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INTRODUCTION

THE MAN, THE EPOCH, AND THE RESULT

In order to undertake a truly meaningful study of an artist's
work it is first necessary to arrive at some understanding not only
of the artist as a man, but also of the social and cultural epoch of
which he is a product. Once that understanding is achieved, it is
then possible to comprehend at least to a limited extent the manner
in which that social and cultural environment surrounding the artist
nurtured the germ of his early creative inclination, in such a way
that it would later flourish into a sensitive and mature expression
of his talent. Alfredo Pareja Diezcanseco is indeed an artist. As
we shall observe, his novelistic trajectory is one of constant
improvement and maturation based upon past experience significant
to his formation as a man as well as an artist--a process not of
revolution, but of evolution.

Alfredo Pareja Diezcanseco was born in Guayaquil, Ecuador,
on October 12, 1908, of an Ecuadorian father (Fernando) and a
Peruvian mother (Amalia). All of his adolescent years were spent
in that city, and its atmosphtere of the tropics, of the river Guayas,
of the Ecuadorian coast, and of its toiling inhabitants left an influence
on the young man so deep that he would never cease to feel its effect.
His early novels all have as their principal settings the city of
Guayaquil and its surrounding rural and coastal areas; his later
novels may show more of Quito than they do of Guayaquil, but the

port city is always reflected through the characters in the works.
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Although a youth of aristocratic bearing and ancestry, Alfredo
found it necessary to face the harsher side of life at a rather early
age. When he was only 11 his father died, and the boy was only able
to finish primary school. By the time he was 13 he was already
making his own way in life as a salesman for a German businessman.
In spite of these early setbacks, young Alfredo '"... without the help
of a teacher ... went through the high school curriculum and enrolled
in the university faculty of law and social sciences. nl It has been
said of Pareja's education that ""La suya es el tipo clasico de la
formacién cultural autodidactica. " It is not an entirely unlikely
conjecture that the fusion of his aristocratic breeding, the experience
of earning his own living while still young (thereby coming into direct
contact with members of all the social classes), and the sensitive
nature of his acutely critical character enabled him to observe the
social conditions of the working and middle classes with the air of
sincere identification tempered with objective detachment that has
come to be characteristic of his work. As Kessel Schwartz so
aptly points out:

"Pareja has demonstrated that he would call

ethical sympathies in his work, but he has insisted

that he does not wish to use his art as an instrument

of propaganda. He desired, he said, only to show the

realities which cried for justice, as he denounced the

corrupt and unjust. Pareja has denied being a left

winger, but his best novels have a socialistic goal.

Unlike most of the contemporary Ecuadorians, however,

emotional considerations do not destroy his objectivity
in some of his portrayals of the proletariat. "

1. Lilo Linke, "The People's Chronicler,' Américas, Vol. 8,
No. 11 (Nov., 1956), p. 8. .

2. Quién es Quien en Venezuela, Panama, Ecuador, Colombia,
p. 479.

3. Kessel Schwartz, '""Alfredo Pareja y Diez Canseco, Social
Novelist, ' Hispania, Vol. 42 (1959), p. 220.
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Our novelist's early and genuine concern for the less
privileged members of his society is coupled and paralleled with
a keen interest in politics and in history. After a relatively brief
participation in politics during his years of early manhood he has
since confined his interest to the passive. Harry Kantor, quotes him
as saying that ''the intellectual should be a witness, not an active
participant in politics, except in times of acute crisis, nd and on
at least one occasion he has added, '""Everyone knows how Thomas
Mann stood up for his convictions when Hitler came to power. But
in the ordinary course of events, the writer's task is too demanding
to permit ties with a political party. Art and literature admit no
amateurs. And in his own way the writer makes his contribution
to the course of progress. "> However, his interest in history has
never been subject to the same restrictions. Since his student
days when he would migrate from Guayaquil to the less extreme
climate of Quito during the school vacations, and became influenced
by that city's preservation of the past and of tradition, Pareja has
maintained a sense of viewing the world in historical perspective.
Not only his works of fiction and of history, but also his works of
literary criticism and his essays betray him as being an historian
as well as a writer of fiction. This dualism of the novelist-historian
appears throughout his work. At times his treatment of history

and its personalities is done with novelesque vigor, as is plainly

4. Harry Kantor, '""Alfredo Pareja Diezcanseco, ' La América

Latina de Hoy (New York: The Ronald Press Company, 1961), p. 53.
) 5, Linke, p. 10.




seen in his ""biografia novelada' of the life of Eloy Alfaro, La Hoguera

Barbara, and at other times his works of fiction are pregnant with a
feeling for and an awareness of history, as is so evident in his last

series of novels, Los Nuevos Anos.

Pareja's interest in politics was already reflected in his

first youthful attempt at a novel, La Casa de los Locos, which was

printed when he was 21 years of age. Lilo Linke points out that
""Although the book was immature, two of the author's tendencies
were already apparent in its pages: his passion for politics and

his keen but detached observation of the world around him. "o Indeed,
the book was so politically oriented that it never did enjoy a public
scanning, due to making enemies in influential circles.

His second novel, La Sehorita Ecuador, was published

when the author was only a year older. This novel, which Kessel
Schwartz correctly calls ""a mixture of fantasy and realism' and
says "'exhibits little artistic preoccupa.tion"7 is a highly idealized
biography of a proletarian lovely who manages to win an important
beauty contest of the day in spite of the aristocratic opposition
personified by the other contestants.

Up to this point, Alfredo Pareja had not left Ecuador., While
still only twenty-two, however, he managed to find passage to New
York aboard an oil tanker. As Lilo Linke points out in her

excellently written article, the experience was not the most enjoyable

6. Linke, p. 8.
7. Schwartz, p. 221,
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for our author. 8 Due to the oncoming depression work was becoming
ever scarcer, especially for a non-English speaking person. None-
theless, the ambitious young man was able to find enough employment
to maintain some level of subsistence. Rather in keeping with his
democratic character, Pareja performed tasks ranging from those
of a somewhat meanial nature, as a busboy in a cafeteria, to those
offering a certain amount of prestige as a Spanish teacher at
Berlitz., At one point he even earned some money writing a short
story for a Spanish-language newspaper. The merits of that story
are perhaps best described by Pareja himself, whom Linke quotes
as saying:

"They accepted my story and paid me f{ifty

dollars on condition that they might cut and

change it as they saw fit--and that I would never

come back for another assignment."

"An insignificant piece about a drunkard that he remembers
only vaguely, T that story has long disappeared into what the
author might consider a welcome oblivion, and we were unable to
read it for ourselves.

Pareja's stay in New York was only of a year's duration,
but the experience serves as a definite landmark in the maturation
process of the novelist as well as of the man. Upon his return to

Guayaquil the young man attacked life in a no-nonsense manner,

He took employment as the representative of a pharmaceutical firm,

8. Linke, loc. cit.
9. Linke, p. 8.
10. Linke, loc. cit.
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and his days were spent in devotion to his new successful occupation.
His nights, however, were spent in devotion to writing, an occupation
which he had always exercised successfully, at least in the spiritual,
if not the material sense. Pareja's trip to New York was only the
first in what was to be a long and constant series of journeys that
parallel the increasing complexity of the social, professional, and
literary aspects of his life. The momentum adopted by his life
beginning with that trip to the United States has continued to gain
energy up to the very present, and that momentum is evident
throughout the trajectory of his novels.

However, the first novel Pareja published after his return
from the northern metroplis, Rio arriba, although superior to his
earlier attempts, is still somewhat lacking as a mature expression
of the author's ability. Schwartz says of the novel that it '"turns
to Freud, sex and abnormal psychology, as Pareja indulges in a
long series of philosophical discussions. nll In a less flattering
and much quoted comment Arturo Torres-Rfoseco once said of
Pareja that he is '"hasta su novela Rio arriba (1931), un escritor
superficial en quien el supra-realismo se limita todavia al
florecimiento del disparate. nle As we shall observe later, R_f_g
arriba does possess many of the vices of the author's earlier
endeavors, but at the same time it is a sort of breeding ground

for the virtues which were to come later. Rio arriba, in the

11. Schwartz, p. 221.

12, Arturo Torres-Rioseco, '"La Novela de Tema Indigena en el
Ecuador," La Novela en la América Hispana (Berkeley: U. of Calif.
Press, 1941), p. 235.
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trajectory of his novels, like his first trip to New York, in the
trajectory of his life, represents a landmark. It is the point at
which Pareja's novelistic work gains that momentum of ever
increasing maturity and perfection which has not ceased up to
his very latest writings.

Two years after the appearance of Rio arriba Pareja
published El Muelle. The critics gave this novel virtual '"rave"
reviews, and from then on Alfredo Pareja never had to bear the
cost of his own publications. Prestigious names such as Ercilla
of Chile and Losada of Argentina grace his list of backers. In
the same commentary cited earlier Torres-Rioseco further says:

"... En Muelle (1933), novela de ambiente yanqui

y ecuatoriano, se hace macizo, intenso; se preocupa de

problemas sociales y econo’micgs con un sentido

revolucionario y en ’estili) ya mas depurado y una

fuerza de observacion mas real."

In E1 Muelle we see concrete evidence of the effect of his
stay in New York, since Pareja uses that city as the setting for
part of the novel's action. In the succeeding years his never ending
cosmopolitan experiences shall be reflected in eight more novels,
each one the equal, if not the superior, of the one preceeding it.
These cosmopolitan experiences are more evident in terms of adding
to the artistic maturity of the novels than they are in terms of offering
geographic variety to the settings, since with rare exception the
action of all of Pareja's novels transpires right in Ecuador.

As pointed out earlier, Alfredo Pareja's novelistic trajectory

is one of evolution and refinement by virtue of experience. The

13, Torres-Rioseco, p. 235.
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variety and the amount of his experiences in life after his first
stay in New York assume near-monumental proportions. The
following is only a partial list of the events in his life and the
occupations he has performed which form the principal landmarks
in his total life experience, and therefore have some bearing--be
it an active or a passive one--on the maturation procsss of his

novels:

1926-30 Student at the University of Guayaquil, Faculty of Law,
Political and Social Sciences.

1932-33 Professor of History and Literature, Colegio Nacional
Vicente Rocafuerte, Guayaquil.

1934 Marriage to Mercedes Cucaldn.

1935-36 Inspector General of Secondary Education, Ministry of
Education, Ecuador.

1936-38 Persecuted under the dictatorship of Federico Paez and
exiled to Chile, after first being jailed. Lived for a year
in Chile working for the Ercilla Publishing Company, then
travelled to Bolivia he was the first exiled Ecuadorian of
the epoch.

1938 Returned to Ecuador, and became a Deputy to the National
Constitutional Assembly. Dr. Aurelio Mosquera Narviez
dissolved the assembly, and Pareja was taken to the "Garcia
Moreno' pennitentiary. He was in jail for thirty days.

1944 Chargé d'Affairs, Ecuadorian Embassy in Mexico.

1945-47 Representative of the United Nations Relief and Rehabilitation
Agency in Mexico, Central America, Argentina, Uruguay
and Paraguay.

1952-53 Member of the Consejo Nacional de Economfa, Quito.

1948-61 Member of the Board of Directors, Casa de la Cultura

Ecuatoriana.

1953-61 Member of the Board of Directors, Banco Central del
Ecuador.

1951-53 Editor of a daily newspaper, El Sol, of Quito.

1960 Member of the Central Campaign Committee of Galo

Plaza for President of Ecuador.

1953-61 Professor of History and Political Philosophy, Central
University of Ecuador, Quito.

1961-62 Professor of History and Political Theory, Institute of
Political Education, San José, Costa Rica. Also acted
as Director of Studies, a position which would correspond
to a Dean of Academic Affairs.



1962-65 Professor of History and Political Science at the University

: of Florida.

1965- Professor of Government at the University of Miami,
Florida. *

If Alfredo Pareja had never done anything other than the
above, his life would have to be considered a full one by any standards.
Nonetheless, he always managed to find time to write. If we ignore
the numerous articles that he has published in the United States,

Latin America, and Europe, and only concern ourselves with his
principle publications we would find listed among his non-fiction
works two ""biografias noveladas, ' one on Eloy Alfaro, and the other
on Miguel de Santiago, the well-known painter from colonial Quito;

a complete History of Ecuador; a critical treatment of Thomas Mann;
and essays on art, painting, and the struggle for democracy in
Ecuador. Discounting his two short stories referred to by Linke,
between 1929 and the present he has published no less than twelve
novels:

La casa de los locos, Guayaquil, 1929.

La Senorita Ecuador, Guayaquil, 1930.
Rio arriba, Guayaquil, 1931.

*Other than the biographical material furnished by Alfredo Pareja
himself and the information drawn from Linke's article, the following
sources were consulted:

Ronald Hilton, Who's Who In Latin America, Part LL1 (Stanford:
Stanford U. Press, 1951), pp. 103-4.

Quién es Quien en Venezuela, Panami, Ecuador, Colombia
(Bogota: 1952), p. 479.

Eugene Schuttner, Vida y Obras de Autores Ecuatorianos (La Habana:
Editorial "Alfa'", 1943). pp. 33-35.

World Biography, Vol. 2 (New York: Inst. for Research in Biography,
1948), p. 3644.
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El muelle, Quito, 1933.

La Beldaca, Santiago, Chile, 1935.
Baldomera, Santiago, Chile, 1938.

Don Balon de Baba, Buenos Aires, 1939.
Hombres sin tiempo, Buenos Aires, 194l.
Las tres ratas, Buenos Aires, 1944.

La advertencia, Buenos Aires, 1956.

El aire y los recuerdos, Buenos Aires, 1958.
Los poderes omnimodos, Buenos Aires, 1964.

Regardless of whatever critical evaluation we may give to
Pareja's novelistic production, the mere fact that so many of his
novels have been re-edited and that some of them have been honored
with translations indicates that his work is worthy of study. When
we consider the chronological appearance of his novels, and then
consider the dates of the main events in his life, it is difficult not
to ask ourselves how these two phenomena correlate. Certainly,
there is a correlation. However, the nature of that correlationis
not one of action and reaction, but one of cause and effect. In othe.r
words, the events in Alfredo Pareja's life are not necessarily re-told
"blow by blow'' through the pages in his novels. There is no doubt
that some biographical material of himself does appear occasionally'r
in his work, but the effect of his varied and hard-earned experience
on his novels has manifested itself in a somewhat different light.

As we review Pareja's novels we shall see that they are a product
of a talel;ted, sensitive, and critically observant character that
tends to view all of life's phenomena in an ethical and an historical
perspective. The combination of the nature of his charact;evr and
of the variety and uniqueness of his experiences has cau;e‘d Pareja

to constantly re-examine his values, even to revise them if necessary,
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This unceasing process of change within the novelist has been
reflected in his work, thus giving us a novel with an evolutionary
trajectory.

The epoch during which he was born is significant to the
overall picture of our author as being a true man of the century.
1908 was early enough so that he could be fully aware of the First
World War and its nearly universal effect. By the time he was a
young man he witnessed two major social and political upheavals
in his country (1925 and 1932), felt the rumblings of the political
turmoil in Europe and North America, had first-hand acquaintance
with the Great Depression of the United States, and observed the
coming of World War II. At the same time that he was viewing
these events of rather transcendental importance, however, he was
also painfully aware of the social problems relative only to Ecuador
and similar parts of Latin America. At first material for his
novels was drawn primarily from the latter source, but as he
matured he was able to tie bot}; sources together more and more,
until in his last novels there is a happy marriage between the
regional and the universal perspectives.

During those dramatically important years of the thirties
Alfredo Pareja Diezcanseco had already budded into a full-fledged
novelist. It was also during those same years that Ecuador produced _
at least 16 other important novelists, who were divided into three
principal groups according to their geographical location: ''el grupo

de Quito, ' or ''de la sierra;'' 'el grupo del Austro;''* and '"el grupo

*According to Jorge Icaza (below), the '""Grupo de Quito'' consisted
of Fernando Chaves, Humberto Salvador, Jorge Ferndndez, Enrique
Teran, and himself, while Pablo Palacio, Angel F. Rojas, G. Humberto
Mata, and Alfonso Cuesta y Cuesta form the '""Grupo del "Austro."
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de Guayaquil, ' or 'de la costa.' Alfredo Pareja, along with Enrique
Gil Gilbert, Demetrio Aguilera Malta, Joaquin Gallegos Lara, and
José de la Cuadra formed the ""Grupo de Guayaquil, "' which has been
quoted as proclaiming, '"Somos como los cinco dedos de una mano
para golpear en la conciencia nacional. nl

Although these three groups of writers worked independently
of each other, it is curious to note that for the most part they were
all preoccupied with social problems. While those in the '""Grupo del
Austro' concerned themselves principally with the cholo, those in
Quito brought the indian into a grim spotlight, and those in Guayaquil
used the montubio** for their focal point. Jorge Icaza says of the
latter group that they '"'subrayaron lo fecundo y tragico de su manigua
tropical,subrayaron asi mismo, junto al duro trabajo del montubio,
su hambre, su dolor, su supersticion, su lujuria.."15 The other
groups did much the same with the indian and the cholo.

It is difficult to speculate as to exactly why these young
writers so frequently chose such similar subject matter and method
of expression. Perhaps it was due to a universal and simultaneous

awareness on the part of these new intellectuals of the social anguish

%k . o . .

A cholo is principally a mestizo, but the term is frequently
applied to any member of the lower classes; a montubio is a member
of the lower classes who lives along the hilly Ecuadorean coastal
sections.

14. Jorge Icaza, '"Relato, Espiritu Unificador en la Generacion
del Afio 30, " Letras del Ecuador, No. 129 (1965), p. 10.
15. Jorge Icaza, p. 10.
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long suffered by their homeland--a spontaneous intellectual revolution
of sorts--, or perhaps it was due to mere chance. Influences from
abroad reaching all of them at about the same time certainly may
have also played some part in the movement. The most likely
conjecture is that a combination of these and other phenomena acted
as the catalyst for the writers' production. Regardless of the
reasons, one fact remains firm: the turbulent years of the Thirties
produced an entire generation of novelists and short-story writers
in Ecuador who served to stimulate the letters of their country in
such a way that it nearly re-created the national literature. In
effect, the narrative writings of these young artists gave them a
spiritual unity stronger than any physical or geographical proximity.
Jorge Icaza refers to their writings as '"obras todas...en las cuales,
a pesar de sus diferencias regionales, latia un fondo unificador, un
espfritu de emocion propia que era a la vez el espiritu del continente
hispanoamericano. n16 In his penetrating article on this literary
phenomenon Icaza further states:
'""Parece imposible que se pueda hablar de

expresion unificada o de un solo espiritu en un pals

como el nuestro, dividido hacia lo largo de su geografia,

hacia lo profundo de su inconformidad intima, hacia lo

alto de su politica regionalista. No obstante,

fue la literatura--especialmente el relato en lo que se

refiere a novela y a cuento--, la que, adelantindose a

la sociologia, a la filosofia, al ensayo, advirtid con

claridad meridiana--claridad que no quisieron o no

pudieron ver los criticos del pa1s--la posibilidad y la

existencia de un contorno y de un espiritu def1n1t1vos.

En esas obras...el contenido emocional era méis
transcendente y sincero que cualquier experiencia

16. Jorge Icaza, p. 10.
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estetica llegada de Occidente. Era mis elemental,

mis nuestro--a pesar de su pobreza de recursos

tecnicos, a pesar <.ie su ingem.iiiiad primitiva, a

pesar de su precipitacién--,"

It would appear that Mr. Icaza is correct when referring to
""pobreza de recursos tecnicos, ' '"ingenuidad primitiva, ' and
"precipitacién.' True, many of the writers of that period were
somewhat lacking in the artistic finesse that we came to know in
the modernist school which preceeded their movement. These
Ecuadorian writers of the Thirties, not unlike many of their
contemporaries in Peru, Bolivia, and Mexico, were interested
in a literature of pragmatism, rather than escapism. For the
most part theirs was a literature born of urgent necessity, of
indignation, and of anger. They were little concerned with a
nostalgic colonial past, with ''noble savages,' with distant
princesses in ivory towers, or with the gentle eroticism evoked
by a woodland nymph. Their world was one of brutal landholders
exploiting their underlings in a state of neo-feudalism, of indians
laden with disease, overwork, short mortality, and the complete
absence of nobility, of no ideal more important than the next meal,
and of sensualism born of desperation and resembling the conduct
of beasts. When these novelists of the Thirties put their cries of
horror in the form of prose fiction th'ey made a shocking impact
on the literary world from Moscow to New York. It must be
admitted that the novelists of that generation at times emphasized

the sordid aspects of their society to such an extent that the final

product had little more resemblance to reality than did the modernists'

17. Icaza, pp. 10-11.
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excursions into fantasy and exoticism. As Enrique Anderson Imbert
points out:

'""Llenguaje crudo, exageracion de lo sombrio y lo
sord1do, valentia en la exhibicién de verguenzas
nacionales, sinceridad en el propos1to comba.tlvo,
dan a esta literatura mas valor moral que artistico.'

nl8

Arturo Torres-Rioseco is of much the same opinion as the
critic from Argentina:

"... el tema indigena ha sido casi completamente

acaparado por un grupo de novelistas militantes que

se han dedicado a exponer los despiadados aspectos

de la esclavitud india--generalmente mas con justa

1nd1gna.c16n que con destreza literaria--. Estos

jovenes escritores, ecuatorianos en su mayoria,

muestran un categdrico menosprecio por la gramdtica,

por el estilo, por la sintaxis y hasta por el sentido
comun. ... Mezclan el socialismo a la psicopatologia,

a tal punto que algunos de sus personajes nativos

parecen ser casos freudianos... Sin embargo, sus

libros tienen el mérito incuestionable de mostrar un

estado de cosas espantoso y real..."

As we may observe from the above commentaries, both of
these eminent critics are in agreement that the socially-oriented
literature of the Thirties owes its value much more to content than
it does to form. Indeed, there may well be certain men of
erudition who would even deny that such writings even merit the
title of ''literature' because of their so frequent lack of delicacy.
Nonetheless, we must bear in mind that the generation of which
Alfredo Pareja was a part was composed of young men, in what

was in reality a very young country. They were only just creating

a national identification and individuality, and as Pareja himself

18. Enrique Anderson Imbert, Historia de la literatura
hispanoamericana (México: Fondo de la Cultura Economica, 1961),
p. 253.

19. Arturo Torres-Rfoseco, Nueva historia de la gran literatura
iberoamericana (Buenos Aires: Emece Editores, 1961), p. 191.
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points out through a character in one of his later novels, ''Nuestra
novela de hoy es una formidable novela, aunque recien nacida. Y
es de suponer que mejorara. Porque un puhado de muchachos no
puede hacer mas en el primer momento. iExperiencia, sagrada
experiencial n20 Ecuador, like all of her sister nations in this
hemisphere, does not possess the ten centuries or more of
indigenous literary traditions that the European nations possess.
With the exception of an occasional effort during the romantic and
the naturalistic movements, the first genuine appearance of an
entire literary movement completely indigenous to Ecuador and
only applicable to Latin America did not arrive until the Thirties,
with Alfredo Pareja and his contemporaries. Experience has
effected a change not only in Alfredo Pareja, but also in many of
the other members of his generation. If we could follow the
novelistic trajectory of all of these authors we would find that in
many of them the fury and the militancy of youth has given way to
the patience and the measure of age and experience.

Nevertheless, it is still the work done during and just after
the Thirties that has left the greatest impact on the literary world.
Of the three groups of writers appearing in Ecuador during the
Thirties the one from Guayaquil was the most prolific. As stated
by Lilo Linke, '"'Of the seventy works of fiction that Angel F. Rojas
lists in La Novela Ecuatoriana as published between 1930 and 1944,

twenty-one were written by members of the Guayaquil Group. nel

20. Alfredo Pareja Diezcanseco, El aire y los recuerdos (Buenos
Aires: Ed. Losada, 1959), p. 35.
21. Lilo Linke, p. 8.
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Of all of the members not only of that group, but of the entire
generation, Fernando Alegria believes that:
""Alfredo Pareja Diezcanseco (1908), es, tal

vez, quien mas cerca ha llegado en el Ecuador a un

ideal de novela en que los fundamentos sociales no

dafien la expresion literaria ni la limiten en marcos

exageradamente locales. Pareja posee un amplio

dominio del lenguaje; su prosa es gréifica, impulsada

a veces por un impresionismo de buena ley que no

le hace perder la sobria cualidad de su sentido lirico.

Su sensibilidad y perspicacia le permiten calar hondo

en sus personajes, dando especial re;lieve a las figuras

femeninas sin perder su equilibrio hasico que es la

caracteristica de su arte realista."

We may infer from the above commentary that Alfredo
Pareja is the most enduring novelist of his generation. His work
is the most lasting because it is the product of the most thorough
evolutionary process. The experience gained through every day
of his life is always reflected to a greater or a lesser degree in
his next novel. It is also certain that he benefited from his close
association with the other members of the '"Grupo de Guayaquil, "
with whom he was united not only by mutual intellectual interest,
but also by the bonds of friendship. '"Frequently the group met
in Alfredo Pareja's apartment...the young men would argue
heatedly until the cries of the breadsellers announced the dawn.
The talk focused on literature from the four corners of the
world--the great literature of the day, with passionate debates

. 2

about values and trends--and on their own projects."

Thus far we have had a brief glimpse of the social,

intellectual, and artistic mileau of which Alfredo Pareja

22. Fernando Algerfa, Historia de la novela hispanoamericana
(México: Eds. de Andrea, 1965), pp. 265-66.
23, Lilo Linke, p. 8.
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Diezcanseco is a product, We have seen that his novels are the
result of a sensitive personality which developed during years of
great world, hemispherical, and national stress; of a constant
association with contemporaries who were members of the
intellectual vanguard of their society; of an artistic alignment
with elements both pragmatic and idealistic; and of a continuous

process of maturation, evolution, and re-examination of values.
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CHAPTER I

THE EARLY EFFORTS AND ARTISTIC ADOLESCENCE

It is not an uncommon phenomenon among Spanish-American
novelists that they begin their literary careers with a collection of
short stories, or perhaps a book of poetry, before entering the scope
of the novel. Indeed, it is worthy of note when a novelist appears
who actually began his production with a novel, as is the case with
Alfredo Pareja Diezcanseco., As Edmundo Ribadaneira notes, 'lo
que mis llama la atencion es su fijacion vocacional, pues se radica
en la novela sin ninguna transicién, caso sin duda notable entre
nosotros. ne

As suggested earlier, however, Alfredo Pareja's first novels,

La casa de los locos, La Senorita Ecuador, and even Rfo arriba

hardly possess the artistic quality and maturity enjoyed by his later

works. Benjamin Carrion believes that La casa de los locos '""occupa

el lugar del libro de poemas de todo joven letrado suramericano. né>

The next two novels must be included in the same category; although
they may well be the evoloutionary superiors of the first one, they
still must be classified as fledgling efforts.

La Casa de los Locos is long out of print, and we were unable

to obtain a copy for this study. Nonetheless, Benjamin Carrién says

24. Edmundo Ribadeneira M., La Moderna Novela Ecuatoriana
(Quito: Casa de la Cultura Ecuatoriana, 1958), p. 75.

25, Benjamin Carridn, El Nuevo Relato Ecuatoriano (Quito: Casa
de la Cultura Ecuatoriana, 1950), p. 174.




of it that it is an ""obrilla terriblemente polémica, combativa, como

e 26 . .. , ~ .
pedrada en vitrina, " and in his introduction to La Senorita Ecuador

Adolfo H. Simmonds states:

'""He dicho que Pareja es autor de otra novela:
'La casa de los locos.' Causara sorpresa esta noticia.
¢ Donde esta esa obra, que no se conoce? Pues, esta
guardada en los cajones en los que el impresor entregd
la edicion. Nadie la ha comprado, nadie la ha leidd.
Era una novela de clave, en la que se lastimaba a mucha
gente. Los ofendidos hicieron una conspiracion de silencio
al rededor de la obra. Y esta, claro esti, no pudo circular.
Sin embargo, ... es una produccién de extraordinario
mérito. Un corte original, un estilo nuevo, un lenguaje
sobrib y, entre lineas, todo el espiritu del siglo. Esta
novela, que enfoca un asunto intrascendente y local, en
cuya trama quedan muchos hilos sueltos, escrita sin el
menor cuidado artistico, es ... el mas valioso ensayo
de novela moderna hecho en el Ecuador."

It would appear that the above critic is being excessively kind
to his friend, the young author, when he states that the latter's very
first attempt at a novel is the most worthy effort to date at achieving
a modern novel in Ecuador. We must bear in mind, however, that
the novel dealing with contemporary themes in Ecuador did not come
into existence until Alfredo Pareja and his young intellectual
contemporaries began the impetus during those early years in
Guayaquil., Pareja's first effort may have been a frail one, but
it was an effort.

Surely, we would no more judge the author solely on the

basis of his first novel than we would judge man on the basis of the

26, B. Carridn, loc. cit.
27. Adolfo Simmonds, in Pareja y Diezcanseco, A., La Senorita
Ecuador (Guayaquil: Ed. Jouvin '"La Reforma, ' 1930), pp. III-IV.




monkey. In an evolutionary perspective, we must regard La Casa

de los Locos and the two novels following it as mere seedlings--

although they may contain all of the necessary elements for the
development of what may someday have the strength of an Oak,
they are still nothing more than seedlings.

In a commentary published in 1934 Jose de la Cuadra
suggests that Pareja ''resulta el mas costeno entre los escritores
mozos de Guayaquil ... adora la emozidn del agua. ne® We see
evidence of Pareja's consciousness of the water on the very first

page of his second novel, La Senorita Ecuador:

"A las siete de la noche debla llegar la canoa
de pieza con peridodicos de Guayaquil. .
El rio era correntoso y de muy dificil navegacién. "

29

As we noted in the introduction to our study, Pareja's native
area has always occupied a place of keen interest for him. Not
only does the geographical area hold his a:tention, but the inhabitants
of that area along the Ecuadorian coast are also of eminent concern
to him. In the opening pages of this early work we may witness the
objective and sympathetic manner with which the young author already
observed his toiling countrymen:

"Tipico aspecto era el que presentaban los

montuvios, unos con los musculosos y morenos

bustos desrudos, otros con la simpatica cotona de

céfiro, abotonada hasta el cuello, y la inevitable

espuela ajustada en los talones sudosos y cubiertos

de una piel dura y amarilla, resultado de la falta
de uso de calzado...."

28. José de la Cuadra, 12 Siluetas (Quito: Editorial Ameérica,
1934), p. 55.

29. Alfredo Pareja Diezcanseco, La Senorita Ecuador (Guayaquil:
Ed. Jouvin '""La Reforma,' 1930), p. 1.

30. Pareja, La Senorita Ecuador, p. 3.




Thus, within the first few pages of this very early novel by
Pareja we already see two of the essential elements influential to
his development--his sensitiveness towards his surroundings and
his sympathy toward the lower classes. Nonetheless, the novel
loses impact because of its rather inconsequential '"rags to riches"
(or poverty to fame) theme of a pretty proletarian girl winning a
beauty contest against aristocratic competition. Because it was
a " 'frivolous' novel that he felt everyone would enjoy”31 and only
contained a limited number of elements offensive to certain powers
(in this case, the United States), the work enjoyed a greater public

reading that did La Casa de los Locos. It was hardly an international

best-seller, however, and for its very frivolity the novel lost in
prestige among the author's peers. Adolfo Simmonds offers his
candid opinion in his introduction to Pareja‘s novel:

... se propuso hacer una obra para que todos la
leyeran, y cosechar con élla baratos laureles.

Esta produccion, de utilitarios fines, es 'La Senorita
Ecuador'. iPobre Pareja! Una prostitucion como
cualquiera otra.

La eleccidn de Sarita Chacdn le ofrecié el
tema ideal... No era posible encontrar un asunto
mas novedoso, sugestivo y populachero. Y se
puso al trabajo, sin olvidar un instante su propdsito
de darle placer al piblico, de que se refocilara éste
en sus piginas, de que ideas y palabras no se elevaran
del medio nivel de comprension comin,

In spite of being '"una prostitucion como cualquiera otra, "

La Senorita Ecuador does contain elements demonstrating serious

31. Schwartz, p. 221
32. Simmonds, p. V.



thought, albeit thought at times extravagantly idealistic and betraying

the author's youthful immaturity. Kessel Schwartz notes that:

"... Even here ... there appear serious themes, as

he discusses the Montuvian in city and country and
contrasts his agility and grace in his native environment
with his torpor and stupidity in the city. "33

The montubio, however, does not offer the principal

ammunition for the author's sentiments toward his land and its

people in La Senorita Ecuador. We have perhaps our most accurate

glimpse of Pareja's feelings through his femenine protagonist,
Sarita Chacén. Sarita seems to represent a synthesis between the
young writer's still romantic tendencies and his concern for the
future of his country:

""La chiquilla tenia algo misterioso en su
alma que la ligaba fuertemente cor. sus ''cholos, "
con su tierra......

No queria veria en forma de ciudades.

La huerta, la canoa, el machete, las corvas,
el potrillo alegre, sus vaquitas, los cantos de
amorfinos, todo aquello habia llegado a convertirse,
merced a una elaboracion subconsciente, en partes
integrantes de su personalidad psicoldgica.

¢ Qué sabia €lla de cuestiones de raza y de
luchas de civilizacibn y continentes?

No obstante, su fina perceptiva mental se
lo gritaba arcanamente.

Era un grito de tierra, un amcr uiltradivino
por sus cosas, por ia madre naturaieza, por la
generosidad espléndida de su trdpicc....."

Although he does it in a rather romantic,even naive manner,
Pareja presents Sarita as a type of natural beauty silently crying
to be recognized. She is the incarnation of the masses of industrious

but backward montubios of her land, and she finally achieves

33. Schwartz, p. 221.
34. Pareja, La Senorita Ecuador, p. 14.




appreciation once her innate good qualities are allocwed to come to

light, as the author would suggest that the Ecuadorian masses she

represents might also oneday achieve their proper recognition and

appreciation:

""Si triunfaba, serfa un himno de gloria para
esa region de su amada America que se llama Ecuador.

A América se la imaginaba como la amante para
todos los que no eran profanos a sus ideales: una
hermosa y fecunda mujer de caderas de anforas y
amplios pechos que invitaban al beso, a ese beso que
harfa enloquecer de furor y de lucha a los hijos de la
Patria Grande.

Y su Ecuador era un trozo, un pedazo de carne,
de esa mujer."

The above commentary is offered through the thoughts of

the male protagonist, Juan, Sara's compaign manager. As the

following fragment indicates, Juan is quite obviously the young

Pareja:

"El porvenir de América, de su América india,
le obsesionaba. Adorador ciego de Josée Vasconcelos,
queria llegar a ser también un paladin de su raza.
Pero, por desgracia, sin tazlento para éllo y con malos
versos por armas, no podria llegar jamas.

Desde muy joven sintid la inquietud de subir...
Era entonces case niro. Escribir, defender al
humilde, a su pueblo, a sus '"cholos,' eran sus méis
fuertes anhelos...... Un convencimiento profundo
de su sangre le decla que ¢l era como ellos: nacide
entre los campos costenos enlazados por los encajes
purisimos de sus mares, entre el pescador y el
vaquero, entre huertas de cacao y selvas seculares
de esplendor esmeralda......

iC6mo amaba a su tierra: Su tierra, su alma
mejor dicho, consti ta.g. la ilusion i el cariho mas
sagrado de su vida. i

~

In addition to being a moving and accurate seilff-portrait, the

-

above paragraphs show open evidence of the mighty influence

35.
36.

Pareja, La Senorita Ecuador, p. 57.
Pareja, La Seriorita Ecuador, p. 13.




Vasconcelos had exercised on *the young Latin-American men of
letters after the turn of the century. A while later in the novel we
witness the very obvious effect of Vasconcelos' idea of the ''fifth
race' on our young novelists:
""E1l mestizaje grandioso, dnico en la historia,
pero imperfecto que entre espafioles e indios--dos
razas etnicamente opuestas-- se efectuara, completariase
al fin con una ola de inmigracidn total.
Entonces América, madre para todos los huérfanos,
engendaria al hombre miximo, al hombre hecho de sol y
espuma, de viento y de selvas calientes, de volcanes

gigantes y de llanuras limpias como un plato de luz, de
supremo gesto de vida y de pureza astral de aurora...."

37
The influence of Jose Vasconcelos on the young Pareja is
indisputable, but there appears to be an additional influence,
although not so blatant, of another great Spanish-American thinker
and essayist, the Uruguayan José Enrique Rod5. We have no
concrete evidence in the novel that Rodo had exercised a direct
influence on Alfredo Pareja, but at times elements appear which
are indicative of at least a spiritual affinity with the masterful
author of Ariel. The following paragraph, critical of the United
States and its alleged decadence of esthetic values, might point
out a link between the theories of the Mexican and the Uruguayan:
"Los yanquis se reian..... Bien. Que siguieran
riéndose, con la risa del ignorante y del estipido, que
negocia con almas, con mujeres, con vicios, ante la
elevacidn espiritual de razas y de hombres....... n3

The attitudes expressed here which are so critical of the

United States are filled with the idealism of the vanguard of the

37. Pareja, La Senorita Ecuador, p. 128.
38. Pareja, " T, p. 43.




Latin-American youth of the first decades of the century, an idealism

which was molded to a great extent by Vasconcelos and Rodé. Nonethe-

less, in Pareja's case it is an inexperienced and still untravelled

youth, who had not yet made that first important trip to New York.

The criticism of the United States that he voices here was probably

so similar to that voiced by his contemporaries that it may well have

had the ring of a cliché. As we shall observe, Pareja's later novels

offer a considerably more objective and constructive form of criticism.
A detailed account of the action of this little novel would hardly

be worth our while here, for La Sencrita Ecuador is of little value to

us other than as an instrument with which we may gain insight into
the author's development as a novelist. We may view the work as
representative of Pareja's artistic childhood. Nonetheless, in the
words of Adolfo Simmonds:

""Alfredo Pareja y Diez-Canseco tiene madera
de novelista. Su facil concepcion, el movimiento
preciso de sus personajes, la ensambladura de los
elementos argumentales, y, sobre todo elio, el
sentido de vida nueva, extravertida, captadora que
alienta en su produccidén, ponen en sus manos un
oro de porvenir. ¢Podrid manana realizar la gestacidn
perfecta? No somos capaces de hacer vaticinios. Pero
s1 podemos acreditar gne €l es una esperanza, una
legitima esperanza.'3"

e sl
sho g

Some critics would like to view Rio Arriba as the landmark
indicating the beginning of our author's novelistic maturity. Although
it is clearly a notch or two on the arbitrary ladder of values above

his first two novels, it is still several notches below El Muelle and

39. Simmonds, p. IX.



the novels following that one. Rio Arriba is really a work of artistic
adolescence. It represents the point a2t which Pareja's novelistic
evolution reaches puberty, but not manhood.

Rio Arriba is a much more intense novel than the one
preceeding it. It was published aiter the author had returned from
New York. In that it indicates a point of view less concerned with
retelling the author's subjective impression and opinions than does

La Sehorita Ecuador, it is a more mature novel. We will have to

wait two more years (until 1933), however, for the appearance of
El Muelle before we actually see concrete evidence of the impact
that Pareja's stay in New York had worked on him. Rfo Arriba is
an early attempt at writing a psychological novel; the setting for
the action is in the minds of the characters, and geographical
location is of relative insignificance {nthis case all of the action
transpires in Guayaquil). There 1s little doubt, however, that
Guayaquil and the river did lend impetus to Pareja's writing the
novel. When José de la Cuadra discusses our author's early
writings he explains Pareja's obsession with water and wanderlust
in the following manner:
"Pareja...era casi un muchacho cuando se did
cuenta de que Guayaquil es tan chiquito que se recorre
de punta a punta en media hora de tranvia, y el Guayas
tan angosto que se cruza en media hora de vapor.
Entonces, empez0 a sentir el ahogo de los limites. A
sentirse incomodo. Ganoso de rutas y horizontes.
Este rio nuestro le indicaba la direccidn.
Y Pareja la siguié: rio abajo ....
_ Iba haciendo su aventura, saboreandola como

la hacia.
Estuvo en Nueva York. ...
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Alia, en las calles neoyorquinas...la vida no
se dejaba vivir., Peleaba contra el hombre. Por lo
general, ganaba la pelea. ...

La lucha se volvia infructuosa. ¢ Por que?
¢{ Para qué?

Sus anhelos profundos eran otros que habitar
en la capitalidad mercantil del orbe. De haber
perseverado Pareja en el combate cuerpo a cuerpo
que libraba en Nueva York contra la vida, habria
quizds conseguido el triunfo de no regresar, o sea,
de enraizar en la tierra exdtica.

Pero su ambicidn no se compadecia con eso.

Y emprendid la vuelta.

Cuando trepaba por el Guayas con rumbo a la
ciudad natal, encontrd el tftulo de su proximo libro:
'Rio Arriba'. Ya esti. Se lo escribe. Se lo publica.
Se lo vende."

De la Cuadra goes on to suggest that after publishing Rio
Arriba Pareja still had not quite found himself as a novelist. The
preoccupation with the psychology of the 2bnormal, with sex, and
with Freud so obvious in his third novel was not really his forté;*
his final destination would entail a much broader view of the world,
which would encompass both regional and universal elements in
his novels.

If we remove the abundant phiicsophical discussions from
the novel we are left with a plot that is quite simple: Bernardo
Acuna, an extremely sens:tive student, has a friend, Luis
Barrezueta, who is neurotic and emotionally unstable:

"... mi amigo era un degenerado alcohdlico, enfermo

de melancolia progresiva, un inadaptado. EIl estigma
. . < .
hereditario habiase manifestado de repente, a causa

*Pareja's later novels do show a good deal of excellent psychological
study of characters, but not done with roots among the Freudian
psychologists and the writers of the naturalistic school, as is the
case with Rio Arriba.

40. De la Cuadra, pp. 57-59.
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del crimen que Luis cometiera. Este caso de melancolia
era complejo i digno de estudio: Luis, el mas alegre,
irénico, elocuente, festivo, saturado de una intensa
robustez de vida, sufria un ataque de melancolia aguda,
que era, después de todo, la cualidad diferencial de su
caricter. Su anterior forma de vida pudo ser mui bien
un perfodo histérico o erotomano. Recordé que de mui
joven padecid un reumatismo articular bastante fuerte,
lleno de complicaciones cardiacas, localizadas en
insuficiencia adrtica. Pasd esta enfermedad i luego
volvio a ser el mismo de siempre: alegre, mui alegre.
Mas ahora comenzaba el periodo de crisis. Mui pronto
su dolencia iba a manifestarse en aguda depresién mental,
caracterizandose una melancolia estupurosa.'

Pareja's description of Luis clearly shows the young novelist's
concern with abnormal psychology and heredity. Less than one-fourth
of the way through the novel we are aiready aware that Luis is pre-
destined to a tragic end, which is a technique commonly employed by
the naturalists.

Bernardo meets a girl, Carmela Nurnez, who turns out to be
of no great importance to him. Carmela, however, has a cousin,
Petra, to whom Bernardo introduces his friend. Luis and Petra
fall violently and passionately 1in love. Once their love affair has
passed the proverbial point of no return, Petra's mother, Dona
Laura Villegas, agonizingly informs Luis that Petra is his half-
sister:

"-- 1Oh! ‘No! !Esono! Usted no se casara

nunca con élla! No se casari porque se lo voi a decir

todo. Escuche, dijo con una voz temblorosa que

amenazaba llanto.

--Pregunte usted a su padre por Laura Villegas.

Si, €l puede contirselo mejor que yo. Hace muchos

anos. ¢ Comprende usted? Ya €l estaba casado...

Lo conoci. Yo era mui pobre... Después...
. = -, -
Comprende usted 1o que paso despues?

41. Alfredo Pareja Diezcanseco, Ric Arriba (Guayaquil:
Talleres Graficos, 1931), p. 69.
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-- iNo, senora, no entiendo, no puedo entender!
-- Algun tiempo después nacié Petra.''4
By presenting a tragic situation for which the society at
large is to a great extent responsible, Pareja touches on a theme
of monumental importance to Latin America. As suggested by
Kessel Schwartz, however:
",.. Pareja discusses the problem of illegitimacy,
but his theme, especially in the love between sister
and brother, recalls Aves sin nido, and hardly
resembles a contemporary problem., Pareja's

idealism and love for justice triumph over his
artistic talents here."

Nonetheless, what is of greatest concern to us at this point
is not so much how well Pareja exploits a theme of hemispherical
impartance as is the mere fact that at the age of 22 (he finished the
novel in July) he was aware of such problems. Although in an
admittedly melodramatic manner, he does present a theme which
could easily be paralleled in real life.

The novel ends with Luis committing suicide, Petra learning
that she is pregnant and leaving the city, and Bernardo going insane
at the loss of his friend and the inability to accept the tragedy of the
gsituation. In the course of his insanity Bernardo does not wash,
shave, or cut his fingernails for a month (a rather ''stock'' picture
of a madman) and develops a love-hate ambivalence toward Petra,
first wanting to make love to her and then desiring to kill her. By
the end of the last chapter Bernardo is in a state of complete madness,

travelling up the river in search of Petra, until unconsciousness

-

42, Pareja, Rio Arriba, p. 139.
43, Schwartz, p. 221.
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finally overcomes him and in an unlikely manner he dies:

"Después ya no sentf dolor. Lo @nico era
una sensacion enorme de ligereza, de abandono.
Iba haciéndome césmico. Tuve un momento de
absoluta plenitud. Grande i miiltiple, uno, uno.

La belleza del cosmos entraba en los misterios
de mi psiquis.

Sélo pude ver hacia adentro. Noté que me
nacieron alas. Noté que algo mio hacia un esfuerzo
por desatarse de otro algo.

El color negro se perdiéd. Pero no vino otro.
No hubo colores. Dejé de sentir frio; dejé de tener
sensaciones. |

Me habia quedado muerto, profundamente
muerto. ''44

We can plainly see that young Alfredo Pa[reja's interest in
psychology at this point did not match his artisti;c ability. None-
theless, Rio Arriba does indicate a sincere attempt on the part of
the young artist at delving into the human mind, 'understanding
what he sees, and relaying his finding to the printed page. The
diamond is there, but it is still in its rough and unpolished state.

Although not so indiscriminately as in La Sefiorita Ecuador,

we do see the author's own subjective opinions expressed through
the male protagonist of Rfo Arriba. The following thoughts of
Bernardo show what the young Pareja might do if he were in
command of world politics:

"...Yo...remediarla la crisis universal. Jalaria
a Hoover las orejas por malcriado, le afeitaria los
bigotes a Briand, le haria un carinito a Mc Donald
i meteria en un calabozo a Mussolini i a Hittler,
mancornados I desnudos, untindoles miel en el
cuerpo para que se los comieran las hormigas. A
Gdémez de Venezuela no le permitirfa hablar sino en
quechua; a Ibanez de Chile le obligaria a hablar,

44, Pareja, Rio Arriba, pp. 289-90.
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andar, comer, hacer sus necesidades sobre un caballo,

sin poder desmontarse jamas; a Olaya Herrera lo

dejaria en su puesto; i le prohibiria a Vasconcelos que

se volviera a meter en poHtica, fabricandole un palacio

de cristal i de oro, con una tribuna hecha de piedras

preciosas, desde la cual podrfa hablar a los americanos,

i en cuya mansion se dedicaria al estudio, al trabajo

intelectual. Haria que Gandhi triunfase, pero antes le

pondria encima una corona de espinas i una cruz."

While the above paragraph gives evidence of Pareja's early
awareness of history and world events, coupled with an idealistic
sense of justice, it also indicates the major defect of this early
novel--an overabundance of philosophical and political digressions.
However, the combination of these elements, still youthfully
subjective here, will gradually become refined in his novels until
it reaches the stage of objectivity and intellectual sophistication

that we find characteristic in his last novels, especially in the

Los Nuevos Anos series.

All in all, Rio Arriba is not a '""bad' novel. Nor is it a
""good''novel. It is an unsophisticated novel, or as we affirmed
earlier, it is a novel of artistic adolescence. While Alfredo
Pareja's first two novels were completely subjective, regional,
and combative, Rio Arriba does reach toward the transcendental,
albeit through a haze of ornamental rhetoric. The next two years,
however, find our young author making the transition from the
world of a university student to that of a teacher (1931-33). Those
two years must have given our emerging novelist time for a good
deal of reflection, for upon their completion Pareja wrote the novel
that was to completely eclipse his earlier efforts, and in terms of

popularity, many of his later ones--El Muelle.

45. Pareja, Rio Arriba, pp. 189-90.



CHAPTER II

NOVELISTIC COMING OF AGE
THE MARITIME CHOLO

While in Alfredo Pareja's first relatively successful novel

La Senorita Ecuador,we are clearly shown his interest in his cholos,

the novel accomplishes little more than merely making us aware of
that interest. The author's view of the cholo in that novel is for
the most part a youthfully romantic one, and says relatively little
of those aspects of his living conditions which are not on the
picturesque side.

Although Rio Arriba, appearing after Pareja's first trip to
New York, does show more artistic maturity than is evident in La

Sefiorita Ecuador, we still have no conrete indication as to whether

the author's trip significantly increased his perspective of the world
or whether the process of merely living for another year or so
brought about the additional maturity in a natural manner. In Rio
Arriba the author is much concerned with problems of the mind
perhaps the after-effect of a catharsis manifested by his leaving
his homeland, struggling for a living in a not entirely friendly
environment, then returning home somewhat disillusioned. There
is little room in the novel rooted in abnormal psychology for a
penetrating look at society and a defending of the rights of the
downtrodden.

In the four years between the publication of Rio Arriba (1931)

El Muelle (1933), and La Beldaca (1935), however, Alfredo Pareja
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Diezcanseco passes from novelistic adolescence to full manhood.
Now we are clearly able to see the tremendous effect that Pareja's
broadening of his horizons in New York had upon him. We now see
not just an increase in maturity, but a maturity perhaps ahead of
its normal chronological order and based upon eye-witness
experience so dramatic that it must be expressed in a strong and
crystal voice. No long