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Manuel Scorza's |ast novel La danza innbvil exposes the
bl urred boundari es between regi onal social struggle,
international political organizing and transnational cultural
mar keting. He departs fromthe central concerns of his previous
novels, which forma five-part narrative "ballad," La guerra
silenciosa,! that enconpasses the jungle and nountain areas of
the Andean region. In this first novelistic project Scorza
portrays the vast inequities in |land ownership and political
control between these di sadvantaged areas and the nore devel oped
Peruvian coast. In La danza innmdvil, Scorza exhibits the
cul mnation of his renegotiation and revival of indigenist
l[iterary expression in light of new narrative experinents in
Latin Anerica. Conditioned by the nueva novela of the 1960s,
Scorza's work fuses social realismand nythical fantasy,
political critique and ironic hunor, crénica and fiction.?
Scorza's fiction ultimately exposes his own conflicted soci al
identification and reveals the local and the international as
i nterconnected realnms. I n La danza innmbvil Scorza exploits the
col | aboration of the |local and the global in textual
confrontations that push beyond the boundaries of his earlier
wor K.

Scorza's La danza innbvil, published just prior to the
author's death in 1983, offers a self-reflexive comentary on the
aut hor's own experiences and cultural identification. Here
Scorza expands his | ocal | andscape and cast of characters as he
opens his fiction to the contenporary international real m of
| eftist organizing that he situates in Paris. La danza inndvil
is a netafictional novel that investigates literary production as
critically as his earlier novels confronted |Iocal political and
econom ¢ structures. In a challenging esthetic shift, Scorza
offers a transnational autocritique of the third world noveli st
in the international econony.

La danza inmovil incorporates the many conflicts of an
internationally travelled and translated witer who has been
commtted to |l ocal struggles at hone but now |ives and publishes
abroad. Wiile La guerra silenciosa's esthetic project |inked




| ocal social realismto magical realism La danza inmvi
enconpasses post-"Boom' international cosnopolitanismfor a harsh
critique of the literary market and comodity culture. In this

| ast novel, Scorza juxtaposes Andean peasant revolution with an
urban, international world centered in Paris. As the plot
vaci |l | ates between Peruvian and Parisian settings, the characters
waver as well in their affections and commtnents to
revolutionary activismand international culture represented by
Paris. The intra- and intertextual conplexity of La danza
inmbvil stradles Paris and the Peruvian jungle, questioning the
transnati onal production of politics and culture. Scorza

exam nes leftist activism regional witing and international
l[iterary marketing along with his own position in cultural and
political projects. His evaluation finds all of these processes
inextricably interconnected and all of their endeavors

i deol ogi cal |y conprom sed.

La danza inmovil is Scorza's first "urban" novel, "una
reflexi 6n sobre el arte y la nacion" (Forgues Pal abra 88). He
intermngles a critique of both neo-indigenist and urban
cosnopolitan literary conventions to link | ocal, socio-political
struggle with international sentinentality. The novel enploys
Paris as the conplex stage for the play of political, erotic,
esthetic and textual rivalries. Scorza draws on Paris's
| egendary prom se of sexual adventure for expatriate nen and of
first-hand contact with European high culture to expose the city
as a fossilized touristic nuseumfor failed romantic and erotic
fantasy. The plot includes the story of its own production, in a
metanarrative that ironically criticizes the transnationa
production of a |large corpus of contenporary Latin Anerican
narrative. Scorza reveals Paris's role in a comrercial network
of publishing centers that appropriates Latin American narrative.
He sharpens his critique of Paris's (and Europe's) publishing
hegenony by according the city the role of international
gathering place for revolutionary activists. |In La danza
inmbvil, the witer/activist and narrator/revolutionary exploit
pl ace and space in the representation of the literary nmarket,
third world revolutionary struggle, and postcol onial cultural
politics.

The novel has a contrapuntal structure with three plot |ines
that alternate Paris and the Amazon as setting or imaginary
reference. The Paris publishing world is the first of these
three, introduced in the novel's opening scene. The business
negotiation at the fanmous literary brasserie La Coupol e between a
Peruvi an novelist and a Parisian publisher continues in fragnments
t hroughout the novel, and provides the frame for the other
tales.® The story of the Latin Anerican novelist's search for
recognition in Paris alternates with chapters recounting the
revol utionary guerrilla N col as's escape through the Arazon, and
the third story, a passionate romance, between the Peruvian




witer Santiago and Marie Claire. Both sub-plots overlap with
and depend on the frane. |In the romance, for exanple, Santiago
turns out to be a revolutionary as well as a witer, and Marie
Claire is the woman who caught his eye during lunch earlier that
afternoon at La Coupole. The scene at La Coupole |leads into the
revelation of the witer's revolutionary novel in the

intercal ated chapters. At the sanme tine, the boredom hypocrisy,
and hum liating alienation of the |unch scene cause the witer's
romantic i magination to "wite" the new story of his |ove for
Marie Claire.

The initial scene continues throughout the novel as a
recurrent franme to offer a scathingly bitter but hunorous
critique of the international literary marketing of Latin
Anerican contenporary fiction. A Peruvian novelist in Paris,
desperate to publish, enters La Coupol e, an el egant restaurant
full of Japanese tourists, Anerican politicians, and Eastern
Eur opean Nobel -wi nning scientists. There he endures lunch with
the editor of Universal Publishers and the Mexican director of
their "New Worl d" col lection. The novel he hopes to sell themis
about a captured Peruvian guerrilla fighter in the Amazon who
relives significant episodes of his |life before undergoing
torture. Wen the series director disparragingly associates the
Peruvian's novel with the earthy regional narrative of the 1920s,
t he unpublished guest retorts in defense, "En m |ibro, hay
personajes que narran |la historia desde Paris" (Scorza 17). The
mention of Paris reconnects his work with the urban,
international current of Latin American witing, and distances it
fromlocal nationalistic settings. The novel's self-reflexivity
positions the autobiographical character as a conflicted nenber
of a transnational cultural econony that targets Latin Anerican
fiction as a comodity.

Desire, or the romantic pursuit of an ideal, govern al
three of the novel's interwoven plots. The sensual and erotic
epi sodes of Nicolas's and Santiago's tales, in their respective
pursuits of freedomand of their Parisian |overs, run parallel to
the witer's pursuit of publishing. The sensuality and suspense
of Nicolas's escape through the Amazon and Santiago's affair with
Marie Claire frequently shadow and overtake the frane scene,
whi ch tenporarily disappears in the novel. Yet the comon
reference point for erotic desire in all three sub-plots is
Paris, its cafés, cultural establishments and beautiful wonen.
The nanes of restaurants, bars and cafés, an enuneration
beginning in the first chapter, imedi ately associates erotic
desire with institutionalized signs (usually French) for sensua
pl easure: Las Delicias, Le Rendez Vous, L'Etoile d O. La
Coupol e, then, is the crowned setting, the Parisian doned hei ght
that brings the witer to the threshold of publishing and erotic
success. There a contract may be negotiated, and there the nost
beauti ful woman will greet him Santiago and Marie Caire



experience (in the witer's fantasy) vestiges of Paris as the
only place where one can experience "el encanto de |lo

i nesperado,” the "danza inmbvil" where a painting in the Louvre
momentarily cones alive (168). Alnost wthin his reach, Paris
once again seens to prom se the satisfaction of all desires, but
that prom se is deceptive. The irony of La danza inmbvil's frane
lies inits skillfully maintained critical distance. Santiago's
publ i shi ng saga nanages repeatedly to lure the characters and the
reader into the city's romanticized traps while at the sane tine
reveal ing the hypocritical nechanisnms at work in the Latin
American cul tural construct of Paris.

The two sub-plots, one Andean and one Parisian, cone to an
end, fatefully circunscribed within the initial frame. Finally,
Ni col as's fl ash-back catches up with him and he is captured and
tied to the tree where he will be devoured by ants. Santiago
decides, within his fantasy, to abandon the revol utionary
struggle in order to stay with Marie Claire. But his illusions
are destroyed when he discovers her at an orgy of Parisian
artists in the scul pture studio of an old Peruvian friend.

The final chapters of the novel follow these dramatic
dénouenents and return to the luncheon scene at La Coupole. Here
Scorza's integration of dreanms and fantasy plays an inportant
role in concluding the netafiction as the character's fantasies
subvert the capitalistic marketing of his novel.* Two
alternative conclusions link the love affair that ocurred only in
the witer's imagination, what Scorza calls "un suefio soflado”
(Forgues 88), with the "real" scenario of publishing negotiations
in Paris. In both versions, Marie C aire approaches their table,
in one version as the publisher's daughter, in the other as his
press agent. Both personae want to neet Santiago; first because
she has read his books, and then because she recogni zes himand
recalls their imagined affair. He wll not pardon her for the
pain of "la pasién innenorial que nme habia consum do mentras
ella cruzaba por entre | as nesas, por entre todas |as nesas de
todos | os restaurantes del mundo" (236). In both cases, the
witer resists her recognition, denying that he is the Santiago
of either story with which she associates him He abruptly
| eaves the restaurant, refusing to attach his identity to either
fiction. He is wounded by his own inmagined tale, and di sdains
the Parisian publishing world that provoked it.

The narrator of La danza inndvil criticizes the Paris that
is considered an esthetic ideal according to certain class and
cultural conventions in Latin Arerica. However, he resigns
hinmself to the reality of Paris's power to mani pul ate and
i nfluence significant elenents in the formation of the literary
canon. In fact, he enbraces the very power factors he disdains
in the pursuit of a publishing contract for his novel in Paris.
Scorza publishes his novel in Barcelona, entangled in the sanme
entrepreneurial cultural nechanisnms his novel's story exposes.




The novel ironically illustrates Paris's potential as a
ubi qui t ous representation of European culture in the Latin
American cultural conception of esthetic standards adopted by
sonme urban elites. It is not French literature that this novel
designates, but Paris as the axis mundi for all high culture.
For Scorza, the Louvre, the Bibliotéque Nationale, European

cl assical nusic, wine |labels, French cuisine and architecture al
circulate as signs of high culture. Paris is the neeting place
for revolutionaries, leftist intellectuals, and expatriate
artists, as well as the depository for art's canonical forns.

Yet the Paris and the Anmazon outlined in La danza inndvil
superinpose a nythic concentration of neanings and references
onto the concrete, geographical realities and contributions of a
culture. Semotically, the places evoked in Scorza's text
unl eash a conpl ex of signs and neani ngs sone of which are
grounded in the historical past while others depend on el enents
of the Latin Anerican cultural consciousness. Scorza's
"settings" participate on levels that he identifies as "historico
real” and "mtol 6gico” in his witing:

un nivel histoérico real, que ha sido ratificado sienpre
por quienes han ido al lugar, con personajes reales que
estan vivos; y hay tambi én un nivel mtol dgico,
fant asti co, que exige sin enbargo una acl araci 6n: no
utilizo el Mto conb un escape de |a realidad, sino
conb una acl araci 6n de | a realidad (Forgues Pal abra
81).
For Scorza, both the Andean and the European settings function
mythically on several levels. Paris harbors romantic fantasy and
nostal gic remniscing as well as the business realities of
i nternational publishing. The Amazoni an scenes, with their
det ai |l ed epi sodes of escaping prisoners and revol utionary
organi zing, function as illustrations of an exotic, touristy
travel -1 og. La danza inmdvil asserts the interconnectedness of
the political and the literary through its self-conscious and
self-critical structure.

La danza inmovil reconfigures the conventional narrative map
of Paris, its street scenes, strolling fléaneurs and riverside
vistas, and turns the city into an international hub for Latin
Anmeri can subversive organizing. Scorza converts the city into a
crossroads for snuggl ed cash, falsified passports and hi dden
conpafier os. Nei ghborhoods and subway stops in Scorza's novel map
out "l os conpaferos di spersos en |la clandestinidad de Paris"
(125). One chapter reunites fellow revolutionaries from Bolivia,
Peru and Cuba through furtive exchanges about briefcases full of
cash, airport itineraries, and secret neetings. Paris becones a
met aphorical airport or train station where characters hurriedly
meet, hide and then flee again. Scorza intertextualizes
Cortézar's Libro de Manuel, where subversive Latin Americans
scorn Parisian traditional bohem an nei ghbor hoods (Mont parnasse




and the Latin Quarter) to organi ze a ki dnappi ng at working cl ass
cafés in peripheral districts.

Scorza defl ates Paris as paragon of high culture through the
mani pul ati on of spatially and culturally charged reference
points. La danza inmbvil grafts its plot onto a touristic
cultural itinerary, making stops at sites such as La Coupole, the
Jardin du Luxenbourg, the Ile St. Louis, and the Louvre. As the
novel "enpties" Paris of its synbolic vigor, it strips its
cultural icons and renders themhollow rituals. Garcia Canclini
i ncludes the Louvre in his discussion of hegenonic artistic
institutions, synbols of "traditions" and "territories" that
nodern cul ture challenges. The Louvre, |ike other high culture
domai ns, has beconme "un programa iconografico que dramatiza
ritualmente el triunfo de la civilizacio6n francesa, |a consagra
cono heredera de |os valores de | a humani dad" (45). La danza
inmbvil is less concerned to critique French cul tural
institutions than to expose the Latin American (and generally
international) valorization of them Scorza counters that
semotization of France for external consunption with a nove
about itinerant artists and revol utionaries who "producen fuera
de sus paises y descontextualizan |os objetos" (Garcia Cancli ni
48) .

Scorza's novel parodies the w | derness adventure novel and
the action film (Wsterns), w th cinematographic flashbacks and
cuts, in the intercal ated chapters of the Amazoni an novel. Here
Scorza critiques the exoticization of the "natural" Anerican
| andscape and its commodification for export. The narration in
t hese sections is as sensual and bodily as in the erotic scenes
in Paris, and again serves to link the |l ocal and the cosnopolitan
t hrough | anguage. The novel attacks the expectations of
literature that, as Djelal Kadir critiques, "belongs to 'exotic
regions and ot her-world cultures through which cosnopolitan
readers expect to be taken on tour" (Kadir xi). The text
i nterm ngl es dol or and deseo, hunger and thirst, physical torture
and physical pleasure in both the Amazoni an and Pari sian scenes
to cross over the expected regional boundaries.

Nanmes, as connotative markers and signs of identity, becone
particularly crucial to deciphering the novel's transnational,
overlapping world(s). The names of the protagonists' |overs
unravel the politics of the Paris construct. Francesca in La
danza inmovil functions as a synecdochal figure, not only of
France but of the phenonenon of the Latin American Parisian gaze.
As a variant of "France," the nanme serves as gendered enbodi nent
of Parisian sexual notifs. This sort of depersonalized semotic
icon points to a commodi fication of both wonen and Paris. The
names take on the function of consumer tags that advertise the
conflation of the city and the body, and associ ate bourgeoi s
cosnopolitanismw th sexual consunmerism Along wth Francesca,
La danza inmovil's Marie Claire and Colette forma cluster of




cultural icons that the novel ironically strips of personhood or
"characterization" in the hollow reductionismof their
connotative context. Beyond their linguistic roots, these French
nanmes tap cultural realnms (the witer Colette, the nmagazine Marie
Claire) that evoke and contribute to the inmage and politics of
Paris for Latin American urban identity. These nanmes and their
characters' fictional roles feature conmerci al
endeavors--prostitution and popul ar press magazi nes--that |ink
themto Paris as nerchandise that the city offers for sale.

The metafictionality of La danza innmbvil (the fragnentation
and pastiche, a novel within the novel, nmultiple narrators and
"authors") recalls the collage esthetic of Libro de Manuel.® The
paral l el stories that Scorza fragnments and intersperses suggest a
book (or books) in the making. The structure sustains anbiguity
as to which story or book (if not all of themcollectively) is
posing as the "fictional" manuscript entitled La danza innbvil,
by the deferral and distrust of all of the plot's threads. Wile
Scorza's earlier work does experinment with narrative voices and
metafictionality, his last novel presents a much nore radical
revision of novelistic practice. The novel proposes an
alternative, revolutionary literary formthat shows its seans
(the abrupt intercalations and overt contract negotiations) and
t hereby di vul ges the process of its own energence as a cul tural
obj ect .

In La danza i nnbvil Scorza problematizes the hegenony of
Paris and European capitals on Latin Anerican cul tural
production. Wile previous comunities of witers profferred an
image of the city as the capital of literary inspiration, La
danza inmdvil repositions Paris's centrality in the arenas of
cultural legitimtion and comercial success. As one of the
required first steps toward international recognition, Paris has
becone an essential determ ner of the canon or "list" of works
accepted and included in the hegenony of cultural
institutionalism® Particularly since the international "Boont
in Latin American narrative since the 1960s, Paris and a handful
of ot her European capitals have contracted, published,
transl ated, marketed and distributed Latin American fiction. At
the plot level as well as within its structure and di scourse, La
danza inmdvil criticizes the control that Paris has exerted on
esthetic sensibilities and marketing strategies.

The "Boonmi' marketing of Latin American fiction in the 1960s
and 1970s functions as an econom ¢ backdrop to Scorza's novel.
Her nan Vi dal associates the "Boomt' with the apogee of consunerism
in which Latin Anerican narrative is transformed into "mercancia
de distribuci6on y consunb masi vos, sonetido a sistenmas de
propaganda, pronoci 6n y conercializacion simlares a |os del
cine, latelevisibn, |la ropa de noda y | os aparatos de uso
casero" (Literatura 67). The history of the "booni reveals a




conpl ex transnational network that includes Paris, Barcelona, and
a few Latin Anmerican publishing capitals as co-producers of a new
international nmarket.” Wth this transnational comercialization
of Latin Anerican culture, many leftist critics in the 1970s
feared the danger of estrangenent fromlocal concerns in the
currents of North Anerican and European literary and marketing
cultures. Vidal also criticizes the contradictions between the
supposed |l eftist ideology of many "Booml witers and the
capitalist systemthat assured their success. These witers
"intentan una critica autosindicada cono revol uci onaria contra

| os efectos de | a dependencia que | es dieran prom nencia
histérica” (Vidal 67).

Al t hough La danza inmbvil would seemto scorn this literary
mar ket phenonmenon along with critics like Vidal, Scorza's
attitude is anbivalent. That Scorza published this |last novel in
Barcel ona only adds to the irony of his self-critique. Despite
t he obvious first-world appropriation of Latin Anmerican culture
as an exotic "other," Scorza recognized this newy energing and
expandi ng readership as the "priner territorio verdaderanente
libre de América." Alluding to the witers of his generation, he
affirns:

henbs creado una instancia puablica, superior al poder

de informaci 6n de una prensa m nada por |a burguesia;

porque nosotros, |los escritores, todos juntos, tenenos

m |l ones de | ectores, una especie de gran plaza publica

donde discute (Canpra 178).
For Scorza, literature that acquires the dinmensions of the
popul ar public square entails added ideol ogical responsibility.
In the late 1950s, Scorza started his own publishing endeavor
cal l ed Populibros that produced inexpesive nassive editions of
novel s that were sold in literary street fairs. Scorza's project
dovetailed wth the international "Boont as a counter-marketing
effort that provided accessible editions for |ocal readers.?®

La danza innmovil exenplifies the "Boonl's popul ar and

i nternational consequences, and Scorza's scrutiny of cultural
production trends in which he actively, if anbivalently,
participates. Cearly, an inportant corpus of Latin American
narrative still looks to Paris for recognition in both the
intercontinental and inter-Anerican canon.® According to many
Latin Anmerican intellectuals, contact with Europe, and preferably
Paris, is acknow edged, recomrended and soneti nmes even required
for literary success. Connections with the European publishing
i ndustry are not only essential for publishing internationally,
but also for establishing the witer's reputation at hone.
Paris as literary capital legitimates Latin Anerican literature,
assigning it new value through the city's intellectual and
cultural institutions. Paris helps create Latin American
narrative as a comodity, marketing and distributing it as an
appropri ated European good whose value is attributed, and whose




canon is in large part determ ned, via transnational interactions
(see Appadurai). The texts that participate in this
appropriation, agree to a European cultural hegenony controlling
their distribution.

La danza inmovil reveals the conflictual bargaining, the
negoti ation of Latin American identity, wi thin a Europeani zing
cultural market. The novel includes the story of its own
energence as a cultural commodity, incorporating the |egal
negoti ati ons, nedia canpaigns, and literary public relations as
ironi c neta-productional twsts. Scorza's incorporation of Paris
inits canon form ng and publishing role in La danza innmovil
constitutes an el aborate exanple of the thematic and di scursive
results of this cross-cultural production of literature.!!

This novel is Scorza's critique of the "Boom" and even nore
specifically, his critique of literatos "que han convertido a
Paris en un eje central y notivador de su | abor artisticay
observan a Angérica desde La Coupol e, desde |e Jardin des Pl antes.

. ." (Gutierrez 38). In the sane way in which he attacks those
he considers false intellectuals, Scorza criticizes the Paris
t hat perpetuates a deceptive trap. La danza inmovil enpties
Paris of its idealized cultural contents:
salgo a la calle: vacia; recorro el Boul evard:
vacio; paso las tardes en | a Biblioteca Nacional
vacia; me enbriago en L'Etoile d" Or: vacia . . . bebo
vino en |l a Taverne de Henri |V: vacia . . . cruzo
semanas vacias y por el dia vacio tanbal eandone
deanmbul o hacia | a noche vacia de Paris vacio (215).
Suddenly Paris abandons the characters. The all-envel oping world
they believed in results in a cold touristic place where they
spend only fleeting nonents. The neeting place for international
revol utionaries seens disolved, and the |ove affair disappoints
Santiago. He plans to abandon the cause, and the novel ends
wi t hout any cl ear conclusion. The city of seduction cannot save
Ni colas fromhis torture, nor can it answer Santiago's various
confused quests. It is Paris that |eads the character to trade
in his revolutionary ideals for romantic fantasies, which are in
turn abruptly dispelled by the city's literary bureaucracy.
Paris never delivers what the characters presune it prom ses.
The novel strips the city of synmbolic vigor. What is left are
wandering remants of deflated illusions. Juxtaposition with the
Amazon, along wth revelation of Paris's disillusioning
undersi de, exposes the literary capital as an institutionally
control ling network.

Scorza's La danza innmbvil denonstrates the politica
di nensi ons of contenporary debates over high culture and nass
culture, urban and regional witing, and postcolonial identity.
Hi s | ast novel not only explores stylistic and structural
i nnovations but also demands scrutiny of the international
publ i shing industry and of the idea and practice of revolution




for Latin Anerica. For Scorza, politics, business and culture
are inextricably |linked processes. Witing engages the noveli st
in a global endeavor, a project that produces culture as a
commodity while it examnes the political nature of verba
expression and reconfigures the dynam cs of transnati onal
interactions. Cultural comodification corrupts esthetics,
degrades enotions, and enpties the icons of national or regional
identification of their meaning. On the other hand, it al so
boosts distribution, pronotes translations, and encourages the
trafficking of new objects that redefine the politics of the

| ocal and the gl obal.

In the transnational and cross-cultural process of La danza
inmovil, the lines between the European and Latin Anerican worlds
often blur. Beyond the inclusion of Paris as theme and
structure, the discourse registers the plot's various worlds in
linguistic and semotic interpenetration. Signs that generally
pertain to one world begin to appear in the other. Streets,
nanmes, foods, indigenous versus European references and | exicon
interm x, serving as shifters or points of cross-cultural
contact. Wile La danza inndvil initially appears to designate
clearly separated real ns--the guerrilla' s escape in the Amazon
and the witer in Paris--eventually the characters in the Amazon
rem ni sce about previous romanti c escapades in Paris, and
Santiago's identity as a doubting revolutionary fuses with that
of the witer in Paris.

Ri vers often serve as pivotal signs in the discourse's rich
texture, effective and subtle shifters since they belong in both
the Parisian and the Amazoni an zones of the novel. Towards the
end of the novel, one chapter ends wth Santiago | eaning on the
railing of one of the bridges over the Seine, considering
suicide; "mrd otra vez |las aguas sucias del Sena. . . ." (220).
The next chapter begins as Nicol 4&s "siente anmor por el rio,
acaricia el |lonb de aguas pardas, el poderoso flanco del rio por
donde su bal sa desciende victoriosa" (221). A street in Paris,
the rue du Comandant G bau, bifurcates in its sinultaneous
references to the mlitary (echoing mlitary titles famliar
anong the Peruvian rebels) and to French history. Marie Caire
is another split sign as her nane sinultaneously indicates both a
character in the Paris scenes and the title of the French
magazi ne that the soldiers talk about in the Amazon. Rather than
di stinct, polarized cultural and discursive territories, the
signs throughout the narrative reflect the fluid overl appi ng
boundari es of transnational cultural production.

Ext ensi ve epi sodes ennesh the | anguage and obj ects of the
novel 's conpeting territories. Representative signs from one
real mcross into another and intrude on the fal sely excl usive
terrain. Franklin Qutierrez calls this Scorza's
mul ti-directional |anguage. He finds in particular a central
contrast between the mlitary sections, with their brusque and
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i nperative tone, and the soft, sensual poetic tone of the |ove
story. Oher contrasts throughout the novel juxtapose Marxi st
phi | osophy and high culture estheticism or cosnopolitan romance
and jungle survival. |In the chapter entitled "Francesca entre
|l os lagartos," for exanple, Nicolas rem nisces about Francesca,
his lover in Paris, while in the mdst of his escape through the
Amazon. The short chapter is decorated with the flora and fauna
of the Amazon: nanes of trees (tangana, shapaja) and birds, foods
(mat e, yuca), descriptions of the jungle's heat and its victinls
thirst. Sensual nenories of Francesca are |aced throughout this
suspenseful scene that finds the hero on the brink of death. He
grasps for the nmenory of an evening with Francesca in Paris,
dri nking Sancerre, listening to Mbzart, undressing her:
El tratdé de no ver |a blusa demasiado entreabierta, el
com enzo de | os senos, |as aguas enpedradas de | agartos
bl ancos hasta seis nmetros m den estas bestias, cientos

de | agartos rayan el agua. . . . (170).
The di scourse synchronizes, in the sanme sentence, the Paris
romance with the Amazonian peril. N colas tries to resist

Francesca' s seduction, considering
| o importante que, segun Lenin, es sustituir el
parl anmentarisno verbal y corrupto de |a burguesia por
or gani snos i nvent ados por |a Comuna, donde la libertad
de opinién y de discusi é6n no degenere en engafio, pero
el aliento de Francesca |le quend |a nuca de |la
burguesia, el cuello del parlanmentarisno venal y
corrupto, la piel tibia de | os organi snos inventados
por |la Conuna, |a catarata negra de | os cabell os de
Lenin y supo que no podria seguir viviendo sin |anzarse
a ese precipicio (171-2).

The signs of sensual stinmuli energe fromall of the novel's
textual realns: erotic desire, political struggle, cultura
production and identification. The precipice is simultaneously
t he space on the verge of anorous seduction, between life and
death in the jungle, and eventually the deciding bridge between
personal and political commtnent. The publishing |lunch at La
Coupol e, degrading and humliating for the witer, provides the
frame within which various textual |evels contend for space to be
i mgi ned, witten, and published. The passions of individual
liberty and collective causes battle it out, conpeting for
chapters, out-doing one another in sensual inmagery, danger and
suspense. Neither of themw ns, for neither political causes nor
i ndi vi dual romance can stage a victory over the European literary
capital's comercialization of words.

La danza inmjvil is a novel about conflicting personal and
political desire where Scorza articul ates the conjunction of
political activismand cultural production in the spaces of the
city and Amazonia. He uses the novel formto assess leftist
activismin the gl obal econony, and to expose the seductive hold
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over conceptions of culture and esthetics exerted by the city.
Scorza's | ast novel exposes failure on the part of individuals
and of local, regional and international political practice. The
novel turns these limtations into a critique of itself as a
text, as fragnented and conpromsed as its parts. Wth his | ast
novel , he constructs a netafictional universe that superinposes

t he persistence of Paris in Latin American cultural consciousness
over the transnationalization of previously local struggles. La
danza inmovil calls attention to a new urgency on the |evel of
both representati on and acti on.

La danza inndvil attenpts to reposition the privileged place
of the urban evident in the "Boonl novel, what Vidal calls that
generation's "pol arization" and "desbal ance espacial" (Literatura
87). Scorza states that he works toward dismantling the
bourgeoi s, urban novel, in order to resist the brutal limtations
of the city and its hegenonic control of cultural production:

Yo pienso que |a novela urbana es |la nuerte de |a
novel a, porque en |a novela urbana |l a urbe va a
concentrarse | uego en regl anentaci ones tan estrictas
gque ya no dejan lugar a nada (Escajadillo "Scorza" 61).
La danza inmovil is Scorza's |last response to the urban novel.
In order to break out of what he views as the genre's strictly
regi nented space, he provides an extrene exanple of his own
hybrid, self-reflexive form Scorza incorporates nyth, dreans,
and imaginative fantasies into his urban discursive space to have
his characters dance on a plurality of ontol ogical |evels. The
novel continually stages clashes in which oppositional categories
i nvade one another's territory. Rather than maintaining the
di stance between politics and poetry, revolution and |ove, the
gl obal and the |l ocal, Scorza questions and breaks the rul es that
conventionally determ ne how political and erotic desire are to
be inscri bed.

Scorza's La danza inmovil is part of a cultural phenonenon
t hat crosses the conveni ent boundaries of institutions, nations,
| anguages and traditions, questioning their very production.

Hugo Neira characterizes Scorza's texts as "cultural interfaces”
between two distant cultures, one that inspires and the other

t hat produces. Scorza "se situa entre dos escenarios culturales,
el europeo y el |atinoanericano, uno que difunde y el otro que

i nspira, para concluir ocupando un espacio de frontera entre
anbos, una interface cultural, una forma |lujosa de |a

mar gi nal i dad" (106). This cultural production is a collaborative
process, and involves an expansive cast of places and pl ayers.
The strategic and contagi ous interpenetration of European and
Latin Anmerican nedia and publishing that | aunched the "Boom"
continues to coordinate a |large sector of Latin Anmerican
narrative production since then. Scorza's neta-productional
strategi es both docunment and ironically criticize culture's
transnati onal mechani sns.
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La danza innmdvil degrades bohem an Paris and exotic
Amazonia. The story turns the once romanticized city into a
busi ness center for literary negotiations and subversive
political action, and converts the jungle in a Hollywood-Iike
backdrop. N colé , Santiago, and Scorza hinmself are transfornmed
into variable cogs in the transnational process of literary
production. The protagoni sts' dependence on Paris (and Scorza's
on Barcel ona) appears politically and culturally conprom sing yet

inevitable. Inscribed in La danza inndvil are negotiating
desires: the desire to wite and publish, to fight and love, to
be recogni zed abroad yet engage in local struggles. 1In his |ast

novel , Scorza confronts art wth politics, and the "country with
the city," to denonstrate the disjunction between current
transnational culture and a European hegenonic past. |In La danza
inmovil Paris and the jungle converge where fiction and ideol ogy
sell them both down the river.
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Not es

! The novels of La guerra silenciosa include: Redoble por Rancas (1970),
H storia de Garabonbo, el invisible (1972), El jinete insome (1977), Cantar
de Agapito Robles (1977), and La tunba del rel &npago (1979).

2 Cornejo Polar situates Scorza in "el cruce de esta doble insercién. . . de
una parte, esta obvianmente condici onado por |a nueva narrativa

hi spanoaneri cana; de otra; se refiere a una tradicién anterior, en gran parte
di scutida y negada por el boom conp es |la novela indigenistay mas
especificanente |a novela indigenista de intensa notivaci 6n social" ("Sobre e
neoi ndi geni sno y | as novel as de M5" 553-4). Escajadillo discusses Scorza in
the context of neoindigenisno in his recent book, La narrativa indigenista
peruana, and hel ps bridge the critical gap between La qguerra silenciosa and La
danza inmdvil. He nentions four characteristics that distinguish
neoi ndi geni st witing from"orthodox" or "traditional" indigenism the use of
magi c realismto reveal the Andean nythic universe, intensified lyricismin
the narrative prose, the integration of the indigenist "theme" into nationa

i ssues, and an increasingly conplex arsenal of literary techniques (55-78).
See al so Escajadillo's "Scorza antes del udltino conbate." For critiques of
Scorza's esthetics and political stance in La querra silenciosa, see in
particul ar Morafia and For gues.

3 La Coupole is famous for hosting notable witers and artists such as
Pi casso, G aconetti, de Beauvoir and Bufiuel

4 Scorza states that his novels are "maqui nas de sofiar, donde més inportantes
qgue | os niveles reales son | os horizontes oniricos" (quoted in Escajadillo
"Scorza" 72). Roland Forgues also insists that Scorza's use of nagica
realismor "superrealidad" has a "papel de subversi én del orden vigente"

(Estrategia mtica 148).

5 For insightful discussions of Cortazar's collage esthetic in LM see
Par ki nson Zanora's article "Mwvenment and Stasis, Filmand Photo" (especially
59-63); and Santiago Juan-Navarro's dissertation chapter on Cortazar and
Doctorow, the section entitled "Political Collage and Montage in LM
(260-290) .

6 Canon in this study refers to the range of literary works that a particul ar

culture produces and legitimtes over tine. As Charles Altieri defines them
Canoni cal works are expected to provide know edge of the world
represented, to exenplify powers for making representations that
express possible attitudes or produce artistic nodels, and to
articulate shared values in a past culture that influences the
present or to clarify means of reading other works we hav reason to
care about (41).

" Many critics and literary historians consider Barcel ona publisher Carlos
Barral the originator of the "Boom' with the Barral literary prize for new
fiction first awarded to Mario Vargas Llosa in 1963 for La ciudad y |os
perros. The French publishing house Gallimard initiated their own translation
series called "Le nonde entier” that included Latin Anerican witers. The
journal Mindo nuevo, edited in Paris by Emr Rodriguez Monegal from 1966-1968,
propagat ed the "Boom' by advertising soon to be published novels with
interviews and excerpts by Carlos Fuentes, Gabriel Garcia Marquez and Vargas
Ll osa.
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8 On Scorza's Populibros project, see the interviewwith Ortega and the
bi ogr aphi cal chapter in Al daz.

9 Abel ardo Oguendo, notable Peruvian critic and publisher, calls a stay in
Paris "the intellectual's obligatory mlitary service" (personal interview,
Lima, Perl, 15 June 1989). dver Glberto de Ledn, a contenporary U uguayan
critic and anthologist in Paris, in 1990, calls French the "vehicul ar

| anguage" and Paris the bridge to enable witers to begin publishing, and then
to continue publishing in other |anguages within Europe (personal interview,
Pari s, France, 27 Decenber 1989).

10 pavi d Lagnanovi ch divided Argentine witers into two distinct territories:
Buenos Aires and "el interior”™ (the provinces). In his critique of the control
of the capital and of international publishing, he states that the witers
fromthe provinces cannot becone "autores argentinos"” until they have
published in Europe. Mentioned by Dani el Myano, personal interview, Madrid,
11 Nov. 1989.

11 Scorza is not alone in examning this transnational cultural nechani sm
Cristina Peri-Rossi (in her short story "La influencia de Edgar Allen Poe en

| a poesia de Rai nundo Arias" and her novel La nave de los |ocos), José Donoso
(in El_jardin de al lado) and Al fredo Bryce Echenique (in La vida exagerada de
Martin Romafia) all incorporate characters who struggle to wite, publish and
gai n acceptance in the European cul tural sphere.
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