was shaped by
a combination of political, economic, and social factors that pushed thousands to leave
their homeland between the 19th and early 20th centuries. As Charles Issawi outlines,
political instability played a crucial role, particularly the communal conflicts of 1845
and 1860 between the Druze and the Maronites, which were both sectarian and class-
based struggles (Issawi 19). The 1860 conflict was especially pivotal, as what initially
began as peasant grievances against Druze landlords in the Christian northern part of
Mount Lebanon, escalated into widespread sectarian violence in the southern,
religiously mixed districts (Fawaz, 377). As Leila Fawaz describes: “On June 20, 1860,
Druze attacked Dayr al-Qamar, plundered it, set fire to houses, and killed many of its
inhabitants” (377). This war led to “the greatest sectarian outbreak in the history of the
Ottoman Empire” (Fawaz 377), prompting waves of emigration, particularly among
Lebanese Christians, who sought refuge abroad. As will be explored in chapter three of
this thesis, this historical event becomes particularly relevant in the discussion of
Gabriel Garcia Marquez’s Chronicle of a Death Foretold and Elias Khoury’s Majma’
al-Asrar.

Beyond political turmoil, economic transformations also fueled emigration.
Lebanon’s high population density created pressure on limited resources, while its
integration into the global economy through trade and finance exposed the population to

new opportunities abroad (Issawi 23). As the economy became increasingly monetized,
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Lebanese individuals became more aware of global markets, resulting in a growing
readiness to emigrate in search of financial success (Issawi 26).

Social factors further accelerated emigration, particularly urbanization,
education, and conscription. The rapid expansion of Beirut, which grew from 60,000
inhabitants in 1860 to 150,000 in 1914, exposed rural Lebanese to city life and, by
extension, to the prospect of even greater mobility abroad (Issawi 28). Education also
played a crucial role in fostering an emigration mindset. By 1914, literacy rates in
Mount Lebanon were exceptionally high compared to other non-Western regions, and
exposure to books and newspapers heightened awareness of opportunities beyond
Lebanon (Issawi 29). This link between education and emigration is illustrated in Amin
Maalouf’s family memoir Origines (2004), where he discovers in his grandfather’s
archives a speech given by his grandfather, Botros, during a school ceremony in 1895:

“L’anglais est nécessaire parce que les pauvres parmi nous comme les riches

devront partir vers ’Amérique ou vers I’Australie, sinon dans I’immédiat,

du moins dans un proche avenir, pour des raisons que nul n’ignore. Ne serait-

ce pas misére pour un homme que de se retrouver incapable de parler la langue de
ceux au milieu desquels il sera amen¢ a vivre et travailler ?”

[English is necessary because the poor among us, just like the rich, will have to
leave for America or Australia—if not immediately, then in the near future—
for reasons that all of us are aware of. Would it not be a misery for a man to
find himself unable to speak the language of those among whom he will have to
live and work?]? (Maalouf, 68).
Botros’ words underscore how emigration was not merely an economic necessity but an
expectation, with language acquisition being a form of preparation for an inevitable
departure.

Although the United States was initially the preferred destination for many

Lebanese emigrants—due in part to the influence of American Protestant

2 My own translation.
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missionaries—not all were able to reach North America. As Patricia Nabti’s case study
of the Lebanese village Bishmizzine demonstrates, many Lebanese ended up in Latin
America due to health-related rejections at U.S. immigration checkpoints or deceptive
ticket agents who rerouted them to South American ports (Nabti 48). While this study
focuses on a single Lebanese village, its migration patterns mirror those of the broader
Lebanese diaspora, with a small trickle of migration to Latin America before 1870
growing into a significant wave by the 1880s (Nabti 48).

For many Lebanese migrants, Latin America was imagined as a land of
opportunity—an escape from economic hardship, political unrest, and military
conscription. As Louise L’Estrange Fawcett notes, emigrants often perceived Latin
America as “a world of illusion and fantasy, where peace and freedom reigned,”
believing in promises of “abundance, wealth, and great opportunities, in fact, a sort of
earthly paradise” (Fawcett 362-363). However, their experiences did not always align
with these idealized expectations.

Assimilation into Latin American societies varied by country, but it often
involved cultural adaptation, economic integration, and, in some cases, religious
conversion. As Ignacio Klich highlights, many Muslim immigrants converted to
Catholicism, since Christian Arabs were more socially accepted in countries like
Argentina and Colombia (Klich 256, 258). This phenomenon is dramatized in Luis
Fayad’s La Caida de los Puntos Cardinales through the characters of Yanira and
Dahmar Abderrahud, who, despite being Shi’a Muslims, practice Christianity upon
arrival in Colombia. When Dahmar’s father dies in Lebanon, Dahmar and Yanira hold a
Catholic mass for him in Bogota (Fayad, 108), manifesting how religious identity could

be reshaped in the diaspora.
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Economic integration was another key element of Lebanese assimilation, though
it sometimes generated resentment among local populations. While many Lebanese
immigrants worked as peddlers, others became successful cattle ranchers, such as the
Syrian and Lebanese cattlemen in Barranquilla in 1936 (Fawcett 371). This reality is
reflected in Gabriel Garcia Marquez’s Chronicle of a Death Foretold, where Santiago
Nasar looks after his Arab father’s cattle ranch, “La Divina Cara” (Garcia Marquez 3).
However, economic success also led to hostility from local communities (L’Estrange,
Fawcett 372), an antagonism that is dramatized in literature through Santiago Nasar’s
murder at the hands of the Vicario brothers—an act implicitly tied to his Lebanese
heritage.

However, | do not intend to conflate historical immigrants with their literary
representations, nor do | argue that the literature examined in this thesis functions
primarily as a corrective to prevailing stereotypes. Rather than assuming that authors
actively sought to challenge or revise reductive portrayals, my analysis focuses on how
Turco characters' complex and layered identities are formally constructed within the
texts.

The presence of Arab immigrants in Latin America not only influenced the
region’s social and economic landscape but also gave rise to a body of Mahjar
literature, written by Arab immigrants and their descendants. This movement, which
flourished in the late 19th and early 20th centuries, played a crucial role in shaping both
modern Arabic poetry and Arab-Latin American literary production (Abdel Nasser, 7).
Arab intellectuals and poets established early literary networks across the region,
founding al- ‘Usba al-Andalusiyya (the Andalusian League) in Brazil in 1933 and al-

Rabira al-Adabiyya (the Literary Union) in Argentina in 1949, creating spaces for
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cultural and intellectual exchange (Abdel Nasser, 7). These Mahjar communities
engaged in “debates on Levantine identity, the role of literature in civic life, and calls
for Syrian or Lebanese independence,” remaining closely connected to intellectual
currents in their homeland (Abdel Nasser, 7).

One of the most important Mahjar literary movements in South America was
Liga Andalusa (Andalusian League) in Sdo Paulo, Brazil. As Sleiman and Queiroz
assert, “the Liga, which brought together more than thirty intellectuals who wrote in
Arabic, is the most important movement of literary figures from the Arab world and of
Arab descent in South America.” It was modeled after “Gibran's New York Pen League,
and its intended interlocutors were the writers and poets of Brazilian Modernism, a
cosmopolitan and iconoclastic avant-garde movement created in Sao Paulo in 1922”
(Sleiman and Queiroz, 162). However, its most significant mission was to revitalize
“nineteenth-century Brazilian Mahjar literature, which had been primarily panegyric in
form and themes and whose readership was formed almost exclusively by members of
the immigrant community” (Sleiman and Queiroz, 162). While many Mahjar writers in
Latin America experienced poverty and intellectual marginalization, their literature
reflected themes of exile, loneliness, and nostalgia for their homeland—ironically, “it
was in the old country, Lebanon, that their writings had their most significant effect”
(Sleiman and Queiroz, 163).

While Mahjar literature provided firsthand narratives of migration, exile, and
identity, Latin American literature also engaged with the figure of the Turco, often from
the perspective of non-Arab authors. However, Arab-Latin American writers also
contributed to this literary history, sometimes challenging or redefining the

representations of Turcos in mainstream literature.
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Beyond the literary contributions of Arab immigrants in Latin America,
translation played a crucial role in facilitating cultural exchange between Latin
American and Arab literary traditions. The translation and circulation of Latin
American literature in the Arab world introduced Arabic readers to formal innovations,
postcolonial aesthetics, and New World literary traditions (Abdel Nasser,12). Major
Latin American authors, including Carlos Fuentes, Gabriel Garcia Marquez, and Miguel
Angel Asturias, were translated into Arabic as early as the 1970s, with “Lebanese
novelist Elias Khoury [overseeing] the translations at a Lebanese publishing house”
(Abdel Nasser, 12). Khoury’s engagement with Latin American literature extended
beyond translation; as the author of Majma’ al-Asrar, he directly builds upon Garcia
Marquez’s Chronicle of a Death Foretold, expanding its narrative by exploring the
Nasar family members who remained in Lebanon. His novel is therefore not only
intertextually connected to Garcia Marquez’s work but also reflects the deep literary
exchanges between Latin America and the Arab world.

Building on this literary background, I will now provide a brief history of Latin
American literary texts containing Arab immigrants, spanning from 1891 to 2000, from
countries such as Argentina, Venezuela, Brazil, Colombia, Chile, and Mexico. This list
includes works that vary in their depiction of “Turcos”, with some presenting
superficial and diminutive reductionist portrayals, while the ones in which I am
primarily concerned with, offer much more nuanced representations. This overview will
provide a literary historical background for the in-depth examination of three selected

prose texts that are the focus of this thesis.
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4. A Literary History of “Turcos” in Latin America

The earliest mention of “Turcos” I have found in a Latin American prose work
is in the novel La Bolsa [The Stock Market], published by the Argentine author José
Maria Mird, under the pseudonym Julian Martel, in 1891. Mir6 worked in the 1880s as
a stock market chronicler for the highly acclaimed Argentine newspaper La Nacion,
which prompted his writing of La Bolsa; a social novel that critiques the speculative
frenzy of the Buenos Aires stock market during the late 19th century. The narrative
delves into the economic and social dynamics of the time, placing emphasis on the
disparities between wealth and poverty and the consequences of financial speculation.
A notable aspect of this novel is its depiction of various immigrant groups in Buenos
Aires. The text is known for its “fuerte contenido xendfobo y antisemita” [strong
xenophobic and anti-Semitic content] (EcuRed). Martel describes the Arab immigrants
in a negative light, portraying them as “Turcos mugrientos, con sus feces rojos y sus
babuchas astrosas, sus caras impavidas y sus cargamentos de vistosas baratijas” [Filthy
Turks, with their red fezzes and tattered slippers, their impassive faces, and their loads
of gaudy trinkets] (33). This novel reflects the social and economic tensions of the era
and the prejudices against Arab immigrants who only started arriving a few years prior
to Argentina. As Civantos states, “between 1887 and 1913, amid the flood of European
immigrants, approximately 131,000 Arabs arrived in Argentina” (7).

Martel’s representation of “Turcos” barely covers half a page since the
immigrants are only placed in the text as background ‘accessories.” In 1922, what |
contend was one of the first complex representation of Turco in Latin American

literature, appears in the short story “Los Inmigrantes” [The Immigrants] by the
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Venezuelan author Rémulo Gallegos. This text will be analyzed in much greater depth
in chapter two of this study.

Gallegos was hailed as one of the best Latin American authors of the twentieth century,
and he was known for opposing the tyrannical government of Juan Vicente Gomez in
Venezuela, which lasted from 1908 until 1935. “Los Inmigrantes” is set in Caracas,
Venezuela's capital, and follows the story of the Lebanese immigrant, Abraham. The
first facet of complexity in this narrative is the characterization of Abraham as a Jew,
which already challenges the stereotype of Arab immigrants as Christians. Abraham
starts his new life in Venezuela as a peddler and eventually becomes the owner of the
best fabric store in Caracas, “La Bonita.” Despite his financial success, Abraham's life
is marked by loneliness and rejection. He faces alienation from his homeland, his
adoptive land, and even his own family. His VVenezuelan wife, Domitila, is ashamed of
his Turco origin and Jewish religion, which leads her to turn their children against him.
His son feels embarrassed, and his daughter pities him.

In her article “Venezuela’s Mixed-Race People and the Jew” (2024), Alana
Alvarez writes that “during the twentieth century, Venezuela sought to “whiten the
nation” — to dilute the presence and power of the Black, Indigenous, and more
importantly mixed-blood people by encouraging the immigration of white Europeans”
(85). Alvarez asserts that Venezuelan authors Romulo Gallegos and Blanco Fombona
sought “to exclude Jews from their whitening projects” (86). As such, it is significant to
note that “Los Inmigrantes” includes another immigrant character, Domenico, an Italian
immigrant, who serves as a foil to Abraham. Domenico is portrayed in a more favorable
light, which suggests the narrator's preference for the Christian Italian immigrant over

the Jewish Lebanese one.
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Furthermore, | must point out that Gallegos’ most famous novel, Dofia Barbara
(1929), also features a Turco character, though in stark contrast to the nuanced portrayal
of Abraham in “Los Inmigrantes.” Dofia Barbara is widely regarded as Gallegos’
greatest literary achievement and a landmark of VVenezuelan literature. The novel
explores the clash between civilization and barbarism in the Venezuelan plains,
dramatizing national identity through the conflict between Santos Luzardo, a rational
and progressive landowner, and Dofia Barbara, a ruthless and cunning woman who
embodies the lawless frontier. The novel has been celebrated for its vivid descriptions
of the llanos, its social critique, and its allegorical representation of Venezuela’s
struggle between order and chaos. Amidst this setting, Gallegos introduces a Turco
character, though in a deeply negative and dehumanized light. Unlike Abraham in “Los
Inmigrantes,” who is marked by internal conflict and social alienation, the Turco in
Dofia Barbara is a peripheral yet ominous figure—a “sirio sadico y leproso” [sadistic
and leper Syrian] (14) who has amassed wealth through the exploitation of balata in the
depths of the Orinoco jungle. Isolated due to his disease, he is nonetheless surrounded
by a harem of Indigenous girls, whom he has either purchased or kidnapped. His
presence in the novel serves as a symbol of degradation and moral corruption, given
that he not only exploits these girls for his own pleasure but also seeks to spread his
ilness as an act of vengeance against the healthy:

“Referiase a un sirio sadico y leproso enriquecido en la explotacion del balate,

que habitaba en el corazdn de la selva orinoquefia, aislado de los hombres por

causa del mal que lo devoraba, pero rodeado de un serrallo de indiecitas nubiles,
raptadas o compradas a sus padres, no sélo para hartazgo de su lujuria, sino
también para saciar su odio de enfermo incurable a todo lo que alienta sano,

transmitiéndole su mal”

[He was referring to a sadistic and leprous Syrian who had amassed wealth
through the exploitation of balata and lived deep in the Orinoco jungle, isolated
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from men due to the disease that consumed him. Yet, he was surrounded by a
harem of young Indigenous girls, either kidnapped or bought from their parents—
not only to satiate his lust but also to quench his hatred as an incurable invalid
toward all that was healthy, infecting them with his affliction] (14).
While Abraham in “Los Inmigrantes” is portrayed as an immigrant striving for
acceptance, the Turco in Dofia Barbara is an embodiment of unchecked savagery and
foreign danger. The mere mention of his name strikes fear, and his wealth is
inextricably tied to both economic and moral corruption. Furthermore, he is never given
a proper identity—referred to simply as “the Turco” or “a Syrian,” his character remains
a faceless representation of the ultimate outsider.

In 1942, the acclaimed Argentine authors Jorge Luis Borges and Adolfo Bioy
Casares wrote the short story “Las Doce Figuras del Mundo” [The Twelve Figures of
the World] under the pen name H. Bustos Domecq.

The narrative is a mystery story that revolves around the protagonist, Molinari, and his
interactions with the Druze community in Buenos Aires. The members of this Druze
community are not specified as being either Syrian or Lebanese, but rather defined as
members of “la colectividad siriolibanesa” [the Syrian-Lebanese community] (2013).
This text was written during a period marked by conservative oppression and
heightened anti-immigrant sentiment known as the Década Infame (Civantos, 7). The
protagonist, Molinari believes he has accidentally killed Abenjalddn (Ibn Khaldun), a
wealthy Syrian-Lebanese immigrant, during an initiation ritual into the Druze sect. The
initiation involves fasting, drinking tea, and memorizing zodiac signs. Molinari’s
confusion during the ritual leads him to think he caused Abenjaldun's death and the
destruction of his mansion.

Notably, Borges and Bioy Casares, or rather Domecq, do not refer to the Arab

immigrants by their Arab identity or “siriolibanesa” background, but by their religion.
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Religion is portrayed as both race and language as the narrator states that Molinari
“notes when Abenjaldin spoke in “druso” (Druze, though no such language exists) and
when he spoke in “criollo”, that is, Argentine Spanish” (Civantos, 107). | would argue
that the representation of “Turcos,” or, in this case “Drusos,” in this text is not
multifaceted. While it is significant that the immigrants are depicted as Druze rather
than Christian, the narrative reduces the Druze community to a mystical and exoticized
group. They remain an Other in this story.

In Brazil, the prominent author Jorge Amado was known for his extensive and
“highly positive portrayal of Arab immigrants” (Hassan, 57). In 1958 he published the
novel Gabriela, Cravo e Canela [Gabriela, Clove and Cinnamon], which is set in
Ilhéus, Brazil, in 1925. The story centers on Nacib Saad, an Arab immigrant who
arrived from Syria as a child and is now a bar owner. He hires Gabriela, a beautiful and
sensuous drifter from the interior, to work as a cook at his establishment, “Bar
Vesuvio.” Despite the backdrop of political and social upheaval, their love story is
central to the city's life. Their relationship is complicated by Gabriela's attraction to
other men and her hesitation to conform to middle-class norms. When Nacib finds
Gabriela in bed with a friend, he responds calmly rather than violently, breaking social
norms. Through the course of the novel, Nacib evolves significantly, and comes to be
recognized as the most civilized man in the city for his progressive actions. Wail
Hassan affirms that Jorge Amado's portrayal of Nacib Saad reverses the typical
representation of Arab immigrants, presenting him as a complex and mature character
central to the narrative of social progress (58).

In the mid-20" century begins to appear the literature produced in Spanish by

Arab-Latin American authors. In 1961, the Palestinian-Chilean author Roberto Sarah
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published the novel Los Turcos [The Turks], which “contrasts the sacred quality of the
Palestinian migrants’ homeland—the Holy Land—with the profane, materialistic
circumstances of their life in Chile” (Civantos and Maher, 356)3. The novel begins in
Bethlehem and follows six young Palestinian migrants as they journey to Latin America
in search of a better life. While two remain in Argentina, the others cross the Andes on
muleback, arriving in Chile physically and emotionally exhausted. However, their
adaptation to this new country is fraught with difficulties, marked by guilt for
abandoning their families, nostalgia for a homeland that feels increasingly distant, and
humiliation as they face both physical and verbal abuse from the local population
(Benadava, 4). Their deep connection to their Christian heritage further shapes their
experience, as Chile does not fulfill their expectations, and they struggle with racial
profiling and social exclusion.

Cien Afios de Soledad [One Hundred Years of Solitude] (1967), by the eminent
Colombian author Gabriel Garcia Marquez, is one of the most celebrated Latin
American novels. However, scholars have rarely examined the representation of Arab
immigrants in its narrative. Garcia Marquez depicts Arab merchants in the fictional
village of Macondo as a dynamic group. These merchants play a significant role in
transforming the village into “un pueblo activo, con tiendas y talleres de artesania, y una
ruta de comercio permanente por donde llegaron los primeros arabes de pantuflas y
argollas en las orejas, cambiando collares de vidrio por guacamayas” [an active town
with stores and workshops and a permanent commercial route over which the first

Arabs arrived with their baggy pants and rings in their ears, swapping glass beads for

3 The plot synopses for Los Turcos (1961) by Roberto Sarah, Las Tres Primeras Personas (1977) by
Hector Azar, El Viajero de la Alfombra Magica (1991) by Walter Garib, and Los Dolientes (2004) by
Jacobo Sefami are provided by Christina Civantos and Tracy Maher in the chapter “The Arab Novel of
Latin America” in The Oxford Handbook of the Latin American Novel (2022).
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macaws] (18). This representation, as Abdel Nasser insists, reflects the “historical
developments in Latin America with the migration of Arabs from the provinces of the
Ottoman Empire” (30). Bartet affirms that “Esta importante inmigracion arabe [...] deja
una huella muy importante en la vida cotidiana y en la historia de nuestros pueblos. La
experiencia de encuentro cultural es recogida ampliamente por el discurso literario”
[This significant Arab immigration, left a profound mark on the daily life and history of
our peoples. The experience of cultural exchange is widely portrayed in literary
discourse] (3). Yet, Garcia Marquez's depiction of Arab immigrants in this text
resembles, to some extent, the earlier representation by Julian Martel, as it reduces the
immigrants to a group of rugged merchants, lacking individualistic portrayal and
complexity.

In Lavoura Archaica [Ancient Tillage] (1975), Brazilian-Lebanese author
Raduan Nassar presents the life of a Lebanese-Brazilian family living on a fazenda, or
large farm, in mid-20th century Brazil. The novel is centered on the protagonist, André,
the middle child in the family, whose internal turmoil drives the narrative. He struggles
with the oppressive authority of his father, lohana, and the forbidden sexual feelings he
harbors for his sister, Ana. The story unfolds through André's anxious, fragmented
thoughts, with the narrative confined to the family and their fazenda, creating a sense of
isolation. The family's isolation ultimately leads to its self-destruction, with André's
attempts to escape their haunting influence proving futile, even in the solitude of a
boarding house. A pivotal moment occurs when lohana, enraged by the discovery of an
incestuous relationship between André and Ana, kills his daughter in a violent outburst.
This act of brutality sends the family into a spiral of fear and disintegration, with the

remaining family members left questioning their safety and their very existence. The
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novel captures the complex emotional landscape of a family bound by tradition, guilt,
and unspoken desires, unraveling under the weight of its own dysfunction.

In 1977, Héctor Azar, a second-generation Lebanese-Mexican playwright and
author, published the novel Las Tres Primeras Personas [The First Three People]. Azar
was a national literary figure who wrote twenty-six plays for Mexican audiences infused
with multilingual wordplay, tragic and farcical elements, and absurdities of modern
Mexican life (Brown, para. 3).

Las Tres Primeras Personas is a semi-autobiographical novel that explores Lebanese
migration to Mexico, spanning several decades, with a focus on the early to mid-20th
century through polyphonic narratives, letters, and historical citations. The narrative
opens with testimonies from three family members and concludes with a third-
generation migrant's relationship with his deceased grandfather. Azar's multilingual
wordplay in Spanish, Arabic, French, English, and Italian, alongside Mexican
colloguialisms, underscores the complexities and fluidity of migration and transnational
identities. The story follows a Lebanese father and his two daughters from their
hometown to Veracruz, then to Mexico City and Hidalgo, illustrating the challenges and
transformations of their journey.

In 1981, Gabriel Garcia Méarquez published a compelling novella entitled
Cronica de una muerte anunciada [Chronicle of a Death Foretold]. In this novella,
Garcia Marquez’s portrait of Arab immigrants is substantially more complex than in
Cien Afios de Soledad as he makes the protagonist the son of a Lebanese immigrant in a
Colombian town. The story is set in Colombia in the mid-twentieth century and narrates
the events leading to the murder of Santiago Nasar, a twenty-one-year-old Colombian

whose father is a Lebanese immigrant. Accused of ‘dishonoring” Angela Vicario, he
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becomes the target of her vengeful brothers, Pablo and Pedro Vicario, who openly plan
his murder. Despite widespread rumors about their plans, a series of unfortunate events
prevents Santiago from being warned in time, leading to his “foretold” death. In Tahia
Abdel Nasser’s analysis of the novella, she states that “it is unclear from the typescript
why Garcia Méarquez chose to add an Arab character to his novel except that the
fictional Colombian town seems to mirror the multi-ethnic Caribbean coast of
Colombia, with which Garcia Marquez was familiar, and a history of Arab migration to
South America” (33). However, | will argue in chapter three of this thesis that the fact
that Santiago Nasar is Lebanese, i.e. a “Turco,” is not incidental in Garcia Marquez’s
novella.

El Viajero de la Alfombra Magica [The Traveler of the Magic Carpet] (1991) by
the third-generation Palestinian-Chilean author Walter Garib, is a novel that tells the
multi-generational saga of the Magdala family. The story begins with the patriarch,
Aziz, and his journey from Palestine across South America to Chile. Aziz tells his
children and grandchildren that he traveled to Chile on a magic carpet, connecting the
family's narrative to the Arab storytelling tradition of The Thousand and One Nights.
The novel echoes the immigration narrative of Palestinians to Latin America, and
specifically Chile, a country which is home to “the largest Palestinian Christian
community in the world” (Saffie Guevara and Agar Corbinos, 69).

Storytelling in the novel helps the characters cope with social rejection and other
challenges, allowing them to thrive in their new environment. The text uses Orientalist
tropes, depicting Aziz taking on an indigenous mistress in Paraguay, who lives with him
in Chile even after he marries a Palestinian woman, Afife. The narrative also follows

Aziz's descendants as they navigate their identities as Palestinians in Chile, dealing with
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local prejudice, especially from the Chilean upper class. What is significant in the
publication date of this novel is that it coincided with “the creation of the General
Union of Palestinian Students (UGEP-Chile) in the late-1980s by youth seeking to
support the creation of a Palestinian state” (Saffie Guevara and Agar Corbinos, 80).

In 2000, Luis Fayad, a third-generation Colombian-Lebanese author, published
La Caida de los Puntos Cardinales [The Fall of the Cardinal Points], a novel which is
the focus of the final chapter of this study. Instead of having a single protagonist,
Fayad’s novel has six principal characters, a structure that, I will argue, allows for a
more complex and comprehensive representation of the experiences of Lebanese
immigrants in Latin America. The story spans over fifty years, focusing on these six
Lebanese immigrants' journeys and experiences of integration into Colombian society.
The novel is structured in three sections, each with eighteen chapters. The first part
depicts their voyage from Beirut to Barranquilla, incorporating memories of their lives
in Turkish-occupied Lebanon, a culturally rich region plagued by religious conflicts.
The second part follows their move from Barranquilla to Bogota, detailing their
adaptation to urban life and the stabilization of their family businesses. The third part
dramatizes assimilation into Colombian society after they’ve had children and
grandchildren, and how their lives, aspirations and relationships become intertwined
with business, economic interests, and bureaucracy, making them in many ways
indistinguishable from other Colombians.The six characters are made up of two married
couples and two single men. Yanira and Dahmar Abderrahud are a Shi’a couple
belonging to a high social class, and they are traveling with Dahmar’s friend Mohamed.

Fayad includes a variety of Lebanese religious groups, including Mohamed, the son of a

32



Muslim father and a Christian mother. The other couple, Hassana and Hichan Kadalani,
are poor Maronites who are emigrating with Hichan’s brother Jalil.

This narrative not only foregrounds the challenges and triumphs of Lebanese
immigrants but also reflects the broader experience of integration and identity in a new
land. Through meticulous attention to detail and the intertwining of past and present,
Fayad’s text manifests many of the complexities and contradictions of the immigrant
journey, dramatizing the multi-faceted aspects of engendering identity and the ongoing
struggle for belonging.

Also in the year 2000, the renowned Peruvian writer Mario Vargas Llosa
published La Fiesta del Chivo [The Feast of the Goat], a novel set predominantly in the
1960s Dominican Republic that delves into the assassination of the brutal dictator
Rafael Trujillo and the collapse of his oppressive regime. The story not only explores
the lives of those involved in the assassination but also paints a vivid picture of the
atmosphere under Trujillo's rule. A particularly significant character in this plot is
Salvador Estrella Sadhald, a Dominican of Lebanese descent, who becomes one of the
assassins. In a critical moment near the end of the novel, as he walks toward his
execution, he reflects on his Lebanese heritage. Vargas Llosa underscores Salvador’s
connection to his ancestral roots when Salvador recalls his dreams of visiting Baskinta,
the Lebanese village of his ancestors, a place he will never see in his lifetime:

“Taking the short little steps allowed by the ropes around his ankles, he walked

by himself to the palm trees where his friends were lying, thanking God that he

had been permitted to be with Him in his final moments, and telling himself, with

a certain melancholy, that he would never see Baskinta, the Lebanese village

left behind by the Sadhalas to preserve their faith and seek their fortune in
this land of our Lord” (Vargas Llosa, 345).
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This reflection highlights not only the character’s personal yearning but also the
complex identity of the “Turco,” a Dominican who, despite being part of the nation’s
history, carries within him the memory and pride of his Lebanese roots.

Finally, Jacobo Sefami, a Mexican author of Arab descent published in 2004 a
novel entitled Los Dolientes [The Mourners]. The novel is set in Mexico City in 1996
and narrates the death of a Syrian Jewish father and follows the seven-day shiva period
during which his family mourns him. Through their reflections and storytelling, the
novel richly depicts Syrian Jewish religious and culinary traditions.

The narrative has an ethnographic quality, describing the beliefs, customs, and dishes of
the diaspora community. It uses a variety of languages, dialects, and registers, including
standard Spanish, Mexican dialects, Hebrew, and Arabic, to capture the linguistic and
cultural diversity of the community. This polyphonic approach enhances the novel's
portrayal of grief, loss, and acceptance. “Specific words and phrases—such as the
Hebrew word for “father” and the Arabic word for “five” that refers to the protective
symbol of the hand of Fatima—play a prominent part in the articulation and
maintenance of group identity for this Jewish Syrian community” (Civantos and Mabher,
359).

It is worth noting that the majority of these prose works, no matter their date of
publication, are set between the late nineteenth century and mid twentieth century in an
attempt to capture the stories of the early emigrants from Syria and Lebanon. Moreover,
six of the novels discussed here were written by Arab Latin American authors who
obviously drew on their own rich, contradictory personal and family histories. Héctor
Azar and Walter Garib's works, for example, were created in part based on their family

backgrounds, while Luis Fayad's novel is based on extensive research about

34



descendants of Turco immigrants. In an interview (2001), Fayad says that he had
numerous conversations and phone calls with descendants of Lebanese immigrants.
They provided him with documents and letters, helping him to visualize and dramatize
aspects of the lives of early Lebanese emigrants. This immersion allowed Fayad to write
with a deep familiarity with the story, characters, and the Arabic language (Alvarado

Tenorio).

B. The Structure of the Thesis

The three prose works that | will analyze in this study come from different
periods, are written in different forms, and each is emblematic of the complexity of
Lebanese immigrants and their experiences. From this point forward, I will use the term
‘Lebanese immigrants,’ instead of Syrian and Lebanese, as the three chosen texts
explicitly feature Lebanese characters. Chapter two is an analysis of Romulo Gallegos’
short story “Los Inmigrantes” (1922), chapter three focuses on Gabriel Garcia
Marquez’s novella Chronicle of a Death Foretold (1981) and chapter four is a study of
Luis Fayad’s novel La Caida de los Puntos Cardinales (2000). While | read the texts by
Gallegos and Fayad in Spanish (there are no existing translations into English), I read
Chronicle of a Death Foretold in English, translated by Gregory Rabassa.

In chapter two, I pay particular attention to the intricacies of the protagonist Abraham’s
exile experience in Gallegos’ short story. In chapter three, | analyze the theme of
Santiago Nasar’s identity and its tangled connection to death and storytelling in
Chronicle of a Death Foretold. In chapter four, | focus primarily on the theme of gender
and the role of women in the Lebanese immigrant experience in Colombia as

dramatized by Fayad.
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In reviewing numerous Latin American texts featuring Turco characters, |
observed that intricate and complex representations are closely tied to the characters’
psychological depth. In texts like Julian Martel’s La Bolsa (1891), Turco character is
portrayed as a clannish figure, presented with a bustling group of peddlers on the
narrative's peripheries, lacking individual thoughts and emotions. However, in texts like
Jorge Amado’s Gabriela, Canela e Cravo (1958), and Hector Azar’s Las Tres Primeras
Personas (1977), the Turco protagonists are portrayed as having psychological depth
and having detailed backstories; they engage in emotional struggles, and characters
undergo an evolution that is likely to elicit empathy from readers of various
backgrounds. This preoccupation with psychological depth is why much of my analysis
in this study focuses on the nuanced characterizations of Turco characters and how this
complexity is manifested formally. I will attempt to analyze how the psyches of
particular characters are manifested in these texts and understand how their identities
are shaped by interactions with other characters.

Furthermore, like Kushigian’s Hispanic Orientalism, Civantos’ Argentine
Orientalism, and Hassan’s Brazilian Orientalism, my approach, Turco Orientalism, also
focuses on self and identity. Informed by literary and cultural studies—such as Stephen
Greenblatt’s Renaissance Self-Fashioning (1980), which explores identity construction
in literature, and Doreen Massey’s Space, Place and Gender (1994), which examines
spatiality and identity from a geographical perspective—this analysis seeks to discern
the Lebanese characters’ sense of self and how their portrayal in these prose works fits
within the ‘national self” of the country in which the Lebanese immigrant is represented.

In chapter two, | analyze the nuanced representation of Abraham, the Lebanese

protagonist of Romulo Gallegos’ “Los Inmigrantes” (1922), focusing on how his
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identity as a Turco-Judio shapes his complex experience of exile and alienation.
Through a close examination of narrative elements, such as shifts between third- and
first-person perspectives, descriptive language, and the contrasting portrayals of
Abraham and Domenico (the Italian character), | explore how the text constructs
Abraham’s multilayered identity as an outsider in Venezuelan society. The chapter also
delves into the formal choices that emphasize Abraham’s disconnection from his family
and homeland, such as the recurring use of terms like “taciturno” and “alejado,” and the
symbolic distinction between “casa” and “hogar.” Additionally, Edward Said’s concept
of exile as both a physical and emotional state informs my analysis of Abraham’s
displacement and his eventual inability to find belonging in either VVenezuela or
Lebanon. In contrast, Domenico’s character is constructed as an assimilated and
idealized immigrant, embodying Venezuela’s aspirations for European immigrants
within its nationalist discourse. I argue that the narrative’s structural choices and
symbolic language position Abraham as a tragic figure whose alienation transcends
physical boundaries, underscoring the broader sociopolitical tensions surrounding
identity and immigration in early 20th-century Latin America.

In chapter three, | examine the layered and paradoxical identity of Santiago
Nasar, the Lebanese-Colombian protagonist of Gabriel Garcia Marquez’s Chronicle of
a Death Foretold (1981). I analyze how Santiago’s Turco identity influences the events
leading to his death, focusing on the ways the narrator and townspeople perceive and
construct his character. Drawing on Christina Civantos’ article examining the nature of
Orientalism in this novella (2018), I argue that the town’s passive complicity in
Santiago’s murder reflects their latent prejudices and an underlying process of

“othering.” In this chapter I also highlight the narrative’s portrayal of Santiago as both
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privileged and alienated, a complexity deepened by his resemblance to his Arab father
and the townspeople’s sudden identification of him as Turco during his final moments.
Employing Elias Khoury’s novel Majma’ al-Asrar (1994), which builds upon Garcia
Marquez’s novella, I incorporate Khoury’s depiction of Santiago’s Lebanese relatives
and ancestral history to contextualize his identity within a broader diasporic framework.
The chapter culminates in an analysis of how Santiago’s death, with its striking visual
and narrative parallels to accounts of indigenous suffering in Bartolomé de las Casas’
chronicles, underscores the shared experiences of marginalization and violence among
“others” in Latin American history.

Finally, in chapter four | explore the representation of female Lebanese
immigrants in Luis Fayad’s La Caida de los Puntos Cardinales (2000), examining how
the characters of Yanira and Hassana challenge traditional gendered portrayals and
redefine the spaces they inhabit. Unlike the male-centric narratives of the two previous
chapters, Fayad’s novel provides detailed and dynamic depictions of female agency
within the Lebanese immigrant experience. Drawing on Doreen Massey’s Space, Place,
and Gender (1994), | distinguish between place—as a concrete, physical location—and
space—as an abstract, imaginative dimension shaped by memories, dreams and
evocations through language. The chapter is structured around two primary places: the
ship, which marks the characters’ journey from Lebanon, and the Abderrahuds’ house
in Bogota, which serves as a site of assimilation and cultural hybridity. | argue that
these places are not merely passive settings but are actively shaped by the evolving
relationships and agency of the female characters.

Yanira’s journey reflects a gradual transformation as she negotiates familial, cultural,

and personal expectations, ultimately asserting her independence and agency. Hassana,
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by contrast, embodies pragmatic assertiveness, actively influencing the trajectory of the
plot and the dynamics aboard the ship. Through their complex identities, these women
redefine traditional places and spaces—be it the ship, the household, or correspondence
with Lebanon—embodying the fluid and multifaceted nature of diasporic identity.

The literary portrayal of Lebanese immigrants in Latin America is far from
monolithic; rather, it unfolds across a spectrum of representation, ranging from
reductive stereotypes to richly nuanced characterizations. As I trace the trajectory of
these depictions, from the early 20™-century to the early 21%-century, this thesis
examines how the complex representations of Lebanese immigrants have changed and
evolved with time. Through an analysis of formal elements, | aim to uncover the layers
of identity, displacement, and belonging that shape these characters. The concept of
“Turco Orientalism” serves as a lens through which to explore how these
representations intersect with broader discourses on nationhood and self-perception in

Latin America.
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CHAPTER I

EXILE, IDENTITY, AND THE TURCO-JUDIO

“Y Abraham, sintiendo que su hora ha llegado y esta presta a cumplirse en él la voluntad del
destino, se sienta a esperaria y llora sobre las ruinas de sus ilusiones.”
- Rémulo Gallegos, “Los Inmigrantes.”

According to Michelle Clayton (2024), the Argentine writer Jorge Luis Borges
stated in 1926 that the year 1922 “had marked a sea change in Latin American writing”
(168). In the early 1920s, many Latin American artists and writers who had been in
Europe during the postwar years began returning to Latin America, and around 1922,
new artistic movements emerged. These movements reflected the region's
modernization, technological advancements, urban growth, and massive immigration
(Clayton 168). Additionally, this period was characterized by the prolific circulation of
the cultural and literary magazine La Novela Semanal [The Weekly Novel]. This
magazine originated in Argentina in 1917 and quickly gained popularity. By the 1920s,
literary figures from various Latin American countries began launching editions
representative of their own nations (Nagy, 5). The purpose of this magazine was to
promote national literary works and it proved to be “uno de los mas eficaces
instrumentos para la proliferacion de nuevas practicas de lectura” [one of the most
effective instruments for the proliferation of new reading practices] (“La Novela
Semanal”).

Furthermore, the 1920s in Latin America was not distinguished solely by literary
and artistic advancement but also by significant political changes and reforms
throughout the continent. In the specific case of Venezuela, “during the twentieth

century, Venezuela sought to “whiten the nation” — to dilute the presence and power of

40



the Black, Indigenous, and, more importantly, mixed-blood people by encouraging the
immigration of white Europeans” (85), as asserted by Alana Alvarez.

I would argue that 1922 marked a time of Latin American “self-fashioning,” to
borrow the term from Stephen Greenblatt’s Renaissance Self-Fashioning: From More
to Shakespeare (2005). In this book, Greenblatt discusses the pivotal period of sixteenth
century England, when “there appears to be an increased self-consciousness about the
fashioning of human identity as a manipulable, artful process” (2). Although he writes
about individual realizations of self-fashioning and the ability to construct one’s own
“distinctive personality (2), I find that this groundbreaking and influential nature of
rediscovering the self can be applied to the complex and multifaceted Latin American
self, as expressed through literature

In Christina Civantos’ book Between Argentines and Arabs (2006), she
exemplifies how Argentine authors were trying to construct a national Argentine
identity, especially by defining the Oriental Other —the Arab immigrant in Argentina.
She writes that “the reality of Arabs in Argentina is not represented textually until the
1920s when the figure of the Turco begins to appear in literary works” (2).

It is in this Latin America literary, cultural and political atmosphere that Rémulo
Gallegos, one of Venezuela’s most prominent writers from the twentieth century,
founded, along with José Raphael Pocatera, the Venezuelan edition of La Novela
Semanal in 1922 (Nagy, 5). On September 9th, 1922, Gallegos published the short story
“Los Inmigrantes” in La Novela Semanal. This text consists of nine chapters narrating
the story of two immigrants in Venezuela, Abraham from Lebanon and Domenico from

Italy. However, Abraham is the actual protagonist with four chapters being dedicated

41



extensively to him, while only two short chapters focus on Domenico, and three
chapters feature both characters.

“Los Inmigrantes” details the life of Abraham, a Lebanese immigrant who
arrives in Caracas in the late nineteenth century and starts working as a poor
“buhonero” [peddler] (Gallegos, )*. After making enough money, he sets up a fabric
store that he names “La Bonita,” which becomes Caracas’ most famous fabric shop.
Then, Abraham falls in love with one of his employees, Domitila. He marries her, and
they have two children, Sara and Samuel. From the introduction of the character of
Domitila in the narrative, the reader learns of her aspirations to climb the social ladder
and to become part of Caracas’ affluent society: “si habia de seguir siendo modista,
Domitila no queria serlo sino en grande, para clientela aristocréatica, cosa que a
Abraham le parecio razonable y ventajosa” [If she had to continue being a dressmaker,
Domitila only wanted to be one on a large scale, for aristocratic clientele, which
Abraham found reasonable and advantageous] (IV). However, as the story progresses
and Abraham becomes richer, Domitila becomes greedier and less affectionate towards
him, until she eventually mistreats him and disrespects him publicly. Their son, Samuel,
fervently mimics this attitude, whereas their daughter, Sarah, pities her father.

In her article on this short story, Alana Alvarez asserts that Gallegos’ purpose in
creating a European and a non-European immigrant was to show that European
immigrants were more suitable for Venezuela’s “whitening” project (86). For this
reason, | will be dealing with the two characters Abraham and Domenico in parallel to

discern, through formal elements, how Domenico is created as a foil to Abraham in

4 In quoting from Gallegos' “Los Inmigrantes,” I use chapter numbers instead of page numbers, as the text
I reference is from a digital source without pagination. | have not found a paper copy with page humbers.
The text can be accessed at www.literatura.us/romulo/inmigra.html.
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order to define Abraham; to delineate his complex experience of exile and ultimately, to
define what the text suggests to be an unfitting immigrant for Venezuelan society.
Accordingly, I build on Christina Civantos’ argument about Euro-Argentine authors
depicting 'the Oriental Other' as 'that which is opposite to the self and thus delineates the
self' (109). I extend this argument by asserting that Gallegos’ narrator uses a European
Other to define the Oriental Other, thereby delineating the VVenezuelan self. This
concept of ‘double othering’ serves as the primary textual embodiment of Abraham’s
alienation. The main formal elements that | examine are the words used by the narrator
to describe Abraham and Domenico, as well as the sudden and singular shift in chapter
Il from a third-person omniscient narrator to a first-person narrator with the use of
“nuestra” [our] and “nos” [us]. Additionally, I consider the specific instances where the
narrator adopts the passive voice and analyze its implications.

Abraham is first defined by the narrator as “Abraham, del monte Libano” (),
without mentioning his religion. It is only halfway through Chapter | that the reader
comes to infer that Abraham is Jewish, since the narrator states that Abraham writes in
his notebook “en caracteres Hebraicos” [in Hebraic characters] (I). At this point,
Abraham's conflicted sense of identity becomes evident; he is an Arab Jew who writes
in Hebrew rather than Arabic, and the narrator refers to him by his Hebrew name
‘Abraham’ instead of the Arabic ‘Ibrahim.” In contrast, Domenico is the Italian
pronunciation of the name which the narrator transforms into the Spanish “Domingo” in
the second chapter of the story. Significantly, I argue that Abraham “del monte Libano”
[from Mount Lebanon] and Domenico “el Calabrés” [the Calabrian] denote a

difference in the feeling of national belonging; as if Abraham is not as connected to his
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homeland as Domenico. This chapter will demonstrate how this distinction is
manifested formally and why these two characters are depicted in this manner.
Furthermore, in Chapter I1, the narrator announces that Domenico decorates his
accordion with “flores de trapo y cintajos de la bandera de su patria” [cloth flowers and
ribbons of the flag of his homeland]. The word “patria,” which possesses strong
emotional and nationalistic connotations is never used by the narrator to refer to
Abraham’s homeland. At the end of the short story, the word “patria” is transformed
into the verb “repatriarse” [to repatriate], a topic that will be discussed in greater detail
later in this chapter. The narrator also states that Abraham is part of “la colonia israelita
en Caracas” [the Israeli colony in Caracas] (V), further affirming Abraham’s affiliation
with the Jewish community rather than the Lebanese one.

When describing the place of Abraham’s dwelling, it is the narrator’s first use of
the term “Turco”, “el barrio Turco” [the Turkish neighborhood] (I). As explained in this
thesis’ introduction, Turco is a term to refer to Syrian and Lebanese immigrants in Latin
America. In fact, the narrator declares that it is a neighborhood full of immigrants from
different nationalities: “armenios corpulentos, sirios de craneos cortos y rostros
cuadrados, sombrios y feroces, judios de tipos biblicos, turcas de ojos hermosos, arabes
de rostro calido y miradas sofiadoras” [fat Armenians, Syrians with short skulls and
squared faces, somber and ferocious, Jews with biblical features, Turkish women with
beautiful eyes, Arabs with warm faces and dreamy looks] (I). This reductive and racist
enumeration of immigrants deepens the complexity of Abraham’s identity; to which
category does he belong? The sirios, the arabes or the judios? The narrator does not
really distinguish between them. He even suggests that all of these immigrants speak the

same language: “Platicaban en su lengua ruda y sonora” [They talked in their harsh
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and sonorous language] (I). This singular form for the word “lengua,” which
specifically means language and not accent, indicates that, for the narrator, all non-
European immigrants are indistinct entities.

Furthermore, the narrator makes no reference to Abraham having Lebanese
compatriots, but instead includes him within a group of ‘buhoneros’ [peddlers],
regardless of their countries of origin. However, Abraham is constantly depicted as
wanting to move away from this “pequefia tropa bohemia” [small bohemian troupe] (I),
and prefers to spend time in solitude: “el taciturno, solia alejarse un poco del barrio
bullicioso” [the taciturn one, would usually move away a bit from the bustling
neighborhood] (I). During his daily journeys with fellow peddlers, Abraham “caminaba
siempre alejado y silencioso” [always walked distant and silent] (I). Accordingly, from
the first chapter of the story, the reader gains the image of Abraham created by the
narrator as that of a character being out of place.

In John D. Barbour’s article examining Edward Said’s 1999 memoir entitled Out
of Place, Barbour asserts that the “consciousness of being at odds with his environment
is a deep part of Said’s identity wherever he is” (294). This statement is profoundly
applicable to Abraham’s character, especially as he undergoes even graver and more
intense experiences of alienation and exile. With his neighbors in the “barrio Turco,”
Abraham is intentional in his distance; he chooses to be ‘alejado’ and ‘taciturno’
[distant and taciturn], but as the plot progresses and he gets married to Domitila, his
exile from his wife and his children is forced upon him.

Therefore, to narrow down and focus on the complex exilic experience of
Abraham, | will now break down three levels of his exile. The first level, as mentioned

above, is textual and it is manifested through the formal elements through which
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Gallegos’ narrator suggests to the reader that Domenico is ‘better’ than Abraham.
Secondly, I will explore Abraham’s exile at the level of his family’s rejection of him
and his alienation from his own house. Finally, in regards to the homeland, there are
two instances in the text where Abraham decides to go back to Lebanon, and | find the
different wording for “going back home” in each of these two instances to be very

significant in relation to Abraham’s conflicted experience of exile.

A. The Textual Exile of Abraham

In addition to being depicted as alienated and silent, Abraham is also presented
as being only interested in making money and being manipulative in his endeavor. The
story begins by stating that Abraham and Domenico arrive in Venezuela “en busca del
oro de America” [in search of America’s gold], but the way the narrator formally
describes how each of the two immigrants make money is starkly different. In Chapter
I, there are seven references in total to Abraham’s fixed preoccupation with making
money, and the expression “el oro de America” is repeated multiple times. Examples
include: “s6lo enderezada al propdsito de hacer dinero” [solely aimed at the purpose of
making money], “iba sofando en el oro fantastico de América” [he was dreaming of the
fantastic gold of America], and “ €l iba contando mentalmente, como tesoro que ya
empezaba a ser suyo, el oro facil de América” [he was mentally counting the easy gold
of America, the treasure that was already beginning to be his]. However, when
describing how Abraham sells goods on credit at high prices, the narrator suddenly uses
the pronoun “ellos” [they] when talking about Abraham in order to criticize all

immigrant peddlers, as well as to denounce the Venezuelan criollos’® overindulgence,

5 A criollo is a person born or living in Latin America who is of European, especially Spanish, ancestry.
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“Asi explotaban ellos el inmoderado gusto del criollo por comprar al fiado” [Thus, they
exploited the excessive taste of the criollo for buying on credit].

In contrast, Chapter I, which is about Domenico, paints an entirely different
picture of his manner of earning a living. Domenico is a “frutero” [fruit seller] who
walks around the streets of Caracas with two baskets of fruits. As the narrator
enumerates the types of fruits that Domenico carries, it is the primary instance of a
narrative shift from third-person to first-person; “Todo el dulce jugo de la tierra
nuestra, que el sol nuestro cuaja y acendra, iba despidiendo su olorosa madurez en las
cestas del inmigrante” [All the sweet juice of our land, which our sun ripens and
refines, was releasing its fragrant maturity in the baskets of the immigrant] (I1). The
narrator’s tone is sentimental and appreciative of Domenico's occupation. The narrator
also describes the Italian immigrant’s shouts of “jFrutero, marchante!” [Fruit seller,
merchant!] as a “grito musical y gracioso” [musical and graceful cry]. Furthermore, the
narrator uses the passive voice in the sentences that are descriptive of Domenico’s
accumulation of wealth; “la hucha del inmigrante se iba inflando rapidamente” [the
immigrant's savings were rapidly growing] , and “el dinero iba cayendo, facil y
abundante, en los bolsillos del amplio pantalén de pana burda de musit Domingo” [the
money would fall, easy and abundant, into the pockets of musii Domingo's coarse
corduroy pants]. | contend that the passive voice subtly criticizes Abraham, whose main
passion is procuring “el oro de America,” and praises Domenico’s ‘respectable’ hard
work for Venezuela and its citizens. Notably, “musil Domingo” is not an arbitrary
label. According to the “Diccionario de Americanismos,” in Venezuela, musiu refers to
a “persona extranjera, especialmente si es rubia” [foreigner, especially if they are

blonde], and it stems from the French word monsieur. Accordingly, when the narrator
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calls the immigrant musiu, his name does not remain the Italian “Domenico,” it is
instead rendered as the Spanish “Domingo”. I argue that this shift, along with the first-
person shift, are textual manifestations of the narrator’s suggestion that Domenico can
and does assimilate into Venezuelan society , especially since from this point onwards
in the text, the narrator maintains the label musit Domingo, and does not use

“inmigrante” [immigrant] or “Domenico” anymore.

B. Between Casa and Hogar: Family and Home as Spaces of Exile

The second level of Abraham’s exile takes place within the conflicting
relationships with his wife and his children, as well as within the confines of his house.
Chapter IV in Gallegos’ story begins with Abraham deciding that he will close his
fabric store, “La Bonita”, and he will go back to Lebanon now that he has made enough
money. In this chapter, the reader is introduced to the character of Domitila, the
seamstress who works at Abraham's store. It is she who convinces Abraham to stay in
Venezuela and changes his mind about returning home since he realizes he loves her
and asks her to marry him. After the marriage proposal, Domitila’s relatives, two
brothers, an uncle and a brother, acquaint themselves with Abraham and express such a
strong desire to make money through hard work and show great pride that Abraham is
going to join the family. Abraham, “por darle a Domitila una muestra de afecto, les
suministré dinero para que se establecieran, cada cual en el ramo que decia era su
oficio” [ to show Domitila his affection, he provided them with money to establish
themselves, each in the trade they claimed was their profession] (V). However, these
relatives turn out to be frauds who steal Abraham’s money and waste it. When Abraham
becomes aware of their ruse, he reprimands them in a stern, harsh letter, to which they

respond with the following: “si bien se miraba, el dinero de Abraham les pertenecia de

48



todo derecho, pues era dinero venezolano, ganado en el pais, y que el ladron era el
Turco, el perro judio, que se habia enriquecido exprimiendo al pueblo” [if one looked
closely, Abraham's money rightfully belonged to them, as it was Venezuelan money,
earned in the country, and the thief was the Turk, the Jewish dog, who had gotten rich
by squeezing the people] (IV). This response is highly significant for my analysis of
Abraham’s multifaceted identity because this is the first instance in the text where
Abraham is directly referred to as “Turco” and “Judio,” two terms that are utilized as
insults. His identity, as both a Lebanese immigrant and as a Jew, is “othered” by
Domitila’s Venezuelan brothers.

After learning of her relatives’ disrespectful behavior, Domitila takes advantage
of the situation to cut ties with them, as those “parientes la avergonzaban con sus bajos
oficios y su condicion plebeya,” [relatives embarrassed her with their lowly trades and
plebeian status] (IV). With her mind firmly set on ascending socially and becoming part
of aristocratic society in Caracas, Domitila plays an essential role in transforming “La
Bonita” into one of the top establishments in the field, frequented by wealthy people.
Domitila also makes sure that her children, Sarah and Samuel, grow up in social spheres
of comfort, distinction and money. Therefore, when Abraham suggests that their son
Samuel is old enough to work in “La Bonita,” Domitila ardently opposes the idea: “;Mi
hijo tendero! ;Qué mano!” [My son a shopkeeper! No way!]. According to the Collins
Spanish-English Dictionary, the expression “qué mano” means “not likely” in
Venezuela (“qué mano™), but to translate it literally, it would be “what a hand.” I
suggest that in the context of this interaction between Domitila and Abraham, the choice
of “qué mano” could refer to the inferior status of labor, an occupation that translates

into “mano de obra” in Spanish [hand of work]. As such, I infer that Domitila is
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claiming that her husband’s work is not fit for distinguished individuals of high society.
This rejection by Domitila marks the start of her uncontrollable obsession with wealth
and appearance, accompanied by a growing disdain and loss of affection for Abraham.

In fact, it is not coincidental that Domitila says “my son” and not “our son”,
because after Abraham continues spending money on her and buying her all that she
desires, he does not feel like any of those items represent him or belong to him;
“instalada en su nueva casa” [settled in her new house] (IV). As the children get more
absorbed in aristocratic life, the narrator even describes them as “la familia de
Domitila” [Domitila’s family] (IV), which echoes Abraham’s creeping exile from his
own children.

The labels of “taciturno” and “alejado” that accompanied the character of
Abraham from the beginning of the narrative, are replaced in Chapter V by “pobre”
[poor]. From the onset of this chapter, the narrator clearly informs the reader that “he
aqui que ahora es cuando comienzan, verdaderamente, el infortunio y las tribulaciones
del pobre Abraham” [now, truly, the misfortune and tribulations of poor Abraham
begin]. On the eve of Yom Kippur, which Abraham, a faithful Jew, celebrates every
year, Samuelito begins to openly insult and mock his father and his religious practices.
After Abraham’s failed attempts to demand that Samuelito respect him and his faith,
Domitilia joins her son in further ridiculing Abraham. Eventually, Domitila shouts,
“bien merecida tenia su suerte por haberse casado con un judio. jRazon tenia Dios para
castigarla!” [she deserved her fate for marrying a Jew. God had good reason to punish
her!]. This is the second and final instance in the text where Abraham is addressed as a
“Judio” by another character, Domitila also chooses to use Abraham’s faith as the

ultimate insult and the motive for her punishment by God.
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The narrator, concludes this chapter stating the following: “desde aquel dia llevaria para
siempre en el fondo de su pecho una incurable amargura: jél en su casa, como su raza
en el mundo, no tenia un sitio de amor en los corazones!” [from that day on, he would
carry an incurable bitterness in his heart: he, in his house, like his race in the world, had
no place of love in people’s hearts!]. This statement connects Abraham’s exile and
rejection by his family to his Jewish identity, highlighting an inescapable fate set for
Abraham by the narrator. The reference to Abraham's “raza” [race] situates his personal
rejection within the broader historical condition of the Jewish people, whose collective
experience has been one of exile and dispersion across the world. As Raz-Krakotzkin
discusses in his article “Jewish Memory between Exile and History,” exile has served as
a defining characteristic of Jewish existence, shaping their historical consciousness and
collective identity (3).

Furthermore, Domitila recognizes that her husband’s identity as a Turco peddler,
which was once her gateway to social affluence, is now the obstacle to further class
ascension. Given that, unlike her, he does not change any aspects of himself according
to their aristocratic circle: “el hombre, consecuente con su humildad primitiva, se habia
conservado siempre como antes era: modesto en sus aspiraciones, humilde en sus
costumbres, sencillo y chabacano en su traje y en sus modales” [the man, consistent
with his primitive humility, had always remained as he was before: modest in his
aspirations, humble in his habits, simple and coarse in his dress and manners] (VI). As
Alana Alvarez asserts in her article discussing the narrator’s stance towards the Jewish
race in “Los Inmigrantes,” “Abraham is being “explicitly” conceptualized by the
narrator only in terms of his Jewishness. His behavior has to conform to the narrator’s

ideas of what it means to be a Jew” (99). However, in my analysis I propose a broader
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interpretation of Abraham’s identity: while the narrator emphasizes his Jewishness,
Abraham’s character is also shaped by his identity as a Lebanese immigrant, reflecting a
dual identity that transcends the singular focus on his Jewish heritage.

Abraham remains conscious of the distance between him and his children. As
the text approaches its climax, the narrator conveys Abraham’s thoughts about his
children. Regarding Samuel, “Abraham sentia que lo separaba una invencible aversion,
tal si una voz secreta le anunciase que habria de negarlo” [Abraham felt an invincible
aversion, as if a secret voice told him that he would deny him] (VI1), and this is in fact
what ends up happening. As for Abraham’s “hija predilecta” [favorite daughter], Sarita,
even her love for her father only reinforces his exile; “Mdas que amor, Sarita parecia
tenerle lastima de verlo repudiado por los suyos, siempre solo y silencioso” [More than
love, Sarita seemed to pity him for being rejected by his own, always alone and silent]
(V).

What is more, Abraham does not have any authority in his house, his opinions
are not respected or appreciated. He is depicted as being scared and shy, especially
when Sarita begins attracting affluent boys, whose intentions are only lustful, and
Abraham is unable to express his concerns. Abraham is even prohibited by Domitila to
play a role in raising the children, and he barely dares to voice his distress to his
daughter:

“el pobre hombre experimentaba secretos temores que le llenaban de dolor el

corazén; pero se abstenia de comunicarselos a Domitila, acatando asi la

terminante prohibicidn que ella le hiciera de inmiscuirse en la direccion de
los hijos. Apenas se atrevia a darle timidos consejos a la muchacha, pero

siempre era desarmado por aquella respuesta:

—ijJesus! jPapa! Tu no sabes de eso; tu eres de otro mundo.”
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[the poor man experienced secret fears that filled his heart with pain; but he
refrained from communicating them to Domitila, thus respecting her strict
prohibition against interfering in the upbringing of the children. He barely
dared to give the girl timid advice, but he was always disarmed by her response:
—Jesus! Dad! You don't know about that; you are from another world] (VI).
In Shelley Mallett’s article, “Understanding home: a critical review of the
literature” (2004), she writes that the house “is an expression or symbol of the self.
Accordingly, the house itself, the interior design of the house, and the decorations and
use of space all reflect the occupant’s sense of self” (82). However, Abraham’s house
only reflects Domitila’s sense of self and reminds him of his alienation and exile. The
narrator describes, with a rather disdainful tone, Domitila’s decadence in spending
Abraham’s money and hosting lavish parties in “la sala de su casa” [the living room of
her house]. The house blazed “en el resplandor molesto y de pésimo gusto de la profusa
iluminacidn eléctrica; se derramaba en las mesas un obsequio opiparo de festines; corria
el champaidia...” [with the annoying and tasteless glare of the profuse electric lighting; a
sumptuous feast overflowed on the tables; champagne flowed...] (VI).
This particular party that Domitila hosts is “el sacrificio supremo de Abraham”
[Abraham’s supreme sacrifice] (VII), as it has squandered “hasta el tltimo centavo del
Turco” [every last cent of the Turk's money] (VII). It is very significant here that, when
Abraham acknowledges this tragic reality, the narrator uses, for the first and only time,
the word “hogar” [home]. Throughout the text, the word “casa” [house] is used to
denote the house of Abraham and of Domitila. The reality that their house is never
referred to as “home” emphasizes the notion that it is only a physical symbol of
Domitila’s aristocratic aspirations, rather than it also being a place where one feels safe,

loved and at home. As such, the only instance where the word 'hogar' [home] is

employed is when Abraham realizes that losing all his money will undoubtedly mean

53



losing any remaining affection of his family. He acknowledges that 'su hogar seré
destruido’ [his home will be destroyed] (V11), which both intensifies and complicates his
already painful experience of exile. Additionally, during this reflection by Abraham, he
further recognizes his label as a Turco and an outcast, lamenting the possible return to
his original peddler occupation:
“si para ella y para sus hijos él siempre fue el Turco, el paria, jqué podia
esperar de ellos ahora que la pobreza se le venia encima y tal vez tendria
necesidad de comenzar otra vez la dura persecucion del pan, a lo largo de las
calles, de puerta en puerta, al hombro del cajon de buhonero!”
[if for her and their children he was always the Turk, the pariah, what could he
expect from them now that poverty was looming and he might need to start
again the hard pursuit of bread, along the streets, from door to door, with the
peddler's box on his shoulder?] (VI1).
| argue that, at this moment in the narrative, Abraham experiences a social death that
forces him to escape from his family’s looming wrath and from his adoptive land. This
social death brings him back to his Lebanese identity and pushes him to return to
Lebanon, as the narrator announces, “Y Abraham, el del monte Libano, decidi6 aquella
noche repatriarse” [And Abraham, the man from Mount Lebanon, decided that night to
repatriate] (V11). This sentence marks the first time the narrator defines Abraham as
Lebanese since Chapter I. This is a significant observation, as throughout the previous
chapters, Abraham’s Jewishness was consistently highlighted, yet at the moment of
‘death’, it is his ‘Lebaneseness’ that emerges. Furthermore, the verb “repatriarse” [to
repatriate] carries strong emotional connotations, unlike the wording used by the
narrator in Chapter IV, when Abraham first considered returning to Lebanon: “Un buen

dia, al terminar el inventario anual, vio que tenia ya una suma apreciable de riqueza

adquirida y pensé que era tiempo de regresar a su tierra” [One fine day, after
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completing the annual inventory, he saw that he had already acquired a considerable
amount of wealth and thought it was time to return to his land].

In Spanish, the words “tierra” and “patria”, although both allude to a person’s country
of origin, the former is more concerned with the physical space of the homeland,
whereas the latter refers to the strong emotional and patriotic bond with one’s
homeland. Accordingly, when Abraham decides to return to Lebanon in Chapter IV, it
Is because he believes he has fulfilled his purpose in Venezuela: to accumulate enough
wealth and return to his homeland. His decision is driven by rational and material
reasons, not sentimental or nostalgic ones. So, he “pens6 que era tiempo de regresar a su
tierra” [thought it was time to return to his land]. In chapter VI however, when he
acknowledges that his “hogar sera destruido” [home will be ruined], and he is incredibly
fearful of how his family will react, this is when the narrator asserts that Abraham
decides to “repatriarse” [repatriate], to return to his “patria”. Suddenly, Lebanon
becomes a distant haven, the home that will shelter him from his misery. Little does

Abraham know that in his homeland, his experience of exile will only deepen.

C. Neither Lebanese Nor Venezuelan: Abraham’s Perpetual Geographical Exile
In the final chapter of the story, many years have passed, and Abraham has
returned to Venezuela. As he sits on a park bench in Caracas, he encounters Domenico,
and the two elderly men begin to acquaint themselves with one another. Abraham
recounts his story to Domenico and tells him of the events that followed after his return
to Lebanon:
“la repatriacion desesperada, la soledad y el aislamiento en el pais natal, donde
nadie ya lo conocia, como un extranjero entre los suyos... Vivia triste, echando

de menos a la patria adoptiva, que, sin embargo, habia sido cruel y dura con él...
iErré después por otros paises de la tierra, pero en ninguna parte pudo aplacar su
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ansia de volver a éste, donde habia dejado a sus hijos, que, a pesar de todo, eran
sus hijos”

[the desperate repatriation, the loneliness and isolation in his native country,
where no one knew him anymore, like a stranger among his own... He lived
sadly, missing the adoptive homeland, which, however, had been cruel and harsh
with him... He wandered through other countries of the world, but nowhere could
he quell his longing to return to this one, where he had left his children, who,
despite everything, were his children] (IX).
Upon Abraham’s return to the homeland, I examine the third level of his complex and
conflicting exile. In “Reflections on Exile” (2000), Edward Said asserts that “exile is
predicated on the existence of, love for, and bond with one’s native place” (185).
However, does Abraham truly exhibit a “love for, and bond with” Lebanon?
Additionally, as John Barbour (2007) affirms, “an implicit travel narrative is central to
the exile’s identity; he remembers a difficult journey away from home and looks
forward to returning someday” (293). Abraham’s identity as an exile is exceedingly
complex; in the adoptive land he is not depicted as even thinking about his journey from
Lebanon to Venezuela, nor is he portrayed as emotionally longing to return to Lebanon.
Only when he ‘dies’ socially in the adoptive land does he feel a sentimental connection
to his “patria”, yet when he arrives there, he begins to miss the adoptive land. The fact
that no one recognizes or remembers him in Lebanon reinforces his lack of a bond with
Lebanon; throughout his years in Venezuela, he never sends or receives letters to and
from friends and family in Lebanon. Abraham is depicted as a solitary exiled character
wherever he goes. Thus, he embodies the stereotype of the wandering Jew as he travels
to different countries aimlessly, until eventually he decides to return to Venezuela, due
to his children being there.

It is highly worth noting that in the conversation between Abraham and

Domenico, it is Abraham who begins the conversation by asking “; Es usted del pais?”’
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[Are you from this country?] (1X). | contend that this question is, for Abraham,
equivalent to “who are you?,” that in asking this question he is wondering if the other
person is from the country, or an exile like him. Domenico responds that he is from
Italy, but after spending thirty years in Venezuela he affirms; “me gusta esta tierra y
puedo decir que soy venezolano” [I like this land and I can say that [ am Venezuelan]
(1X). Certainly, Abraham cannot say that he also considers himself to be Venezuelan,
and he replies “Yo también vine al pais hace muchos afos” [I also came to the country
many years ago] (IX). He begins relating his life’s story and says that after returning to
Venezuela and struggling to make a living again, he reunited with his estranged wife,
who now welcomed him into her house, where they lived together peacefully despite
their past hardships.

Edward Said states that since exiles see “the entire world as a foreign land”, it
“makes possible originality of vision” (186) due to their awareness of at least two
cultures, settings and homes. An awareness that Said terms “contrapuntal” (186).
However, I find that Abraham’s experience of exile is too complex and conflicted to
adhere to this awareness. It’s true that he has an awareness of both Lebanon and
Venezuela, but in both settings, Abraham is solitary. The narrator does not give us any
details about Abraham’s past life in Lebanon, and upon his return to the homeland, we
only learn that his exile has been deeply unsatisfying and lonely. | would argue that it
IS inaccurate to say that Abraham experiences a contrapuntal, simultaneous belonging in
both Venezuela and Lebanon. He experiences belonging in neither the homeland nor the
adoptive land. Rather, due to Abraham’s paradoxical and nuanced identity, his
belonging can only manifest in abstract spaces; in certain emotions and situations, not in

the physical place of a house or a country. Thus, when Abraham is being rejected by his
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family in chapter VI, the narrators declares: “pero Abraham recogia el agravio y lo
guardaba en el fondo de su dolorido corazon, donde habia guardado las injurias y el
desprecio” [but Abraham gathered the grievance and kept it in the depths of his aching
heart, where he had stored the insults and disdain]. In fact, Abraham’s heart, as well as
his faith are recurrent motifs in the narrative, and I contend that they play the role of
Abraham’s refuge, that accompany him wherever he goes, which is why he prefers to be
“alejado” [distant] and to spend time by himself. It is true that, in the end, he chooses to
return to Venezuela, to return to his children, but he is still unable to say “soy
venezolano” [I am Venezuelan] (IX) like Domenico. The final abstract space in the text
where Abraham feels a sense of belonging is during his conversation with Domenico.
With his family, Abraham was never able to talk freely, but by giving an account of
himself and telling his narrative to Domenico, he experiences the first instance in the
text where he can speak without being forced into silence. Consequently, the paragraph
in which the narrator provides an indirect speech of Abraham’s story is the largest in the

text, appearing as Abraham’s well-deserved monologue.

D. Conclusion

The character of Abraham in Rémulo Gallegos’ “Los Inmigrantes” is a
multifaceted representation of exile, identity, and belonging, shaped by his Turco-Judio
identity. Through a detailed examination of the formal elements in the narrative, it
becomes evident that Abraham’s experience is marked by layers of alienation: from the
Venezuelan society that sees him an outsider, from a family that rejects his values and
identity, and from a homeland that offers no solace upon his return. These elements
culminate in Abraham’s inability to find belonging in any physical or cultural place, a

sharp contrast to Domenico’s successful assimilation into Venezuelan society.
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Abraham is portrayed as a tragic figure whose alienation transcends geographic
boundaries, situating him instead in abstract spaces of faith, solitude, and limited
emotional connections. While Domenico’s journey aligns with Venezuela’s nationalist
and assimilationist ideals, Abraham’s journey underscores the complexities and
contradictions of immigration and identity formation in early 20th-century Latin
America, especially in the case of Lebanese immigrants.

Ultimately, Abraham’s narrative encapsulates the broader tensions of a region
that in the early 20th century was grappling with modernity, massive immigration, and
self-definition. His exile becomes a poignant commentary on the fragility of identity
and the human need for connection, even in the face of insurmountable rejection.

Finally, it is interesting to note that although Alana Alvarez (2024) asserts that
Abraham is defined in the text primarily by his Jewishness, with less emphasis on his
Lebanese identity, the 1984 movie adaptation of “Los Inmigrantes” portrays Abraham
as a Christian immigrant from the town of Zgharta in Northern Lebanon®. This shift
highlights how cultural representations can evolve over time, reflecting changing

societal perceptions and the fluid nature of identity..

® Los Inmigrantes (1984) Directed by Luis Manzo. Screenplay by Sonia Chocroén, based on Rémulo
Gallegos' short story “Los Inmigrantes.” Starring Henry Zakka, Carlos Camara Jr., and Victor Camara.
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CHAPTER 111
A DEATH OF MANY LAYERS: SANTIAGO NASAR’S
CONFLICTED OTHERNESS
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In 1951, in the Colombian town of Sucre, a horrific murder took place. Cayetano
Gentile, the son of an Italian immigrant family, was stabbed to death by two brothers of
the Chica family after their sister was returned to her family by her husband, Miguel
Reyes Palencia, on their wedding night after he discovered that she was not a virgin
(Pelayo, 111-112). Thirty years after this tragic incident, Gabriel Garcia Marquez
published a novella entitled Cronica de una Muerte Anunciada [Chronicle of a death
foretold], in which he gives a fictitious account of the death of his childhood friend
Cayetano. In his 2002 autobiography Vivir para contarla [Living to Tell the Tale],
Garcia Marquez states that from the moment he learned of what had happened, he
wanted to write an account about it, but his mother, Luisa Santiaga Marquez, did not
allow him, especially since Cayetano’s mother was still alive: “not a day went by that I
was not hounded by the desire to write the story” (Garcia Marquez, 384). However,
after his mother called him in 1981 to tell him the sad news of the death of Cayetano’s
mother, she gave Garcia Marquez her blessing to write the story, with one condition: “‘I
ask only one thing as a mother,” she said. ‘Treat Cayetano as if he were a son of mine’”
(Garcia Marquez, 384). Accordingly, Garcia Marquez changed all the names of the
people in the novella that he wrote about the incident and did not even name the
Colombian town in which the murder took place. He named the victim-protagonist

Santiago, after his mother Santiaga.
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What is most significant in Garcia Marquez’s transformation of this real-life
event into a fictional story is his portrayal of the victim-protagonist Santiago Nasar.
Instead of making Cayetano of Italian ancestry, as he was in life, Garcia Marquez
makes Santiago Nasar the son of an Arab immigrant father and a Colombian mother.
This ethnic shift forms the basis of my analysis as I examine Santiago’s multifaceted
and conflicted Turco identity in relation to his death.

“On the day they were going to kill him, Santiago Nasar got up at five-thirty in
the morning to wait for the boat the bishop was coming on” (Garcia Marquez, 1). This
is how Gabriel Garcia Marquez begins the novella. From the straightforward title,
Chronicle of a Death Foretold, and from the first sentence of the text, the reader
understands that the story revolves around the death of a character named Santiago
Nasar. Santiago’s fate is inescapable. Similar to Abraham, discussed in the previous
chapter, who is confined within a narrative set by Gallegos’ narrator, Santiago is also
placed in a space of predestination.

In this chapter, | will explore the complex and paradoxical nature of Santiago
Nasar’s identity as it unfolds in the text, culminating at the moment of his death. | begin
by examining Santiago’s contradictory characterization by other characters and the
narrator, who depict him as both “privileged and rejected” (Civantos, 172).
Additionally, I focus on how Santiago is portrayed to resemble his father more than his
mother, emphasizing his Turco identity over his mestizo’ one. I will also analyze how
the narrative alienates Santiago, depicting him as a foreign other. This analysis will be

informed by examining how Santiago is observed by the townspeople on his way to his

" The term "mestizo" is used to refer to individuals who are the descendants of different races or
ethnicities. It originates from the Spanish word "mestizo," which means "mixed." (HistoriaUniversal.org
Mestizos: Definicién, Historia y caracteristicas)
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impending death and by closely analyzing the Spanish original text and the Arabic
translation alongside Gregory Rabassa's English translation, which is the version | read.
The novella’s structure is non-linear, largely because it is constructed from
memories by members of the town. The order is a function of how the narrator, who is
trying to make sense of a crime that happened twenty years prior, orders these snippets
of memory. This crime is committed by the Vicario twins, Pedro and Pablo, after their
sister, Angela, accuses Santiago Nasar of being the man who took her virginity before
her marriage to Bayardo San Roman. Bayardo returns Angela to her family a few hours

after the wedding when he discovers she was not a virgin.

A. Santiago Nasar’s Conflicted Identity

In the narrator’s first description of Santiago Nasar and his appearance, he states
that “he was slim and pale and had his father’s Arab eyelids and curly hair” (Garcia
Marquez, 5). Santiago’s “Arab eyelids” are the reader’s first indicator of Santiago’s
ancestry and his strong resemblance to his Arab father. Prior to this description, the
narrator alludes to various ways Santiago resembles his father, though without
mentioning nationality. He mentions the cattle ranch that Santiago had “inherited from
his father” (Garcia Marquez, 3), and how “he always slept the way his father had slept,
with the weapon hidden in the pillowcase” (Garcia Marquez, 3). There are numerous
reiterations in the novella of the similarities between Santiago Nasar and his father,
Ibrahim Nasar:

“From his father he learned at a very early age the manipulation of firearms, his

love for horses, and the mastery of high-flying birds of prey, but from him he also

learned the good arts of valor and prudence. They spoke Arabic between

themselves, but not in front of [his mother], so that she wouldn’t feel excluded.”
(Garcia Méarquez, 6).
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Furthermore, Victoria Guzman, the cook, who used to be Ibrahim Nasar’s lover when
he was young and afterward, “he brought her to be a house servant when the affection
was over” (Garcia Marquez, 8), says that Santiago Nasar “was just like his father, [...] a
shit” (Garcia Marquez, 8). This initial negative comment introduces another layer to
Santiago's characterization, portraying him as a womanizer: “He went about alone, just
like his father, nipping the bud of any wayward virgin that would begin showing up in
those woods” (Garcia Marquez, 91). Santiago also “had the same utilitarian concept of
matrimony as his father” (Garcia Marquez, 113), as he was engaged to Flora Miguel,
the daughter of an Arab immigrant who was Ibrahim Nasar’s friend, not out of love but
as an arrangement. From these few examples, we can already see that Santiago is
primarily defined by his resemblance to his father.

Regarding Santiago’s mother, however, there is only one instance in the novella
where the narrator addresses a resemblance between Santiago and his Colombian
mother, Placida Linero; “From her he had inherited his instinct” (Garcia Marquez, 6).
There is no mention of any physical similarity to her. Such disproportionate similarities
between Santiago and his Criolla mother versus his Turco father suggests that
Santiago’s Turco identity outweighs his Colombian one. This identity conflict deepens
as the story progresses and reaches its climax at the moment of Santiago’s death.
Nevertheless, the narrator asserts that Santiago’s “merry and peaceful, and openhearted”
personality is “by his own merits” (Garcia Marquez, 6) and not inherited from his
parents. The reader also catches a glimpse of Santiago’s sensitive and vulnerable side
through his horror at how Victoria Guzman “pulled out the insides of a rabbit by the
roots and threw the steaming guts to the dogs; “Don’t be a savage,” he told her. “Make

9999

believe it was a human being”” (Garcia Marquez, 8). This scene foreshadows Santiag0's
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own gruesome death, where he is stabbed and dies holding his intestines in his hands, a
significant moment that will be explored in greater detail later in this chapter. | contend
that this “peaceful” and ‘fragile’ portrait of Santiago contradicts his depiction as a
“perpetrator” (Garcia Mérquez, 101) of women with his “butcher hawk hand” (Garcia
Marquez, 12). Interestingly, Garcia Marquez mentioned in his autobiography that one
inspiration for Santiago Nasar's character was seeing an Arab falconer (Abdel Nasser,

33).

B. The Turco’s Inescapable Fate

Santiago’s characterization is rendered even more complex when assessing how
other characters perceive his race. In her 2018 article, “Orientalism and the Narration of
Violence in the Mediterranean Atlantic”, Christina Civantos affirms that Santiago “is
perceived by blacks as white, but by criollos at large as a Turco” (Civantos, 172).
Although Civantos asserts that he is “at once privileged and rejected” (172), I argue, as
stated above regarding his resemblance to his parents, that the privileged and rejected
aspects of his identity are not simultaneous or equal. He is rejected more than he is
privileged, yet he is unaware of this before his death. The town's passive observation
and willingness to allow the Vicario brothers to murder Santiago are the ultimate
demonstration of his rejection. Civantos also argues in that article that the Orientalism
in Garcia Marquez’s text is one of ambivalence (169), given that Garcia Marquez “is
able to critique many forms of essentialism surrounding the Levantine immigrant
community that he depicts, yet some types of essentialism remain” (170). The
essentialism primarily is manifested in Garcia Marquez’s choice of making the Italian
Cayetano Gentile an Arab Santiago Nasar. When writing the story, he knew the victim-

protagonist's inescapable fate, yet decided to turn him into Arab, as if there is a certain
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connection between being Arab and fatalism. Furthermore, when the townspeople learn
the Vicario brothers’ intentions, they perceive Santiago as a dead man even before he is
killed, as if they immediately assume that the Turco’s fate is sealed. As the narrator-
chronicler interviews different people from the town asking them what they remember
from that tragic day, almost all of them answer with the same recollection of believing
that Santiago was already dead before he was murdered. Divina Flor, Victoria
Guzman’s daughter and the young girl who was regularly treated as a sexual object by
Santiago, says that “he grabbed her by the wrist with a hand that felt frozen and stony,
like the hand of a dead man” (Garcia Marquez, 12). Similarly, Clotilde Armenta, the
owner of the town’s milk shop, asserts that Santiago “already looked like a ghost”
(Garcia Marquez, 13). Additionally, when Pedro Vicario feels hesitant about
committing the murder, his brother, Pablo Vicario, aggressively declares, “There’s no
way out of this,” he told him. “It’s as if it had already happened” (Garcia Marquez,
62). Moreover, the brothers tell the narrator-chronicler during an interview that his
brother told them “Santiago Nasar is dead” (70), when they announced to him their plan
to kill Santiago. Finally, when the Vicario brothers first interrogate their sister, Angela
Vicario, to find out who the man is who dishonored the family’s name, the narrator
provides the following essentialist description:
“She only took the time necessary to say the name. She looked for it in the
shadows, she found it at first sight among the many, many easily confused names
from this world and the other, and she nailed it to the wall with her well-aimed
dart, like a butterfly with no will whose sentence has always been written.
“Santiago Nasar,” she said” (47).
Even after Santiago’s death, as Father Carmen Amado performs the autopsy on his

corpse, he finds that Santiago had a hypertrophy of the liver, and he deduces that

65



Santiago Nasar “had only a few years of life left to him in any case” (Garcia Marquez,
76). This finding in the autopsy further emphasizes the inescapability of Santiago’s
deadly fate.

Since Santiago’s “sentence has always been written,” he experiences another
conflicted aspect of his identity; he simultaneously becomes invisible and the town's
main event. The narrator insists that many townsfolk were watching Santiago and trying
to see if the Vicario brothers would actually kill him. Santiago’s final stop before his
death is at Flora Miguel’s house, and before going there no one warns him of his
impending fate. The narrator wonders why if, “there were so many people hanging on
his movements in the square... no one saw him go into his fiancée’s house” (114).
However, although the townspeople are observing Santiago, ironically, their intense
observation has rendered them blind to the reality of why they are carefully watching
Santiago’s every move. They are too preoccupied with the question of whether the
Vicario brothers would actually carry out the act, and so focused on Santiago’s
imminent death, that they make no effort to prevent it. The investigating magistrate
writes as a marginal note in the report “fatality makes us invisible” (Garcia

Marquez,114).

C. An Incomprehensible and Exilic Death

Santiago’s death is the most compelling instance in the text because it (his
death) manifests his multifaceted identity and alienation most strongly. Before his death
and as his murder is unfolding, he becomes an “Other” for the townspeople. Up to that
point in the novel no one has called him “Turco.” However, on page 103, Fausta Lopez
criticizes the Arab immigrants who make a lot of money “and think [that] their money

makes them untouchable.” Moreover, she categorizes Santiago, saying he is “just like
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all Turks,” thus, through the language she employs, rendering him a stranger. When he
finds out that the Vicario brothers are planning to kill him, and he is running home to
hide as the townspeople shout from all directions to tell him where to go, someone
directly addresses him for the first time as Turco: “Not that way, Turk; by the old dock”
(Grcia Méarquez, 117). Civantos affirms that this reference to Levantine immigrants
“reveals an underlying animosity on the part of the townspeople toward those still seen
as “foreign,” even though they had arrived a few generations back™ (173).

To gain a deeper understanding of Santiago’s death, it is elucidating to also
examine the 1994 novel L) Y seas [Collection of Secrets], by the Lebanese author
Elias Khoury. In Majma“ al-asrar, Khoury builds on Garcia Mérquez’s novella by
developing the story of the Nasar relatives who remained in Lebanon. He delves into
the family's history and background, using a letter that has been sent from the
Colombian branch to the Lebanese branch of the family, and Khoury “has the fate of
one cousin affect that of the other” (Civantos, 177). According to Khoury, Ibrahim
Yaacoub Nasar, Santiago Nasar’s cousin in Lebanon, who is ten years younger than
him, stays in Lebanon, and his father decides not to emigrate to Colombia because of
the letter that they received informing them of the murder of Santiago. Santiago’s death
profoundly impacts Ibrahim Nasar’s life, instilling in him a fear of indecision; to stay or
to emigrate? It is this uncertainty that alienates Ibrahim from those around him in
Beirut, because he is unable to truly accept that he should stay there and that he belongs
there:
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[Ibrahim Yaacoub Nasar was not a stranger in Beirut, but he lived like one. His
aunt used to say that he was eccentric, and he dreamed only of traveling to
America. The real obstacle to his travel was fear]® (39).
One significant contribution of Majma’ Al-Asrar to Chronicle of a Death Foretold is its
help in clarifying what constitutes Santiago’s Arab/Turo identity. In Garcia Marquez’s
text, the narrator defines Santiago, his father and the entire Arab community as “Arab”
only, without referring to an actual country of origin, such as Syria or Lebanon.
Therefore, Khoury’s narrator reveals that Santiago is the son of an Arab immigrant from
Lebanon and further characterizes Santiago through his resemblance to his father. The
narrator mentions that Santiago’s favorite meal is a traditional Lebanese dish and that
he used to drink tequila with his father, who referred to it as arak, the Lebanese
alcoholic drink:
Jsaad)l Jhaady Cun die ) je ) ane 023l OIS 3 oall 5 Jia ¢ salaall cpalll CilS aliadall )"
"Guall Y Lgpany OIS AU LS by 5 o SL
[His favorite dish was cooked yogurt, just like his father, who would take it with
him to his farm where they would castrate the calves, eat, and drink tequila,
which his father called arak] (38).
However, the most influential way in which Elias Khoury’s text supplements and
redefines Santiago’s identity as specifically Lebanese is by stating that Abdel Jalil, an
ancestor of Santiago, was slaughtered in the 1860 Lebanese war—a historical event
examined in chapter one of this thesis in the background on Lebanese emigration. Abdel
Jalil was stabbed multiple times and staggered for three hours before dropping dead.

The narrator claims that Santiago’s father used to tell his son these stories, but the

narrator's reliability is questionable. On page 151 of the novel, the narrator himself asks,

A EAT pl g AN ol

8 All translations from Arabic to English are my own, unless indicated otherwise.
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[where is the story and where is the truth?], as he is unsure of Abdel Jalil’s story:

AT Olin T o gl Aabi b aael 3 dadll s da Ui die (o pny anl Da Jilal) e Ll
u.:).mcu\d.ﬂd\ ‘m}h‘m)u\d&ﬂ/ﬂ Ll vy us"wfsum"usc_mdﬂ\d;)l\}ge\
‘dM‘jﬁ.L&maJ “_nyu u\ LAAQ‘J cu\.&:bu);\.;.a‘)uu..wdk} ca)@.i:ass;u‘)ch.\s.m

"ssm shs <o) 35"

[As for Abdul Jalil, no one knows anything about him. Was he the man executed

in Burj Square on June 3, 1860, or the man slaughtered in Ain Ksourin on

February 12, 1860, in that brutal manner? It was said that twenty knives were

plunged into his back, and he staggered about for three hours, refusing to die, then

fell in the Ouzai area, howling] (159).

The significance of this Lebanese novel lies not only in Khoury creating an ancestor
who died in a manner similar to Santiago, thereby connecting Santiago with his heritage
by virtue of his manner of death, but also through Khoury’s narrator’s assertion that, at
the moment of his death, Santiago remembers the stories his father used to tell him
about Abdel Jalil:
O g 335 s G Ll iy IS cilalia ) asiale ] 3l A Jal) elli b el ga ddaald Capla 4y 2"
CrSISall 5 4 jall Aals o g Jalad) die (85 oS g cAandall 4lSa Al (59 0 9 5 0all 5 () aain (IS

ikl g S ) g 4 s S 50

[His alienation came at the moment of his death, in that isolation that brought him

back to environments he thought did not exist. When he listened to his father

telling him the story of the massacre, and how Abdul Jalil stood in the middle of
the village square with knives tearing him apart, he felt like he was listening to an

unreal story] (44).

Furthermore, on the final page of Chronicle of a Death Foretold, Santiago Nasar
is depicted as a “Saracen” just before collapsing to his death and is exoticized by the
narrator, further grounding Santiago’s identity in his ethnic origin as he faces his
demise, “His Saracen face with its headstrong ringlets was handsomer than ever” (122)/
Santiago's identity is extraordinarily multifaceted and conflicted as he is dying. This

complexity related to his manner of death seems especially significant both in relation

to Khoury's novel and to classic crénicas by the Spanish conquistadores such as those
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by Bartolomé de las Casas, which Garcia Marquez certainly read. In his book, The
Horrors of the Conquest, Bartolomé de las Casas, a 16th-century Spanish historian and
Dominican friar who documented atrocities committed by Spanish colonizers against
Indigenous peoples in Latin America, writes about the brutal killing of an Indian who
had been promised safety by a priest but whose stomach is brutally slashed open by a
Spaniard, causing him to walk about holding his intestines until he drops dead:
“And just as the young man came down, a Spaniard who was there drew a cutlass
or half sword and gives him a cut through the loins, so that his intestines fall out.
The Indian, moaning, takes his intestines in his hands and comes fleeing out of
the house. He encounters the cleric, and the cleric tells him some things about the
faith, as much as the time and anguish permitted, explaining to him that if he
wished to be baptized he would go to heaven to live with God. The sad one,
weeping and showing pain as if he were burning in flames, said yes, and with this
the cleric baptized him. He then fell dead on the ground” (26-27).
Santiago’s death strongly resembles this account by de las Casas, suggesting that his
identity is not only connected to his Lebanese/Arab heritage but also to his Latin
American one. Thus, Santiago simultaneously dies in a ‘Lebanese way,” as depicted by
Khoury, and in a ‘Latin American way,’ as described by las Casas. More significantly,
Garcia Marquez, who called his novella a “cronica” may or may not have been alluding
to this specific passage of the slaughter of indigenous people by the Spaniards in las
Casas but was almost certainly aware of it, is nevertheless establishing an equivalence
between the positions of indigenous people and Arabs as “others” in Latin America.
This process of “othering” is especially pronounced in the moments leading up to the
deaths of the indigenous man in las Casas’ description and of Santiago in Chronicle of a
Death Foretold.

Additionally, even though Khoury’s narrator and Garcia Marquez’s narrator

define Santiago by his Arabness in his final moments, it is significant to note that in
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Chronicle of a Death Foretold, when Nahir Miguel, the Arab who immigrated to
Colombia with Santiago’s father and has since become a member of the family, informs
Santiago that the Vicario brothers are looking for him to kill him, their conversation is
initially in Arabic. However, Santiago replies in Spanish: “I don’t understand a
Goddamned thing,” Santiago said. It was the only thing he managed to say, and he
said it in Spanish” (Garcia Marquez, 116). This language confusion is another formal
embodiment of Santiago's complex and conflicted identity. His response could be
interpreted both literally and figuratively—either Santiago does not understand the
Arabic language, or he does not comprehend the unfolding events. Given that the
narrator repeatedly alludes to Santiago speaking Arabic with his father and members of
the Arab community, it is more likely that his response is figurative. | posit that his
Spanish response denotes Santiago’s own identification with his ‘Colombianness’,
because he was having a whole conversation in Arabic with Nahir Miguel, but when

faced with death, he switches to Spanish.

D. Language and Translation: Deepening Santiago’s Identity

In fact, languages are highly significant aspects of this novella. | read the
English translation of the text, but I also examined the original Spanish text and the
Arabic translation. As Anna Fochi (2011), in her article about the English translation of
Chronicle of a Death Foretold by the American translator Gregory Rabassa, writes:
“translation is never a neutral act of communication, but has important consequences
for the delicate dialogue between cultures” (56). She analyzes the English translation of
the title of the novella from Crénica de una Muerte Anunciada to Chronicle of a Death
Foretold by focusing on the choice of “chronicle” and “foretold.” She states that the

“Spanish word cronica can mean both a historical chronicle or account, as well as a
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news report, or feature and article,” whereas in the English version, “the word comes to
be divested of its reference to journalism and to the complex interpretation between it
and literature” (Fochi, 59). She also claims that choosing “foretold” for “anunciada” is a
calculated choice that becomes “a clear hint at dark prophecy” (59), a translation that
“takes on a “Biblical tone,” thanks to the inverted word order and the ‘apocalyptic ring’
of “foretold”” (60). This choice of words not only underscores the inevitability of
Santiago’s fate but also imbues it with a sense of predestined doom, further highlighting
the tragic and unavoidable nature of his death.

As such, 1 would argue that there are many formal nuances in the English
translation that contribute to the othering of Santiago’s character, nuances that are not as
pronounced in the original Spanish text or the Arabic translation. If we examine the
Arabic title of the novel, the translation of “anunciada” closely resembles the Spanish
one and does not carry the dark prophetic connotation of the English “foretold”: ¢lze
[announced].

As mentioned at the beginning of this chapter, Santiago is first characterized in
relation to his resemblance to his father and his inheritance of his behavior from his
mother. On page five of the novella, the narrator states that Santiago “seemed happy
with his father until the latter died suddenly, three years before, and he continued
seeming to be so with his solitary mother.” The part highlighted in bold appears to
imply that “seeming to be so” refers to Santiago’s happiness. However, after
investigating the Arabic translation of the text by Saleh Almani, this sentence is
translated as:

o Ay Agady Ry i OB J slad a1 e 85 ) ) Al e e san (IS8 58 Ll 5"
"3aa siall V)
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The word “4:&y” means resemble, and the “»” that is added at the end, making it “4¢2dy”,
belongs to the third person pronoun Him or “s” and it refers to Santiago’s father.
Therefore, just as Santiago and his father spoke Arabic with each other, they also
resembled each other in Arabic.

Additionally, the Spanish and English texts state that Santiago inherited his
“instinto” or “instinct” from his mother. According to Merriam-Webster, “instinct” can
refer to both “a natural or inherent aptitude, impulse, or capacity” and “behavior that is
mediated by reactions below the conscious level” (“Instinct”). Similarly, in Spanish,
“instinto” carries both meanings, referring to an inherent behavior or impulse
(“Instinto”). However, instead of translating this word literally into 3¢, which denotes
a sense of animalistic instincts (“3_»_¢”"), the translator uses "3 k", Although "3 k3"
does mean instinct or instinto, it has a more positive connotation in Arabic, referring
exclusively to an inherent nature or talent that is uniquely human (“4_%%”). This choice
of translation is significant because it suggests that the Arabic language, by itself and
regardless of the translator's intentions, omits some of the alienating aspects attributed
to Santiago in the English translation, rendering him more human and less of an Other.
By the same token, Elias Khoury affirms in Majma’ al-asrar that
S el O Bl i a3l (e o 3o Jany 431 1 paiie ) f cilans) o palie ) [ s Liiila] 8 e cpdll JS"

[Everyone who knew [Santiago] thought he was Spanish, or believed that he had
a mixed heritage, like millions of people in South America] (44).

Thus, the narrator claims that Santiago is not as much of an Other as Garcia Marquez’s
text portrays him, a notion that Civantos also supports: “Khoury’s text asserts that if there
were any physical feature that marked Santiago as Arab, it would only be interpreted as

such by non-Arabs and then goes on to reject that such a feature exists” (177).
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After the Vicario brothers commit the murder, Pedro Vicario says to Father
Amador “We killed him openly, [...] but we’re innocent” (Garcia Marquez, 49). If one
were to read Pedro Vicario’s statement in the original Spanish text, one finds a subtle,
yet significant, difference. In Spanish, he does not say that he and his brother killed
Santiago openly, but that they killed him consciously: “lo matamos a conciencia”
(Garcia Marquez, 28). Similarly, in Arabic, the Vicario brothers say that they killed him
“a conciencia”: e 5 JalSy (a3 5oLl 36l [We Killed him with full awareness] (49). The
Spanish and Arabic versions highlight the Vicario twins' intentionality and awareness,
reflecting deep-seated cultural and personal motivations, including racial prejudices
against Santiago Nasar. In contrast, the English translation emphasizes the public nature
of the act, suggesting societal norms and community indifference, and underscoring
Santiago’s othering by the townspeople.

Moreover, in the final scene of the novella, as Santiago experiences his horrific
death, holding his intestines and walking into the kitchen before collapsing, the narrator
exoticizes him by depicting Santiago as a handsome Saracen. The English translation
further amplifies this exoticization, as Anna Fochi highlights:

“In describing Santiago’s ringlets as “headstrong,” where the source text simply

has “albotorados” (rough, not in order), the target text fully develops the figurative

potentialities of the text, introducing, thanks to the hypallage, a clear reference to

Santiago’s strenuous courage, which makes his beauty desperately greater and

increases the already sharp contrast with the gruesome and ghastly scene” (68).
However, this beauty is viciously destroyed after Santiago’s death, given that the
autopsy performed on his corpse is described by the narrator as “a massacre” (Garcia
Marquez, 75). Father Amador, the priest who conducted the autopsy, declares, “It was

as if we killed him all over again after he was dead” (Garcia Marquez, 72). In death,

Santiago is treated as less than a human with “The dismemberment of his body and its
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dispersion and extermination” (Garcia Marquez,78). Just as he was passively watched
by the townspeople on the day of his death, so does his body become a public spectacle;
“The body had been exposed to public view in the center of the living room” (Garcia
Marquez, 73). Furthermore, in this specific passage I focus on the usage of the “it”
pronoun in English to refer to Santiago’s body, in contrast to the absence of such a
pronoun in the Spanish and Arabic languages.
“The body had been exposed to public view in the center of the living room, lying
on a narrow iron cot while they were building a rich man’s coffin for it. They’d
brought in fans from the bedrooms and some neighboring houses, but there were
so many people anxious to see it that they had to push back the furniture and take
down the birdcages and pots of ferns [...]” (73).
The use of the pronoun “it” is obligatory in English when referring to a corpse, as it is
the pronoun specifically used to refer to non-human entities. However, | argue that
phrases such as “so many people anxious to see it” dehumanize Santiago and objectifies
his death. The original Spanish original text and the Arabic translation do not exhibit
this objectification due to the use of the same pronouns for both a corpse and a living
person in these languages. For example, “while they were building a rich man’s coffin

for it” is translated as “mientras le fabricaban un atatd de rico” in Spanish and in Arabic

itis;

" FAza g1y G5 (oaane 9A 5"
Similarly, “many people anxious to see it” is translated as “tanta gente ansiosa de
verlo” in Spanish, and in Arabic;

" AL O stelia (s S Ll

The Spanish indirect object pronoun “le,” and the direct object pronoun “lo” (in

“verlo”), as well as the Arabic pronoun “»” (huwa) and the suffix pronoun “»” (hu) can
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refer to both humans and objects. This linguistic difference highlights how the English
translation inadvertently strips Santiago of his humanity, whereas the Spanish and
Arabic versions maintain his human identity even in death.

Furthermore, after Santiago’s body is horrifically disfigured, the narrator reveals
in the Spanish text that “el rostro de galan que la muerte habia preservado acabo de
perder su identidad,” which Rabassa translates into “the ladykiller face that death had
preserved ended up losing its identity” (76). The choice of “ladykiller” for “galan”
seems to be a strategic one, as it suggests an element of violence. According to the
Collins Dictionary, “galan” generally means “handsome,” “ladies’ man,” or “gallant,”
(“Galan”). It is significant that the translation chosen for Santiago’s identity is one that
contains the word “killer,” as if further adding an element of violence to his death.

In examining the real-life story of Cayetano Gentile, it is evident that Gentile did
indeed engage in the act of causing Margarita Chica (Angela Vicario in the novella) to
lose her virginity. However, Garcia Marquez's text makes it clear that Santiago was
never actually proven to have committed this act: “What had alarmed [the judge] most
at the end of his excessive diligence was not having found a single indication, not even
the most unlikely one, that Santiago Nasar had been the cause of the wrong” (Garcia
Marquez, 100). The narrator's sister also states, “"No one could explain to me how poor
Santiago Nasar ended up being involved in such a mixup" (Garcia Marquez, 20).
Therefore, 1 would argue that ultimately, Santiago was killed due to his Arab ancestry.

As Khoury's narrator suggests, Santiago's alienation emerges at the moment of
his death, indicating that Santiago was never aware of his own alienation. Unlike
Abraham in Romulo Gallegos' “Los Inmigrantes,” who was acutely conscious of the

distance between himself and the Venezuelans, Santiago, having been born in
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Colombia and having grown up in Colombian society, was oblivious to the hidden
otherness imposed on him by the townspeople. Despite being a close friend of the
narrator and being the godson of the narrator's mother, he remains an outsider in the
eyes of the townspeople, as evidenced by the manner of his death. The narrator
announces that his “personal impression is that [Santiago] died without understanding

his death” (Garcia Marquez, 102).

E. Conclusion

In Chronicle of a Death Foretold, Santiago Nasar is depicted as a deeply
complex and conflicted person, whose identity oscillates between his Colombian
upbringing and his Arab heritage. This duality is carefully constructed through the
interplay of his familial resemblances, his behavior, and the perceptions of those around
him. Santiago’s alienation, vividly captured in his death, serves as a lens through which
the novella examines societal prejudices, communal complicity, and the nature of
human otherness.

Through subtle depictions of language and cultural inheritance, the narrative
highlights Santiago’s simultaneous visibility and invisibility within his community. The
translation of the novella into English and Arabic further underscores this complexity,
with linguistic nuances either amplifying or softening his otherness. One could even
argue that the translations and Khoury’s rewriting constitute ongoing autopsies of the
literary fate of Santiago Nasser. By juxtaposing Garcia Marquez’s work with Elias
Khoury’s Majma’ al-Asrar, a supplement written after the novella, and Bartolome de
las Casas’s The Horrors of the Conquest, a chronicle written several centuries before, |
seek to enrich Santiago’s narrative, linking his identity not only to his Lebanese

ancestry and Arab literature but also to a broader Latin American literary and historical
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context, including the fate and position of indigenous peoples in the Americas during
the conquest by the Spanish colonialists.

Santiago’s slow, agonizing death may be viewed as the focal point in the novella
in which his multifaceted identity converges with the collective conscience of the town,

exposing latent biases and leading to the tragic inevitability of his fate.
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CHAPTER IV
THE ROLE OF FEMALE LEBANESE IMMIGRANTS IN
SHAPING DIASPORIC NARRATIVES
“Ya no le importaba el juego, ni que Jalil fue el hermano de su esposo Hichan ni el
tarbuch de Dahmar, y no se acordd de ellos ni del Libano y sélo recordd los deseos que

tuvo de viajar.
Viajar para todo eso.”

- Luis Fayad, La Caida de los Puntos Cardinales

So far in this thesis, the nuanced representation of Lebanese immigrants in Latin
American literature has predominantly focused on male characters. Romulo Gallegos’
“Los Inmigrantes” (1922), extensively analyzed in chapter two of the thesis only briefly
alludes to female Lebanese characters. Gallegos writes about the neighborhood where
Abraham lives, and describes the women there as melancholic figures who miss their
homeland, in contrast to Abraham who thinks about the fortune he is making:

“Y mientras las mujeres de la pequefia tropa bohemia, tocadas por la dulzura del

dorado atardecer, iban murmurando cantares melancoélicos del lejano y fantastico

pais natal, el iba contando mentalmente, como tesoro que ya empezaba a ser suyo,
el oro facil de América”

[And while the women of the small bohemian troupe, touched by the sweetness

of the golden sunset, were murmuring melancholic songs of the distant and

fantastic homeland, he was mentally counting, like a treasure that was already

beginning to be his, the easy gold of America] (Gallegos, 3).

This is the only mention of immigrant women in the story. Similarly, Gabriel Garcia

Marquez’s Chronicle of a Death Foretold (1981) mentions two Lebanese women: Flora
Miguel, who is Santiago Nasar’s fiancée and the daughter of a Lebanese immigrant, and
Susana Abdalia, “the centenary matriarch who recommended the prodigious infusion of

passion flowers and great absinthe that dried up Pablo Vicario’s chlorine and unleashed

at the same time his brother’s florid flow” (Garcia Mérquez, 82).

79



This male-oriented focus is not surprising, given that historical records on Lebanese
immigration have primarily highlighted the male peddler, a figure embodying courage
and adventure. To illustrate, in Clark Knowlton’s article “The Social and Spatial
Mobility of the Syrian and Lebanese Community in Sao Paulo, Brazil” (1992), female
immigrants are mentioned only as statistics in the data on sex distribution and marital
status: “229.9 men to every 100 women™ (296).

In 2011, Al-Raida, a journal by the Arab Institute for Women (AiW) at the
Lebanese American University (LAU) in Beirut, addressed this gap in an issue entitled
“Arab Women in Latin America.” Edited by George Abdelnour, this issue
acknowledges the previous lack of attention to the roles and experiences of Syrian and
Lebanese women in the immigration process; “studies have overimposed a gendered
and biased narrative in which male experiences have saturated not only the historical
record but also the community’s historical memory” (Najar, 34). José Najar, one of the
authors in this issue of Al-Raida, states that when he interviewed Lebanese women to
ask them about their own experiences of immigration, the focus of their stories “shifted
constantly to prioritize the experiences of the community’s men” (37).

Accordingly, in my research and selection of texts for this thesis, I intentionally
sought out a Latin American literary work that depicts Lebanese female immigrants.
Luis Fayad's novel La Caida de los Puntos Cardinales (2000), markedly differs from
the two previously discussed works. Unlike the short story and novella analyzed earlier,
Fayad's novel offers a much more detailed and exhaustive depiction of the Lebanese
immigrant experience in Colombia. This comprehensive and scrupulous portrayal
creates an even more complex and multifaceted representation of Lebanese characters.

Although Fayad, a Colombian of Lebanese descent, draws on his heritage, it is not
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solely his ancestry that enables him to write a text that does not stereotype Lebanese
immigrants in Latin America. His work provides nuanced and comprehensive portrayals
of these immigrants that derives from his conscious and laborious efforts to understand
both Lebanese and Colombian histories. According to Fayad, he strove to learn about
the diverse accounts and lived realities of Lebanese immigrants to Latin America. In an
interview following the publication of La Caida de los Puntos Cardinales, Fayad stated
that he had lengthy conversations with descendants of immigrants as well as older
immigrants from Lebanon to create a text that truthfully represents them:
“Para ampliar mis conocimientos de la vida en el Libano, puesto que la primera
parte de mi novela transcurre en ese pais y en el barco en que viajaron mis
personajes, me relacioné con los libaneses recién salidos del Libano y radicados
en Europa [...]. Cada relato que oia me introducia en el &mbito que necesitaba y
me permitia escribir familiarizado con el argumento, los personajes y el idioma
arabe. Me inicié en el aprendizaje del idioma arabe para darle a mi idioma su
entonacion y sus expresiones principales, que sefialan el trato entre las personas”
[To expand my knowledge of life in Lebanon, since the first part of my novel
takes place in that country and on the ship on which my characters traveled, |
connected with Lebanese people who had recently left Lebanon and settled in
Europe [...]. Each story | heard introduced me to the environment | needed and
allowed me to write with familiarity about the plot, the characters, and the Arabic
language. | began learning Arabic to give my writing its intonation and main
expressions, which reflect interpersonal interactions] (Alvarado Tenorio).
Fayad’s novel primarily revolves around six protagonists, two of whom are women.
These characters consist of two married couples and two single men. Yanira and
Dahmar Abderrahud, a Shi’a couple of high social standing, are traveling with
Dahmar’s friend Muhamed. The other couple, Hassana and Hichan Kadalani, are a poor
Maronite couple emigrating with Hichan’s brother Jalil. The narrative follows the
protagonists as they embark on their journey from Lebanon to Colombia and navigate

the process of assimilation and adaptation into Colombian society. The text is divided

into three parts, each consisting of eighteen chapters. The first part takes place on the
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voyage to Colombia and centers on the characters' memories of their lives in Lebanon.
This section provides the reader with a greater understanding of the characters’ various
motivations for emigration and the intricate relationships among them.

The second part begins with the characters having been living in Colombia for
five years. This part provides the reader with a description of their new lives, the jobs
they occupy, the children they have had, and their integration into their adoptive land.
In the third part, the children are now married, and the protagonists have become
grandparents. Lebanon has become a distant memory, as Yanira’s thoughts on her
identification with Colombia on the final page of the novel reflect: “ya no podia ser de
otro lugar” [she could no longer be from anywhere else] (Fayad, 321).

It is essential to consider the significance of the novel’s title, which can be
translated into “The Fall of the Cardinal Points”. The cardinal points refer to the four
main directions on a compass: North, East, South, and West, and their “caida” [fall]
suggests a loss of direction. The characters in this novel experience disorientation both
literally and figuratively. They leave their homeland, a place they have known their
entire lives, and embark on a long journey to an unknown destination. Additionally, the
norms and traditions that once defined them have drastically changed. In Jaqueline
Colmenares Rodriguez’s analysis of the novel, she affirms,

“un nuevo mapa se va construyendo como la tnica posibilidad de no perderse en

el presente, de encontrar un lugar; hay que pasar por un proceso de adaptacion,
vincular sus costumbres con las nuevas implica un cambio en su identidad, en su

99

Ser

[A new map is being constructed as the only possibility of not getting lost in the
present, of finding a place; one must go through a process of adaptation, linking
their customs with the new ones implies a change in their identity, in their being]
(24).
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It is evident that space and place are fundamental aspects of the narrative.
According to Doreen Massey, a feminist geographer, these two terms, space and place,
“have long histories and bear with them a multiplicity of meanings and connotations”
(1). In her seminal work, Space, Place and Gender (1994), Massey attempts to
“formulate concepts of space and place in terms of social relations” (2). She asserts that
places possess their own complex identities that are “constructed out of a particular
constellation of social relations, meeting and weaving together at a particular locus”
(154). Importantly, she does not limit these places to physical geographical boundaries:

“Instead then of thinking of places as areas with boundaries around, they can be

imagined as articulated moments in networks of social relations and

understandings, but where a large proportion of those relations, experiences and
understandings are constructed on a far larger scale than what we happen to define

for that moment as the place itself, whether that be a street or a region or even a

continent” (154).

It is worth noting, however, that the corpus on the intricacies of spatial studies
predates Massey. Edward Said’s groundbreaking concept of “imaginative geographies”
from Orientalism (1978) explores how perceptions of space shape cultural and political
identities (Said, 54). Said’s work highlights the ways in which the West constructed and
imposed meanings onto the East, demonstrating how spatial imagination plays a role in
colonial power dynamics, (Said, 57) Building on Said’s insights, Benedict Anderson’s
influential book Imagined Communities: Reflections on the Origin and Spread of
Nationalism (1983) examines how communities are socially constructed through shared
narratives and experiences, often shaped by spatial contexts (Anderson, 7). Derek
Gregory and John Urry extended this discourse in 1985 with their edited volume Social

Relations and Spatial Structures, which includes a chapter by Massey. The book argues

that the “intersection of individual paths and institutional projects in space and time is
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embedded in the reproduction and transformation of structures of social relations”
(Gregory and Urry, 7). In light of these foundational texts, Massey refines and expands
upon the insights of Said, Anderson, and Gregory by focusing on the “intricacy and
profundity of the connection of space and place with gender and the construction of
gender relations” (Massey, 2).

To avoid ambiguity, |1 would like to clarify the distinction between the terms
“place” and “space” as they will be adopted in this chapter. “Place” refers to the
concrete, physical world—a specific location imbued with meaning through human
experiences and social interactions. In contrast, “space” is an abstract, undifferentiated,
and imaginative realm that includes memories and evocations through language.

In Luis Fayad’s La Caida de los Puntos Cardinales, space and place are not
mere themes; they are active agents in the narrative. Drawing from Massey’s analysis, I
will argue in this chapter that the various settings the characters inhabit—such as the
ship, the city of Beirut as it is recalled by the characters, and the different areas in which
they reside in Colombia—possess their own complex identities. These spatial identities,
in turn, contribute to the characters’ conflicted and multifaceted identities. Most
specifically, | contend that it is the female characters who add an additional layer of
complexity to these places. The two Lebanese female immigrants | will focus on are
Hassana and Yanira. Through their interactions and narratives, they challenge and
reshape the spaces they inhabit, thus redefining the boundaries of place and asserting
their agency within both social and spatial frameworks. Additionally, two more female
characters play important roles in defining places, as what Massey calls, “articulated
moments” (154): Soraya, Yanira’s cousin who remains in Lebanon and exchanges

letters with her, and Vicenta, Yanira’s Colombian housemaid.
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This chapter will prioritize two main places: the ship and Yanira and Dahmar
Abderrahud’s house in Bogota. The first section of the chapter will examine how both
Yanira and Hassana affect the other characters on the ship, while the second section will
primarily focus on Yanira and her relationships with her cousin Soraya in Lebanon and

her Colombian maid, Vicenta.

A. Women at Sea: The Complex Roles of Hassana and Yanira Aboard the Ship
1. Hassana

Part One of the novel adopts a framed narrative structure, with the main story
centered on the voyage. This narrative is regularly interrupted by the characters'
memories in Lebanon, particularly in chapters five through ten. The narrative voice is
that of a third-person omniscient narrator who informs the reader of the characters'
thoughts and reflections. Although the text is written in Spanish, all the characters'
dialogue in this section is in Arabic, with the narrator indicating specific moments when
they speak Spanish. Accordingly, it is through Jalil Kadalani’s memories that the
character of Hassana is introduced in the novel. He recalls the moment he first learned
about his impending emigration and reveals that it is because of Hassana that they had
to leave sooner than expected; “Salir de Beirut y llegar a algin lado era una empresa
madurada en las intenciones de los Kadalani, pero por Hassana tuvieron que adelantar la
partida y convertirla en una huida” [Leaving Beirut and arriving somewhere was a plan
matured in the intentions of the Kadalani brothers, but because of Hassana, they had to
hasten their departure and turn it into an escape] (Fayad, 23).

This revelation provides an insight into the character of Hassana. The narrator divulges
that Hassana used to have secret meetups with Hichan at the back of the Kadalanis’

tailor shop. When her father found out about his daughter’s conduct, he forced her and
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the Kadalanis to leave Beirut: “Desde el Domingo 27, a las 8 de la noche, ni usted ni mi
hija pueden seguir viviendo en Beirut [...] Para que no se crea que un engafio queda
impune en mi casa” [From Sunday the 27th, at 8 PM, neither you nor my daughter can
continue living in Beirut [...] So that it is not believed that a deception remains
unpunished in my house] (Fayad, 23).

Therefore, it is Hassana’s independent and resolute character that is the essential
reason for the Kadalanis’ emigration. Additionally, even though her father forces her
and the Kadalanis to emigrate within a strict timeframe, Hassana is not leaving Lebanon
unwillingly; she has always longed to travel and live abroad. She cleverly uses her
father’s authority and the Kadalanis' apprehension to her advantage. As her mother
asserts;

“Yo comprendo a mi hija Hassana y sus suefios de viajar y buscar lo que aqui se

estd perdiendo. Y si puede hacerlo en compafiia de la persona que desea, mucho

mejor, ya que ella siente algo por el sayid Hichan Kadalani, aparte de valerse de
él para marcharse lejos”

[I understand my daughter Hassana and her dreams of traveling and seeking what

is being lost here. And if she can do it in the company of the person she desires,

even better, since she feels something for Sayid Hichan Kadalani, apart from

using him to go far away] (Fayad, 43).

Aboard the ship, the men play poker and backgammon every day. Jalil, the most
invested in the games, never misses a single one and continually bets increasing
amounts of money. This money belongs to him and his brother Hichéan, but Hassana
asserts that it belongs to her as well. Thus, due to Jalil’s addiction to gambling, another
side of Hassana’s character emerges, as she is extremely vigilant about money. She
demands and meticulously ensures that every penny is safeguarded. This aspect of her

character is first revealed in a conversation between Hichan and Muhamed, initiated at

Hassana's request. Hichan asks Muhamed, “;sabés que me pidié Hassana? ["Do you
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know what Hassana asked me] (Fayad, 26). He then explains that “Hassana pretendia
impedir que Dahmar recuperara el dinero, y para ello Hichan debia quitarselo a Jalil y
esconderlo hasta el final del viaje” [Hassana intended to prevent Dahmar from
recovering the money, and for that, Hichan had to take it from Jalil and hide it until the
end of the journey] (Fayad, 26).

As a result, Hassana adds a layer of conflict to the voyage through her
interference with the men’s game, causing Hichan to wish the trip were over. He
announces this desire to Muhamed, who understands the “deseos de Hichan de finalizer
el viaje antes de tiempo, y pudo imaginar los mismos deseos en Hassana, ella para
salvar el dinero” [the desires of Hichan to end the journey early, and he could imagine
the same desire in Hassana, she to save the money] (Fayad, 26).

Moreover, it is Hassana’s character that affects Jalil’s characterization of Yanira,
because when he wonders why Dahmar is not showing up to the card games, he thinks,
“con seguridad Yanira lo retuvo en el camarote atrayéndolo con las razones de la mujer
que defendia sus patrimonies” [Certainly, Yanira kept him in the cabin, attracting him
with the motives of a woman defending her assets] (Fayad, 21). However, as the
conversation between Hassana and Yanira in the fourth chapter suggests, Yanira does
not turn out to be as Jalil has imagined. I will discuss this conversation in more detail

later in this chapter.

2. Yanira

Unlike Hassana, who is traveling according to her wishes, Yanira embarks on
this journey under familial pressure. At the age of seventeen, her mother suddenly
announces that Sayid Abderrahud and his son Dahmar are visiting their house to ask for

Yanira’s hand in marriage. However, this is not entirely an arranged marriage, given
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that Yanira’s mother advises her to, “aprovecha que [su] padre permite que [ella
participle] en la decision” [take advantage of the fact that [her] father allows [her] to
participate in the decision] (Fayad, 36). Yet, Yanira decides to go against her own
desires to please her father. When her cousin, Soraya, tells her that she should have said
no, Yanira replies, “quizd a mi me lo hayan dicho como una pregunta, pero nadie
esperaba otra respuesta” [maybe they asked me as a question, but no one expected a
different answer] (Fayad, 48). She does not even try to contradict them and act
according to her own wishes.

Yanira’s introduction into the novel occurs through her conversation with
Muhamed, which subtly suggests that they are romantically attracted to one another
without openly admitting it. This attraction is indicated by their somewhat awkward
encounter and their desire to prolong the conversation just to stay in each other’s
company: “Sabia que ella queria averiguar por Dahmar, aunque conociera la
respuesta. Estaba jugando a las cartas, pero ella se quejé ante Muhamed de que hacia
cuatro dias que regresaba al amanecer” [He knew that she wanted to inquire about
Dahmar, even though she already knew the answer. He was playing cards, but she
complained to Muhamed that for four days he had been returning at dawn] (Fayad, 17).
The fact that Yanira feels more comfortable discussing this issue with Muhamed, rather
than confronting Dahmar, further suggests the close relationship between Yanira and
Muhamed. This implicit affection complicates Yanira's characterization and the identity
of the place of ship since she is Dahmar's wife, but harbors repressed feelings for
Muhamed. This encounter between Yanira and Muhamed triggers the first memory of
Lebanon, narrated through Muhamed's perspective. It recounts the first time he saw

Yanira: “A Muhamed lo vio por primera vez antes que Dahmar, hacia cinco afios,
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cuando €l empezo6 a harrarle el caballo a su padre” [Muhamed saw her for the first time
before Dahmar, five years ago, when he started shoeing her father's horse] (Fayad, 18).
She was thirteen years old, and he was eighteen. In the recollection, their conversation
Is depicted in a manner that suggests they are speaking in an exaggeratedly eloquent
Arabic:

“—Ruego a Ala que me conceda el favor de servirle de herrero a la pequefia sayida

Yanira Yanirahini, digna de cabalgar en un caballo alado.

—Agradezco a Muhamed Ibn Muhamedin, digno de la bendicion del cielo”

[ pray to Allah to grant me the favor of serving as a farrier to the little sayida
Yanira Yanirahini, worthy of riding a winged horse.

—Thank you, Muhamed Ibn Muhamedin, worthy of heaven's blessing] (Fayad,
20).

This sense that the conversation is in Arabic is created by using a more formal, elevated
and antiquated Spanish.

In the subsequent encounters between Yanira and Muhamed aboard the ship, a
deeper layer of complexity surfaces. Muhamad tells Yanira that in Lebanon, Dahmar
and his father, along with Muhamed and Yanira’s father, were members of “la logia
Masonica” [the Masonic lodge] (Fayad, 31). Muhamed discloses this to Yanira, saying,
“quiza Dahmar considera que todavia no estamos lo bastante lejos para contarte de su
trato con tu padre” [Maybe Dahmar thinks that we are still not far enough from
Lebanon to tell you about his dealings with your father] (Fayad, 57).

Muhamed's statement further complicates the notion of place, illustrating how the
complexity of an identity is tied to a specific location. Once one is far enough from that
place, it is believed that the influence of that identity diminishes. However, the fact that

Muhamed is having this conversation with Yanira in Arabic (written in Spanish that
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evokes Arabic) in conjunction with the memories he is having aboard the ship of events
that took place in Lebanon, creates a space within the ship that is infused with Lebanese

identity.

3. Yanira and Hassana’s Téte-a-Téte

Furthermore, in another encounter between Yanira and Muhamed, she alludes to
a conversation she had with Hassana. Hassana approached Yanira in the dining room to
admonish her about how Jalil is winning Dahmar's money in the poker games. This
interaction highlights the difference between the approach of these two female
characters to discussing matters with their husbands, especially regarding financial
issues. Yanira responds to Hassana saying:

“—Las cuentas de las apuestas deben llevarlas ellos. Nosotras no estamos

jugando.

—FPero el dinero también nos pertenece a nosotras, y en este caso es mucho el que
hay en juego.

—Usted esta mas enterada que yo, Hassana. Yo no hablo de apuestas con
Dahmar.”

[—They have to handle the betting accounts. We are not playing.
—But the money also belongs to us, and in this case, there is a lot at stake.

—You know more about this than | do, Hassana. | do not talk about bets with
Dahmar] (Fayad, 28).

Hassana mentions that she, her husband, and her brother-in-law need the money “para
viajar tranquilos” [to travel peacefully] (Fayad, 28). Yanira responds, “Desventajas
temenos todos, Hassana, y me desagrada que me obligue a echarselo en cara” [We all
have disadvantages, Hassana, and | dislike that you force me to throw it in your face]

(Fayad, 28). Yanira’s response alludes to the different social classes to which the two
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women belong. Hassana retorts, “Ya mi cufiado Jalil me record6 que todos viajamos en
la misma clase” [My brother-in-law Jalil reminded me that we all travel in the same
class] (Fayad, 29). Due to the novel’s non-linear structure in Part One, the conversation
between Hassana and Jalil that she refers to is not revealed to the reader until page 79.
In that conversation, Hassana tells Jalil about the difference between them and the
Abderrahuds: “hay que ver con qué presuncion lleva Dahmar el tarbuch, mientras
nosotros escondemos los kufiyes y los igaales en la maleta” [You have to see with what
presumption Dahmar wears the tarboosh, while we hide the keffiyehs and agals in our
suitcase]. Hassana is greatly concerned with the difference in social classes, and it is
through her and her conversation with Yanira that this aspect of the characters is
revealed. Furthermore, this conversation marks the first instance of Spanish being
spoken in the novel, as Hassana concludes by addressing Yanira as “sefiora Yanira”
(Fayad, 29), instead of “sayida”. The narrator comments on her choice of address
stating that “Hassana pronuncid el sefiora en castellano y en tono contundente para
marcar mas la distancia entre las dos” [Hassana pronounced ‘sefiora’ in Spanish and
in a forceful tone to emphasize the distance between the two] (Fayad, 29).

The conversation between Yanira and Hassana has significant repercussions
related to the Abderrahud’s destination. “A consecuencia de su conversacion con
Hassana [Yanira] preferia recuperar el dinero” [As a result of her conversation with
Hassana, [Yanira] preferred to recover the money] (Fayad, 82). She eventually
discusses the matter with Dahmar, which surprises him: “Ta por qué me hablas a mi de
dinero —le dijo Dahmar” [Why are you talking to me about money? —Dahmar said to
her] (Fayad, 82). Consequently, Dahmar decides to change their destination. Initially, he

and Yanira were supposed to go to Chile, but since Yanira wants him to recover the
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money, he decides to stay and disembark in the port in Colombia, where the Kadalanis
are disembarking. This decision allows him to continue the poker game with Jalil at the
hotel where they will be staying before continuing the trip to Bogota. “ahora estoy
comprometido a ganar por darle gusto a Yanira” [Now I am committed to winning to

please Yanira] (Fayad, 82).

B. Arrival in the Port of Barranquilla

Upon the protagonists’ arrival in Colombia, they are identified by the customs
agent as “Turcos.” The narrator clarifies that they already knew they would be labeled
this way because of the letters they had received in Lebanon from Latin America: “Por
las cartas que llegaban al Libano sabian que en este lado les daban ese nombre por
cargar el pasaporte de las autoridades turcas” [From the letters that arrived in Lebanon,
they knew that on this side they were given that name as a result of having the passport
of the Turkish authorities] (Fayad, 84). This is the only moment in the novel in which
they are labeled Turcos. After the protagonists settle in Bogoté, the other Lebanese
characters are defined as “paisanos” [countrymen] and “recien llegados” [newcomers],
rather than “immigrants” or “Turcos.” However, there is an eighteen year-old man who
is offended to be called Turco: “Pensar que mi padre estuvo preso por culpa de los
Turcos [...], y ahora me llaman Turco” [To think that my father was imprisoned
because of the Turks [...], and now they call me a Turk] (Fayad, 84).

In fact, the narrator never specifies the exact years in which the plot is taking
place but does refer to known historical events and the specific styles of dress during
historical periods, which allows the reader to infer the time period. The mention of the

Ottoman and Turkish authorities from the beginning of the novel, along with the letters
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sent from Latin America to Lebanon, suggests that the protagonists are emigrating at the
end of the 19th century.

Moreover, as the customs agent asks Dahmar all the required questions, since
Dahmar is the only one who can speak Spanish fluently, the agent looks at Yanira and
asks, “;Donde estan los padres de esa nifia? ;O al menos el permiso para viajar sola?”
[Where are the parents of that girl? Or at least the permission for her to travel alone?]
(Fayad, 86). The agent is shocked when Dahmar tells him that she is his wife, and the
narrator indicates that the agent looks at Dahmar with “fingida malicia” [feigned
malice] and says, “A mi no me consta que a este respecto ustedes no digan la verdad,
pero a ti mismo, si no fuera por el bigote, te mandaria meter a la carcel de menores” [I
have no evidence that you all are not telling the truth in this regard, but as for you, if it
weren't for the mustache, 1 would send you to juvenile detention] (Fayad, 86).
Significantly, the agent’s characterization of Yanira as “nifia” is evidence of how place
affects identity; only a few days prior, aboard the ship, she was called “sayida” and
“sefiora,” and upon arrival in the adoptive land, she turns into a “nifia.”

After passing through customs, the protagonists walk to the train station that will
take them to the hotel where they will stay while waiting for the steamboat. This
steamboat will transport Dahmar, Yanira, and Muhamed on the Magdalena River to the
port of Santa Marta. From there, they will take the train to Bogota, where they will
reside.

It is interesting to note how Lebanon is evoked differently during their
temporary stay on the coast of Colombia by Hassana and Yanira. The narrator states
that Hassana has already forgotten all about the concerns that preoccupied her aboard

the ship,
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“Ya no le importaba el juego, ni que Jalil fue el hermano de su esposo Hichan ni

el tarbuch de Dahmar, y no se acordé de ellos ni del Libano y sélo recordo los

deseos que tuvo de viajar. Viajar para todo eso”

[She no longer cared about the game, nor that Jalil was the brother of her husband

Hichan, nor Dahmar's tarboosh, and she did not remember them or Lebanon

and only recalled her desire to travel. To travel for all that] (Fayad, 89).
She also tells her husband that the moment she descended from the ship, “se dio cuenta
que ya no estaba en el Libano” [she realized that she was no longer in Lebanon] (Fayad,
90]. Yanira, on the other hand, points first thing upon disembarking to the heat and she
asks ““si aqui los veranos eran siempre como esa cortina de fuego” [if summers here
were always like this sheet of fire] (Fayad, 83). Additionally, Yanira attempts to find
Lebanon within the new adoptive land, “Yanira tuvo la impression de estar en un patio
de Beirut con otro lenguaje y con algun cambio en el vestido” [Yanira had the
impression of being in a courtyard in Beirut with a different language and some changes

in clothing] (Fayad, 95).

C. The Abderrahuds’ House in Bogota: A Place of Conflicted Cross-Cultural
Identity

Part One ends with the characters’ stay in the hotel, and Part Two opens with a
letter being sent from Lebanon to Dahmar, announcing the death of his father; “En esos
cinco afos, desde la partida de su hijo y de Yanira, decia la carta, el sayyid Abderrahud
procure reunir con poco de dinero para enviarselo a su nuevo domicilio” [In those five
years since the departure of his son and Yanira, said the letter, Sayyid Abderrahud tried
to put together some money to send to their new home] (Fayad, 101). In this second part
of the novel, Dahmar and Yanira’s house becomes the center of the plot and for the
characters in the city of Bogota. As Colminares Rodriquez asserts, “la ciudad es
elemento de referencia y también es protagonista, [...] la ciudad delimita a los

personajes y también los personajes la delimitan a ella” [The city is a point of reference
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and also a protagonist, [...] the city defines the characters and the characters also define
it] (17). Accordingly, as Massey claims in her book Space, Place, and Gender, “if places
can be conceptualized in terms of the social interactions which they tie together, then it
Is also the case that these interactions themselves are not motionless things, frozen in
time. They are processes” (155). I draw on this definition of social interactions as
“processes” —as dynamic and ever-changing— to examine the relationships between
Yanira and the other characters, as well as the city.

At this point in the plot, the complexity of both the characters and the city as
literal and figurative location is most evident. First, Yanira is now attending churches
and knows Christian prayers, despite being Muslim. This change is likely because there
were no mosques in Bogota at that time. Second, the language and complex cross-
cultural interactions between Yanira and her Colombian housemaid, Vicenta, and third,

the letters between Yanira and her cousin Soraya in Lebanon.

1. Yanira as Simultaneously Muslim and Christian

After the death of Dahmar’s father, “le pareci6 que todos en el Libano se habian
muerto” [it seemed to him that everyone in Lebanon had died] (Fayad, 102) and he asks

Yanira what would be an appropriate prayer for them to pray for his father’s death:

“Yanira se confundi6 al pensar en sus oraciones y en las que oia ahora en las
iglesias, y alcanzé a decirse que en ese caso Vicenta podia ayudarlo mejor. Los
dos entraron al cuarto y mientras Yanira recitaba de memoria una oracion
musulmana, ¢l la repetia mas bajo”

[Yanira was confused thinking about her prayers and the ones she now heard in
the churches, and she managed to tell herself that in this case, Vicenta could better
help him. The two entered the room, and while Yanira recited a Muslim prayer
from memory, he repeated it more quietly] (Fayad, 103).
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Another conflicted aspect of Yanira’s identity emerges at this juncture in the novel.
Although she is a practicing Muslim “by memory,” she practices the Christian faith in
her Colombian society. Consequently, Yanira and Dahmar hold a mass at church for the
soul of Sayid Abderrahud. The Kadalanis come to Bogoté to attend the mass after
residing in Barranquilla for the past five years. On the way to the mass, Hassana doubts
that “los Abderrahud hubieran cambiado de catecismo en su corazon” [the Abderrahuds
had changed their catechism in their hearts] (Fayad, 109). Whereas Hich&n observes
Yanira and finds her to be praying piously: “Desde su banco la contemplaba alzar la
mirada y mover los labios con una piedad que no tenia en cuenta ningun altar” [From
his bench, he watched her lift her gaze and move her lips with a piety that took no

account of any altar] (Fayad, 109).

2. Between “Amiga” and “Seiiora”: Yanira and Vicenta’s Intricate Relationship

Yanira’s assimilation into life in the city and Colombian culture through
continual improvement in the Spanish language is greatly aided by Vicenta, who
becomes her inseparable companion and assists her in most of the housework and
various errands in the city. Yanira’s Spanish vocabulary gradually improves due to “las
palabras que le ensefiaba Vicenta. Si Yanira no entendia, Vicenta movia lentos los
labios frente a ella, envanecida a ensenarle a su sefiora” [the words that Vicenta taught
her. If Yanira did not understand, Vicenta would slowly move her lips in front of her,
conceited about teaching her mistress ] (Fayad, 105). The relationship between Yanira
and Vicenta is also a multifaceted relationship, as it is not strictly that of a “sefiora” and
her housemaid, but also that of “amigas” [friends] (Fayad, 106), and that of a dynamic
“process” (to use Massey’s term) of student and teacher. In one scene, Vicenta is the

maid preparing coffee for the guests, and in the next, she is teaching Yanira Spanish. In
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other significant situations, Yanira is teaching Vicenta Arabic through Soraya’s letters.
As such, language is one of the elements that renders the Abderrahuds’ house a place
with a mixed identity, with both Spanish and Arabic being spoken in it. Business deals
take place between Dahmar and Colombian clients, and he also plays cards with other
Lebanese “paisanos” [countrymen]. Furthermore, after being reunited with the
Kadalanis following a few years apart, Dahmar admits that “hacia un afio no hablaba
arabe sino con Yanira” [For a year, he had only spoken Arabic with Yanira] (Fayad,
126). Additionally, the narrator indicates that Dahmar “se aliviaba al ver a Yanira leer el
Coran, como hacia la Sayida Abderrahud” [felt relieved to see Yanira reading the
Quran, just as Sayida Abderrahud did] (Fayad, 122). Accordingly, the character of
Yanira represents for Dahmar a space where he can preserve his Lebanese identity.

With Vicenta being an essential member of the Abderrahuds’ household, the
narrator repeatedly refers to the Arabic “voces” [voices] that she listens to. “A Vicenta
le llegaron desde la calle las palabras del idioma que no entendia pero que reconocia
como algo de la casa” (Fayad, 122) [From the street, Vicenta heard words in a
language she did not understand but recognized as something from the house], and
“Vicenta sali6 de la sala seguida de las voces que de nuevo habian cambiado al otro
idioma” [Vicenta left the room, followed by the voices that had once again switched
to the other language] (Fayad, 133).

The reader first learns that Yanira is teaching Vicenta Arabic when Vicenta
announces to her aunt that she understands the words on the back of a letter. Her aunt
refers to the writing as “esos dibujitos” [those little drawings] (Fayad, 148), to which

Vicenta responds, “yo sé lo que dicen, tia” ["] know what they say, aunt] (Fayad, 148).
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3. Lebanon Within Colombia: The Letters Between Yanira and Soraya

These letters are noteworthy because they not only provide Yanira and the
“paisanos” with news from the homeland, they also allow Yanira to share news about
Lebanon with Soraya. For example, given that Soraya never marries and she lives alone
in Beirut, she writes to Yanira that no one remembers her, and no one checks in on her,
and that if Yanira had not informed her of Sayid Abderrahud’s death, she would have
never known:

“Rompi mi compromiso de matrimonio y esperé con ansia que me mataran a

palos, pero no pas6 nada, nadie se acordd de mi. Si ti no me lo cuentas, no me

entero de la muerte del sayid Abderrahud”

[I broke off my marriage engagement and anxiously waited to be beaten to death,

but nothing happened, no one remembered me. If you had not told me, I would

not have known about the death of Sayid Abderrahud] (Fayad, 149).

Furthermore, Soraya writes in the letters about the war in Lebanon, at a time
when there is also a war ravaging Colombia between the liberal and the conservative
parties. Colminares Rodriquez highlights this notion by stating that in Soraya’s letters
“se podria estar hablando de Bogota y no de Beirut” (47) [one could be talking about
Bogota and not Beirut]. As such, the letters become a space where Lebanon and
Colombia exist simultaneously. What is more, in a letter, Soraya discloses how
emigration affects those who stay behind, and she writes that she feels that Yanira is not
the one whom she used to know:

“No todos aqui estan conformes con los que se van. Se alegran de que a sus

paisanos los acomparfie el progreso en otras partes, pero se quejan de lo que

muchos se llevan el dinero y nuestro pais es cada vez més pobre. Los que tienen

y pueden, venden sus propiedades y cargan con nuestras riquezas”

[Not everyone here is happy with those who leave. They are glad that their
compatriots find advancement elsewhere, but they complain that many take the
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money and our country becomes poorer. Those who have and can, sell their
properties and take our wealth with them] (Fayad, 171).

From this letter on, the relationship and continuity of correspondence between Yanira
and Soraya begin to deteriorate. As Yanira assimilates more into Colombian society,
Soraya struggles to recognize her. Soraya even writes, “ti misma no te das cuenta de lo
que has cambiado, como si no fueras de aqui” [You yourself do not realize how much
you've changed, as if you weren't from here] (Fayad, 187). The second part of the novel
ends with not only the cessation of letters between Yanira and Soraya, but also with the
cousins forgetting about each other;

“Sin darse cuenta, ninguna de las dos volvid a saber nada de la otra. Ni de oidas

ni por escrito. No supieron nada nuevo de su vida, ni supieron si se habian

olvidado la una de la otra ni cuél de las dos muri6 primero”

[Without realizing it, neither of them heard from the other again. Neither by word

of mouth nor in writing. They did not learn anything new about each other's lives,

nor did they know if they had forgotten each other or which of the two died first]

(Fayad, 191).

Such an ending to the second part of the novel reinforces the rupture of the
concrete ties that Yanira had previously had to Lebanon. The third part begins with the
celebration of the fifteenth birthday of Yanira and Darham’s son, during which their

daughter plays a lied by Schubert on the piano (Fayad, 195). There is no apparent trace

of Lebanese culture at the party.

D. The Evolution of Hassana and Yanira’s Characters

In the third and final part of the novel, time passes more quickly than in the
previous sections, with more events and years unfolding. A significant change in the
characters is the evolution of the friendship between Yanira and Hassana. Hassana

expresses this sentiment when wrapping the gift for Yanira and Darham’s son, saying,
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“Yanira se lo merecia” [ Yanira deserved it] (Fayad, 202). When Hassana is having a
party, she asks Yanira if Vicenta can help with the cooking, claiming, “a excepcion tuya
ella los prepara mejor que las paisanas” [with the exception of you, she prepares the
Lebanese dishes better than the female Lebanese compatriots ] (Fayad, 230).

Moreover, the Abderrahuds’ house, traditionally a place where men played
poker, transforms into a venue where Hassana teaches the women poker, and they have
daily games:

“Yo no sabia que aqui aprendias a jugar — le dijo [Hichan] a Hassana. La vio en

la mesa barajando un mazo de naipes frente a Yanira y a otra mujer. Dahmar

intervino para aclarar que fue Hassana quien llegé a imponer las reglas. Las
mujeres continuaron con el juego sin volver la vista y sin escucharlos”

[I did not know you learned to play here — [Hichan] said to Hassana. He saw her

at the table shuffling a deck of cards in front of Yanira and another woman.

Dahmar intervened to clarify that it was Hassana who came to impose the rules.

The women continued with the game without looking back and without listening

to them] (Fayad, 291).

The transformation of the men’s game into one played by women exemplifies Massey’s
assertion that social relations are “unfixed” (169) and dynamic processes. And “el tinico
en sentarse entre las mujeres a apostar unas monedas [...] era Muhamed” [The only one
to sit among the women to bet a few coins [...] was Muhamed.] (Fayad, 291). Muhamed
is depicted as regularly playing cards with the women; “Muhamed se presentd a tiempo

de jugar unas partidas con Yanira y las otras mujeres” [Muhamed arrived in time to play
a few games with Yanira and the other women] (Fayad, 296).

After several years, Dahmar falls ill and passes away. For the one-year
anniversary of his death, Hassana and Muhamed visit Yanira. In this final encounter

between the two women before the novel's resolution, we observe a radical shift in the

way Hassana adresses Yanira compared to how she did so in Part One. Yanira’s title as
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“sayida,” which once made Hassana feel inferior, is now a mark of respect and
admiration:
“Hassana le dijo que si supiera que Yanira iba a estar cerca de su cajon, ella se
moria primero.

—A mi ya qué mas me da —Ile dijo—. En cambio seria un honor que la sayida
Yanira fuera a mi entierro”

[Hassana told her that if she knew Yanira would be near her coffin, she would die

first. —What do | care anymore —she said—. On the contrary, it would be an

honor for Sayida Yanira to attend my funeral] (Fayad, 321).

The novel concludes with the long-awaited romantic encounter between
Muhamed and Yanira. The way Yanira invites Muhamed into her bedroom is
significant to her evolution as a character: “deberias acompanarme al cuarto” [You
should accompany me to the bedroom] (Fayad, 322). She is not asking a question, nor is
it an order; rather, she is confidently making a statement. This demonstrates her acting

according to her own desires, unlike at the beginning of the novel, where she agrees to

her parents’ wishes of marrying Dahmar, regardless of her own feelings.

E. Conclusion

In summary, the characters of Yanira and Hassana are pivotal in Luis Fayad’s
La Caida de los Puntos Cardinales, shaping not only the trajectory of the plot but also
the places they inhabit and the people around them. Through their complex identities,
they challenge traditional gendered portrayals of Lebanese immigrants, redefining
spaces such as the ship, the Abderrahuds’ house in Bogot4, and even the imagined
Lebanon carried within letters and memories.

Hassana’s assertiveness and sharp pragmatism introduce tension and urgency,

driving key events like the Kadalani brothers’ emigration and altering the dynamics
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aboard the ship. Her preoccupation with class and her vigilant approach to financial
matters add depth to her character, making her a force of agency in spaces typically
dominated by men. By contrast, Yanira’s quieter, more internalized journey of
transformation reflects the gradual redefinition of identity that occurs in the diaspora.
Initially molded by familial and societal expectations, she emerges as a character who,
by the end of the novel, acts decisively and authentically in accordance with her own
desires.

The spaces these women inhabit are inextricably tied to their identities. On the
ship, Hassana introduces conflict and power struggles, while Yanira’s presence evokes
nostalgia and emotional complexity through her connections to Lebanon. In Bogot3,
Yanira transforms the Abderrahuds’ house into a site of cultural exchange and hybrid
identity, blending Arabic and Spanish languages, religious practices, and social
dynamics. Her relationship with Vicenta becomes a microcosm of the cultural interplay
within the household, while her letters to Soraya highlight the emotional and spatial
distances created by migration. Hassana’s presence in Bogotd, meanwhile, evolves into
one of camaraderie and mutual respect, a stark contrast to the social divisions that
initially defined her interactions with Yanira.

Ultimately, Yanira and Hassana are not merely passive participants in their
journey; they actively shape the narrative, influencing the male characters and the
physical and emotional landscapes they traverse. Fayad’s portrayal of these women
transcends stereotypes, granting them agency and significance within a diasporic
context. Their stories illuminate how migration reconfigures identity, place, and
relationships, affirming their centrality to the novel’s exploration of Lebanese

immigration in Latin America.
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CHAPTER V

CONCLUSION

With the arrival of Lebanese immigrants in Latin America in the late 19th and
early 20th centuries, it was inevitable that they would appear in the region’s literature.
Initially, however, these depictions were reductive, portraying Lebanese immigrants as
a homogenous group of peddlers selling trinkets, lacking individual representation. This
changed in 1922 with Rdmulo Gallegos’ short story “Los Inmigrantes,” which presents
a more complex depiction of Lebanese identity through the character of Abraham, a
peddler who is both Lebanese and Jewish and belongs neither in VVenezuela nor in
Lebanon. Yet, it is only in later narratives, such as Gabriel Garcia Marquez’s Chronicle
of a Death Foretold (1981) and Luis Fayad’s La Caida de los Puntos Cardinales
(2000), that literature begins to manifest the complexity and diversity of Lebanese
identities in Latin America.

One reason for this gradual evolution in representation is the varying degrees of
personal connection that authors had with Lebanese immigrants. Gallegos’ narrative, for
instance, lacks explicit engagement with Syrian or Lebanese culture. As Alana Alvarez
notes, he first conceived Abraham as a Jewish character and focused on this aspect of
his identity (85). There is no evidence that Gallegos was personally familiar with the
Arab community in Caracas, and he wrote his text at a time when the Lebanese
presence was not as prominent as it would be by the 1980s, when Garcia Marquez
published Chronicle of a Death Foretold (1981). In his autobiography, Living to Tell
the Tale, Garcia Marquez states that Santiago Nasar was partly inspired by an Arab
prince he once saw in an airport in Algiers (Abdel Nasser, 33). Additionally, the

fictional town in Chronicle of a Death Foretold reflects the multi-ethnic Caribbean
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coast of Colombia, “with which Garcia Marquez was familiar” (Abdel Nasser, 33). This
background contributed to the depth and contradictions in Santiago Nasar’s character.
Fayad, the author with the most intimate portrayal of Lebanese immigrants, not only
draws from his own experiences as the son of Lebanese immigrants in Colombia but
also enriches his narrative through extensive research and direct engagement with
Lebanese immigrants and their descendants.

Beyond the authors’ personal connections, however, a key aspect of my research
Is how the complexities of Lebanese characters are formally constructed across the
three texts. My thesis examines the textual manifestations of these complexities under
different thematic lenses, demonstrating how the narrative techniques used in each work
shape the portrayal of Lebanese identity.

In Gallegos’ “Los Inmigrantes”, | explored how Abraham experiences a multi-
layered exile due to his dual identity as both Turco and Judio. His alienation occurs on
three levels: first, in the way the narrator contrasts him with Domenico, the preferred
European immigrant; second, in his own household, where his wife exploits his wealth
while disrespecting him, and his children either pity or resent him; and third, in his
eventual return to Lebanon, where he finds himself a stranger among his own people.
Abraham’s inability to belong to physical places like his home, Venezuela, or Lebanon
suggests that his identity is only anchored in abstract spaces: his Jewish faith, his
solitude, and fleeting emotional connections.

In Chronicle of a Death Foretold, I examined how Santiago Nasar’s identity IS
rendered complex through his exilic and incomprehensible death. Killed by the Vicario
brothers with the tacit complicity of the townspeople, Santiago is ultimately seen as the

Other—the Turco. His characterization oscillates between privilege and exclusion, as he
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is both an influential figure in the town and an outsider defined by his Lebanese
heritage. The novel’s fragmented, non-linear structure further reinforces the
contradictions in his identity. As the events are presented in a non-chronological order
and incorporating the unreliable memories of the townspeople, Garcia Mérquez disrupts
linear storytelling, mirroring the fluidity of Santiago’s identity. His Lebanese heritage is
at once central and elusive, shaping his fate yet remaining ambiguous.

This temporal dislocation is further expanded in Elias Khoury’s Majma’ al-
Asrar (1994), which extends Chronicle of a Death Foretold by providing Santiago
Nasar with a family left behind in Lebanon. The novel dramatizes how Santiago’s
murder reverberates across generations, preventing his cousin Ibrahim Yaacoub Nasar
from immigrating to Colombia for fear of meeting a similar fate. Khoury also roots
Santiago more deeply in his Lebanese ancestry by drawing parallels between his death
and that of his ancestor Abdel-Jalil, who was violently stabbed during the Lebanese war
of 1860. As Santiago dies, he recalls the stories of Abdel-Jalil, which suggests a
transhistorical connection between their fates.

Finally, Fayad’s La Caida de los Puntos Cardinales offers the most immersive
and comprehensive portrayal of Lebanese immigrant experiences. Fayad expands the
scope of migration literature with his incorporation of the journey to Latin America
within the narrative itself. His use of a framed narrative in the first part of the novel,
where recollections interrupt the main storyline, and the inclusion of letters from
Lebanon further reinforce the themes of displacement and connection. Language also
plays a critical role in Fayad’s novel, as the fusion of Spanish and Arabic underscores

the cultural hybridity of his characters. At moments, what initially appears to be
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Spanish dialogue is, in fact, Arabic, demonstrating the linguistic and emotional
complexities of these immigrants.

In contrast to the previous texts, Fayad also foregrounds female agency in the
immigrant experience. The characters of Yanira and Hassana actively shape their new
environment, challenging traditional gender roles and redefining spaces of belonging.
Whether aboard the ship to Latin America, within the Abderrahuds’ home in Bogota, or
in the liminal spaces of memory and cultural negotiation, these women play a crucial
role in shaping the Lebanese diasporic experience. The novel’s conceptualization of
“space” as simultaneously literal, figurative, and fluid allows Fayad to capture the
multiplicity of Lebanese immigrant identities more fully than previous representations.

Ultimately, the three works studied in this thesis illustrate how literature has
evolved beyond early monolithic portrayals of Lebanese immigrants to embrace more
nuanced and complex representations of their identities. These texts dramatize the
Lebanese diasporic condition as one shaped by displacement, adaptation, and a
continuous negotiation of belonging. Through my examination of the formal
innovations that construct these identities, my research contributes to a deeper
understanding of how literature engages with immigration, identity, and cultural
hybridity in Latin America. Lebanese characters in these texts are not merely reflections
of their historical counterparts; they are complex literary subjects whose narratives

reveal the tensions, contradictions, and richness of the immigrant experience.
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