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Abstract
INSIDE OUT: THE DIALOGICS OF CODESWITCHING IN ANA &STILLO’S SO
FAR FROM GODAND IBIS GOMEZ-VEGA'S

SEND MY ROOTS RAIN

Carla L. Dye, M.S.

The University of Texas at Arlington, 2013

Supervising Professor: William Arce

In the process of narration, codeswitching, treeafsvords from one or more
language by the same speaker within the same sgéaalion, reflects certain resistant
strategies within the written text, forging a bredig introduce alternative or alien
viewpoints. Because languages develop, changeyftard merge over time, reflecting
societal and political shifts, the practice of ced#ching in the novel opens new spaces
for interpretation, expanding the dialogic interaetwithin the text.

Inside Out takes Bakhtin’s concepts of heteroggoasd dialogism with its
centrifugal and centripetal influences, and exasiiea Castillo’s noveSo Far From
God andibis Gomez-Vega’'s novéend My Roots Raadvancing the theory that
literature appropriates language by those intenebelling against stultifying
monological stances. These authors’ linguistic ce®iallow their characters to exercise
codeswitching voices, overcoming overweening masewuthority. Moving beyond
patrilineal arguments of male identity developmémey portray a women centered
journey of self-discovery. Additionally, the charars re-formulate the political in the

private and public spaces of their reality. Thege aspects of personhood reflect and



refract off one another, allowing for rich, rippditexts that explore lives caught between

two cultures, reflecting Bakhtin’s emphasis of tleecentered use of language.
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Introduction

Las lenguas cambian de continuo, y lo hacen de raspecial en su componente
léxico. Por ello los diccionarios nunca estan teados: son una obra viva que se
esfuerza en reflejar la evolucion registrando nadganas y atendiendo a las mutaciones

de significado (Real Academia Espanola)

As the recent article in th&ashington Timesntitled “Why English should be the
official language of the United States” revealaglaage and nation are two concepts that
are closely associated but hotly contested (Brjc&Hough the terms ‘nation’ and
‘national’ elicit many emotional and impassionedpenses stressing univocal solidarity,
there are other ways to interpret these term$drChicano movement of the 60’s and
70’s, Aztlan referred to the whole territory of tBeuthwest, which originally belonged
to Mexico before the 1848 annexation. As Coletterwho informs us, “The idea of
Aztlan, a Chicano/a homeland was used to estahlislich needed sense of political
solidarity among Mexican-Americans” (63). Represent theoretical nation to many
Chicano/as, Aztlan was a uniting force for the @hiz Movement.By appropriating
Michael Holquist’s definition of national language “a traditional linguistic unity with a

coherent grammatical and semantic system” (Hol@l86), both Spanish and English

1| have appropriated Colin Woodward’s view of thétaig concepts of the term nation to extend the
conversation concerning nation and national languBgyond Chicana/os viewing the Southwest as the
theoretical nation of Aztlan, others have charaoter The United States as consisting of severaidns.’
Woodward postdates the concept of Aztlan as amatith the concept of El Norte as one of eleven
‘nations’ in the United States. He contends thist éinea consists of the borderlands of the Spanish
American empire, which were so far from the seéfmoaver in Mexico City and Madrid that they evolved
their own characteristics. He argues that most Acaas are aware of El Norte as a place apart, where
Hispanic language, culture, and societal norms datei He recognizes that the region encompassess par
of Mexico that have tried to secede in order torfindependent buffer states between their mothentcy
and the United States. For a more detailed exptamaee his article “Up in Arms” in the fall editi of
Tufts magazine (Woodward).



hold this distinction in the American Southwesthwtitis region’s literature reflecting and
utilizing both languages. On the other hand, wthiketerms nation and nationalism seem
to be unifying terms, they are also exclusive. AmALastillo contends in an interview
with Jacqueline Mitchell, et al., “nationalism’vehays means someone is going to be left
out; somebody will be oppressing somebody elsetdMill 150). Others have noted that
culture and language form a bridge from one histognothef. For example, Ariel
Dorfman, an Argentine-Chilean novelist, academit lanman rights activist, explains
when an ethnic group is forced to move, “sometiiiag) the past endures and abides
and permeates the present” (qtd. in Courtivron 29)ittle further on in his article, he
reminds the reader that “migrants through hist@yehinvariably transferred with them
the syllables and significances enclosed in thguage they learned as they grew, the
language that gave them a slow second birth asysaseheir mother gave them a
relatively rapid first one” (30). While many proneaihe unadulterated use of the English
language, Spanish resides here in the SouthwestlaBecause Spanish was the first
EuroAmerican language of the Southwest, it holtgaimate space in its literature.
When two languages continually rub up against eovheer in daily contact, they cannot
help but influence each other. The literature efltbrder]as fronteras reflects this

reality. Here both Spanish and English developngkand merge over time, often
deconstructing into codeswitching, the use of wdrdsh one or more language within

the same speech situation or utterance.

The U.S.-Mexico border has a strong literary tiadi where writers craft

2 Ariel Dorfman in his article "The Wandering Bigamists of Language” relates a story told to him by
Garcia Marques where entire Colombian villages migrated as if they were birds. They literally took
the bones of their ancestors with them. They also brought with them their language and culture (qtd.
in Courtivron 29).



different and differing perspectives on this culiy rich border area. Many of these
stories, appearing in both English and Spanishligigt the racial and ethnic struggles of
a people attempting to carve out a new niche, vihédg remain unacknowledged by
dominant social and cultural groups. This tensiameases with the ratification of the
Treaty of Guadalupe-Hidalgo in 1848, when almoét ¢fethe Mexican nation is ceded
to the United States after Mexico loses the Mexi&arerican War. With this
ratification, these Spanish-speaking people beddmted States residents without
conscious volitior?. Initially, this does not alter the way they peveeihemselves
culturally and linguistically (Castafieda Shularaktxxvi). The reality however soon
becomes radically different as neither land graotslanguage are protected and
honored. As Gloria Anzaldia so poignantly says,

The Gringo, locked into the fiction of white supmriy, seized complete

political power, stripping Indians and Mexicangloéir land while their

feet were still rooted in it. Con el destierro yeallio fuimos desufiados,

destroncados, destripados — we were jerked outdyoots, truncated,

disemboweled, dispossessed, and separated froemtity and our

history. (Anzaldua 30)

Much of the literature that emerges from this ass@nates with the struggles of many
individuals. These writers create characters sh#pmayh the multiple cultural and
linguistic strands of an emerging nation. Theirrelsgers, in turn, reflect the competing
historical strands of history where the choiceamiguage and cultural allegiance can be a

constant struggle. As a result of this collisiorhdtory and culture, the choice of which

language to use and identify with becomes a palitiecision fraught with tension.

3 These people could elect to "retain the title dghits of Mexican citizens" or "acquire those ofzeins of
the United States;" they retained property righesnef they elected not to become U.S. citizenst tuose
electing U.S. citizenship had "all the rights dfagns of the United States, according to the fpals of
the constitution." As noted, the reality was mudfedent.



Just as Spanish has struggled to find a legitimlatee in this literature, the
Chicana and Latina have struggled as well. Thesaemanhabit the unenviable position
of being “twice a minority,” representing a mardigeoup within a marginal group (qgtd.
in Herrera-Sobek 10). In the introductionLta Chicana: The Mexican American Woman
Alfredo Mirandé and Evangelina Enriquez reflectupiwe realities of these women,
stating they have the additional burden of oppogsby a cultural heritage of male
domination over women (12). The literature of tl9&Q@'s and 1970’s reveals this
marginalization; the majority of it was presentgdand represented through male authors
(McCracken 4)Literatura Chicana: texto y contexi® an example that reflects this
reality. Published in 1972, it has approximatel® Bftries, but less than ten percent are
written by women. At this juncture, it is importantacknowledge that with the struggle
for Mexican-American civil-rights, the needs of Gaicana were subsumed under the
needs and desires of the Chicano. It has taken yearg for the Chicana (and Latina)

voice to emerge in literature.

“Literatura Chicana” and “Chicana Literature” anet the same, reflecting a
subtle nuance of this codeswitched phrase. In #7€'$, no one had made, or at least not
stated the distinction between the two. At thaetimteratura Chicana referred to
Chicano Literaturé;where the female author was encompassed in theutirees
Beginning in the 1980’s and increasing substaptiedich decade, Chicana Literature,
literature written by the Chicana, is no longessiied under the umbrella term Chicano,

where the literature presents the many female s@ceerging from their initial

4 In the Spanish language, unlike English, the n@raseither masculine or feminine. The adjectivealigu
follows the noun, and must agree in gender.



marginalization in both their public and privatéspes’ This term comes to reflect the
influences of the English language wh@&t@canabecomes the focus and literature is
something she crafts. These subtle differencesataweall linguistic anomalies between
Spanish and English. In Spanish, the adjectivellysisgdows the noun, while in English
the adjective comes before the noun. Through theldpment of Chicana Literature,
these writers explore the borders between Spanditaglish as well as the nuances of
the cultures. Many women writers of the Southwesitioually strive to represent,
renegotiate and re-imagine their position. Whike tpresentation continues to change,
the initial peripheral portrayal of Latinas by Lrads and others has impelled many
Chicana and Latina novelists to develop their orgpds and modes of language as a

response to this double bind.

At this point, | believe it is important to elueid the nuances between the terms
Chicana and Latina. A Chicana, as defined by a ntgjof writers, is a woman of
Mexican descent born in the United States. KarenyNdavalos and Alicia Partnoy
explain, the term is “rooted in the ‘radical sogalitics’ that emerged and flourished in
the late 1960’s, became a national movement bgahlg1970’s, and continued to
transform everyday life in the 1980’s, inviting &l “recall and join in the struggle” (7).
A Latina, someone from Latin America or of Latin Arnitan descent signifies, “the
diaspora of Latin Americans in the U.S.” (Daval@stRoy 8). In this thesis, | examine
codeswitching. I look at Chicana writer Ana Castilvho could be seen to represent the

local or inside, how she utilizes codeswitchingmFar From Godo enrich her position

® As Gloria Anzaldla states Borderlands registering the situation in an earlier periothé first time |
heard two women, a Puerto Rican and a Cuban saydte‘nosotras,’ | was shocked. | had not knowa th
word existed. Chicanas use nosotros whether wmale or female. We are robbed of our female being b
the masculine plural. Language is a male discouiag).



of the validity of multiple languages, cultures ahdir literatures versus a monologic
hegemonic cultural stance. | then explore how lzatimiter, Ibis Gébmez-Vega, who
could be seen to represent the global or outdidegliaspora, uses codeswitching, in her
case the soothing cadences of Spanish, as a lfadgeg the gap between former
homeland and new home. While the Chicana reprefiemissider due to her birth in this
country, when speaking of language, the tablesfea turned. Many Chicanas mature
without knowledge of their ‘mother tongue,’ thenefdhey are outside the language.
Latinas, on the other hand, speak Spanish frorh ths they are inside the language.
Whether coming from the inside or the outsides¢h@omen writers implement
multiple tropes and linguistic variations as remiststrategies to underline the gap
between word and meaning by emphasizing cultufedrénces. They employ
codeswitching as well as embracing multiple cukuard beliefs. Codeswitching allows
these authors to represent the cultural connectindslisconnections their characters
make through language choice. In my discussiddooFar From Goc&indSend My Roots
Rain, | will explore codeswitching and how it relateselach text in order to emphasize

the multiple threads of subjectivity both authomspéoy.

Through these multiple threads, the hetroglossices (to use Mikhail Bakhtin’s
term) create tensions between the languages thrapgiing competing cultural codes,
which allows for multiple interpretations. The miegss of competing worldviews
introduces a gap between these views where a naningeis constructedikhail
Bakhtin’s concept of the polyglossia of languagemat this gap. Through languages, the
authors I discuss explore the multiple social tesliof the world by the dialogue of their

characters. As Bakhtin informs us, “All sociallgsificant world views have the capacity



to exploit the intentional possibilities of langesiiprough the medium of their specific
concrete instancing” (gtd. in Holquist 290). Theegtion inherent but unspoken in that
phrase is, who gets to decide which views are Bpaignificant? Castillo and Gomez-
Vega exploit language possibilities in order toe@vtheir vision of a vibrant

feminocentric socially responsible worldview. Bakrargues language represents the co-
existence of socio-ideological contradictions betwéhe present and the past (Holquist
290). By bringing the past into the present throogdrged myth and cultural traditions,
these writers confound these contradictions. Taiglation acknowledges oppositions
and allows them to exist in an uneasy alliance ribid¢cts the often fractured

subjectivities of many Chicanas and Latinas.

I will focus on the forms and functions of codemhingin So Far From Godnd
Send My Roots Raidemonstrating how the interaction between theidant text and
underlying scaffolding of coded switches, indicabgdinguistic alterity, creates a new
interpretive space, as well as a new vision of fena identity. Codeswitching--as an
acknowledged language choice by the authors ofdbhiand Latina Literature--bridges
the gap between past and present cultures, allowsrig reformulate the future through
recognizing the past. It signifies membership spacific group, creates a space of and
for intimacy, as well as builds a bridge to introdiwcross- cultural traffic with alternative
and alien viewpoints. Codeswitching as a charastterof and in the novel is developing
because through this practice these authors haveatbability of emitting many registers
revealing the underlying emotions of the charactessgue that the variance between the
registers in these novels is a linguistic symphiorthe making, enabling the many

voices of these women to be heard and understood.



My aim in writing this thesis is to focus on cod&shing as a symbolic act. To
facilitate the discussion, | will first examine beand written codeswitching in order to
give a context for the examination of the novelsill then look at how the appropriation
of language and culture, via such ‘switching,’hie tntentional and at times resistant act
of the writer. | have chosen to examine and compaoeexts, the Chicana text by Ana
CastilloSo Far From Gogdand the Latina text by Ibis Gomez-Vegand My Roots Rain
These novels were not chosen lightly. The textcandemporaneous. Goméz-Vega's
was published in 1991 and Castillo’s followed tweais later in 1993. Both novels deal
with similar issues and both authors codeswitctinair novels, but the results are
radically disparate. In these novels, each autbkes wodeswitching differently, pulling
from a variety of cultures and/or languages to vedte story. These authors reveal
issues of and in the borderlands. They address ivimetans to belong. They address
how religion intersects with daily life and howrsist hegemonic structures that
impinge on life through language. While each auth@mines how to construct cohesive
worldviews from the multiple threads of conflictiogltures, they each address these
subjects through different lenses. In choosingdhests, | have several goals. Because
codeswitching is the ultimate focus, | feel itngportant to have texts that explore life on
the border, where languages and culture vie fangcy. It is also important to choose
texts that are feminocentric, that is to say, fomushe lives of women. This is because as
| noted earlier, these women have had to struggbetheard, to overcome the double
bind of patriarchal and cultural strictures in artiebe represented in and through

literature. These women writers had to overcome tharginalization within the



Chicano movement and the patriarchy in order thdsed. | investigate these writers to
see how they deal with the many issues of margia@din. It is my contention that their
responses reveal the fortitude that comes fromsihgdhe language they wish to speak
and the cultures they choose to embrace; in sth@plethora of choices they find

available to them.

While Castillo’s novel deals with a specific cutilly diverse Chicana family,
Gbmez-Vega's novel expands to include multiple nativomen and cultures. Through
the exploration of these texts, | reveal the nuameeach text’'s codeswitching
techniques, including the similarities and theatéhces. As an illustration, | study how
the local--literature of the Chicana--informs tHelgl--the literature of the Latina-- and

vice-versa.

Codeswitching is a literary phenomenon that wsites diverse as Cherrie Moraga
and Gloria Anzaldda incorporate to reflect theibhg reality. As Anzaldua reveals, she
wants an accounting with all three cultures—whiexican, and Indian (44). Moraga
claims that she is a woman in both-- “white andrpSpanish-speaking and English.”
She refuses to split (50). | take the conceptstofe/brown and the languages of
Spanish/English and observe the strategies of l@amtid Gomez-Vega in which they

incorporate codeswitching to further their viewstod female subject.

In Chapter One, | focus on the no®d Far From Gody Ana Castillo where she
melds aspects of the Latin telenovela, as welhageat myth, and new perspectives on
the Catholic religion. In this novel, codeswitchicgyves out a new feminine space where

this practice allows for multiple simultaneous st Each character navigates her



surroundings overshadowed by the male dominatettiworvhich she lives. The
characters’ responses are rendered in Englishimjplortant disjunctures of linguistic
codeswitches, which serve to forge a new imagaefhicana: one in which her voice is
no longer confined, but allowed free rein/reigrectaft her reality in her own way. The
homonym underlines my point. Through the act ofosiag, Sofi comes to reign over her
environment, where she is no longer constrainesonye masculine structure, force or
language. Each character confronts or confoundsdrocentric, patriarchal, or
hegemonic institution with varying levels of suczeBhrough these characters, Castillo
reveals the multiple linguistic and cultural sowemailable to them.

In Chapter Two, | focus on the nov&tnd My Roots Raiby Ibis Gomez-Vega
where she continually shifts the narrator’s voin®ag her characters, women from
multiple Hispanic and Latina countries. The autb@oddeswitching creates a symphonic
melding of registers, realities, and languageshénnovel, Gbmez-Vega explores such
disparate issues as illegal border crossings,ioelsgoersecution, and homosexual love.
She creates characters that contend with the statihoritative discourses of the Catholic
Church as well as its stance on women. Through tleeileswitching, the characters
search to find the threads of meaning that will kvfor them.

Verbal Codeswitching

Codeswitching, the use of words from one or mangliage by the same speaker
within the same speech situation or utterancepiamew practice. Many disciplines and
scholars have addressed this phenomenon throughedif perspectives, while much
effort has been devoted to establishing charattithat universally distinguish one

type of language contact phenomenon from anotheltiHl). Laura Callahan, in her
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book Spanish/English Codeswitching in a Written Corpurgues that codeswitching is
the use of words and structures from more thariogeistic language group by the
same speaker within the same speech situationewherforms of each language, though
contiguous, remain discrete. Monica Heller, editb€odeswitching: Anthropological

and Sociolinguistic Perspectivessentially agrees, insisting it needs to occarsmgle
communicative episode (1).

Codeswitching reflects different strategies oflohggawith language and power
structures, thus scholars approach it through sédédferent lenses. Monica Heller
focuses on the effectiveness of codeswitchinglasuadary-leveling strategy as well as
about the ways in which codeswitching becomes abklin in-group talk. She places
the practice in the “double context of the speemnemy of a multilingual community
and of the verbal repertoires of individual memhsrghat community,” where
codeswitching reflects anthropological and socalistic issues concerning the
relationship between society and language in ttegpretation of experience and the
construction of social reality (2). That is to skEanguage choice reflects attitudes toward
structures of power, where the decision to spedkardominant language includes those
in power and the decision to speak in the codebetidanguage often excludes those in
power. Linguists J.C.P Auer, Shana Poplack andI@éyers Scotton explore spoken
codeswitching, noting structural strategies of @vdeehing are the same across
languages, where situational codeswitching refespeaking one language at home and
another at work (Heller 16). As a conversationaltsgy, codeswitching can diffuse
anger. Language use alternates depending on tiatisit, where speakers use one

language with strangers, and another with clogadis. In each of these situations, the
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studies have focused on oral codeswitching.

Written Codeswitching

Because written codeswitching is the active choidie author, the motivations
concerning language and power structures beconeatesvhen approaching this
phenomenon. Naomi H. Quifionez, Chicana poet, eduaatl scholar, does not
distinguish between bilingualism and codeswitchoigiming both are forms of language
variance common to postcolonial writing (qtd. irdaima et al 142). Through the
variance of languages in the text, alternativeatiseof culture emerge. The play between
the two legitimizes both. Laura Callahan, in heolb8panish/English Codeswitching in
a Written Corpugxamines codeswitching through the Myers-Scottetriklaanguage
Frame (MLF), which was developed to observe ordeswitching (11-16). Callahan
then applies this framework to thirty texts withryiag levels of codeswitching. She
tabulates syntactic categories consisting of siledeal items, phrases and clauses, and
then applies the MLF to the texts to determine kel it accounts for the phenomena.
While her research is extensive, one can argueuthag) a system tied to oral
codeswitching limits the potential of her analy&snst Rudin itender accents of sound:
Spanish in the Chicano NovalEnglish,analyzes the Spanish-language elements in
seventeen Chicano/a prose narratives in Englishghalol between 1967 and 1985. He
acknowledges that the women writers engage in gigavith both the “white
ethnographic master discourses” as well as theé'tnatlition within their own
literature” (183). His argument fails to analyzégieus high impact terms. Terms he
categorizes as invocations of the Virgin Mary, alint, or a phrase such@®s Mios

With this study, | hope to contribute to the ongptiscussion by addressing the gaps

12



between the women and their use of these religenass where the frictions leak
through. | will address this link in both Chaptemé&dand Chapter Two. While it is easy to
identify these phrases as simple interjections|llexplore their function as markers.
Through their alternate codes, these markers ptbpekader into another world through
the use of, not only another language, but ana#igion marked by specific cultural

beliefs.

While Callahan and Rudin dissect codeswitching@deswitching strategies in
Chicana/o novels, several French feminists addhesissue of codeswitching and
translation through slightly different lenses. Tstator Barbara Godard focuses on
feminist discourse stating that it “works upon tdmminant discourse in a complex and
ambiguous movement between discourses. Women'sutise is double; it is the echo of
the self and the other, a movement into alteriggd(in Guertin 132). Codeswitching
reflects this doubling of language where the s&lects and refracts with multiple other
selves, all represented through language. Susanhetdinere-Harwood explores
translation in the search for authentic voice statflt is because the body is
foregrounded in issues of feminist translation aedormative act that practitioners
‘purposely employ the reclaimed female body to aneéhsearch for authentic voice
through the subversion of codes™ (gtd. in Guelt8®). These women understand the
push and pull of languages where “as women, waladlbit a gap between languages,
acting as translators of sorts between patriarobdés, expectations and languages(s),
and our own desires” (Guertin 132). Because so narguage is masculine and reflects
patriarchal stances, women must work harder toldpwesistant strategies in language

and culture that reflect their multiple fracture@mtities. In codeswitchng, there will
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often be a residue of meaning that will not be hedg therefore this practice reveals a
gap where these female writers are able to contastuline dominant as well as gender
normative stances (Schutte 56). They develop laggt@mserve their needs appropriating
Audre Lourde’s well-known statement, “The mastersd will never dismantle the
master’s house.” Because this thesis focusesematitre written by minority women
writers, this point is doubly important. | will fas on the strategies two female authors

develop to counter masculine and hegemonic stances.

As a literary device, codeswitching has varyiexgels of intensity. It can range
from borrowing or loanwords to fully bi-lingual tex Thus, these concepts belong on a
continuum of language alterity. The definitionsealch have been assiduously debated.
Some question whether a single word qualifies @sd@switch. Callahan distinguishes
‘borrowing’ as the process by which word forms frome language are introduced into
another. These are very often words that do nalydeanslate: foods, social practices,
and cultural modes. She believes borrowings caw gtimnological and orthographic
modifications (6). As an example, she notes theeidihce between the English word
hoosegow from the Spanish juzgdd®@aul Rudin takes a different approach. He
designates loanwords as those that are list¥debster’'s Third New International
Dictionary, and have preserved their spelling. Thereforeds/&ike ranch, cockroach or
barbecue do not count because the spelling hasraeralized (116). Rudin continues
his argument stating codeswitching can includewsads, clichés, etymological pairs,

and hermetic Spanish, where the first three ankyaaslerstood by the monological

6 While Callahan does not speculate as to why thiisgpehanges, | would point out that English vosvel
are much more relaxed than their Spanish countstghus the short vowels ‘u’ and ‘a’ of the Spanis
word ‘juzgado’ are replaced with the long vowel *aod the dipthongd !’ of the English word
‘hoosegow.’
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reader, while hermetic Spanish if left un-trangdatell create tension in the text (122).

When two languages continually rub up againstamaher in daily contact, they
cannot help but influence each oth&ecilia Montes-Alcala maintains codeswitching is
a natural linguistic phenomenon in bilingual commies (gtd. in Roca 218). Situational
codeswitching, where linguistic varieties symbokoeial situations, is distinguished
from metaphorical codeswitching where an “unexpetaiety is a metaphor for the
social meanings the variety has come to symboli@eller 5). For instance, when a
student, knowing the teacher knows her ‘mother terigasks a question in that language
instead of the sanctioned language, the speakak®imundaries. The speaker breaks

rules.

In a literary text, codeswitching both creates snals multiple registers in and
of language. This is not a new phenomenon withensias diverse as T.S. Eliot and
James Joyce codeswitching in their texts. Rudiapdaases both Bakhtin and Toderov
when he states, “the perspective presented in @ m&ed not be consistent or exclusive
and less so in a century in which the novel has lbleéined as ‘a diversity of social
speech types (sometimes even diversity of langyageka diversity of individual
voices, artistically organized™ (63). In his theong, Tzvetan Todorov distinguishes
between public discourse, used by television, raahad the press, and private discourse,
used at home among friends. He argues that prirsteurse is used wherever ideology
does not enter and that unbounded polyphony leasishtizophrenia (gtd. in Arteaga
206). While schizophrenia refers to a specific @s& Todorov chooses to apply this term

to language where the uninhibited mixing of langslgaves the speaker confused and

7 Friction is also the word for lesbianism in a numbEMiddle Eastern languages
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without a ‘linguistic homeland.” In internal digjae, the role of the second voice when
we talk to ourselves is representative of the $@e@up to which we belong. If one
belongs to two social groups with alternating dsli¢éhe internal dialogue loses its frame
of reference and the speaker loosens his graspatityr(Todorov 70). When the border
between English and Spanish is crossed via codgangy, the barrier between public
and private discourse is blurred and broken, theeslemplifying the shifting loyalties of
language. Assia Djebar, in her article “Writingthe Language of the Other,” agrees with
this contention. She differentiates betw#emlanguage of her¢he language of the

other, from the language of her parethis language of elsewher@mphasis in the
original) the language of rupture and separatidar sentiments echo Todorov’s. She too
feels the imbalance, the “insidious risk of verti§oot of schizophrenia” (gtd. in de
Courtivron 23). Rather than adopting this limitwigw of codeswitching, | choose to
view this practice as Cherrie Moraga, a noted Claicariter, playwright and activist
does, not a tragic splitting of lives, but beligyithat “we have the power to actually

transform our experience, change our lives” (Moragal. xviii).

Others view codeswitching with varying degreeaafeptance. Estela Portillo
Trambley supports the variation of languages atinbelieve that the idiom of the
Chicano finds its spontaneity in the natural corabon of the two languages. Language
reflects the human experience, and Chicanos dgétite two cultures. It is a freedom a
flexibility and a confidence” (gtd. in Bruce-Novdal). Almeida Jacqueline Toribio, in
her study of Spanish-English codeswitching acrasgthles, identifies her participants’
“ability to draw on unconscious linguistic prinagsl in distinguishing between

permissible and unacceptable switches” (Roca ZDMers note the practice of flagging,
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manifested in speech by a pause or change in itdonand the use of metalinguistic
signals such as “como dicen” ‘as they say’ to digimat codeswitching is about to occur

(Callahan 9).

The practice of codeswitching often reveals tlegdrchy of English over Spanish
in language contact between Hispanics and Angléisarunited States (Rudin 7). While
being able to navigate and negotiate in more tmEnlanguage can create an opportunity
for future economic opportunities, Gustavo Pérem&t, the Cuban writer and poet,
argues that contrary to some reports, there islmgbalism without pain (6).
Throughout his booKongue Ties: Logo-Eroticism in Anglo-Hispanic L#tire he
reveals his strong bias for the purity and bea@ith® Spanish language, exhibiting his
own Iberocentricism. Further emphasizing this posjtPérez Firmat believes Latino
writing caters to the limitations of its audienediere Spanish is the connotative
language (141). He maintains that writers mobitlf&erent languages for different
purposes. He argues that for native Spanish spgakpanish is the language of the
mother, the “powerful, deep-seated attachmentrtiaaty of us feel toward our mother
tongue,” while the use of another tongue sometiaflesvs a writer to grasp what his or
her mother tongue was unable to say” (Firmat I,6us, codeswitching allows both the
writer and her characters to go beyond acceptedimgsmand associations in order to

dive into uncharted waters.

Embracing codeswitching in literature allows th€gécana writers to incorporate
the words and rhythms that they grow up hearingwhbrds closest to them rendered
‘half in English, half in Spanish” (Moraga 47). Maya embraces codeswitching to prove

a point. In her textoving in the War Years; lo que nunca pas6 porlab®s she
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reveals that Spanish was not her first languagsptaty the stance, “Language and
survival. Is this not still the metaphor for ourmwurvival, seeking out those whose
language we can trust?” (Moraga 176). Though heheravas fluent in Spanish, her
mother did not teach Moraga Spanish. Moraga revbatst was through her mother’s
desire to protect her children from poverty aniteithcy that they were “anglocized”
(43). As she puts it, she was “la guera”--fair slad. Though she could ‘pass’ as white,
she made the conscious decision to embrace henbess and codeswitch in her
writing. As she so poignantly states, “I have immavays, denied the voice of my own
brown mother, the brown in me. | have acclimatethtéosound of a white language
which, as my father represents it, does not spe#ket emotions in my poems, emotions
which stem from the love of my mother” (47). Theotwomen writers | will discuss in
the coming pages will focus their attentions ondlferences between ‘brown’ and
‘white,” ‘anglo’ and ‘other.” Each writer will brig her unique stance to these

dichotomies, revealing the inadequacies of thess perms.

Beyond these opposites, there is also the platteedforder, where languages rub
up against one another, creating a “third spate."The Location of Culture,” Homi K.
Bhabha discusses the space of writing that intetesgthe third dimension, positing

the priority (and play) of the signifier revealetbpace of doubling (not

depth) that is the very articulatory principle asaburse. It is through that

space of enunciation that problems of meaning &nugtenter the

discourses of poststructuralism, as the problenwdtsubjection and

identification. (50)
With this statement, he reveals that meaning resitdbetween the designation, the

signifier, and the signified, as a slippery rangeeanings, not one static and

unchanging meaning. When another language is atlikesk interpretations increase
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exponentially. Gloria Anzuldda, noted Chicana wréad activist, also examines the
concept of a third space, acknowledging the mingtial text does not easily admit those
who refuse full engagement with the linguistic dengof border language (8). Moraga
further explores concepts of language asking tlestipn, “What are the implications of
looking not only outside of our culture, but intoreculture and ourselves and from that
place beginning to develop a strategy for a movenet could challenge the bedrock of
oppressive systems of belief globally?” (100).Massacre of the Dreamers: Essays on
Xicanisma Castillo reveals the cultural history of Mexic Arindians’ vowing to show
them, and us as reader, another way of seeingridethe world we live in now (6).

These writers forge language to elucidate the pialstrands of the histories and myths
that have informed their cultures. Following inith@aths, Castillo and Gémez-Vega
develop underlying structures of alternative readithrough their codeswitching in

which they focus on religious motifs to exposespaces the hegemony of patriarchy has
denied women. This creates new spaces for the fieenuice to assert her independence
from the traditional and patriarchal norms thaténbmited her spiritual, emotional, and

sexual growth.

8 Castillo forges the term Mexic-American to reflect the mestizaje (mixture) of her characters’
Mexican, American and Native American cultural threads.
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Chapter 1

Codeswitching as a Strategy of Resistance

Many cultural critics have examined and disseéted Castillo’'s noveSo Far
from Goddue to its rich content and rollicking style. Thése range from religion and
environmental responsibility to poverty and patfar. One of her unique contributions,
however, is re-envisioning these issues througtethe of Chicana feminist perspective.
In this text, Castillo, an internationally recogeazpoet, essayist, and novelist, challenges
the hegemonic stances, attitudes, and languadpe ohilitary and the military-industrial
complex. She also contests the patriarchal undarpgrof the Chicano family unit.
Simultaneously, she explores Chicana identity faronathrough language and lifestyle
choices.

Her outrageous yet poignant story focuses on dydiring in Tome, New
Mexico. The family members are the mother Sofial, laer four daughters, Esperanza,
Fe, Caridad, and La Loc80o Far From Godegins with the death of La Loca and her
miraculous re-birth, which leaves her unable todtde touch of anyone besides her
mother. In subsequent chapters, Esperanza diepagieal prisoner in the Middle East
and Fe’s fiancé abandons her. After Fe marriestasin Casimero, she slowly and
painfully dies from chemical poisoning contractédher job at a weapons manufacturer.
Caridad first recovers from a bizarre unexplainedihmg, only to die a mysterious
death. Finally, La Loca, the youngest daughterpbess infected with AIDS, though she
cannot stand human touch, much less intimacy. Tirauall, Sofi remains strong, first
declaring herself the mayor of Tome, then formimg ¥.0.M.A.S., Mothers of Martyrs

and Saints.
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In this novel, Castillo creates a feminocentriagpreplete with creative linguistic
and lifestyle solutions, which continue to enrictudegin to reflect the burgeoning
Chicana experience. Castillo’s female charactepsoes, implore, and exhort, reacting to
and resisting hegemonic opposition in the “enclafdged” of New Mexico where they
continue to search for agency and voice via thaileswitching. Her choice of New
Mexico for the setting of this tale highlights thecietal and cultural currents of a place
originally settled by Spanish speaking inhabitaatg] having a long history and tradition
of Mexican, Mexican-American, and Native-Americaic@turation. When ensconced in
this multi-lingual space, Castillo’s charactersaahthe multiple cultural and linguistic
sources available to them.

Their lives and language reflect these culturargts that inform them, from
American, and American Indian, to Mexican, Spanasid even pre-Moorish. As Castillo
states irMassacre of the Dreamers

What we, who are oriented in Mexican Catholic adthave in common,

above all, with the people of North Africa whosdtares predate both

religions, is the historical seclusion/exclusionmaman from society’s

economic system of exchange and a longer traditidemale

seclusion/exclusion at all levels of society. (70)

While Esperanza and Fe lose their lives in thegstjfior identity, as the other sisters do
eventually, La Loca, Caridad, Sofi and Dofia Felattvely participate in the
construction of their world, creating a female sp#Hwat nurtures women beyond the
constraints of any society, be it Anglo, MexicapaBish or Native American. These

characters address abuses of power through thedgeghoices they make, where the

gap between linguistic utterance and the patridistinactures the codeswitching resists
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allows for a new linguistic, feminist stance. Thep appears in the subtle words and
actions Castillo’s characters chose to exert thgancy.

Castillo develops her female characters by hathegh overcome passive roles in
order to vocalize their needs. She adds her voitiest wave Chicana literature in which
Mexican-American women explore issues of race s¢lasd gender through their
portrayal in literature. As Naomi Quifionez highligh‘The role of mediator, umpire, and
interpreter are crucial features of first wave @h@ writers, as they identify, define, and
reconcile cultural displacements and resist heg&reamtrol” (138). Castillo reveals the
cultural and linguistic minefields these charactesgigate in their search for voice. She
portrays a women-centered journey of self-discovieay moves beyond patrilineal
stances of identity development. Her characterdeswitching, in both their personal
and public spaces, introduces the construct ofledamlightened feminine force. These
characters not only resist traditional stancesalsd forge new feminocentric bonds
through their codeswitching. They negotiate theality, highlighting many cultural
inequities in a rippling text that explores lifeught between two cultures.

Several Chicana/o scholars reference the in-betweeepantlastate of
Caastillo’s characters. In “The Cultural PolitidsDaslocation and Relocation in the
Novels of Ana Castillo,” Roland Walter effectivedygues Castillo uses writing to reveal
and change the subject position conditioned bysma@nd misogyny, countering the
double sexism of being female and indigenous (BRis state ohepantlarepresents
these characters’ fluid hybridity where languageich reflects their multiple subject
positions. Laura Gillman and Stacey M. Floyd-Thonmetheir article “Con un pie a cada

lado/With a Foot in Each Place: Mestizaje as Trahgnal Feminisms in Ana Castillo’s
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So Far From God,further this discussion by focusing on the corta#mestiza
consciousnessnestizajedeveloped by Anzaldua. Their text then appliesfibe points
of resistance developed by Chéla Sandoval in kéMethodology of the Oppressaal
each of the five female family members; EsperaReaCaridad, Sofi, and La Loca. By
incorporating arguments from Anzaldla as well asd8sal, the writing team of Gillman
and Floyd-Thomas highlights what Bahktin calls dredogic reverberations in the
analysis of this critical textWhile | acknowledgé&o Far From Gd is a text resistant to
easy or linear interpretation, | see it as a llitaral literary manifestation of Castillo’s
Massacre of the Dreamerghere she develops characters to further thawegts
developed in this work. Castillo’s characters redgdinst patriarchy and hegemony with
varying success. Most specifically, Sofi fully endlies the concept oficanisma’ as she
continues to develop and define her own feminirgkfaminist space.

Sofi first begins to embody a Xicanista when

shooing away the moscas and saying to herselfgHikeg, “If that

Domingo doesn't fix the screen door this week, §onna have to do it

myself; then I'll throw his butt out for sure; whad | want him for then

anyhow?” and things like that, just before thewtthger went out with a

big shake and clank (not too surprising consideitsigge; and she said

aloud, “God damn...!” quickly pulling out her scapufeom inside her

white blouse and kissing it to heaven, that shedéelcshe was going to

run for la mayor of Tome and make some changesdrthere... (130)

With this passage, Castillo subtly reveals So#ksallion against her husband and her

religion, where Domingo, now rendered as inconsefiaieas thenoscas; is to be

9 A dialogic work carries on and continues to inform a dialogue with other works of literature and
other authors where the dialogue extends in both directions.

10 While the term Chicanismo had been used earliesti@adevelops the concept of Xicanisma in het tex
Massacre of the Dreamets refer to a Chicana feminism inhabiting as shess“the work place, social
gatherings, kitchens, bedrooms, and society inrgéfe

11 This term translates as flies.
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shooed away. Sofi, though initially indoctrinatede patriarchal belief that a woman is
not complete without a man, vows to throw her hasbaut. This thought is followed by
the use of a high impact religious term, this ti@edered in English. In this case, Sofi
does not offer a reverablios Mios? but a disrespectful God damn. While she does pull
out and kiss her scapuldin a protective move against her irreverence cheice to

voice a ‘God damn,’ to take charge, to run for magad to affect changes in her
community reflects resistance to both the stricdufethe Catholic Church and her
husband’s authority. She first understands thatslkes not need her husband and then
curses the Catholic Church. Her decision to ruddenayor of Tome has Sofi's Spanish
leak through and inform her English. This move e#s&ofi capability to use any
language she deems effective to make the changdeeals are necessary. The fact that
she informs hecomadré* of her decision to run fda mayor of Tome in the kitchen
reflects Castillo’s stance that Xicanisma inhabigh the public and private spaces of
these newly emerging subjects.

Castillo’s female characters struggle to find tiweice and agency, while
grappling with deeply imbedded traditional customgially, both Esperanza and
Caridad are passive characters. For example, indhel Esperanza earns a bachelors
degree in Chicano Studies and a M.A. in commuroaati but cannot communicate with
her college boyfriend Rubén. When they re-uniterdits marriage fails, they meet every
two weeks as Rubén sings and drums, “teachinghieedlds and don’ts of his

interpretation of lodge “etiquitte” and the rolewbmen and the role of men and how

12 This term translates as my god or my goodness.

13 Scapulars are primarily worn by Roman Catholicsgiesi to show the wearer's pledge to a saint, or a
way of life, as well as reminding the wearer ofttheomise.

14 This term translates as friend, godmother, or ri@gh
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they were not to be questioned”(36). Esperanzaysgsacquiesces. “And she

concluded as she had during their early days, vaty’(36). Esperanza’s desire to be in
a relationship has her turn her back on her carg@rations and silence her voice. As she
elucidates, “She was beginning to feel like pard oitual in which she herself

participated as an unsuspecting symbol, like d stad rattle or medicine” (36). Though
Esperanza realizes that “some of her personal sgriBsplacement in society had to do
with her upbringing” (39), she is finally able tesist Rubén. She accepts a job offer in
Washington and informs him “it's better if we jukin’t see each other anymore” (40).
Through these actions, Esperanza overcomes thenRur@drocentric and limited
worldview to embrace a Xicanista perspective.

The linguistic paucity of the male charactershiis text acts as a counterpoint to
the women'’s stances. In fact, the few male charaatethis novel reside at the periphery
of the storyline, existing as foils that reveal haemen can survive and thrive on their
own. Castillo eventually removes these male charadtom the plot. Sofia’s husband,
Domingo, is banished. Rubén, with his androcei@haano stance, is resisted, and
Casimero with his unfortunate habit of bleatinglik sheep is revealed as linguistically
challenged. Additionally, Francisco Penitente \eesded to recite prayers even while he
sleeps, though he says nothing. While his actiopsteally compel Caridad and
Esmeralda into running, their “leap of faith” arelurn to Mother Earth allows for a
reworking of a Native American myth, acknowledgfegales for their creatrix role.
Afterwards, mournfully calling Caridad’s name, Feeato hangs himself. Therefore,
without the overweening presence of masculine aityh&astillo’s characters find and

exercise their voice through language.
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In the analysis that follows, | will focus on Espeza, Fe, and Caridad. Their
inability to codeswitch-- floundering between laage and cultures-- will result in their
demise. | will follow by discussing La Loca. Whibe eventually dies, her character has
flown free of the strictures of modern culture.illthen focus on Sofi, and the somewhat
peripheral character Dona Felicia. Their abilityctmleswitch allows them to survive,
thrive, and enrich the community. | will then retio an analysis of the sisters focusing
on how their return as “astral travelers” allowsstlbp to ‘codeswitch’ between
traditional beliefs and the multiple realities bétXicanista effecting a crossing that
merges these multiple beliefs and realities.

Castillo’s discourse does not resist interpremtimut opens up a space for
multiple and varied interpretations, exhibiting te&t’'s polyphony. As Castillo asserts in
an interview with Jacqueline Mitchell, et al, publed in Mester, “...es cierto que
nosotras, las mujeres, no pensamos linearly. VWi thithe spiral, or we think in circles”
(155). By embracing this viewpoint, it is possibdeexamine the intertextuality of
multiple dissenting narratives. Silvio Sirias andi&rd McGarry contend La Loca’s
unexplained illness is one of the text’'s most sukive moments, causing it to resist
interpretation (86). There is no explanation ofLloga’s illness because Castillo leaves
the portal open. Loca, as does her sister Espethazsstral traveler, resides in and
represents multiple locations. For example, as leeakens, “the Lady in Blué” starts
coming to visit her.

This was not the woman Loca had known down by teejaia'® by the
way. This lady looked like a nun. In fact, she \@asun. But she didn’t

15 The Lady in Blue refers to the mystical appearasfee Franciscan nun in the 1600's. She was known in
Spain as Sor (sister) Maria de Jesus de Agredaaride and miracles are well documented. Forftie
story, please accedstp://www.caminorealheritage.org/PH/0612_blue_pdh.

16 Translates as irrigation channel or ditch.
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smell like nothing so Loca was not sure if she w@sesent nun or a past

nun or maybe hasta una future subjunctive nun. tred to find out by

asking trick questions about la Esperanza, who\atsted her

occasionally, and questions about la Caridad aie |avho never did, but

the Lady in Blue did not seem interested in tallkabgut nobody besides

La Loca and just making her feel better when shaderdt get out of bed

no more. (Harden 244)

With this passage, Castillo has introduced anyentt well known outside of New
Mexico offering yet another myth to explore. Thedian Blue, beyond the New
Mexican myth, exists in the interstitial imaginiafCastillo as she furthers her circular
representation by suggesting that this Lady in Bddeasta unduture subjunctive nun.
With this codeswitched phrase, Castillo invokesrglagrammer where the future
subjunctive refers to a hypothetical future. Thigife is not named but left open for the
reader to imagine.

Throughout this passage, Castillo has La Locakewbe Spanish articla in
reference to all her deceased sisters. It is tethat all her sisters are referred to with a
lower case article, while she is referred to as ea. Just as La Loca has inhabited a
special place in the home of Sofi due to her cugandkills, it can be intimated, that
through the appearance of the Lady in Blue andrfwiker of La Loca, she will inhabit
a special place in her next embodiment, where\arrtiight be.

“Saint-Making in Ana Castillo's So Far From Gddkdieval Mysticism as
Precedent for an Authoritative Chicana Spiritudlityy Michelle Sauer associates La
Loca with Christina Mirabilis, where both are reborn and fly to the top of therch.

She argues that La Loca’s resurrection confrondiscamfounds the enslaving religious

traditions of the church (73). While Mirabilis wésses Heaven, Hell and Purgatory,

17 Christine Mirabilis was a Christian holy woman bamrBelgium who was assumed to have died. At her
funeral, she arises and levitates to the raftethethurch, stating that she withessed Heaven ardl
Purgatory.
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Loca calmly announces that she went to three plékeB...pulgatorioand to heaven”
(emphasis in the original 24). This term is iniyyatonfusing, because it is not a Spanish
word. Upon reflection and through an exploratiorspgnish linguistics, there is a
process call "neutralizacién, and more specificalgmbdacismo” that refers to the
neutralization of /r/ when it appears post-vocéflgyevedo 102). In the Caribbean and
South of Spain, rural speakers often substituferl/r/ so "purgatorio” becomes
"pulgatorio.” Once again, Castillo reveals therggth and beauty of female agency
where codeswitching allows the characters to enebitae cultural codes that work for
them.

Castillo’s response in the interview with JacquelMitchell et al, rendered in
both Spanish and English, supports what | cons@be one of the most resistant facets
of identity formation in the novel: the use of ced&ching to create a new innovative
space that allows for the incorporation of myth agdimagined history through language
choice. Though Manuel Villar Raso and Maria Her®adrek, in their article "A
Spanish Novelist's Perspective on Chicano/a Likeedtassert that Spanish has been
excluded from the public domain, and is unknowmiany Chicano’s, Castillo’s
incorporation of multiple languages in her novelaas the changing realities of both her
female protagonists and the Chicana communityrgel&Silvio Sirias and Richard
McGarry in their article “Rebellion and Tradition Ana Castillo'sSo Far from Godind
Sylvia Lopez-Medina'€antorg" acknowledge the agility of Castillo’s codeswituy,
asserting that this practice coincides with hel gbaarrating the story of women intent

on rebelling against the norms imposed on themaygrchal society (95). The
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mutability of language, exhibited through codeshirg, reflects societal and political
shifts, expanding the dialogic tension within tagtt

Mikhael Bakhtin’s position that there is a presgxig relationship between the
word and the imagined response that consists ahtilieple meanings, nuances, and
graduation of the word as well as the possiblejmmétations and replies available
(Holquist 273), allows for a range of interpretasoof Castillo’s text while also reflecting
those multiple meanings. In "Queering Chicano/artares: Lesbian as Healer, Saint
and Warrior in Ana Castillo'So Far from God,Colette Morrow argues Castillo
lesbianizes Mexican, Mexican Catholic, and Nativeekican discourses through ironic
realism. She explores the radicalization of tradiil narratives, where in an effort to
assert their voice, Chicana writers re-work themeatives to gain agency (67). This
demonstrates one of multiple portals opened foegporation of identity, where the
emphasis of Malinche'8 role as Cortes’ advisor and translator due tonmaltiple
language fluency gives the modern Chicana a wadlgymodel (Morrow 65). Castillo’s
reworking of the myth of La Llorona, which is eldated further in the chapter, is
another reworking of an established myth. Ibis GbiMega, in her article “The
Homoerotic Tease and Lesbian Identity in Ana ClasiWork,” contends that Caridad’s
love for Esmeralda’ also known as “Women-on-the-wall,” as well as Qlas
responses in an interview with Marta A. Navarrdaef Castillo’s unease with lesbian
relationships (81). She argues that the bulk ofill#s work is a contradiction created

by her “willingness to initiate a dialogue on Latihatina sexuality even as she censors

18 Malinche was sold into the service of Western Eaeops by her own family. She eventually became
Cortes’ advisor and translator. Her pejorative @spntation by male authors has rendered her aansaiy
negative figure to most Mexicans.

19 This translates as ‘emerald,” a precious stone.
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her own work so that it will not shock her male rzei@to misunderstanding her
intentions” (66). | reference GOmez-Vega's artictre to forge a bridge to the next
chapter where | will examine Gémez-Vega’s ndsehd My Roots Rain

Castillo’s acts of codeswitching emphasize thguistic choices available to her
characters while revealing the dialogic struggleveen centripetal and centrfugal forces.
In "Chicana/o Fiction from Resistance to Contestatirhe Role of Creation in Ana
Castillo'sSo Far From God Ralph Rodriquez begins to approach my argumetht kvs
contention that textual examples can demonstratedhtestatory capacity of particular
utterances (68). In yet another related thread,dy&maris’ article “We the Shamans, Eat
Tobacco and Sing,” explores the magical realignelgs in this novel that “uphold the
particular syncretic amalgam of both Catholic aradide American spiritual beliefs that
characterize the US Southwest” (Sandin et al 168 this syncretic amalgam, the
blending of both Catholic and Native American dpail beliefs, in which Castillo
emphasizes codeswitching as the location wheretha@acters cross over through
language. Castillo’s break with linguistic puritgens up a space for the Chicana
feminist, the Xicanista, to construct a new realéglete with language choices versus

mandated minimalism.

But first, | turn to Bakhtin for his use of therm®epts of centripetal and centrifugal
language because they are essential to the disousisCastillo’s novel as they reveal the
struggle for dominance in language. As Michael Hdt) editor ofThe Dialogic

Imaginationby M.M. Bakhtin explains, centripetal discoursevets to make things
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cohere and stay in place, while centrifugal disselgeeks to keep things apart and in
motion (309). Within this definition, hegemonic ciairse is always centripetal, while the
voice of the ‘other’ and ‘others’ is centrifugabfexample, in Castillo’s novel Father
Jerome, as a representative of the Catholic Charghe voice of the hegemony. When
at La Loca’s funeral he decides to advise the mensron proper funeral decorum with
the words, “As devoted followers of Christ, we mast show our lack of faith in Him at
these times and in His, our Father’s fair judgnig?) he asserts his control over the
congregation and reflects the centripetal forckofuage. On the other hand, Sofi’s
guestioning “Oh why? Why?” reflects the centrifuf@ice of language, where the status
guo is both questioned and resisted.

Bakhtin argues that any national language consfstamyriad of conflicting and
competing social languages. While Bakhtin omitsdggras a defining characteristic
(Farmer 52), his theories remain relevant to tiseudision o650 Far From GodAs Sue
Vice argues, his notion of novelistic discourseaatruggle among social-ideological
languages ‘unsettles the patriarchal myth thatktlbeuld be a language of truth
transcending relations of power and desire.” Adddilly, she agues “gender must have a
shaping influence on discourse as it is a veryrdlestance of social differentiation
within language” (4). With Castillo’s privilegingf the female voice over the masculine
and hegemonic forces, she simplifies the elemdrtaostruggle. This simplification is
evidenced by Sofi banishing Domingo and Esperaegiating Rubén, and acts to silence
the masculine while developing feminine and fentitliseads. While the struggle still
exists, Castillo clears the path of many mascutleatified roadblocks. Halasek

theorizes that the feminist can then view her wamlkcentrifugal and subversive against
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the centripetal masculinist dominant posture (Fars¢. WWhen Castillo creates a space
for the previously disempowered subject to obt&nvoice, while simultaneously
silencing masculine discourse, she allows the fag#al to become the centripetal. This
displacement of the other into a place of promiegs@ defining moment in the literary
space of the dialogue, and works to create a padéttontesting voices.

Because Castillo’s text illuminates the struggdeneen the feminine and feminist
voice against hegemonic forces, practices, andtsiies, Bakhtin’s emphasis on the
perspective of language in the novel as a partieudey of viewing the world in a socially
significant way is especially relevant. Just as alogic centripetal language gives way
to Castillo’s centrifugal codeswitching, the teridslogism’ and ‘dialogic’ are
extremely important concepts in Bakhtin that chiaze the constant interaction
between meanings, “all of which have the potemtialonditioning others” (Holquist
426). Don Biolostosky refers to the dialogic evast'the impingement of one language
on another in an effort to define the world or sdoc in it” (169). This impingement
of the ‘national’ language of English as well hsge Chicana characters’ ‘mother’
tongue, among others, focuses on the polyglot aspeliscourse, where these various
registers continually battle for dominance withue tonfines of language. Esperanza’s
musings about her relationship with Rubén as wehex career highlights the disparity
between the registers. As she admits, “She needednyg it all together, to consolidate
the spiritual with the practical side of things7{3Her struggle to integrate these warring
ideologies reflects the dialogic aspects of languag

Each register, both ‘dialogism’ and ‘dialogicpifies Bakhtin’s concept of

heteroglossia where “each of these genres posstsses verbal and semantic forms
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for assimilating various aspects of reality” (Hakju321). Bakhtin describes the living
utterance as “woven by socio-ideological consciessraround the given object of an
utterance” (Holquist 276). This multi-faceted asp# language reveals the strained
relationship of the various registers, where pledsare multiple threads. In the text,
when Caridad is miraculously healed, Sofi gasp®5Dnio”(37). This is not a simple re-
signification of the daily because the reader istalnl how she is healed. Castillo’s
refusal to attribute a reason reveals a spacééordader to fill in the words, to ‘code’ the
experience with meaning. Immediately after Sofésg La Loca whispers, “I prayed for
Caridad” (37). Loca’s agency is revealed when sferns from the dead and announces
she has gone on a long trip to three places: jn@djatorio and heaven, and that she has
returned to “pray for you all, o si no, o si no..24{. Loca has traveled to places not
known to those around her. After this experienbe,is imbued with multiple talents.
Castillo overcodes this experience with an eergxplained mysticism that defies
rational explanation. Simultaneously Fe quits heessant screaming and gently rocks
her sister. Castillo has both sisters transforaviley the reader to parse the relativity of
the healings. While language seems to be unitamis instance, the various and
variable nuances of given utterances and occurseagitate and aggravate each other,
creating gaps where multiple meanings reside sanatiusly. By not explaining these
miraculous healings, Castillo leaves a space wierauthor’s “alien” word exposes the
alternating value judgments and accents of diveosel and political camps (Holquist
290). Caridad and Fe’s magical transformation elé & Caridad ‘s soundless walking
across the room in what appeared to be Fe’s wedpingy exhibits gap, in other words a

crossing from one reality to another.
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Bakhtin’s concept of the polyglossia of languagghhghts the author’s ability to
explore the multiple social realities of the watlidough the dialogue of her characters.
When Castillo chooses to incorporate the multiplgisters of codeswitching, dichos,
recipes, and curanderic remedies into her novelhghlights the relationship between
social, feminine, traditional, and indigenous laages, and how they reflect and refract
off one another. Language choice is an ideologlealsion where the female characters
refuse to have their language dictated to themarAexample, when La Loca refutes
Father Jerome saying, “No Padre...Remember it isd arh here to pray for you” (24),
she not only codeswitches between Spanish anddbndlut also claims the agency to
make her own decisions regarding religionSmFar From GogdCastillo pits emerging
Chicana voices and Native American practices ag#wespatriarchal views of the
Catholic Church and Chicano traditional family sture, allowing a new interpretive
space to open up where women'’s stances vie fdirtegje status. After Caridad’s
magical healing, Esperanza reflects on the searaméaning in her life. In high school
she “was Catholic heart and soul,” followed byiatstith Marxism, then atheism.
Lately she prayed to Grandmother Earth and Grahelfs&gky, but she also read self-help
books” (38). Esperanza’s search for meaning amtagnating stances reflects the
heteroglossia of her world. Esperanza’s inabilitynicorporate the multiple threads
reflects the difficulty she faces in cohesively mhoating the multiple aspects of
competing cultures.

The polyphony exhibited by the double-voicedndst® narrator and characters
creates spaces for multiple platforms that reirdertie many and varied stances in

Castillo’s text. Sofi, the voice of Xicanisma, DoRalicia, thecurandera and the

34



collective voices of theomadresare given a platform in order first resist andithe-
imagine the hegemonic voices of the Catholic Churetditional family mores, and those
social forces that attempt to silence the Chicanieev In this newly imagined space,
Sofia and hecomadresactively participate in and create their realdgyeloping a new
space where they are able to actively define tiefigious agency through the creation of
M.O.M.A.S., Mothers of Martyrs and Saints. As Safrad thecomadresreate their new
space, Castillo intersperses her thoughts depitti@dpybrid construction of double-
voicedness allowing the language to take the fla¥@nultiple speakers, where “the
boundaries between the two are flexible and amhigiu@Holquist 308). Therefore, the
words consist of a “double-consciousness,” thahefspeaker and the narrator, melding
into polyphony. After Loca’s death, and before thvenation of M.O.M.A.S., “Sofi
buried La Loca, or what was left of the body (ituldbbe no exaggeration to say in this
case the “remains”)...(246). In this phrase, the eegets two viewpoints. The reader
first hears the recitation of the fact. She thearti¢he ‘aside’ by the narrator as she puts
her spin on the situation. Gloria Anzaldla expldinis concept in an interview with
Karin lkas as,

“Here you are, the person writing, the author,ibube back of the head

there is somebody else out there, so it is likeesoma else looking on the

scene. One notion would be Gloria Anzaldua as titleoa writing this

piece. Then there is the narrator, who is alsoi&lanzaldda, and within

that there is then maybe also a character, a pyoistgwvhich is based on

me. So you have three frames. And behind all tfrasees there is some

other power that is more than just a conscious @urderlands 240)
This explanation is important on two levels. Eirstirrors Bakhtin’s stance of double-

voicedness. As noted earlier, Bakhtin did not assleefemale register, thus when a

Chicana feminist elucidates this double-voicednsise,counters Bakhtin’s silencing
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through asserting her voice and her argument. Kaaeation exposes the multiple
layers that exist in any text, where intercultueders to how cultures relate to one
another. Through their language choices, the wmi@mator and protagonists encourage
ruptures that allow for new expressions, and thevg views of the world and the
community. In Castillo’s text these new worldvievaiee extraordinary because they
resist simple or linear explanations. Through nemlgined shifting forms of
codeswitching narrative, dichos, recipes, the woutbsup against each other in new
ways, creating a hybrid genre with new associatinas/ currents, and new energies.

Codeswitching confronts the masculinist patriafr¢amily structure of the
Chicano, and the Catholic Church, as well as hegangovernment. Addressing these
forces effectively requires a strategy beyond tteepted paths; thus, Castillo forges a
new register for her characters that incorpordtedanguage and myth of their heritage,
Spanish and Mexic-Amerindian to confront the c@twonstructions that have
constrained the Chicana’s experience by challentjiregauthority and even the future
identity of monocultural America” (Aldama 12). Hesertions of codeswitching remind
the reader that these female characters inhalterstitial space where codeswitching
helps to reify their life in the borderlands as @hénfinite choice versus patriarchal
stratification. In what other language would a peargesiding and resisting in the literal
and linguistic borderlands choose to communicatecamtest?

Castillo provides readers with the first examgdlealeswitching in the novel in
the allegorical naming of the daughters, Esperédbpae), Fe (Faith), and Caridad

(Charity), where their subsequent deaths, refasthierstory of these martyred saifits.

20 Saint Faith, Saint Hope and Saint Charity (whose mother was St. Wisdom—Sophia) were all said to
have been martyred in Rome under Hadrian. This family is duplicated in the East (Attwater 127).
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By incorporating these saints into her story, karhing them in Spanish, Castillo first
comingles the languages and then re-appropriagesyth to protest the monological
stance of the Catholic Church and the practicesemilitary-industrial complex that has
injured or killed so many Chicanas. Castillo creaa allegorical tale where these
idealizations die from their exposure to, and tresatt from the hegemonic forces of the
military and the military-industrial complex. Asl8o Sirias, and Richard McGarry note,
the names of the first three daughters denotehtiee tmajor Christian ideals, but sadly
the destiny of each of these characters is théhasts of the ideal the name represents
(84). This triumvirate of biblical virtues embodig® daughters with the concepts of
hope, faith, and charity. At first glance, the exption of this allegorical structure kills
off Hope, Charity and Faith, just as the martyraithts, but this reading is only is feasible
if the reader insists on a traditional linear egmsblogy. Castillo incorporates and
reworks indigenous and ancient mythic structures, journeythat has Esperanza return
as an Astral traveler, and Caridad welcomed ingostiift, moist dark earth “where
Esmeralda and Caridad would be safe and live fot€2&1). In Castillo’s space, Hope
and Charity still exist. It is only Faith that diest to come back, for as the narrator
reminds us, “Fe just died. And when someone diasglain dead, it is hard to talk
about” (186). Because Castillo casts such a widletimere are many ways to interpret
these deaths.

Castillo reveals the multiple cultural choices ope the Chicana through
Esperanza, Caridad and La Loca’s journeys. Esparsearches many places to find
meaning. She looks to the Chicano movement, bstaidrocentric camp and her

boyfriend do not allow her to participate in itgigls. Rubén enjoys her sexually and
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takes her money, but he trivializes her careerdhe then embraces Marxism, but
because the party does not address feminist issiiesinds it limiting as well.
Esperanza then turns to Grandmother Earth and @Gtied Sky acknowledging her
indigenous roots. These multiple strands contriboiteer sense of self. Though Caridad
is initially physically scarred by the Malogra, ¢dlugh the teachings of Dofa Felicia she
embraces curanderismo, finds focus and peace loyvialy a new path and helping the
community. Loca does not leave the house but stes ¢ar the animals and helps Sofi
with the chores. Throughout the story, the actmiithie animals are intricately linked to
these female characters. As Dofa Felicia says dnimales entienden mas que la gente
a veces” (44). The animals actions are never exg@thiand Dofa Felicia’s word are not
translated. Castillo again offers a site of codegving, where the vortex of meaning
leads the reader toward a centrifugal reading austd the traditional centripetal reading
of complete univocality.

Fe, on the other hand, fully embraces the “Amerideeam” where Castillo
reveals the dream consists of the force and difieaptalism. Through these
associations, Castillo envisions then reveals aespédnere activism, economy, and
culture co-exist in a mutually beneficial commurtityat offers a choice beyond
capitalism.

Fe and Casimero offer an intriguing counter posito Castillo’s representation
of multi-culturality. Though both he and Fe attertgptieny their roots, Castillo’s
portrayal of these two reveals her sustained arguthat ancestry can be denied but not
erased, and furthermore should be embraced. ThGagimero (translated as almost

there) chooses to graduate from college with apwating degree, he finds himself
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unable to refrain from bleating like a sheep. Afier fiancé, Tom abandons her, Fe
resorts to one long unabated scream. Beyond bleegepresentation of the ultimate
temper tantrum, her actions result in her beingmamed ta Gritona” This naming has
specific repercussions. Gritona translates as eamifs, and shouting while also
containing sexual overtones. The name also linksdiea Llorong the wailing one.
While these names have specific Latin anteceddrag,also have literary threads to the
banshees, female spirits in Irish mythology andsihens of Greek mythology. Banshees
were known to be the harbingers of death whilesttens represented dangerous and
beautiful creatures. These threads bring a richaeds/ibrancy to the text that extends
beyond a single cultural influence, encouragingtraulltural stances.

Through Sofi, Castillo constructs a model for Gima independence whose
language and lifestyle choices reflect the multhméef systems of her culture. As a
result, Castillo’s codeswitching offers a portahter readers in order to ‘break the code’
of patrimony and be transported to an alternate&ia feminist reality. This alternate
reality is replete with non-linear and at times #hogical permutations. In order to
emphasize the radical nature of her imaginativeipdigies present in the codeswitching,
these permutations exhibit magical manifestatidissan example, when La Loca dies
and is resurrected, both Sofi and Loca refuse tméeginalized. Their dialogic
interchange with Father Jerome challenges his ntbistance. After La Loca
miraculously recovers her life and flies to thefrobthe church, she informs the crowd
that God has sent her back to help and to “praydarall” (24). Loca speaks “within the
limited ability of a three-year old’s vocabularg, $panish and English” (23) when she

replies, “Remember, it iswho am here to pray fgoou’ (emphasis in the original 24).
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Sofi, upon hearing Father Jerome’s doubt in Looasponse retorts, “Don’t you dare
start this about my baby...And this is a miraclegaswer to the prayers of a broken
hearted mother, hombre, necio, pendejo...” (23)his interchange, Father Jerome
represents the centripetal forces of language vioite Sofi and La Loca’s responses
represent the centrifugal. Sofi’s triple respoms&panish addresses Father Jerome as a
man, not a priest. This strips him of his authoaityl emphasizes his mundane qualities
versus his official position as representativehef iHoly Trinity. While she responds with
three small words, each word becomes less respaatfumore derisive. This strategy
allows her to resist him and the church simultasbou

In this inter-change, Sofi represents centrifdgetes in two distinct ways. First,
she challenges the Church’s authority. Secondly chlallenges that authority in both
Spanish and English doubling her personal powee.r&buttal from mother Sofi and La
Loca signifies their multi-generational rejectidnacstultifying patriarchal position. Their
response to the priest’s confusion when he ask® yAu the devil's messenger or a
winged angel” (23), emphasizes multiple linguiségisters. Their response also heralds
the Chicana’s awakening voice, now capable of quasg the Church’s stance
concerning her status. This realization refleat®waly burgeoning counter-hegemonic
position.

The feminist response of having both mother andydger resist Father Jerome in
Spanish and English at the outset of the storytesfthe traditionally mandated
marginalized positions in which the patriarchy pisced them. This combined resistance
sets the stage for others to follow. Codeswitctiragsforms Loca and thereby creates a

new contestatory space within which she can takanaihquestion Father Jerome. This
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interlocution heralds Sofi and Loca’s acknowledgetraand subsequent rejection of the
male dominated stances of the Church, and, asliGastjues in her booliassacre of
the Dreamers: Essays on Xicanisrtiee “overtones of female shamefulness that are
imbedded in the Catholic Church’s doctrine” (89)that book Castillo proposes calling
forth the Virgen de Guadalupe/Tonantzin constring,feminine principle residing inside
the mestiza to receive courage (88). She argudbdaChicana to embrace this bricolage
of myths as a source of inspiration and power tolzat the rhetoric of the Church, state,
and patriarchy. As she states in an interview ghleld in Mester, “Porque la cultura que
tenemos aqui como Chicanas es Mexicana y Mexicaneri8ana” (Mitchell, et al 153).
In So Far From GodCastillo incorporates multiple belief systems thsy and languages
to suit this in-between hybrid state.

It is only after Caridad’s miraculous recoveryttehe embraces the multiple
cultural strands of her heritage and gains agegdydining as a curandera under the
tutelage of the codeswitchirmgiranderaDoia Felicia. While Caridad initially chooses
the traditional path of marriage immediately ouhafh school, this choice is not
fortuitous. First, her husband abandons her. Télem sleeps her way through the men of
Tome before being mauled by a Malogra (an evili§plt is during a pilgramage to
Chimayo that she falls in love with Women-on-thehfa Her story ends, or begins,
with her flying off the mesa with her sister/lodesmeralda as the spirit deity Tsichtinako

guides the two women “deep within the soft, mogstkdearth where Esmeralda and

21 castillo introduces the character Esmeralda as Wieonethe-wall, the hyphenated name highlighting
the character’s indigenous roots. The effigacyhidf term has been debated because it is a conatrtict
used by Native Americans in their naming practid®ben Caridad and Esmeralda take hands and run off
the mesa, it is the Native American spirit deitychinako that guides them.
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Caridad would be safe and live forever” (211). Byaking the Acoma spirit deity,
Tsichtinako, Castillo unites the women in a hyledorking of this myth of origifi®

Doiia Felicia embodies this hybrid state with a @othat transcends multiple
continents, belief systems and languages. Her hapgfelicidad stems from her ability
to construct her faith from numerous sources aunédals the power of codeswitching.
Beginning as a non-believer in Mexico; suspiciotia eeligion that does not help the
destitute despite their devotion, she eventuattpmégures her belief to reflect that
nothing with regards to healing will work withoutst placing your faith completely in
God. Dofa Felicia sees no contradiction in holdimegmultiple beliefs o€uranderismo
and her version of Catholicism. Through her faitld avrinkled hands’ she cures
‘empacho,’ ‘bilis,” ‘mal de ojo,’ ‘caida de mollefaand ‘susto.” Through their naming,
these conditions are given legitimacy. By not exytey these afflictions, Castillo again
offers a portal to new words, concepts and bel@&sia Felicia’s blended hybrid religion
allows her to take strength where she needs ¥j\sng multiple wars and husbands. She
“learned to read and write in her native Spanish aiso in French during the Second
World War and English as well. She usually mixed br even three of the languages,
still making herself somehow quite understood Wiy(6D). With this emphasis on
language acquisition, Castillo forges a charaapable of maneuvering multiple
realities as well as foregrounding the importaniceimguage acquisition. Dofia Felicia
remains strong and chooses to pass the indigemmyglédge of the curandera to another

she intuitively reads as worthy of those skills.

22 please refer to The Lore of New Mexico by Marta Weigle and Peter White for the full myth.
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Loca’s character embodies facets of the traditioneandera while reflecting a
religious/cultural hybrid, an embodied codeswittlypu will. Her representation
opposes the monolithic, monological Catholic Chufghe is equally proficient training
horses, cooking, or playing the cello, though sheever trained or taught any of these
endeavors. Mirandé and Enriquez argue her knowlas@euranderaapproaches an
“esoteric plane, giving her special knowledge aklliss (16). As Tey Diana Rebolledo
imparts in her bookVomen Singing in the SnpWhe curandera possesses intuitive and
cognitive skills, and her connection to and intiatien with the natural world is
particularly relevant” (83). Loca does more than@y care for her sisters: “[H]ealing
her sisters from the traumas and injustices they wealt by society — a society she
herself never experienced first hand — was nevestipned” (27). Loca’s skills are gifts
handed down through the ages, not communicateddhror sanctioned by some
ordained interlocutor. In that respect, she reprissa challenge to the authority of the
Catholic Church. Her speech reflects this challeigleen told by the priest that if she
does not honor the Lord’s Day in his home she waul@ly burn in hell, she replies,
“I've already been there,” continuing with “[a]ndtaally, its overrated” (221). In
Castillo’s novel, La Loca has literally survivedlheShe now uses the language that she
chooses, exhibiting her agency. Through her unwagestance, affinity with nature and
naturally given skills, she can be seen to reptesea vision of a newly imagined
Chicana: one who chooses which doctrines and diisegpshe will follow. Her choices
reflect the many cultural threads that inform hgborid reality.

Just as Castillo has her characters talk in batli€h and Spanish, she also

merges myths from Mexico and New Mexico, refashgrthem to reflect alternative
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views. This intertextuality reflects folklore froboth cultures, melding the two to
construct a newly imagined space. The inclusiothefMexican myth of La Llorona with
the New Mexican myth of la Malogra-- both knowrftequent crossroads-- confronts
the traditional stories that have saturated botihese myths with the supposed dangers
inherent in the crossroads. By foregrounding thesimlities and potentialities of the
crossroad versus the myth’s Mexican and New Mexioaus on crossroad dangers,
Castillo reveals a new potential vision of the powkthe crossroad. Through
incorporating these myths, Castillo locates theesténepantla the interstitial cross-
cultural space Roland Walters argues is a “posgilalee of emergence, a prelude of
crossing from darkness to light, invisibility tosubility” (88). Castillo supplants the
manifestation of the crossroads as a patriarchaleland with a touch of magical realism
where the occult and the mundane meet, creatinpzessive text where its “in-
betweenness, [its] all-at-onceness encouragesaresésto monologic political and
cultural structures” (Zamora et al 6). Through tl®@smagining, she creates a space of
infinite possibilities.

Castillo negates the long held myth of the crasdsaas a place of danger and
dismemberment by emphasizing the potentialitighefcrossroads. She refutes “the
historical crossroad where the creative power ahao became deliberately appropriated
by male society” (Massacre 12). Hekate, was a moatyoddess known to frequent
crossroads, Her position as the triple faced galdé® looked in all directions reveals
the initial female agency represented by the coasis. She was the goddess of hearth
and home, as well as associated with the moon,anagd witchcraft. Hekate was one of

the main deities worshipped in Athenian househalds, the mother of Angels and the
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cosmic world soul. Man was known to anoint the etoat the crossroads to appease the
ghosts thought to inhabit the space (Felton 5)oduahately, through time La Llorona’s
limited agency replaces Hekate’'s power. While &efirs the story of La Llorona from
her father in his attempt to re-inscribe the cualliyrladen figure, she exhibits her agency
with the decision not to saddle her daughters Wath.lorona’s limited representation of
womanhood. By having La Llorona reveal herself éolloca, Castillo takes the myth and
reworks it to suit her argument, modifying the gtof La Llorona-the weeping woman
who kills her children to be with her man-forcedsfgend eternity caught between the
spirit and real world searching for her childramQastillo’s reworking of the tale, La
Llorona shows up at the ditch behind their houssick with La Loca, and communes
with the ectoplasmic Esperanza. Though Carmelaalelnza argues once Esperanza
becomes a spirit, she is no longer a victim, bstead belongs in the spirit world that
Gloria Anzaldua reminds us “the whites are so addnmadenying” (qtd. in Lanza 69)

[w]ho better but La Llorona could the spirit of Espnza have found,

come to think of it, if not a woman who had beevegia bad rap by every

generation of her people since the beginning oé tamd yet, to

Esperanza’s spirit-mind, La Llorona in the begimmp{hefore men got in

the way of it all) may have been nothing short &h\ang mother goddess.

(163)

La Llorona’s rapport with the otherworldly buillsin this world La Loca, as well as the
Astral traveler Esperanza, allows for both a restning of the myth as well as the terms
and beliefs needed to redefine the Chicana’s fifeélacation. Castillo’s manipulation of
this myth give the Chicana, as well as all womextkithe power through its reworking.

No longer bound by male-defined parameters, theniistris able to take what she

chooses from each myth, reworking it to serve leeds.
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Castillo strengthens her codeswitching with irgettality. She takes the New
Mexican myth of the Malogra and re-imagines ittes @mbodiment of the hegemonic
structures that have constrained the Chicana’srexdvaent. Folklorist Aurelio Espinosa
describes it as

...an evil spirit which wanders about in the darknefsthe

night at the crossroads and other places. Itrieed the

unfortunate ones who wander alone at night, and has

usually the form or a large lock of wool or the Whitleece

of wool of a sheep. (gtd. in Alarcon)
Castillo’s account is similar, but she incorporatabstances of sharp metal, splintered
wood, limestone, gold and brittle parchment. In teedition, the Malogra holds the
weight of a continent and is indelible as ink, ceiss old and yet as strong as a young
wolf. The Malogra embodies an unnamed hegemonyd&aherself realizes that one-
day, “she would wrestle it to the ground, that veidkvool spirit, at the crossroad where
she knew it still waited with nothing better to d@8). By having Caridad not only
survive this attack, but be miraculously healetkrléo withstand the efforts of Francisco
el Penitante and his cohorts with “passive yettilean strength” (87), Castillo again
opens up a space for others to imagine overcorhmgawer structures that have limited
the Chicana’s choices. Through Caridad’s miraculmading, and resistance, she
develops courage against the Malogra. She deteatglalogra. Then she embodies it in
a new feminine form. Castillo takes the myth angents it, transferring the Malogra’s
strength to Caridad. She is then transformed, ogresh able to magically fall in love, for

“that was something else altogether” (emphasis in tiggnat 80). Castillo appropriates

and re-imagines the myth. In her magical portrayalhat many consider the mundane
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aspect of love, Castillo borrows from magical reli This borrowing incorporates yet
another codeswitch. This crossing reveals lacurfarevanything is possible.

Castillo foregrounds codeswitching situations tiyloout the story to reveal the
many choices these characters have on their roexpt@ssion. The Malogra’s attack,
requiring a tracheotomy on Caridad, representsitabexample of society and
hegemonic government’s attempt to silence the @aic&astillo then aligns modern
medicine’s inability to cure Caridad with the un&iped magical realist cure upon her
return home. After Fe recovers from her yeat@$ritong creating yet another link
with La Lloronathrough name association (Martinez 221), her viic® damaged that
her responses are filled with silent gaps, sucabgddilling her chances for advancement
at the bank. “You _ you're a woman now, _ you?e €harm’s worn _. All that eccentric
behav_ _yours! And _don’t _wear any sho _? Yau geithnot _ __ go to school.
Well,  pretty smart _ you back _, but how _gonna keep up _ act, Loca” (156).
Fe’s speech becomes a code that the reader mugheed/Vhile certain words exist, the
rest of the sentence must be constructed by tliere@he reader must construct the rest
of the sentence/utterance through active involveémath the text. This action breaks the
boundary between text and reader, where the readsrnow actively interact with the
text she is reading. This break in the boundaryerehhe activities of reading and writing
converge, creates yet another example of a hybxid While the youngest daughter,
Loca, is fully vocal, her aversion to humans resdear voice limited to the household
and thus seemingly ineffectual for the greater goioithe community. Sofi’s character
and voice reflect the choices the Chicana has.r8oé for Mayor and actively work for

community improvement-- breaking the traditionalsawdine mores. Through Sofi,
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Castillo reveals her underlying belief in the sg#nof Xicanisma, the power of Chicana

feminists to change the status quo for the better.

Beyond the obvious codeswitches between EnglidiSganish, the text is full of
switches between alternating concepts, realitegious beliefs, and myths of origin, all
exhibiting multiple female voice and roads to idgniCastillo masterfully identifies the
gaps, the spaces numerous masculine argumentsnsasted are not valid. As Terry
Gillman and Floyd-Thomas so skillfully delineatea<tillo combines the movements of
Xicanisma, mestizaje, and mujerista theology tteoéthe oppositional stances the
Xicanista often inhabits (160). The belief systemgths and languages Castillo
incorporate reflect a non-linear path, allowing @lasto cross more than linguistic
barriers. While on the surface this subject mattgght seem to fit better in a telenovela,
Castillo, through ironic humor, is highlighting tpaucity of socially mandated choices
offered to Chicana.

Codeswitching reflects the many voices and dioastiXicanistas have and
deploy in their search for meaning. Through thectice, Castillo incorporates language
to undermine the status quo. As she states imbawview with Elsa Saeta, “you
undermine it by virtue of the language that youth®sen to write in” (141). Later in the
interview, she reminds us that language is alivcewsable, and thereby suitable to
change the injustices that so many face. Througlpldy of language, she broaches

inequalities. Employing humor, Castillo focusestloa contradictions of life (146).
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Castillo debates the practices and prejudiceseoCdtholic Church. She argues,

rightfully so, that the privileging of the mascudideters the agency of the feminine.
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Chapter 2
“Sometimes the American Dream is written in Spastgl(Firmat)
The Emergence of the Synthesized Syncretized FamBiubject
Send My Roots R Ibis Gémez-Vega's first novel, deals with issoés
displacement, doubt, and second chances. Thesesra® all communicated through
multiple narrative voices, codeswitching in thegaages of Spanish and English, which
propels her characters to develop their subje@s/iBecause Gomez-Vega, a respected
novelist, professor, and critical essayist, wasiborCuba (San Antonio de los Bafios),
before immigrating to the United States, she hadt eath these issues firsthand. This
awareness enables her to endow her characterpeghant perspectives. By setting the
novel in the mythical desert town Bbzo Secd near the Guadalupe Mountains and the
Texas / Mexico border, one can argue that GdmezaVegroduces a liminal space
where hope and reality meet. She creates a litsggage for the dislocated by crafting a
language that emphasizes that dislocation from stx@am culture. This space explores
issues of the border and belonging, as well agr#ught permeable relationship between
the two. That is to say, while a border can clos#divide, it can also open, allowing for
language, ideas, and cultures to flow through. §éténg then becomes a stage where her
characters develop emotional bonds and gain pesgif-images. As Evangelina
Enriquez and Alfredo Mirandé argue, “landscapesettings can be a more symbolic
fabric against which characters and situationgbaged rather than real geographic

entities” (179). GOmez-Vega's choice of a settimgitown named ‘dry well,” while

23 The phrase “Send My Roots Rain” is one of the flimas in the poem “Thou are indeed just, Lord, if
contend” by Gerard Manley Hopkins.

24 This translates as ‘dry well.’
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isolating her characters, allows them to exploegrtbptions removed from the voices,
stresses, and edicts of hegemonic forces. Thepihaapace outside. Because there is
no other, they then become the inside. This inclusilows these women the possibility
to envision a new crossroads of mutual admiratimhself-determination, replacing their
lives of quiet desperation.

The book focuses on the female inhabitant8afo Secoand their persistent
struggles to achieve the dreams that have beebatiog for so long. Carofé the
agnostic artist traveling from the north, and iadiby the local priest, has come to paint
the Stations of the Cross in the local Catholic I€huShe laments her choice to travel to
this town, wishing she “hadn’t made that turn 8D} suggesting the chiasmus “making
a 180 degree turn” (from the Greekilw, chiad, "to shape like the letter X). The
introduction of this chiasmus is a stroke of baitice on Gomez-Vega's paRozo Seco
marks the spdt It is the codeswitching crossroads where Caradewl! fill up the dry
well of Pozo Secwvith newfound faith. Quite obviously, for her, thas no turning back.
She is traveling to the area to get a sense drthestral past of her Mexican-American
father. Another character, Maria Soledad, hasBexil after the politically motivated
brutal murder of her mother and female companieawihg her adrift and without
purpose beyond the raising of her child Zemi corextin a brief but loving encounter
with a fellow traveler. Cora, her Latin Americannheland unidentified, travels to Texas
and the United States to begin againPtzo Secoshe survives working as a prostitute.
Secretly though, she harbors dreams of becomiragragp like Carole. She agonizes over

the decision to bring her daughter to the statestape a life of poverty and prostitution

25 Carole should be pronounced with three sylables fitoper Spanish way.”
26 This also invokes the crossroads, as in Castillo’s novel.
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at the hands of the grandmother, who turned Coramthe streets to earn her own way
at an early age. Miriam is the curander&ozo Secavhose religious beliefs blend
curanderismand Catholicism, incuring the censure of Fatheoyar His refusal to
allow her into the church creates tension in theskbold where Maria acts as his live-in
maid.

Through the process of rebuilding the church, gaidting the Stations of the
Cross, Carole develops personally and professirialist, she hones her skills as a
painter. Then she becomes a mentor to Cora. Alfieigains confidence in her
professional life, she is able to face her persdeatons that manifest as lions, and find
love. Father Arroyo reaches a new understandirigeoinhabitants of this town, as well
as an acceptance of Miriam and her beliefs, whigetbwn reestablishes its sense of
community through the rebuilding of the church.

While the novel has an underlying theme of lesBiamortrayed through the
burgeoning relationship of Carole and Maria Soleaad the rekindling of Miriam and
Maria Selene’s affair, these relationships evenenaacurately reflect the awesome
power of the feminine to define her private spadeey portray a new cohesive image of
family beyond the stereotype, exhibiting what Sdéddivar-Hull, a leading Chicana,
Latina and feminist theorist, sees as an alteradéminine space that disrupts “the static
notion of a monolithi¢damilia as a refuge from outside racism and class expilmita
(gtd. in Fregoso 85). In place of a ‘monolitiiéganilia, GOmez-Vega constructs a hybrid
space where women codeswitch to reflect theirigigittnd multiple subjectivities; they

speak in English and bond through their Spanish.
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In this chapter, | argue that GOmez-Vega offemgwa feminine model of
hybridity by her characters’ codeswitching: througé shifting loyalties of homeland
and new home, a synthesized syncretized subjeagesielhat is to say, each character
learns to combine her beliefs, languages, andrallpwactices from both her past
homeland and her new homeRnzo Secinstead of rejecting uncomfortable fictions.
They meld their past and their present to creat®i@ hopeful future. Gomez-Vega
chooses to have her characters come from diff@lanes, lifestyles and situations.
Though they come from disparate places they areamiad through their language--
Spanish-- and new home. While their continued dispinent and oppression have them
experience what Karen Mary Davalos et al, refastoth the absence and presence of a
homeland” (8), they have created new lives inlkibeler town. They establish ties and
memories through their culture and language andhdxyrporating codeswitching, they
pay homage to their heritage while also acknowleglgineir new home and language.
Therefore, through their codeswitching languageldestyle choices, the women of this
community represent the new mestiza who rejectsismarginalization. Instead, she
chooses to construct the future through the devedop of her language. She
acknowledges both her mother tongue and the lamgoflger new home simultaneously.

The female characters in the novel exhibit stremgtd indomitable spirit, for
many of them have survived male violence and sedomaination. Cora is raped by the
coyote she hires to navigate her journey acrosbdh#er. The local priest has sex with
another character, Maria Selene, resulting infactia of changes: the birth of Luz, his
banishment, and the arrival of Father Arroyo. WMlaria Soledad had feelings for the

father of her daughter Zemi, his abandonment leaeepenniless and alone, until the
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curandera,Miriam, takes her in and cares for her. Throughdhpiction of each of these
characters, Gomez-Vega highlights their strengtiasfigrce determination.

In the analysis that follows, | will focus on Gém®ega’s female characters
whose codeswitching exhibits a method of expressiahencompasses the multiple and
myriad nature of their languages and cultures. fitmdeswitching is important because,
through this practice, Gbmez-Vega’'s charactersdimdmmon united ground though
they have such different histories. In this serexeskory “goes beyond the local and
contemporary, [embracing] a common denominatodarfeptance and cohesion between

cultures, religions and languages” (qtd. in Bruae/0h 172).

Carole and Maria’s burgeoning love story reflentBiences of the Latin
American telenovela, which developed from the ramhgelas first produced in Cuba in
the 1930’s and 1940’s (Angeleri 2), and allows Ghi¥Wega to present a Cuban
influence in her novel, creating a cultural tieher original homeland. Echoing these
telenovelas in which social commentary often fosumethe plight of poor rural workers,
these women characters from multiple Latin Americaantries enhance their
community through their combined efforts to imprakkemselves and their female
compatriots. | consider their collective experienaeseries of ‘texts’ that inter-relate,
creating affiliations through the new associatioftgiough this focus, it is possible to
view these characters’ experiences as forming |y texts, where each experience or
text informs the other. When viewed in this waygench literary theoridRoland Barthes’

concept of the subject as constituted by “the tektas/her culture, where the ‘I’ is
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already itself a plurality of other texts, @ddes (my emphasis gtd. in Alfaro 278)
exponentially increases, echoing Bakhtin’s conoéplialogism. Each character’s story
adds narrative threads to the text. GOmez-Vegdasehifting narrators and displaced
characters whose codeswitching dialogues refleerbglossia and the dialogic aspects
of language, emphasizing the varietal profusioawilable perspectives her female
characters have at their disposal.

The strong female characters impel a positive fieshreading where the
characters’ codeswitching reflect alternating pafttheir subjectivites. II€alled to
Healing: Reflections on the Earth’s Power in Wonsdaves Jean Troy-Smith focuses
on the powerful feminine and collective energiesheftext. She explores the differences,
as she defines them, between the ‘self,’ the mumdadinary subject that operates as a
part of society. In Gébmez-Vega's text when the biteants choose to converse in English
they are choosing this subject position. When Celates her conversations with Carole
to Maria she shares, “I don’t know what to do witemwith her. | have to speak good
English, which | don’t even know, and | have to saynething. It's strange”(123). A few
minutes later, she admits that she went to masuoday. All these actions are an
attempt for her to unite her warring sensibilitie® a cohesive if uneasy alliance. For
many of female charactersBbzo Secohe ‘Self,” the essential core that is each unique
individual (11) is represented through SpanisHeotihg the characters’ shifting
language loyalties. Carole voices this ambivilewben she tries to explain “what it
meant to have no ancestry” (68). As she tells Mdiiae problem is, | can’t be sure of
anything. | speak Spanish with a Spanish accethipadh I've never been to Spain, and |

know I'm Mexican American, but | don’t know from wte” (68). Troy-Smith asserts
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that “Carole is on the kind of journey that seemstadictory; it is a journey to find
meaning in her life as a woman in the patriarchwel as a journey to find her power as
a women through discovering the missing piece td3af by searching for her paternal
ancestral roots” (144), reflecting this confusidroy-Smith acknowledges the
importance of all of the female characters, usheganalogy of ‘weave’ as both a noun
and a verb to explain their relationship statingpfmez-Vega gives the many women
characters in her novels the same kind of equpbresbility for the successes of each
other’s lives as the weaver does the threads oiidave” (145). While Troy-Smith has
touched on important aspects of the novel, | wdilkkelto draw attention to a theme not
addressed in the critical literature. Most spealfig | will focus on how Gémez-Vega's
practice of linguistic codeswitching challenges sketus quo of hegemonic and
patriarchal privileging of English and reveals theltiple realities of these women'’s
lives.

Gbomez-Vega's Cuban-American heritage coupled thighTexas border town
setting of her novel complicates the implicatiohbath space and time in the novel by
destabilizing the motivation for codeswitching. #dugh many Chicana writers have
focused on the border and border issues revedigigdften marginalized position as
border subjects, having a Latina choose this as¢heasetting for her novel cross-
pollinates the conversations between the writedsthe languages they choose to
incorporate. While Gomez-Vega is a Cuban-Amerisae, blends elements of Spanish,
Mexican, Mexican-American, as well as multiple baticultures into the story. She
simultaneously focuses on many of the women'’s anitigs instead of their differences.

Davalos and Partnoy connect the subjectivitiestot&ha and Latina, seeing them as “a
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foothold of a bridge, an intellectual and creativip that joins parallel and
complementary histories, bibliographies, methodsd, @xperiences ” (8). The connection
between the two is an association closely linkethhguage and cultural similarities.
Through the female characters’ actions and intemast they exhibit the characters’
multiple subjectivities, moving from the local teetglobal, and back again, constantly
and consistently acknowledging the memories an@émpces of each, through the
practice of codeswitching.

While | discussed heteroglossia in Chapter Onené&xVega focuses on a
different aspect of this concept. She emphasizeshhnging subject positions of the
women in her novel. She highlights these changeshlfyng the narrator and her voice,
where each character exemplifies another registéne opening scene, we are
introduced to Carole, the painter. The narraton slafts to the young girl Zemi without
any warning. The next shift, the interchange betw&emi and her mother, Maria,
reveals Maria’s Spanish with the simple phraseigihija” (5). Gbmez-Vega continues
to acknowledge the multiple subject positions afdteracters through language choice.
Later Cora is speaking to Maria and simply saystea” Maria responds with
“¢,Que?...” “as if she had just been awakened fralream” (122). In each instance, the
language reflects codeswitching that resists @dittonal monological language of the
hegemony. As Bakhtin explains,

When heteroglossia enters the novel, it becomgeduo an artistic

reworking. The social and historical voices popatatanguage, all its

words and all its forms, which provide languagehwiti particular

concrete conceptualizations, are organized in tvelrinto a structured

stylistic system that expresses the differentigtazio-ideological position
of the author amid the heteroglossia of his ep(R00)
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The painter, the daughter, the mother and theiaggainter’s assistant reflect the
different social positions of the characters.

The narrators’ ongoing discussions with the piiestis on the disparate registers
within the community. This practice gives the poaisly marginalized characters both a
voice and a platform for that voice. By shiftingetharrator as well as the languages,
multiple subijectivities reveal the cultural andisbtacunae of and in this community, the
locations of discord as well as concord. Allon Véha well known literary and cultural
critic, posits languages are socially unequal, tieteroglossia implies dialogic
interaction in which the prestige languages trgsttend their control and subordinated
languages try to avoid, negotiate, or subvertc¢batrol (gtd. in Vice 19). By creating a
largely Latina feminine space, as well as silenciramny of the hegemonic and masculine
voices in the community, Gomez-Vega removes ceggpects of this dialogic tension.
With this practice, she succeeds not in being miisculine, but pro-feminine.

GoOmez-Vega’s strong female characters combinecespétheir mixed and
multiple cultures in a move that underlines BaKktooncept of hybridization. This
concept in which two social languages mix withia timits of a single utterance,
acknowledges the presence of two linguistic modd®img (Holquist 359). After Carole
faints, Maria responds to Zemi with “Si mi hija.&8ias.” Then Maria turns to Cora
without taking a breath and asks “You're gonna batiam?” (5). The fluidity between
the two responses elucidates many of Gdmez-Venmgjgistic maneuvers. The female
characters’ codeswitching challenges the hieraoflayhegemonic language by easily
navigating between Spanish and English. Thoughmaiteall linguistic representations,

they speak literary mountains, for they represém ‘mixing, within a single concrete
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utterance, of two or more different linguistic coimaisnesses, often widely separated in
time and social space” (Holquist 429). When Cangss'Gracias a Dios,” “and “where’s
the good father?” the narrator informs the redkat she is faking religious fervor. Her
next irreverent comment comes when she learns fieksg up supplies for the church.
She crosses herself, bows her head and says, A& §89). These small phrases reveal
the frictions that exist between the female inteati, the priest, acting as God’s
representative, and the Catholic religion. In addito speaking derogatorily about
Father Arroyo, Cora challenges the priest’s autizdry sometimes celebrating mass with
Miriam thecuranderaand other times celebrating with the father. Siee\éxplains that
Postcolonial studies developed the analogous teyliridity’ to refer to a person,
character, or writer who “is already open to twalds’ (Vice 64). Cora’s decision to
vary the site of her religious observance reveatdlhid hybridity.

In Gbmez-Vega's text, not only do the characterstén worlds represented by
Spanish and English, but also the two ‘worlds’ eférosexual and gay relationships.
These worlds refute one another, and refuse erayuemaining present through the
characters’ language choices. Cora is obviouslgrbeéxual. Carole is obviously gay.
Maria is confused. Gomez-Vega's characters’ codekivig reveals their linguistic
landscape, and their awakening responses to eaeh @b quote Patterson, “the novel
does not consist of words and statements, butheranade of a combination of
discourses and of the responses to those discoyisdy. The hybrid sentences and
dialogues of Gbmez-Vega's text emit an effusivamigss, acknowledging both worlds
and allow multiple registers to co-exist simultangly. When Carole first meets Maria,

she believes that her and Father Arroyo are loW¥ten Maria slips off to Miriam’s
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house in the desert to discuss Carole’s suspicashow she got the wrong idea, she is
confused stating “All | did was wash her and ditesisand feed her. Things anyone
would do” (30). What she does not tell her is thhen she removed Carole’s clothes
“some kind of emotion rushed through her body, simel had to stand back to recover and
reason through her embarrassment” (6). Of coursmMias auranderahas the gift of
second sight, though she allows Maria to reacloter conclusions. When Miriam asks
“¢,Cree que eres su amante?” in Spanish, she oetirdes the previous register and
reveals each character’s fluency in both.

Cora’s and Miriam’s interactions with the womdrtlee town are often rendered
in Spanish reflecting the pervading existence efldmguage. In an exchange between
Martica and Cora, they discuss Maria and Carokdaionship. Cora tells her “jPero me
vas a decir a mi que las conoz¥@u're going to tell me about it when | know them.
They're smart in the head, | tell you, but the @@ghem is silly” (120). When Miram and
Maria Selene speak, they always speak in Spansid@nez-Vega reveals in our
interview, “I thought of Miriam and Maria Selene@der than the others and more
resistant to the influence of English, but they@n@bably bilingual in their own fashion”
(Dye). Gomez-Vega decides to have certain membdredown exhibit “situational
codeswitching,” again adding to the heteroglossiis text.

Though Zemi is proficient in English, Cora’s dateghhas just arrived in Pozo
Seco, so she is more comfortable in Spanish. Tidgdher, on the picnic they all go on
for Maria’s birthday, the girls converse in SpaniSpeaking of the flowers Zemi want to
pick for her mother, she says “Si las arrancam®sas a morir” (150). So the

monological reader will not be left out, Gomez-Vegan offers the translation in italics.
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Because Gomez-Vega's female characters have éxhfreim Spanish speaking
homelands, and now live Pozo Secathey can be said to be simultaneously living in
two linguistic worlds: the Spanish of their homelaras well as the language of their new
home, English. Therefore, they incorporate codeswig in their communication to
reflect their fluid and fractured essence whilestasg the language of the hegemony. |
say fluid because the women codeswitch dependirtgenfocus, and fractured because
they are torn between their shifting subjectivitids an example, Maria speaks one way
to her daughter, one way to Cora, and another t@Mi In each instance, she is aware
of her position and her place in the language.salys “mi hija” (5) to her daughter,
“Jesus” to Cora (8), “I'm glad you came” to Miriaf®). Whenever Maria refers to her
daughter, she always says “mi hija” re-enforcirgf tBpanish is her ‘mother tongue.’
Because she is often irritated with Cora, she vieatsrritation through “religious high
impact terms.” As discussed in Chapter One, thertits of these terms reflect the
uneasy alliance these women have with their Catheligion. Eventually, both Carole
and Maria finally find the strength to stand ug-tther Arroyo.

Codeswitching allows the characters to navigatnish reconstruct their worlds
according tdheir language and rules. Therefore, instead of remaipasgive pawns of
society, they incorporate their past into theirsprg and future through the utilization of
their ‘mother tongue’—Spanish. Through this prastitie memories of home are
allowed a voice, for, as Bakhtin argues, “it is oapible to represent an alien ideological
world adequately without first permitting it to saly without having first revealed the

special discourse peculiar to it” (Holquist 335helSpanish words remind them of home
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while forging a new life within their new languadenglish. The inclusion of poems,
dichos and song lyrics, as well as dialogue, atbtwer English and Spanish texts to enter
the novel. These allusions to alternative textspmidts of view are what bring vibrancy
and shifting meaning to the text--all facets of Bi@k's concept of heteroglossia. As
Gbomez-Vega states in her interview, “| wanted t&kenia clear that these people came
from Spanish, not just from Spanish speaking caoesitthat language is a place that we
inhabit” (Dye). She goes on to say, “The text wasten in English, but | wanted it all to
feel like Spanish.”

Gomez-Vega’'s dialogism, first exhibited by hermaters’ allegorical names,
reveals an additional underlying narrative, whidfolds through these codeswitched
names. A young girl named Luz (light), fatheredAa¢her Leal (loyal) and parishioner
Maria Selene, dies in a fire that burns down thec This sets off a series of events.
The disgraced priest, who has proven himself dadlag banished and Maria Selene
‘casts’ a curse on the town. This curse ‘driestbp’ spirituality of the town, evidenced
by it namePozo Secddry well). Though the town receives a new spaiteader, Father
Arroyo (rivulet or gully), he is unable to get timhabitants of the town to join with him
to rebuild the town’s church. In his personal liféaria Soledad (loneliness), takes care
of his house. Maria Soledad’s loneliness existabge she is living in a false facsimile
of a family. It is not until the arrival of CaroRio (river), that the town overcomes its
‘dry spell,” and flows together in harmony to builte church. Gbmez-Vega, in a counter
intuitive move, has the river refresh the rivuletiaefill the well. Carole’s arrival
provides the impetus Father Arroyo needs to reldbdgdchurch, as well as begin to view

life, religion, and the townspeople in a new intdye light. Carole will also release
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Maria from her loneliness. Thus, the allegoricahea act as scaffolding, revealing the
bare bones of the narrative. As described, the lbanes of the narrative exist in the
allegories suggested by the names of the characters

The cultural diversity and dialogic interactiontbé women, revealed through
Gbomez-Vega’'s ‘authorial speech,” presents a visidmorder living where the women'’s
collective strength emerges through their langucgece. When Maria Selene arrives
back inPozo Secand sees Miriam for the first time she say®rfgo tanto que decir te,
and words she never thought she could say spilledfcher mouth into Miriam’s ear”
(98). Through these words, Gémez-Vega first reviredhybridity of the text with both
the character and the narrator speaking in the semence. Then, Gémez-Vega's
alteration of Spanish and English as this importamtture gives Maria and Miriam
privacy through language. Gémez-Vega informs tagee that, “words she (Maria
Selene) never thought she could say spilled oeoimouth into Miriam’s ear”. This
coding, rendered in English, though Miriam and Mae more comfortable with
Spanish is a beautiful gift that GOmez-Vega givest. This gap allows Maria to share
her feelings with Miriam, but not reveal them te tieader. In this manner, they are kept
private between the reuniting lovers.

The energy and ancestry Carole brings to the t@flects the polyglot aptitudes
of the female inhabitants who reveal daily the Uils¢jc choices, the heteroglossia,
available to them. Carole’s heritage of maternarfsgh Sephardic Jew, and paternal
Mexican-American Catholic, coupled with her expeces in New York allow her to
bring multiple cultural and lingual registers te ttown. It is significant that the women

of the text engage in the majority of codeswitchifog along with manipulating the
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language, they learn to manipulate their surrougglfior their personal and collective
benefit. As Gbmez-Vega reveals in her interviewl] 94 the people in this novel turn
what other people would consider a negative, lieedesert, into a positive, a place
where they can create and live their lives. Thigregsty much what the Little Prince finds
out, that life is what you make of it, usually tbgh love” (Dye).

Through the friendships these women develop, tloaye to realize then vocalize
that love makes a person responsible for the belregoone loves. In the novel, Gomez-
Vega keeps returning to the story of the LittlenBe?’ Just as he learns important lessons
about love and life, so must the women in this tolve and language increase and
multiply the choices available to the women in tioiwn. Maria’s platonic love of Cora
motivates Maria to urge Cora to become Carole’'s&s¥, “So tell her, Cora, and ask her
about teaching you” (124). Maria Selene’s loveNbriam motivates her to return to
Pozo SecoMiriam sits and waits for Maria Selene to arrikeugh she worries that
Maria will think she is still mad.De estamanera, va a pensar que estoy brava, aueque
dije en mis cartas que no lo estaba. Nunca lo estBvalguien podia comprender su
dolor” (97). Carole not only falls in love with Maria, bgets involved with “Cora,

Clarita, Zemi, and now Miriam and Maria, whom | dideven know, not to mention all
those women who came to look at the church” (98 ificlusion of multiple references
to the little Prince’s story increases the inteutdity of GOmez-Vega's story.

Another example of intertextuality is reflectedahgh the character of Maria
Soledad. She is of Brazilian ancestry with a caldggree in philosophy. These features

coupled with the political activity of Maria’s mahand female companion bring, among

27 The Little Princeby Antoinne De Saint-Exupéry
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others, the specter of Paulo Freire and his theofi¢the word and education into the
novel. To elucidate, Bakhtin argues, “Between tloedrand speaking subject, there
exists an elastic environment of other alien waildsut the same object, the same theme”
(276). In Pedagogy of the Oppressed, Paulo Fcemé&nds,

Within the word we find two dimensions, reflectiand action, and in

such radical interaction that if one is sacrifieedven in part — the other

immediately suffers. There is no true word thatos at the same time a

praxis. Thus, to speak a true word is to transftrenworld. (87)
Before Carole arrives in town, Maria, Cora and Bfmiare living lives bereft of
reflection or action. Carole’s arrival acts as arari reflecting an exterior view that
reveals their frozen stasis. Her presence becdmeasipetus for change. Maria rekindles
her desire to get a house for herself and ZeningeMiriam, “I'll have a place of my
own, and you’ll be able to come whenever you w#b@). Maria also redoubles her
efforts to convince Cora to learn to read and $entier daughter, saying “The real
difference between people lies in whether or notlwsomething to get what we want
instead of just sitting around and feeling sornydarselves” (46). This echoes Freire’s
contention that the oppressed “will not gain tietation by chance but through the
praxis of their quest for it, through their recagm of the necessity to fight for it” (45).
Maria’s mother was in a brothel trying to organgzenion when a man gunned her down.
She was living Freire’s argument that, “[c]ritiGld liberating dialogue, which
presupposes action, must be carried on with theeggpd at whatever the stage of their
struggle for liberation.” The footnote of this dqation is chillingly ominous considering

the fact that Maria’s mother is gunned down. Itesta“Not in the open, of course; that

would only provoke the fury of the oppressor aratlléo still greater repression” (65).
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While all of this passage is rendered in Englisheplanguages exist in the periphery.

As Maria tells Carole, “The Portuguese and the €memill come later” (67).

GoOmez-Vega’s decision to limit Father Arroyo’s sple almost exclusively to
English, though he knows Spanish, as well as ha@egle’s father reject his Latino
surname and language act as counterpoints to theews language choices. The men
shrink their linguistic repertoire, while the womembrace their multiple choices. In this
novel, Gbmez-Vega takes “words that are alreadyladed with the social intentions of
others and compels them to serve [her] own newiitties”(Holquist 300). By this
practice, she melds words and cultures to forgevawision of feminine solidarity
through the celebration of hybridity.

Gobmez-Vega challenges the privileging of Anglodent by codeswitching and
the primacy of the Catholic religion by syncretgi@atholicism anduranderismoShe
presents shifting feminine and feminist dialogietds through the multiple narrators.
These threads combine to form a polyphonic integimg of language and culture,
which represents multiple social and cultural strahe characters’ language reflects this
by shifting between Spanish and English. Theseuagg choices reveal the character’s
hybridity. With the simple utteranc®® nada, mi hija..but come over tomorrow after
she’s awake,” (10) Miriam exposes her love for Zemother as well as her fused
reality where the two languages reside side by Sid&t as Maria calls Zemni hija’,
Miriam’s term of endearment for Maria reveals lerd as well as her motherly instincts.
These women codeswitch with ease reflecting thdifiuof their subjectivities.

Additionally, Miriam practices a syncretic religioHer ability to see the future reflects
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hercuranderismpher weekly observance of the Sabbath reflectClaginolicism. Her
lifestyle and her language represent her realitgrelelements of each form the fractured
essence of her being. Gbmez-Vega further challetingegrimacy of English through the
speech of Zemi, Maria’s daughter. Upon learningotées father changed his name and
dropped the language, to ‘get ahead,” Zemi askew'dan you get ahead if you can’t
speak Spanish?” (67). Her mother, Maria, then mCarole that Zemi will eventually
know Spanish, English Portuguese, and French. G&faga highlights the significance
of language acquisition through Maria’s desiregtach her daughter multiple languages,
suggesting that while English is important, it & preeminent. Thus, through this
dialogue Gomez-Vega creates a text resistant terhegic Anglocentric stances as well
as creating a space where the women of fhog6 secbfind nourishment and
sustenance through their language and lifestylecelo

Gobmez-Vega’'s codeswitching, which represents thébkb-voiced dialogism of
the novel, strategically emphasizes the multipiguistic and cultural registers available
to these women as well as creating a unifying spaca wedding reception for young
newlyweds, Carole and Maria bond through the Spasosig Noche de RondaWhile
the lyrics are in Spanish, Carole’s renders heughts in English, followed by the
translated text of the song, exhibiting the doulmeedness of the text. Carole
remembers her mother and grandmother singing thgssavhile Maria admits she grew
up with them too. Later in the novel, after Carofters Cora a job as her assistant and
Cora is skeptical of Carole’s knowledge of Spanikhy also bond while singindNbche
de Rondd Carole believes that Maria Teresa Lara, a womante the song, though

there’s “a lot of confusion” about it (130). BecauSarole, the openly gay woman
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guestions the authorship of the song, the ambigndititis statement suggests the
deconstruction of fixed sexual identities. Thusotigh this song Gomez-Vega represents
multiple codeswitching dialogic threads. Theseddeetranscend generations and
national borders. They create links. They estabbbtionships. These threads weave a
tapestry of feminine strength, solidarity, and tixety. The song develops many unifying
elements. Carole loves the poignant song. She rocady connects with Maria when
they dance to it. She and Cora also connect thrQagble’s offer of apprenticeship. The
duet they sing toNoche de Rondaand the professed hope that the song was both
written and inspired by a woman all act as unifyghgments in the novel. The song
represents ties to the past, to family, and todageg, varying in meaning depending on
who sings. Through this strategy the word becomaslinguistic, focusing on the
intersection of meanings rather than a fixed poirgingle meaning” (Lechte 10). The
ebb and thread of the song weaves its way amonchim@cters binding them closer. As
Gbmez-Vega states in her interview

When | was growing up in Cuba, | heard music frgoai§, from France,

from Italy, and from Argentina, and every othergal@&xcept

contemporary music from the United States of cqubseause of the

political issues. Being able to share that museaied a connection, a

cultural connection. My friend Mariana is from @@&hibut she knows the

same music | know. That’s what | was going for, tbenmonality in our

cultures. (Dye)
The women unite through their language and the erafdheir cultures. Spanish, French
and Italian are all Romance languages all deriveh fLatin (Portuguese is as well).

Through a musical forum, the characters are abieitige their differences, overcoming

them through their underlying commonalities.
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Gomez-Vega challenges Father Arroyo and what presents through
codeswitching, where other registers and otheporiost represent conflicting discourses.
As an example, Father Arroyo’s language repregéetsonologic Catholic Church and
supports its doctrine. He touts the “party line3)YAand reflects this through his speech
and his stance, “The word of God isn’t flexible’L@). Carole, Maria, Miriam and Cora,
on the other hand, use both English and Spanighéstion the church and its importance
constantly. Carole and Miriam question the needafmpresentative of God on earth,
which challenges the very existence of Father Asr@jora invokes the double negative
of Spanish and reveals her religious ambivalentenwshe speaks about Carole saying,
“But she don’t need no religion...She’s a white gith an education and a car” (24).
Both Carole and Maria resent the Church’s attitioseards women. Maria’s retort “The
world isn’t made out of white men who hate womehl %), reveals her antipathy
towards the church’s fathers, and explains whyotiserves the Sabbath with Miriam in
the desert, not with Father Arroyo. Finally, whdiiam visits the church to have a
conversation with the painter, Carole realizes ‘shs looking for the right English word
to say what she came to say”(108). Though Carasleorsds to her in Spanish, Miriam
guestions her ability asking, “You speak Spanigb&role’s responseMe ensefio mi
madrée explains her competency. The conversation coesna Spanish until Father
Arroyo’s arrival spurs Miriam to tell him “I'm fon@f your devils” “in her best English,
almost defiantly” (110). As GOmez-Vega states inihterview, “I had a priest in the
novel, so | couldn’t let him and what he represdmjet by without being challenged. In

fact, that is one of the reasons why he is thetetpn with” (Dye).
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In Send My Roots Rait0mez-Vega incorporates codeswitching to highligh
importance of the phrase and the speaker. WhemMiwalks by Father Arroyo, he
softly murmurs $olavayd (34). Carole questions the meaning of the phtasagh she
is fluent in Spanish. When Maria explains thatghease means to go alone, Carole then
remarks that people in Spain used the term ineatsr to the Jews in Spain and that her
mother detested that phrase. This conversatioraletee word’s dialogism. In GOmez-
Vega's representation of the word, it referenmegasin Texas, and Jews in Spain. In
both instances, the term is derogatory. In additigrusing the subjunctive form of the
verb ‘ir meaning to go, Father Arroyo subtly releehis desire for Miriam to go away.
He cannot not command her to leave, but he can thiatlshe does so. The subjunctive
form is used to express a desire. Father Arroyofglemnation of syncretic religious
practices is foregrounded through his languagecehdie does not approve of Miriam,
thus he uses a language he considers substandamtz&/ega does not allow him to
speak in Spanish because he does not have en@pgttréor it. As GOmez-Vega says in
her interview, she “couldn’t give him Spanish agfauntil he worked to deserve it”
(Dye). Initially he sees English as the languagerdightenment, while Spanish is the
language of the indigent and ignorant. Throughchrsversations with Carole and Maria,
he begins to understand and empathize with theseewoWhile Father Arroyo’s
utterance of those two terms reveals his bias addakness, through the intervention
of Maria, he will change his stance. GOmez-Vegaldges in the interview, “To his
credit, he evolved, but only because Maria Solextedronts him. Women had to set him

straight” (Dye).
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Cora’s codeswitching reflects her competencyeadrbetween the lines’ even
though she cannot actually read while also revgdiar position as cultural insider in
this novel. During the courtship of Carole and MafCora first realizes their attraction
for one another. “[I]f I didn’t know better I'd sashe was jealous, thought Cora, and
grinned to herself. “Ay, pero que zorritalhat a fox she i€61). Cora also realizes
Maria’s precarious position in the priest’s houséen Maria urges Cora to “Go
ahead...Tell...l want a reputation,” Cora responds tW&@he good Padre would put
you ‘de patitas en la calle™ (24). When Maria qu@ss who would cook for the priest,
Cora exclaims, 'Pues, la guera!” (24). Though Gemaneducated; she would like to
learn. She says “Religion’s for people who dontdaothing else.” Later she wonders
what it would be like to “have a feminist motheddmow about that Karl guy” (25).
Through these ruminations, she reveals her thorstriowledge. Through Maria
Soledad’s urging and support, Cora will learn howead from Maria and how to paint
from Carole.

On the other hand, though Carole and Father, $ypthk Spanish, they are the
outsiders and thus represent ‘the other,” whererthitiple references to Carole as
“guerd mark her as ‘the other.” Her comment, “I spealafiph with a Spanish accent
although I've never been to Spain, and | know I'mXitan-American, but | don’t know
from where” (68) reveals the presence of anotheguage though the conversation is
rendered completely in English. Codeswitching @&sposes the stresses that develop
when one knows the language, but is denied thareult

On the other hand, iBend My Roots Rgiarole’s lions act as another type of

code, interrupting the narrative with an additiotheiead, a
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traumatic kernel that effectively curves the spaickctional description

and tears at the very fabric of its form to re\aeakries of identificatory,

social, and historical meanings released througimse irruption and

interruption, providing a deeper understanding wioéence otherwise

covered over, contained, repressed or dismissedd(s et al 3)
Carole’s lions appear at times of insecurity, reedgounce on her, exhibiting what
Amaryll Chanady calls “the amalgamation of a ragiloand an irrational world view”
(gtd. in Sandin et al 67). As GOmez-Vega sharéirinterview,

Carole came to Pozo Seco as an angry, displacedrpatho had finished

a university education but had lost her motherzgrdbearings in the

process...Carole would have been concerned withhithgg that she

thought she could not give her mother, like a gcauid, but perhaps more

importantly she was at that time feeling sorryHerself because she could

not find anyone to love her. (Dye)
Carole’s concerns manifest themselves as lions niot until she makes her journey into
the desert, just like the Little Prince, that sbaguers them thereby finding the faith to

love again.

Through the interplay between these charactetsrdgtossia, the internal
differentiation common to all language charactetibg qualities like perspective,
evaluation, and ideological positioning developg assult of the women’s
codeswitching. As the discussions between the tpies the women portray, the
established position of the Catholic Church coBideth the mestiza’s following of
cuanderismoThrough the development of the story, GOmez-\feastions the
traditional stance of the Church against Mirianye@etized folk religion, where each

one refracts off of the other, allowing for a hybview of religion that eventually allows
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both an equal space. These dialogic threads comgstthe polyphonic intermingling of
language and culture, allow Gomez-Vega to presenptotagonists among multiple
social and cultural strata. She both literally ipmrates both languages into the text, and
suggests the Spanish language through her imagasgefages. In one instance, when
Maria speaks to her daughter, she replibs,Hija, who's dead (3)? In another instance
Cora claims, She’s traveling esconditié8). These phrases reflect the multiple

subjectivities of these women and the ease in wiiieiz can navigate between them.

Codeswitching in this novel allows these womenitst feflect upon the commonalities
they have. They are then able to move past thi#éardnces in order to band together for

the betterment of all.
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Conclusion
Female Subjectivity: Why Codeswitching Matters
“Women’s discourse is double; it is the echo ofd¢b# and the other, a movement into
alterity.” (Godard)

In this thesis, | examine the phenomenon of codebing in Chicana/Latina
novels set in the American Southwest. Most spelficl concentrate on two novels,
Ana Castillo’s Chicana tex@o Far From Godnd Ibis Gomez-Vega's Latina tegénd
My Roots RainAs noted in the introduction, | feel it is impant to look at novels of the
border, written by women, in order to discover fitminine language that resides in that
interstitial space. | chose a Chicana text andtanadext in order to see if one informed
the other or if they had competing aims. | chéssé two novels to see how Chicana
and Latina authors used codeswitching as a langofagsistance and to explore the
terrain of their different approaches. My intentdsmap both the similarities and
differences in codeswitching techniques.

In Chapter One, | focus on Castillo’s use of npldtiregisters. Through dichos,
recipes, and curanderic remedies, she highligetetten fraught relationship between
social, feminine, and indigenous languages andi@gdt Through Castillo’s commitment
to Xicanisma, she envisions a new Chicana thatrissts and then re-imagines her
religion and her reality. My research reveals haastililo merges languages and myths
from multiple cultures. By re-appropriating thesstwaral indicators, Castillo re-infuses
them with feminine power. Thus, through these mldtstrands, the codeswitching

reflections and refractions open up a space forfsinrempowerment.
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In Chapter Two, | focus on Gomez-Vega’'s multipérative voices and
languages and how these multiple constructions tesdsal and develop the characters’
subjectivities. In this Chapter, | note how Gémeazgd chooses to emphasize the
permeability of the border where ideas are allowecross-pollinate the languages and
belief of the individuals. My research reveals hBd@mez-Vega develops a new feminine
model of hybridity that synthesizes and syncretlzggefs, languages, and cultural
practices from both her past homeland and her remeh

This research also reveals many threads that lesiateen these two novels They
inform and enrich one another. Obviously both newetorporate codeswitching in their
narratives. They both resist the patriarchal staieéehe Catholic Church while
embracing a syncretic amalgamaooiranderismaand Catholicism. Both novels have
elements of the telenovela. Furthermore, they batre ties tdon Quixoteby Miguel
De Cervantes. Through her long title chapters, ilasthoes the long titles of the
chapters in Cervantes influential work. When Cadigeerns a windmill beyond Father
Arroyo’s black robe she says, “You remind me ofrons” (70). Gomez-Vega reveals in
her interview that she had just rdadn Quixote de la Manch@ye). The idea of
someone being reflective of something, or reflectierself interested her.

Castillo, as a Chicana writer intent on highliglatthe importance of Xicanisma,
incorporates codeswitching in her character’s laggun order for her characters to
resist the hegemonic patriarchal forces in her t&@mez-Vega, a Latina exile from
Cuba, incorporates codeswitching in order to treee¢he silent gaps in and between
languages. She continues to elevate Spanish teitiomoabove the crossfire between the

two languages. As she states in her interview, fEMaria Soledad, whose language is
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Portuguese, not Spanish, participates in this iningtof the Spanish world because she
speaks to the other women in Spanish. | wantedvtdril of the novel to feel like
Spanish” (Dye).

Chicana authors have overcome many obstacle® isethwrch to find their voice
and have her stories told and published. Forgimybiee, Castillo develops strong
characters whose refusal to be silent createsrantiliterary strain where the fusion of
past and present meld to create a promising literiaw of the future. Through her
struggles, literary and otherwise, the Chicanaftiaged and is continuing to forge a
respected and growing place in the American lifecanon.

Through years of emigration, many Latina womenehesme to live in the United
States. Latina writers have illuminated multipleuss these women have faced and many
choose to incorporate codeswitching in order tomihate the link between and make
visible the gap codeswitching, with or without tséation allows. While the histories of
Chicana and Latina women vary deeply, many are thoagether by their mother
tongue, Spanish, as well as their quest for a rfewhle United States. Language is one
of the bridges that unite these women writers. ddaeswitching and intertexuality of
both texts discussed in these pages create newsspatiminality opening the door to
yet another conversation with past and future texts

In looking to the future, | see women writers imparating codeswitching, the use
of multiple registers in their novels, to explone tacunae where multiple meanings
exist. Instead of being limited by masculine angdmonic constructions, women writers

will continue to find their own language and chatige landscape of literature.

76



Bibliography

Primary Sources

Castillo, Ana.So Far from God: A NoveNew York: W.W. Norton, 1993. Print.

Gbomez-Vega, IbisSend My Roots Raisan Francisco: Aunt Lute, 1991. Print.

Secondary Sources

Aldama, Arturo J., and Naomi Helena. Quifiori@ecolonial Voices: Chicana and
Chicano Cultural Studies in the 21st Centujoomington: Indiana UP, 2002.
Print.

Angeleri, Sandra. "Telenovelas Forming the SociaddV Profesora Sandra Angeleri
N.p., n.d. Web. 24 June 2013.

Anzaldla, GloriaBorderlands: The New Mestiz&an Francisco: Spinsters, Aunt Lute,
1987. Print.

Arteaga, Alfred An Other Tongue: Nation and Ethnicity in the Lirgjig Borderlands
Durham: Duke UP, 1994. Print

Attwater, DonaldThe Penguin Dictionary of Saintdew York: Penguin, 1965. Print.

Azevedo, Milton Marianolntroduccién a La Linglistica Espaficlenglewood Cliffs,
NJ: Prentice Hall, 1992.

Bakhtin, Michail M., and Michael Holquisthe Dialogic Imagination 4 Essay&ustin:
Univ. of Texas, 1987. Print.

Bhabha, Homi KThe Location of Culture_ondon: Routledge, 1994. Print.

Bialostosky, Don H. "Dialogics as an Art of Discserin Literary Criticism.Modern
Language Associatiob01.5 (1986): 788-97. Print.

Brice, Brandon. "Why English Should Be the Offidi@nguage of the United States."
The Washington Timds3 Apr. 2013, Communities sec.: Print.

Bruce-NovoaChicano Authors: Inquiry by InterviewAustin: University of Texas, 1980.
Print.

Callahan, LauraSpanish/English Codeswitching in a Written Corpisisterdam: John
Benjamins Pub., 2004

77



Castafieda, Shular Antonia., Tomas Ybarra-Fraustb,Jaseph Sommelsiteratura
Chicana : Texto Y ContextBnglewood Cliffs [New Jersey: Prentice-Hall, 1972
Print.

Castillo, Ana. Massacre of the Dreamers: Essays on Xicanisma. Albuquerque:
University of New Mexico Press, 1994.

Cervantes, Saavedra Miguel De, and Edith GrossBxam.Quixote New York: Ecco,
2003.

Davalos, Karen Mary, and Alicia Partnoy. "Editd@emmentary: Translating the
Backslash.'Chicana/Latina Studies: The Journal of Mujeres ¥adi En Letras y

Cambio Socia#t.Fall (2004): 6-18. Print

De, Courtivron Isabelld.ives in Translation: Bilingual Writers on Identignd
Creativity. New York: Palgrave Macmillan, 2003. Print.

Dye, Carla. Personal Interview with Ibis GOmez-V.ezfa October 2013.

Farmer, FrankLandmark Essays on Bakhtin, Rhetoric, and Writvighwah, NJ:
Hermagoras Press, 1998.

Felton, D. ,Haunted Greece and Rome: Ghost Stories from Clas&mtiquity. Austin:
University of Texas, 1999. Print.

Freire, PauloPedagogy of the Oppressédiew York: Continuum, 2000.

Fregoso, Rosa LinddMeXicana Encounters: The Making of Social Idergite the
Borderlands Berkeley: University of California, 2003. Print.

Gillman, Laura, and Stacey M. Floyd-Thomas. "ConRima Cada Lado/With a Foot in
Each Place: Mestizaje as Transnational Feminismga Castillo's "So Far from

God" Meridians2.1 (2001): 158--75. Print

Gbomez-Vega, lbis. " "The Homoerotic Tease and laskdentity in Ana Castillo's
Work." Critica HispanicaxXIV (2003): 65-84. Print.

Guertin, CarolynQuantum Feminist Mnemotechnics: The Archival Tebegtronic
Narrative and the Limits of Memar2003. Dissertation, University of
Alberta.

Harden, Paul. "The Legacy of "The Lady in Blu&l"DefensorChieftain, June 2, 2013.

Heller, Monica.Codeswitching: Anthropological and Sociolinguiddierspectives.
Berlin: Mouton De Gruyter, 1988.

78



Herrera-Sobek, Mari®eyond Stereotypes: The Critical Analysis of Chachiterature
Binghamton, NY: Bilingual, 1985. Print.

Hopkins, Gerard. "Thou Art Indeed Just, Lord, @dntend"By Gerard Manley Hopkins
: The Poetry FoundatiorN.p., n.d. Web. 10 Apr. 2013.

Lanza, Carmela D. "Hearing the Voices: Women antheland Ana CastilloSo Far
From God" MELUS23.1 (1998): 65-79. Print.

Lechte, JohnFifty Key Contemporary Thinkers: From StructuralissriPostmodernity
London: Routledge, 1994. Print.

McCracken, EllenNew Latina Narrative: The Feminine Space of Posenodtthnicity
Tucson: University of Arizona, 1999. Print.

Mirandé, Alfredo, and Evangelina Enriquéa. Chicana: The Mexican-American
Woman Chicago: University of Chicago, 1979. Print.

Mitchell, Jacqueline, et al "Entrevista a Ana Qlsti Mester2.Fall (1991): 145-56.
Print.

Moraga, Cherriel.oving in the War Years: Lo Que Nunca Paso Porl&imsos Boston,
MA: South End, 1983. Print.

Morrow, Colette. "Queering Chicano/a Narrativesstian as Healer, Saint and Warrior
in Ana Castillo's "So Far from GodThe Journal of the Midwest Modern
Language Associatio80.1/2 (1997): 63-80. Print.

Patterson, David. "Mikhail Bakhtin and the Dialagi®©imensions of the NovelThe
Journal of Aesthetics and Art Criticisinter 44.2 (1985): 131-39. Print.

Pérez, Firmat Gustavdongue Ties: Logo-eroticism in Anglo-Hispanic Litiere New
York: Palgrave Macmillan, 2003. Print.

Puifer, Richard. "Northern Star OnlinéNorthern Star OnlineN.p., 20 Oct. 2005. Web.
09 Apr. 2013.

Rebolledo, Tey Dianalomen Singing in the Snow: A Cultural Analysis lnt@&na
Literature Tucson: University of Arizona, 1995. Print.

Roca, AnaResearch on Spanish in the United States: Linguissues and Challenges
Somerville, MA: Cascadilla, 2000. Print

Rodriquez, Ralph E. "Chicana/o Fiction from Resistato Contestation: The Role of

79



Creation in Ana Castillo'So Far From God MELUS?25.2 (2000): 63-82. Print.

Rudin, ErnstTender Accents of Sound: Spanish in the ChicaneNim\English Tempe,
AZ: Bilingual Press, 1996.

Saeta, Elsa. "A MELUS Interview: Ana CastilldJELUS22.3 (1997): 133-49. Print.

Saint-Exupéry, Antoine De, and Richard Howalrde Little Prince San Diego:
Harcourt, 2000.

Sandin, Lyn Di lorio, and Richard Per&oments of Magical Realism in U.S. Ethnic
Literatures New York: Palgrave Macmillan, 2013. Print.

Sandoval, Chelaviethodology of the Oppressedinneapolis, MN: University of
Minnesota, 2000. Print.

Sauer, Michelle M.(2000). "Saint-Making" in Ana @Hls's So Far From God: Medieval
Mysticism as Precedent for an Authoritative Chac&pirituality. Mester, 29.
ucla_spanport_mester_14535. Retrieved from:
http://escholarship.org/uc/item/84w613zv

Schutte, Ofelia. "Cultural Alterity: Cross Cultut@bmmunication and Feminist Theory
in North-South ContextsHypatia Spring, 13, no. 2 (1998): 53-72.

Sirias, Silvio, and Richard McGarry. "Rebellion ahgdition in Ana Castillo'So Far
from Godand Sylvia Lépez-MedinaBantora” MELUS25.2 (2000): 83-100.
Print.

Todorov, TzvetanMikhail Bakhtin: The Dialogical PrincipleMinneapolis: University
of Minnesota Press, 1984.

Troy-Smith, JeanCalled to Healing: Reflections on the Power of BaiStories in
Women's LivedAlbany, NY: State University of New York, 1996rim.

Villar Raso, Manuel, and Maria Herrera-Sobek. "AaBigh Novelist's Perspective on
Chicano/a Literature Journal of Modern Literatur@5.1 (2001): 17-34. Print.

Walter, Roland. "The Cultural Politics of Disloaatiand Relocation in the Novels of
Ana Castillo."MELUS23.1 (1998): 81-97. Print.

Woodward, Collin. "Up in Arms.Tufts Magazine / Fall 201N.p., n.d. Web. 10 Nov.
2013.

Vice, Suelntroducing BakhtinManchester: Manchester University Press, Disteithu
Exclusively in the USA by St. Martin's Press, :.

80



Zamora, Lois Parkinson., and Wendy B. Favlagical Realism: Theory, History,
CommunityDurham, NC: Duke University Press, 1995

81



Bibliographical Information

Carla Dye is a Masters student at University ofaieat Arlington. Prior to
completing her Master’s Degree in English Literatat the University of Texas at
Arlington, she earned a B.A. in English Literatate¢he University of Texas at Arlington.
She also earned a B.A. in Spanish from the UnityecdiTexas at Arlington, graduating
Summa Cum Laude.

Carla’s research interests are Chicana and Lbté@ratures, Mikhail Bakhtin and
Martin Heidegger.

She has presented at ELVA, the First Internati@uaiference on Electronic
Literature and Virtual Art in Alcala de Henaresa8pin 2012. She has also presented at

the North Texas Graduate English Conference in 2013

82



