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Catherine Thompson 
 

Journalism in Julio Cortázar’s Libro de Manuel: The Impossibility of Coherence 
 
 Of all the works in Julio Cortázar’s corpus, the journalistic genre is most conspicuous in 

Libro de Manuel, a novel in which Cortázar reproduces over 40 pieces of text from newspapers 

and magazines. Those source texts are reproduced on the page in full and retain their original 

typography, in contrast to his seminal novel Rayuela. LDM1  is thus a hybrid album-novel more 

similar to Cortázar’s almanac-style collage books Vuelta al día en ochenta mundos and Último 

Round than it is to Rayuela’s capítulos prescindibles. The novel also shares the two collage 

books’ political intent in employing a journalistic discourse. Journalism is an acute presence 

throughout LDM, and its manipulation is much more obvious because the reader can view the 

full source texts alongside the narrative that incorporates them. LDM is then the most obvious 

work in which to investigate how Cortázar approaches the genre of journalism at this point in his 

career. Yet because the novel itself was so widely criticized,2 critical attention to the author’s use 

of newspaper clippings in the novel has been mostly limited to their ideological function. 

Beyond this overt political function, the news clippings in LDM serve to project a more current, 

almost real-time level of perceived reality in the fictional narrative in spite of the novel-album’s 

fragmented structure. 

 The novel’s fragmentary nature is acknowledged on the very first page of the central text: 

“[...] el que te dije hubiera tenido la intención de narrar algunas cosas, puesto que había guardado 

una considerable cantidad de fichas y papelitos, esperando al parecer que terminaran por 

aglutinarse sin demasiada pérdida,” (LDM 11). Cortázar had used the internal reflexions of his 

                                                
1  Going forward, I will refer to Libro de Manuel as LDM. 
2 Cortázar’s contemporary Ricardo Piglia, for example, criticized the novel for implicitly promoting a culture of 
capitalist consumerism while ostensibly promoting the socialist revolution in “El socialismo de los consumidores,” 
1974. 
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narrators to expound on his metadiscourse, the narrative structure and fictional theory of his 

works, in both Rayuela and 62/Modelo para armar (Blanes 149). In LDM el que te dije, who 

serves as the narrator in parts of the novel, is but one manifestation of Cortázar’s narrative 

process: he keeps meticulous notes on the activities of the various members of the Joda, a group 

of homegrown leftist revolutionaries, hoping that someday this information, however 

fragmented, will illuminate the internal workings of that one small cell of the Marxist revolution 

(11). At the novel’s conclusion the central character and second narrator, Andrés Fava, 

incorporates el que te dije’s testimony into the album of news clippings (the “libro de Manuel”) 

destined to educate Susana and Patricio’s son. El que te dije’s writing thus preserves the story of 

the Joda for posterity, represented by the child. This fusion of el que te dije’s testimony with the 

“libro de Manuel” is the the production of the actual novel itself. On a metaliterary level, this 

fusion place the trials and tribulations of that small group of fictional underground 

revolutionaries within the context and chronology of a larger, factual narrative of guerrilla 

counterterrorism and the politics of human rights. 

 Cortázar did not offer an explanation for his process of selecting materials for the 

capítulos prescindibles until Último Round’s “La muñeca rota” in 1969, six years after the 

publication of Rayuela. Yet in a prologue that precedes the central text of LDM Cortázar 

discloses how he selected each news item for the album-novel. The manner in which Cortázar 

came across the clippings reproduced in the novel is very similar to his process for Rayuela, as 

he again claims that he didn’t choose the clippings. Rather, the clippings chose him. In a sort of 

extratextual game, Cortázar incorporated news clippings from the morning papers that 

particularly struck him into the narrative: 
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 … no sorprenderá la frecuente incorporación de noticias de la prensa, leídas a medida 

 que el libro se iba haciendo: coincidencias y analogías estimulantes me llevaron desde 

 el principio a aceptar una regla del juego harto simple, la de hacer participar a los 

 personajes en esa lectura cotidiana de diarios latinoamericanos y franceses. 

 Ingenuamente esperé que esa participación incidiera más abiertamente en las 

 conductas; después fui viendo que el relato como tal no siempre aceptaba de lleno 

 esas irrupciones aleatorias, que merecerían una experimentación más feliz que la mía. 

 En todo caso no escogí las materiales exteriores, sino que las noticias del lunes o del 

 jueves que entraban en los intereses momentáneos de los personajes fueron 

 incorporadas en el curso de mi trabajo del lunes o del jueves; algunas informaciones 

 quedaron deliberadamente reservadas para la parte final, excepción que hizo más 

 tolerable la regla. (7-8) 

LDM then serves as a testimony to the political countercurrent of the years 1969-1972, when 

Cortázar was drafting the novel (Martín). Andrés, the more analogous of Cortázar’s two narrator 

alter-egos, presents what could be construed as an alternative version of the author’s selection 

process: “la verdad es que se entra en un diálogo como en un café o un diario, uno abre la boca, 

la puerta o la página sin preocuparse por lo que va a venir, y entonces bóing,” (LDM 211). The 

“lluvia de meteoritos” that barraged Cortázar while he drafted Rayuela may have been more 

diverse—that novel draws additionally from speeches and historical documents and quotations, 

while newspaper clippings compose only a fraction of the capítulos prescindibles—but the 

“boings” that pegged Cortázar during his morning writing routine for LDM were more focused 

and immanent. The news clippings are ripped straight from the front pages of Le Monde and 

France-Soir, and when placed within the context of the novel, it is as if the Joda’s activities are 
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unfolding in real time alongside the historical events portrayed in the clippings. That hyper-real 

quality of the narrative, the distinct temporality, imbues the novel with a sense of immediacy3 

that both the news clippings and the narrative in Rayuela lack.  

 The immanence of the political struggle that the novel was intended to address resulted in 

the selection of news clippings that were more ideological than playful or humorous in LDM. 

The ludic was an essential part of Rayuela’s capítulos prescindibles; nearly all of the news 

clippings in that novel were atemporal, existing outside of any chronological timeline, allowing 

their frivolous subject matter to take precedence. Cortázar states in the prologue that it was 

originally a game for him to incorporate hyper-current news events into the album-novel, but the 

subjects of those news clippings in LDM never approach anything as whimsical as the concerned 

letter to the Observer about butterflies in Rayuela (7). Cortázar does manage to sneak some 

clever comedic breaks into the news clippings: he pokes fun at his own technique through a 

clipping headlined “Nuevas bolsas de dormir contemplan una dimensión de dos plazas,” that, 

along with another article about a group of guerrillas who overturn a truckload of wigs on a 

Buenos Aires highway and steal its cargo, are the only true pieces of odd news that lighten up the 

album (318, 303). When Susana protests its inclusion in Manuel’s book, el que te dije defends 

the former clipping’s inclusion in Manuel’s book on the grounds of its so-called semantic value. 

The headline is written in such a way that the sentence grammatically implies the sleeping bags 

are doing the contemplating. El que te dije argues that the clipping will teach Manuel to defend 

himself against a manipulative advertising industry. Yet the real meat of its inclusion lies in how 

the article undermines the other clippings that compose the book: “los rescates y las liberaciones 

                                                
3  Oscar Martín writes that Libro de Manuel’s “publicación tenía como objetivo la denuncia de las acciones 
represivas que se venían ejecutando en Argentina por el gobierno militar de Lanusse, así como también en otros 
países latinoamericanos, de tal gravedad que en pocos años degeneraron en el Terrorismo de Estado en Uruguay, 
Chile, Bolivia, Ecuador y en la propia Argentina. Ciertamente, el libro precisaba una publicación inmediata puesto 
que, siguiendo el lema rimbaudiano, se propuso cambiar la realidad.” 
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son insuficientes si no van acompañados de recortes paralelos y complementarios,” (319). El que 

te dije is certainly being ironic in giving the same importance to news about the rescue of 

political prisoners and novelties in sleeping bag manufacturing, but the statement is double-

edged. Here el que te dije is the mouthpiece of the word-warping, playful Cortázar who is absent 

from the more serious analysis of the majority of that novel’s news clippings. The narrator seems 

to be making a joke, but as often occurs when Cortázar slips a joke into his narrative, the author 

is making a veiled statement through his narrator, in this case on the value of news itself.  

 The juxtaposition of that short comedic respite with a crime notice that details the murder 

of one homosexual man by another sheds light onto the double-edged meaning of el que te dije’s 

joke. His quip is countered by Patricio’s incredulity upon reading about the murder, which he 

laments for the reader’s pedagogical benefit: “todavía estamos lejos del día en que un recorte 

parecido parecerá un cráneo de neanderthal o algo por el estilo […]” (319). The juxtaposition of 

the sleeping bags and the murder, el que te dije’s joke and Patricio’s lament, is curious 

considering the manifesto Cortázar states in the novel’s prologue. The true revolution, Cortázar 

writes, can only be accomplished through man’s embrace of the ludic and the erotic:  

 Lo que cuenta, lo que yo he tratado de contar, es el signo afirmativo frente a la 

 escalada del desprecio y del espanto, y esa afirmación tiene que ser lo más solar, lo 

 más vital del hombre: su sed erótica y lúdica, su liberación de los tabúes, su reclamo 

 de una dignidad compartida en una tierra ya libre de este horizonte diario de colmillos 

 y de dólares. (8) 

Perhaps he foresaw that any effort to humor the reader would fall flat in such a blatantly 

ideological novel when he wrote that the news clippings deserve a happier treatment than the one 

he gives them over the course of the novel: “[...] el relato como tal no siempre aceptaba de lleno 
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esas irrupciones aleatorias, que merecerían una experimentación más feliz que la mía,” (8). It is 

clear from that manifesto, or Cortázar’s treatment of revolution in theory, and from the way in 

which he incorporates news clippings into the novel, or his treatment of revolution in practice, 

that Cortázar himself struggles to reconcile a fair, dignified treatment of real political injustices 

with the desire to humor his reader. 

 Even as it weakens the sense of the ludic in the news clippings’ micronarrative of the 

news clippings in the “libro de Manuel,” the sense of political immediacy in LDM lends a degree 

of authenticity and authority to the fictional macronarrative of the novel.4 Cortázar incorporated 

the names of real political prisoners and guerrilla activists into the narrative to make the hard-left 

revolutionaries in the Joda more believable. The Brazilian Heredia claims Alicia Quinteros, a 

guerrilla freed from a Cordoba women’s prison by ERP forces, and Queiros “el Cid” Benjamín, a 

Brazilian militant who allegedly robbed a politician while posing as a reporter for the magazine 

Realidad, as acquaintances (185, 202). Incorporating real guerrilla figures into his social network 

lends the fictional Heredia authentic street credentials. The militant also appears visibly shaken 

when the news breaks that Brazilian revolutionary leader Carlos Lamarca had been shot; he 

reacts to a report in Le Monde about inhumane torture of political prisoners in Brazil by rubbing 

his arm, once broken in three places in a camp in São Paulo (299, 244). The implication is that 

Heredia is compromised in the Marxist revolution both ideologically and on a deeply personal 

level. The reader sympathizes more with Heredia for that reason than with other hard-left 

members of the Joda like Roland and Lucien Verneuil, the French Marxists, and may feel 

similarly compelled to sympathize with the revolution the novel proposes.  

                                                
4  I use Myrna Solotorevsky’s designations of “macronarrative” for the all-encompassing fictional narrative in LDM 
and “micronarrative” for the sequence of news clippings that compose the “libro de Manuel.” 
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 The sense of authenticity created by the interweaving of real-life events featured in the 

news and the lives of the various members of the Joda reaches a point of saturation in the 

character of Oscar. The power of a news event to provoke other associations becomes a device 

for Cortázar to experiment with interweaving multiple narratives into one single narrative that 

eventually provokes a condemnation from the reader. The clippings become so much a part of 

the fabric of the fictional narrative that for Oscar, the reality of the newspaper begins to enmesh 

itself with his own plane of fictional reality, crystallizing in hallucinations where those two 

separate narratives congeal into one. The images produced by certain news articles haunt Oscar: 

“[...] las imágenes inventadas por una simple lectura de crónica se fijaban como las de esos 

sueños que se niegan al desalojo aunque la sensatez proteste,” (125). The story of young girls 

breaking out of an institution in La Plata surfaces inexplicably in Oscar’s thoughts over and over, 

serving as the motif for his hallucinations. He connects the breakout from the girl’s institution to 

the ERP’s liberation of five women prisoners from a Córdoba jail (the interconnectivity here is 

very much akin to the sequencing of the capítulos prescindibles in Rayuela), then likens the Joda 

and its enemies to those stories: “[...] pero también las hormigas formaban parte de esa franja sin 

nombres recordables, también eran anónimas y se habían perdido a la carrera como los del 

operativo del ERP o la policía montada persiguiendo a las mujercitas-enloquecidas-por-la-luna- 

llena [...]” (195). The novel as a whole is intended to be a union of the fictional macronarrative 

and the real micronarrative of the news clippings. It was conceived of as a work in which both 

literature and current events would fuse together, but it is in the character of Oscar that the 

separate fictional and real narratives truly congeal (7).5 Despite Cortázar’s efforts those two 

                                                
5 Cortázar said that the motivation for including photocopied newspaper clippings, telegrams, etc. was to preserve 
the integrity of the events: “En cambio en el Libro de Manuel, los recortes obedecen a una finalidad evidente. Te 
voy a explicar por qué yo puse las reproducciones fotográficas de los documentos, de los telegramas y de las 
noticias de la prensa. Es porque si no, hay ciertas cosas tan monstruosas que la gente no las hubiera creído. Hubiera 
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narratives only mesh fully in the limited capacity of Oscar’s hallucinations, suggesting that his 

stated objective was not achieved; the reader knows he or she must condemn the powers that 

pursue the fugitive girls, the ERP guerrillas, as well as condemn the hormigas that pursue the 

Joda. 

 From the 1970’s to early 1980’s, Cortázar’s work showed an increasing concern with 

political authority in literature, with the author’s civic duties as an intellectual, and with the 

author’s role in power relations that arise in literature (Abusos 167). LDM was the first work in 

which Cortázar attempted to address these themes at length, and they would preoccupy him later 

in the short stories “Apocalipsis de Solentiname” (1977) and “Recortes de prensa” (1981).6 

Cortázar meshes the two planes of political authority and literature in LDM, or the reality of the 

news clippings and the fictional reality of his narrative, respectively, to address the ethical issues 

facing the Latin American intellectual left. The fusion of the real and fictional narratives in 

Oscar’s unnervingly lucid stream-of-consciousness hallucinations is typical, then, of Cortázar’s 

approach to ethical problems as González describes it. The critic argues that Cortázar 

systematically puts his characters through intimate and intense experiences almost akin to 

religious conversions; Andrés’ transformation from reluctant bystander into Joda accomplice 

over the course of the novel could also be compared to a religious conversion (Abusos 168). El 

que te dije’s musings also reveal Cortázar’s preoccupation with the political authority of his 

writing. As el que te dije sorts through the senseless pile of notes in his trunk, he despairs that 

some of the documents, which seemed important in the moment of their writing, suddenly appear 

                                                                                                                                                       
dicho: Cortázar inventa,” (Evelyn Picón Garfield, qtd. Solotorevsky 21). Interestingly, Oscar’s hallucinations, where 
the fictional and real narratives crash violently, aren’t believable at all. 
6  Among these short stories, González also notes that Cortázar began to dialogue with politics explicitly in a short 
story that predates even LDM—“Reunión” (1966)—citing Steven Boldy’s “Julio Cortázar (26 August 1914-12 
February 1984),” in Dictionary of Literary Biography. Volume 113: Modern Latin American Fiction Writers, First 
Series, Detroit, Bruccoli Clark Leyman, 1992, 119-133. (Abusos 167-8.) 
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useless or frivolous in the moment of their compilation as a unit. His problem is one of 

coherence.  El que te dije’s philosophy is representative of the role his testimony serves in the 

final product that is LDM: “[...] a mí no me importa la escritura salvo como espejo de otra cosa, 

de un plano desde la cual la verdadera revolución sería factible,” (232). He acknowledges the 

subtly veiled didactic role the main fictional narrative plays. It would be imperative that the 

fictional narrative suppress that pedagogic quality that is so ostentatious in the news clippings, 

lest the novel become unbearably ideological; this is clearly not accomplished, as critical 

reception proves. However, el que te dije’s testimony is instructive to a different end than to that 

which the news clippings are instructional.  

 Cortázar himself is aware of the didactic nature of the novel.7 Each article compels the 

reader to react with either approval or condemnation for each event represented in the news 

clippings, which gives the entire collective of news articles an aura of propaganda (Solotorevsky 

20). Since the commentary accompanying each news article provokes the reader to model his or 

her response to that material after the characters’ responses, in a superficial reading of the novel 

the reader’s judgements always align with those of the Joda. The discursive surface of the novel-

album is flattened: the overabundance of news articles emphasizes the clippings’ ideological 

function as a collective, which in turn nullifies each article’s individual importance. The content 

of each article is rendered irrelevant in the context of the “libro de Manuel” as a whole. 

 This flatness exists at the level of the visual as well. News clippings are pasted onto the 

page alongside the text, creating an ambiguous two-dimensional text surface. At the visual level 

neither is more prominent than the other, so it is ambiguous whether the news clippings and the 

                                                
7  “La respuesta más obvia que surge al preguntarse por el sentido que posee la incorporación de momentos reales en 
un texto ficticio, es la que aduce una intención verosimilizante: todo el texto debería, supuestamente, impregnarse 
del valor de la realidad inherente al discurso incorporado; este planteamiento asumiría especial significación en el 
caso de una novela como LM que se autoasume como demostrativa, didáctica, ejemplizadora, manifestaciones de 
una función conativa intensamente activada,” (Solotorevsky 20). 
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main narrative constitute one product or two separate discourses. This ambiguity originated with 

the Cubist collage phenomenon: 

 It was of the essence of cubism after its initial stage to situate the image or rather the 

 pictorial complex, ambiguously, leaving the eye to doubt whether it came forward or 

 receded. But the ambiguity itself was weighted, and its inherent, irrevocable (and 

 historical) tendency was to drive the picture plane forward so that it became identical 

 with the physical surface of the canvas itself […] (Clement Greenberg qtd. in 

 Cottington 188) 

El que te dije, too, seeks to flatten the main narrative into a blueprint for the revolution, which 

Cortázar professes can only be accomplished through confronting and accepting the taboo and 

the ludic (7). If the abundance of news clippings is the oppressive presence of leftist ideology, it 

is in the interstices between passages of commentary on the articles accompanying the text that 

Cortázar slips in winks to the hawk-eyed reader: after Susana translates an article about the 

French police beating an adjunct professor for newcomer Fernando, Cortázar writes that Patricio 

“le alcanzó otro mate sin contenido ideológico,” (22). Patricio is aware of how overwhelmed the 

Chilean Fernando must be by the bombardment of politically charged content directed at him, 

nonetheless in a language that he does not understand and that must be translated for him (not 

unlike the reader’s experience with LDM as a whole). The joke, then, is not on the reader who 

does not try to critically analyze the news clippings, but on the reader who does not carefully 

read the passages of the macronarrative. Cortázar acknowledges the propaganda effect the 

newspaper clippings contain via Patricio, but this self-awareness on the author’s part would 

elude a surface reading of the newspaper clippings alone. 
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 El que te dije’s contradictory objectives as the Joda’s testimonial witness highlight how 

problematic the novel’s ideological saturation becomes. The narrator contradicts himself when 

he denies that the story of the Joda could be told without shades of approval or condemnation, 

but claims that what he truly seeks to convey is the Joda as an idea: 

 [...] cómo mierda no me voy a callar los nombres o olvidarme de quiénes eran los que 

 hacían eso, cuando lo que he querido rescatar es el númeno, che, la no distanciación o 

 mediación como dicen ahora, poner la Joda como los cubistas ponían el tema del cuadro, 

 todo liso en un mismo plano sin volúmenes ni sombras ni preferencias valorativas o 

 morales ni censuras con o inconscientes, comprendé que es casi imposible en español [...] 

 (231) 

It seems contradictory that el que te dije would eschew the Cubist tradition of distanciation. The 

idea of the Joda would be just that, an absolute: a one-dimensional, mediated entity unskewed by 

the subtleties of reality. A concept so steeped in philosophy as the “numen” is hard to grasp. 

Perhaps el que te dije does not know what he is saying with this pseudo-philosophical discourse 

on the act of writing; his confused speech could be the product of an equally confused mind that 

is struggling to convey with words just how difficult it is to communicate an idea with the 

limiting factor of language. It seems that Cortázar is mocking el que te dije here: how could el 

que te dije possibly know what he’s referring to as the “numen?” Can something that abstract 

even be put into words? There are curious syntactical tics in el que te dije’s speech that point 

towards a deeper manipulation of narrative construction: “cómo no me voy a callar los nombres” 

grammatically suggests that it is all too easy for el que te dije to lose track of whom he is writing 

about. In order to write about the “numen,” he must “olvidarme de quiénes eran los que hacían 

eso.” Again, the entire fictional narrative is ambiguous before these doubts: the individual 
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members of the Joda lose their identity to the collective, paralleling the fate of the news 

clippings. Cortázar is playing with the concept of flatness to show how there are multiple levels 

of interpretation and articulation of events, both superficially obvious and profoundly abstract. 

Cortázar mocks both the surface and the interpretive space that lies beneath it: no matter how 

meticulous el que te dije is in documenting the story of the Joda, how can he be sure he’s 

portraying every movement accurately? How can he possibly convey in writing, with all the 

inherent limitations of language, the core “truth,” this thing he calls the “numen,” of the Joda? 

 El que te dije then writes that every episode he documents should be projected towards 

the revolution. There are no episodes of personal history in the story of the Joda, he believes, 

because those personal episodes too point to the revolution: the ideal guerrilla does not change 

who he is between the street corner and his own bed, presumably because his commitment 

should never waver in any circumstance (232). The majority of the Joda’s members are 

decidedly not ideal guerrilla militants. Yet el que te dije’s idea of the ideal revolutionary again 

refers back to the Cubist concept of flattening. The revolutionary never changes and every 

individual story of its members only serves to paint the Joda’s canvas, just as every news 

clipping seems to lose its particular punch when it is incorporated into the propaganda vehicle 

that is LDM. Marcos mocks this contradiction to Ludmilla: “una tajada de Joda, otra de historia 

personal, me hacés pensar en el que te dije con sus problemas organizativos, el pobre no entiende 

y quisiera entender [...]” (239). El que te dije, then, is not only the historian of the Joda but also 

an analogue of Cortázar’s reader: he wants to understand the connections between the Joda’s 

story and all the ideological content that accompanies it, but is incapable of doing so. Saturated 

and conditioned by the Joda’s ideology, el que te dije will always hit walls of contradictory 

information. 
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 El que te dije’s dilemma extends beyond the writing of his own testimony and his 

particular desire to document every detail of the Joda’s activities. The notion of flatness, of 

bringing two disparate discourses to the same plane, clouds Susana’s translations in ambiguity as 

well. Since each news clipping that Cortázar incorporates into LDM places the fictional narrative 

running alongside it in an immediate, historically defined context by virtue of their physical 

proximity, the author must actively dialogue with each clipping to explain that context. Susana’s 

translations become necessary to contextualize the numerous French-language newspaper 

clippings. Susana translates the French-language clippings for her companions (and by extension 

for the reader, a luxury that Rayuela does not offer); otherwise the members of the Joda discuss a 

news article written in Spanish or English amongst themselves. In LDM that dialogue seems to 

be self-contained rather than open to the reader, because it is played out on the page between the 

clipping and the members of the Joda who read it, perhaps listen to Susana translate it, and 

comment on it. The characters’ interactions with the news clippings directly influence the 

reading that the novel’s audience will perform on each journalistic text. If the reader is spoon-fed 

an interpretation of each news clipping in the form of either Susana’s translation or other 

characters’ commentary, how can that reader participate actively in the construction of meaning 

in the novel? If every text is rendered immediately readable, where is there room for the reader to 

initiate his or her own unique reading of the news clippings? 

 Susana translates a letter written by a young Frenchman who was beaten by police near a 

university campus, frequently interrupting her own translation to complain about verb tense 

changes or gender switches in the letter’s original French. She is preoccupied by one sentence, in 

which it is not clear if the police are beating the young man alone or other suspects as well (44). 

Susana’s doubts are a meta-commentary on the pitfalls of translation: her translator’s notes 
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quietly mock what she sees as fault in the French language, while simultaneously drawing the 

reader’s attention to the dangers of relying on a translation to convey correct information. Her 

criticisms of the original language of the news articles highlight inherent faults in the original 

material. That fact undermines the employment of news clippings in LDM to construct a more 

current reality within the fictional narrative and underscores the distance between the imaginary 

and the real in the novel’s two narrative lines. Yet over the course of the novel Susana’s own 

incessant commentary and that of her companions accumulates to white noise; Cortázar mocks 

this saturation via Patricio, who pleads with Susana to stop interrupting her translation to voice 

her opinions on the articles in question (43-4).  Thus even implied criticisms on the reliability of 

language fade away beneath the novel’s greater political message. 

 Translating a text to make it intelligible transforms the original message of that text. 

Susana translates news articles that have already been mediated once by being written down, so 

they go through a second mediation upon being translated. The reader is then thrice removed 

from the original articulation: the student’s experience with police brutality converted to the text 

of the letter, then the text converted to speech in verbal translation to Spanish. That translation 

falls flat for the reader as well, as the words the Joda members hear the reader sees in print. As 

the message of the original articulation is transformed multiple times, something will certainly be 

lost in translation. El que te dije points to this potential loss: it is almost impossible in Spanish, as 

he says, to flatten the meaning of text, as a Cubist artist does his canvas, to put aside any 

evaluative or moral preferences or conscious or unconscious censures (231). The characters’ 

commentaries and Susana’s subjective translation, then, are necessary products of meaning-

making; they don’t lessen the impact of journalistic discourse on the main narrative of LDM, but 

enrich their significance. 
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 LDM was Cortázar’s response to criticism from a heavily anti-intellectual movement on 

the Latin American left: a product that embodied experimental, neo-vanguardist literature while 

attempting to articulate the social and political ideals of the revolutionary (Blanes 144). In trying 

to appease the critics, the experiment failed, as critical reception would indicate. The audience in 

large part failed to navigate that fragmented space between the reality of the fictional 

macronarrative and the micronarrative’s news clippings, perhaps because Cortázar didn’t fully 

bring to the surface those criticisms of communication and readability that he briefly makes 

visible through el que te dije and Susana. The careful reader can still manage to ascertain the 

depths of these critical issues by carefully deconstructing the characters’ commentary, even if 

Cortázar himself was too preoccupied with his political message to fully plumb those depths.  
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