
        
            
                
            
        

    
[image: alt]


Copyright © Foreign Language Teaching and Research Press 2021

All rights reserved. No part of this publication may be reproduced or distributed by any means, or stored in a database or retrieval system, without the prior written permission of Foreign Language Teaching and Research Press.

本书版权由外语教学与研究出版社独家所有。如未获得该社书面同意，书中任何部分之文字及图片，不得用任何方式抄袭、节录、翻印或存储利用于任何数据库及检索系统等。

Published by Foreign Language Teaching and Research Press

No. 19 Xisanhuan Beilu

Beijing, China 100089

http://www.fltrp.com


京权图字：01-2019-5264




Translated from the English Language edition of Gabriel García Márquez: A Biography, by Rubén Pelayo, originally published by Greenwood, an imprint of ABC-CLIO, LLC, Santa Barbara, CA, USA. Copyright © 2008 by Rubén Pelayo. Translated into and published in the Simplified Chinese and English split language by arrangement with ABC-CLIO, LLC. All rights reserved.




图书在版编目（CIP）数据




魔幻大师的百年孤独：马尔克斯传：英汉对照／（美）鲁文·佩拉约（Ruben Pelayo）著；李艳译．--北京：外语教学与研究出版社，2021.1

ISBN 978-7-5213-2372-6




Ⅰ．①魔…　Ⅱ．①鲁…　②李…　Ⅲ．①马尔克斯（Garcia Marquez, Gabriel 1928–2014）－传记－英、汉　Ⅳ．①K837.755.6




中国版本图书馆CIP数据核字（2021）第035558号







出版人　　徐建忠

责任编辑　马爱群

责任校对　王文倩

插图设计　赵伟哲

出版发行　外语教学与研究出版社

社　　址　北京市西三环北路19号（100089）

网　　址　http://www.fltrp.com

版　　次　2021年3月第1版

书　　号　ISBN 978-7-5213-2372-6




凡侵权、盗版书籍线索，请联系我社法律事务部

举报电话：（010）88817519

电子邮箱：banquan@fltrp.com




[image: alt]


Contents
目　录

Introduction

导言

Timeline

大事年表

Chapter 1 ORIGINS: ARACATACA-MACONDO

Chapter 2 "BOGOTAZO" AND THE BARRANQUILLA GROUP

Chapter 3 CINEMA, EUROPE, AND MARRIAGE

Chapter 4 NEW YORK, MEXICO CITY, AND MAKING FILMS

Chapter 5 THE MYTH OF ONE HUNDRED YEARS OF SOLITUDE

Chapter 6 WORLD FAMOUS, SEPTEMBER 11, 1973

Chapter 7 THE NOBEL PRIZE, TELEVISION, AND MOVIES

Chapter 8 JOURNALISM, PILGRIMS, AND DEMONS

Chapter 9 THE NEW MILLENNIUM

Chapter 10 THE READINGS AND THE FRIENDSHIPS

About the Author

第一章　起源：阿拉卡塔卡—马孔多

第二章　“波哥大事件”与巴兰基亚文学小组

第三章　电影、欧洲、婚姻

第四章　纽约、墨西哥城、电影制作

第五章　《百年孤独》的神话

第六章　1973年9月11日——举世闻名之日

第七章　诺贝尔奖、电视、电影

第八章　新闻、朝圣者、恶魔

第九章　新千年

第十章　书籍与友谊


Introduction

Gabriel García Márquez is one of the world's greatest storytellers.1 He is a journalist, a short-story writer, a novelist, an interna tional best-selling author, a master of "magical realism." In October 1982, then 55 years old, already world-famous, he was recognized by the Swed ish Nobel Foundation as the winner of the Nobel Prize in Literature. The Spanish-speaking world was jubilant, thrilled. The Mexican government, on the same day the news of the Nobel Prize was announced, bestowed on García Márquez the Order of the Aztec Eagle, the highest honor given to a foreign national. The Cuban administration gave him the Felix Varela Medal, the highest honor for intellectual achievement. The Colombian government, which, the year before, had sought his arrest, wanted the prodigious Colombian son back in his native country.

From all corners of the world, "the telegrapher's son from Aracataca" received laudatory calls, whether from friends such as French President François Mitterrand and Cuban President of the Council of State Fidel Castro, or fellow writers, and friends in general. On December 10, 1982, when the Nobel Prize in Literature was bestowed on him, faithful to his roots, he car ried a yellow rose for good luck and wore a white liqui liqui, an informal peasant outfit, typical of northern Colombia. He was the fourth Latin American to win the Nobel Prize in Literature.

The chapters of this book are divided into decades, up to 2007. Each period covers the life, works, and greatest moments of Gabriel García Márquez, as well as what was happening around him. The coda that closes each chapter provides a broad outlook on major world events, with spe cial attention to Latin America and its people. The coda enhances the understanding of the social and historical context of the time period, so the reader can see Gabriel García Márquez within the flow of nations and world affairs. The last chapter, without being comprehensive, is devoted to some of his friends and a number of his readings. His writing has allowed millions of readers around the globe to incorporate a literary concept of Latin America.

García Márquez invented his own make-believe universe and immor talized it as Macondo, rather as William Faulkner did with his imaginary Yoknapatawpha County and its inhabitants. In One Hundred Years of Soli tude (Cien años de soledad), and the work prior to it, García Márquez portrayed the life of Macondo, its peoples, and the saga of the Buendía family, mainly from his place of birth: the small town of Aracataca, near the Colombian Carib bean coastline. But he also sketched from the history of the country and the past of the continent at large, from its discovery to colonial times and the wars of independence. The reader of this book may find that nearly everything he has written is interconnected with García Márquez's own life. The memories of his childhood helped him create his masterpiece, One Hundred Years of Solitude. Raised by his maternal grandparents, he learned the art of storytelling and the importance of words from them. His first book was a present from his grandfather: a dictionary. Like William Faulkner and John Steinbeck in the United States, García Márquez has written about the land and the people who belong to it.

As a 20-year-old, García Márquez began publishing short stories. Like many authors before him, he began working as a newspaper reporter. One of the most widely read writers today, he continues to write journalistic articles. He has continued to publish literature since 1948, but his first major work, Leaf Storm (La hoja-rasca), was rejected for publication in 1952 when he first sent it to Losada publishing house in Argentina. This novella, on the other hand, can be seen as the seed of what was going to become One Hundred Years of Solitude. Leaf Storm set the stage for both themes and techniques observed thereafter in his writing, culminating in One Hundred Years of Solitude. With Leaf Storm, he had found his voice as an author, but not a life as an artist. He would have to wait until 1967, with the overnight international success of One Hundred Years of Solitude, to be able to live as an artist who did not have to do anything other than write. In October of 1967, to escape from the crowds and the spotlight, he and his family moved to Barcelona.

Since 1958, he has been married to Mercedes Raquel Barcha Pardo, the "sacred crocodile," as Plinio Apuleyo Mendoza calls her. Theirs was a love at first sight, which has lasted through the years. They have lived in New York City, Mexico City, Barcelona, Cartagena, and Bogotá, and traveled together around the world. His wife, however, has always kept out of the limelight. The same can be said of their two sons, Rodrigo and Gonzalo.

A college dropout, García Márquez got his education from the friends he made along the way and from his prodigious reading of literature from many nations. Now a wealthy and respected octogenarian, he counts as part of his wealth the number of friends he has kept. Some of these friends are cast in his writing, albeit not as central characters. Critics and biog raphers alike (as is the case in this book) refer to his writing influences, which range from Kafka and Sophocles to Modernist writers of the Ameri can Lost Generation and certain Latin American names. There are obvious influences from, or perhaps simply similarities to, such authors. As critics have pointed out, after all, there is no such a thing as an orphan book: all books are interrelated somehow. Gabriel García Márquez's writing style, however, is all his own. His words have touched millions of readers around the world, in more than 30 languages. His writing skill has allowed mil lions of people to imagine not only Latin America, but to experience most human conditions, as if in literary therapy, that they otherwise would never have experienced.

NOTES

1．编辑注：本书英文版首次出版于2009年，故作者成书时所提到的时间和事件均以当时为准。


导　言

加夫列尔·加西亚·马尔克斯是世界上最擅长讲故事的人之一。他是记者、短篇小说家、长篇小说家、国际畅销书作家，同时也是“魔幻现实主义”大师。1982年10月，时年55岁、已世界闻名的他荣获瑞典诺贝尔基金会颁发的诺贝尔文学奖。消息一出，整个西班牙语世界欢呼雀跃。在诺贝尔奖新闻发布的同一天，墨西哥政府将阿兹特克雄鹰勋章——给外国人的最高荣誉授予加西亚·马尔克斯。古巴政府也将费利克斯·巴雷拉奖章——象征学术成就的最高荣誉颁给了他。一年前还四处抓捕他的哥伦比亚政府迫切希望这位伟大的哥伦比亚之子回到他的祖国。

这位“来自阿拉卡塔卡的电报员之子”收到了世界各地发来的贺电，发贺电的人或是诸如法国总统弗朗索瓦·密特朗和古巴国务委员会主席菲德尔·卡斯特罗这样的朋友，或是作家同行和普通朋友。1982年12月10日，在诺贝尔文学奖颁奖典礼上，出于对家乡的热爱，加西亚·马尔克斯手持一朵象征着好运的黄玫瑰，身着一套极具哥伦比亚北部农民装束风格的白色套装。他是第四位将诺贝尔文学奖收入囊中的拉美作家。

本书的章节以十年为一个时间段来讲述这位大师的生平，一直讲到2007年。每章内容涉及加夫列尔·加西亚·马尔克斯的生活、工作、重大时刻以及当时他周围发生的事。每章的结语对当时世界上的重大事件提供了广阔的视野，并且特别关注当时拉丁美洲及其人民的状况，增进读者对本书每章内容所涉及的社会历史背景的了解，从而使读者理解加西亚·马尔克斯在国家和世界事务中发挥的作用。本书的最后一章尽管内容不够全面，但重点描述了他的一些朋友和他读过的书。他的作品让拉丁美洲的一个文学概念在全世界数百万的读者心中占据一席之地。

加西亚·马尔克斯创造了他独有的虚幻世界——不朽的马孔多，这与威廉·福克纳虚构约克纳帕塔法郡及其居民的做法非常相似。加西亚·马尔克斯基本以他的出生地——位于哥伦比亚加勒比海沿岸的阿拉卡塔卡小镇为原型，在《百年孤独》以及之前的作品中描绘了马孔多的生活、当地的民族以及布恩迪亚家族的传奇故事。除此之外，他还概述了这个国家的历史与南美大陆的过去，从南美洲的地理发现、殖民时代到独立战争。本书的读者可能发现，加西亚·马尔克斯所写的几乎全部内容都与他本人的生活息息相关。儿时的记忆帮助他创作出巨著《百年孤独》。在外祖父母的抚养下，他学会了讲故事的艺术，也懂得了语言的重要性。他的第一本书是外祖父送给他的礼物：一本字典。与美国的威廉·福克纳和约翰·斯坦贝克一样，加西亚·马尔克斯写的都是关于那片土地以及那片土地上的人。

20岁时，加西亚·马尔克斯开始发表短篇小说。与许多前辈一样，他也是从新闻记者做起。今天，作为世界上读者最多的作家之一，他仍继续撰写新闻文章。自1948年起，他开始陆续发表文学作品，但他的第一部重要作品《枯枝败叶》于1952年首次寄给阿根廷洛萨达出版社时遭到拒绝。不过，这部中篇小说成为《百年孤独》的萌芽。《枯枝败叶》所表达的主题以及采用的写作手法一直贯穿他后来所有的作品，并在《百年孤独》达到巅峰。《枯枝败叶》的出版让他以作家的身份发声，但那时的他还达不到艺术大师的程度。1967年，《百年孤独》一面世便在国际上获得成功，加西亚·马尔克斯也一跃成为艺术大师，从此他除了写作再也不用操心别的事情了。1967年10月，为了远离人群和聚光灯，他和家人搬到了巴塞罗那。

1958年，他与梅塞德丝·拉克尔·巴尔查·帕尔多（普利尼奥·阿普莱约·门多萨称她为“神圣的鳄鱼”）迈入婚姻殿堂，从此相携一生。两人的爱始于一见倾心，并且他们一直感情融洽。两人曾在纽约、墨西哥城、巴塞罗那、卡塔赫纳和波哥大居住过，也曾一起周游世界。不过他的妻子从不出现在聚光灯下，他们的儿子罗德里戈和贡萨洛可以说也和她一样。

大学辍学后的加西亚·马尔克斯一路走来结识了许多朋友，并且大量阅读了众多国家的文学作品，以此获得自我教育。如今年过八旬且身家富有、受人尊敬的他将一直与他保持友谊的朋友视作他人生财富的一部分。有些朋友还出现在了他的作品中，尽管他们不是书中的主要人物。文学评论家和传记作家们（本书亦然）都认为他的创作受到了卡夫卡、索福克勒斯、美国“迷惘的一代”的现代主义作家和一些拉美现代主义作家的影响。他的作品明显受到这些作者的影响，也或许仅仅是与他们的作品相似。毕竟，正如评论家们所指出的那样，孤儿书从来就不存在：所有书籍均以某种方式相互关联。然而，加夫列尔·加西亚·马尔克斯的写作风格却是他独有的。他的作品拥有超过30种语言版本，触动了全世界数百万的读者。他独有的写作手法不仅带领读者领略拉丁美洲的生活，也让他们体验了在现实生活中可能永远不会经历的大多数人类境况，就好像用文学治愈人们的创伤一样。


Timeline

1927 ·

Gabriel José García Márquez is born on March 6 in Aracataca, northern Colombia. Lives with his maternal grandparents, Colonel Nicolás Ricardo Márquez Mejía and Tranquilina Iguarán Cotes (cousins).

1933 ·

Receives First Communion and is an altar boy.

1935 ·

Teacher Rosa Elena Fergusson inspires in him his love for poetry.

1936 ·

His most influential male figure, his grandfather, dies. His family moves to Sucre.

1946 ·

Graduates from high school at Liceo Nacional de Zipaquirá boarding school.

1947 ·

Registers in law school at the National University in Bogotá. Publishes his two short stories: "The Third Resignation" ("La tercera resignación") on September 13 and "Eva Is Inside Her Cat" ("Eva está dentro de su gato") on October 25, in The Spectator (El Espectador), Bogotá's premier newspaper.

1948 ·

On April 9, Jorge Eliécer Gaitán, Liberal political leader, is killed. The violence that erupts will last for over two decades. García Márquez moves to Cartagena. On May 21, starts working as journalist for the local newspaper, El Universal. Publishes his third short story, "The Other Side of Death" ("La otra costilla de la muerte"), on July 25.

1949 ·

Drops out of college in Cartagena. Moves to Barranquilla, where he befriends the members of the Barranquilla Group. Writes for the Barranquilla newspaper, El Heraldo, but continues to publish in Bogotá's The Spectator: "Dialogue with the Mirror" ("Diálogo del espejo") and "Bitterness for Three Sleepwalkers" ("Amargura para tres sonámbulos").

1950 ·

While still working for El Heraldo, starts the tabloid magazine Crónica with members of the Barranquilla Group.

1952 ·

The manuscript for Leaf Storm (La hoja rasca) is rejected by Losada publishing house, but his short story "Winter Time" ("El invierno") is published in El Heraldo. The story will later be known as "Monologue of Isabel Watching It Rain in Macondo" ("Monólogo de Isabel viendo llover en Macondo").

1953 ·

General Gustavo Rojas Pinilla seizes power by coup d'état, and becomes president of Colombia. García Márquez sells encyclopedias alongside the Magdalena River and the Guajira Peninsula.

1954 ·

On February 22, starts writing a weekly film column, the first of its kind, for The Spectator.

1955 ·

Travels to Europe for the first time, to cover the "Big Four" Geneva Summit for The Spectator. In Bogotá, Leaf Storm is published. In Rome, he attends the Centro Sperimentale di Cinematografia. By wintertime, he has moved to Paris.

1956 ·

The Spectator shuts down to protest the dictatorship of Rojas Pinilla. From Paris, García Márquez writes for the weekly Elite in Venezuela. Works on the manuscripts for No One Writes to the Colonel (El coronel no tiene quien le escriba), In Evil Hour (La mala hora), and the short stories for Big Mama's Funeral (Los funerales de la Mamá Grande).

1957 ·

Finishes No One Writes to the Colonel. Rojas Pinilla is overthrown.

1958 ·

On March 21, marries Mercedes Raquel Barcha Pardo. Works in Venezuela, for magazines Moment (Momento) and Graphic Venezuelan (Venezuela Gráfica). Dictator Marcos Pérez Jiménez flees Venezuela.

1959 ·

Plinio Apuleyo Mendoza opens an agency of the Cuban Latin Press in Bogotá, and invites García Márquez to participate. First son Rodrigo is born in Bogotá on August 24.

1961 ·

Moves to Mexico City after a short stay in New York City, where he works for Cuban Latin Press news agency. The trip to Mexico with his wife and son is by bus. He wants to see the American South to better understand Faulkner's writing. The manuscript for In Evil Hour wins the Esso Literary Prize. Works as Chief Director for two magazines in Mexico City: Incidents (Sucesos) and La Familia. No One Writes to the Colonel is published in Bogotá.

1962 ·

Second son, Gonzalo, is born in Mexico City on April 16. García Márquez does not authorize the Madrid publication of In Evil Hour. No One Writes to the Colonel is published in book form in Colombia, and Big Mama's Funeral in Mexico.

1963 ·

Writes movie scripts for the Mexican cinema. One of them is The Golden Cockerel (El gallo de oro), based on a story by Juan Rulfo.

1964 ·

Writes the movie script for Time to Die (Tiempo de morir). The script is published in Magazine of Fine Arts (Revista de Bellas Artes).

1965 ·

Starts writing One Hundred Years of Solitude (Cien años de soledad) in Mexico City. A film adaptation of "There Are No Thieves in This Town" ("En este pueblo no hay ladrones") is released.

1967 ·

In June, One Hundred Years of Solitude is published in Argentina and becomes a best seller in Spanish. The book wins the Front Page Prize in Argentina. In July, meets Mario Vargas Llosa, and in October, García Márquez and his family move to Barcelona.

1969 ·

One Hundred Years of Solitude wins the Chianciano Award in Italy and the prize for Best Foreign Book in France.

1970 ·

One Hundred Years of Solitude is published in English. The 1955 journalism article, "The Story of a Shipwrecked Sailor" ("Relato de un náufrago"), is published in book form.

1971 ·

Columbia University awards him an honorary doctoral degree.

1972 ·

Wins the Rómulo Gallegos International Novel Prize in Venezuela and the Neustadt International Prize for Literature in the United States, awarded by the University of Oklahoma and World Literature Today.

1974 ·

Founds Alternative (Alternativa) magazine.

1975 ·

The Autumn of the Patriarch (El otoño del patriarca) is published. Moves back to Mexico City after eight years in Barcelona.

1976 ·

The Autumn of the Patriarch is translated into English.

1978 ·

Writes the short stories "Light Is Like Water" ("La luz es como el agua") and "I Only Came to Use the Phone" ("Sólo vine a hablar por teléfono"). Innocent Eréndira and Other Stories is published in English.

1979 ·

"I Only Came to Use the Phone" is turned into a screenplay. Writes the short story "María Dos Prazeres." A picture based on "Montiel's Widow" ("La viuda de Montiel") is released.

1981 ·

Chronicle of a Death Foretold (Crónica de una muerte anunciada) is published. García Márquez requests political asylum in Mexico. He is awarded the French Legion of Honor Medal.

1982 ·

Wins the Nobel Prize in Literature on October 21. Mexico awards him the Order of the Aztec Eagle, and Cuba the Félix Varela Medal. He is invited to be a member of the Cannes Film Festival.

1983 ·

Chronicle of a Death Foretold is published in English. The film Eréndira is released.

1985 ·

Love in the Time of Cholera (El amor en los tiempos del cólera) is published. The Colombian Federation of Journalists awards him the 40 Años Prize. A new film adaptation of Time to Die is released.

1986 ·

Works with Chilean Miguel Littín in the production of a TV series to depict the repression under Pinochet's dictatorship. Clandestine in Chile: The Adventures of Miguel Littín (La aventura clandestina de Miguel Littín en Chile) is published.

1987 ·

Film adaptation of the novel Chronicle of a Death Foretold.

1988 ·

Finishes Diatribe of Love Against a Seated Man (Diatriba de amor contra un hombre sentado), his only play. Produces six TV shows for the Spanish National Television under the title Dangerous Loves (Amores difíciles).

1989 ·

TV miniseries Miracle in Rome (Milagro en Roma) wins the prestigious Golden Nymph Award at the Monte-Carlo TV Festival in Monaco. The General in His Labyrinth (El general en su laberinto) is published.

1990 ·

Attends a Latin American Film Festival in Japan. Co-writes the TV script The Two-Way Mirror (El espejo de dos lunas) with Mexican Susana Cato. The opening play at the Latino Theatre Festival in New York is Chronicle of a Death Foretold.

1992 ·

Has lung surgery to remove a tumor. Strange Pilgrims (Doce cuentos peregrinos) is published. The Repertorio Español Theater in New York adapts Eréndira.

1993 ·

He is awarded an honorary degree from the Autonomous University of Santo Domingo in the Dominican Republic.

1994 ·

Creates the New Ibero-American Journalism Foundation, a non-profit organization in Cartagena. The University of Cadiz, Spain, awards him an honorary doctorate degree. Of Love and Other Demons (Del amor y otros demonios) is published. Short story "Eyes of a Blue Dog" ("Ojos de perro azul") is turned into a film.

1996 ·

News of a Kidnapping (Noticia de un secuestro) is published. Screenplay collaboration for Sophocles' Oedipus the King is released as Oedipus Mayor (Edipo Alcalde).

1997 ·

Opening speech for the First International Congress of the Spanish Language, celebrated in Zacatecas, Mexico. Meets with President Bill Clinton at the White House.

1998 ·

Becomes one of the owners and Chair of the Colombian magazine Change (Cambio).

1999 ·

No Ones Writes to the Colonel is turned into a film. García Márquez is diagnosed with lymphatic cancer.

2002 ·

Living to Tell the Tale (Vivir para contarla) is published in Spanish.

2003 ·

Living to Tell the Tale is published in English.

2004 ·

Memories of My Melancholy Whores (Memoria de mis putas tristes) is published in Spanish. Film adaptation of In Evil Hour is released.

2005 ·

Memories of My Melancholy Whores is published in English.

2006 ·

Teamed with Fernando Birri to release the documentary ZA 05. The Old and the New (ZA 05. Lo viejo y lo nuevo).

2007 ·

Fortieth Anniversary Edition of One Hundred Years of Solitude is published. The 4th International Congress of the Spanish Language in Colombia is dedicated to Gabriel García Márquez to celebrate his 80th birthday and 25th anniversary as Nobel Laureate. He visits his birthplace, on May 30, with wife, Mercedes. In November, attends the opening ceremony of the 21st International Book Fair in Guadalajara, Mexico. The film adaptation for Love in the Time of Cholera is released on November 16. On December 5th, attends the 29th International Festival of New Latin American Cinema in Havana, Cuba.


大事年表

1927·

3月6日，加夫列尔·何塞·加西亚·马尔克斯在哥伦比亚北部的阿拉卡塔卡镇出生。与外祖父尼古拉斯·里卡多·马尔克斯·梅希亚上校和外祖母特兰基利娜·伊瓜兰·科特斯一起生活（外祖父母是表亲关系）。

1933·

接受首次圣餐仪式，成为一名辅祭。

1935·

罗莎·埃莱娜·费尔古桑老师激发了他对诗歌的热爱。

1936·

对他影响至深的外祖父离世。加西亚·马尔克斯一家搬至苏克雷。

1946·

从锡帕基拉国立中学寄宿学校毕业。

1947·

考入波哥大的国立大学法学院。分别于9月13日和10月25日在波哥大的顶尖报纸《观察家报》发表了他的短篇作品：《第三次忍受》与《夏娃钻进猫肚里》。

1948·

4月9日，自由党政治领袖豪尔赫·埃列塞尔·盖坦遇刺，该事件引发了持续二十多年的全国暴乱。加西亚·马尔克斯搬往卡塔赫纳。5月21日，开始在当地的《宇宙报》担任记者。7月25日，发表第三篇短篇小说《死亡的彼岸》。

1949·

在卡塔赫纳从大学辍学。搬至巴兰基亚，结识巴兰基亚文学小组的成员。为巴兰基亚《先驱报》撰稿，同时继续在波哥大《观察家报》上发表文章：《镜子的对话》与《三个梦游者的苦痛》。

1950·

继续在《先驱报》工作，并与巴兰基亚文学小组成员一起创办《记事》杂志。

1952·

《枯枝败叶》手稿遭到洛萨达出版社拒绝，但他的短篇小说《冬日》在《先驱报》上成功发表。该小说随后以《伊莎贝尔在马孔多观雨时的独白》被大众熟知。

1953·

古斯塔沃·罗哈斯·皮尼利亚将军发动政变上台，成为哥伦比亚总统。加西亚·马尔克斯在马格达莱纳河流域和瓜希拉半岛销售百科全书。

1954·

2月22日，开始为《观察家报》撰写每周电影专栏，此类专栏在哥伦比亚尚属首次。

1955·

首次出行欧洲，为《观察家报》报道日内瓦“四巨头”会议。《枯枝败叶》在波哥大出版。在罗马参加电影实验中心的课程。冬天，搬至巴黎生活。

1956·

为抗议罗哈斯·皮尼利亚的独裁统治，《观察家报》停刊。加西亚·马尔克斯在巴黎为委内瑞拉的《精英》周刊撰稿，并开始创作《没有人给他写信的上校》、《恶时辰》以及《格兰德大妈的葬礼》中的短篇小说。

1957·

完成《没有人给他写信的上校》。罗哈斯·皮尼利亚下台。

1958·

3月21日，与梅塞德丝·拉克尔·巴尔查·帕尔多结婚。在委内瑞拉为《时刻》和《委内瑞拉影像》两本杂志撰稿。独裁者马科斯·佩雷斯·希门尼斯逃离委内瑞拉。

1959·

普利尼奥·阿普莱约·门多萨在波哥大设立古巴拉丁美洲通讯社的一个通讯处，并邀请加西亚·马尔克斯参与。8月24日，长子罗德里戈在波哥大出生。

1961·

在纽约短暂停留后前往墨西哥城。在纽约期间，为古巴拉丁美洲通讯社工作。此次墨西哥城之行他选择与妻子、儿子一起乘坐公交车。他想看看美国的南部，以更好地理解福克纳的作品。《恶时辰》的原稿荣获埃索文学奖。担任墨西哥城的《社会事件》和《家庭》两家杂志社的主编。《没有人给他写信的上校》在波哥大发表。

1962·

4月16日，次子贡萨洛在墨西哥城出生。马德里的一家出版社出版的《恶时辰》未得到加西亚·马尔克斯的授权。《没有人给他写信的上校》单行本和《格兰德大妈的葬礼》分别在哥伦比亚和墨西哥出版。

1963·

为墨西哥电影业编写电影剧本，其中一部是根据胡安·鲁尔福的故事改编的《金色公鸡》。

1964·

创作电影《大限难逃》的剧本，并将其发表在《美术期刊》上。

1965·

开始在墨西哥城创作《百年孤独》。根据短篇小说《咱们镇上没有小偷》改编的电影发行。

1967·

6月，《百年孤独》在阿根廷出版并成为西班牙语畅销书。该书荣获阿根廷头版奖。7月，会见马里奥·巴尔加斯·略萨。10月，加西亚·马尔克斯与家人迁居巴塞罗那。

1969·

《百年孤独》获意大利基安洽诺奖和法国最佳外文书奖。

1970·

《百年孤独》英文版出版。1955年的新闻报道《落难海员的故事》以书的形式出版。

1971·

哥伦比亚大学授予他荣誉博士学位。

1972·

在委内瑞拉荣获罗慕洛·加列戈斯国际小说奖并且在美国获得俄克拉荷马大学和《今日世界文学》共同颁发的纽斯塔特国际文学奖。

1974·

创办《抉择》杂志。

1975·

《族长的秋天》出版。在巴塞罗那居住八年后搬回墨西哥城。

1976·

《族长的秋天》被译成英文。

1978·

创作短篇小说《流光如水》和《我只是来打个电话》。《纯真的埃伦蒂拉与其他故事》英文版出版。

1979·

《我只是来打个电话》被改编成剧本。创作短篇小说《玛丽亚·多斯·普拉泽雷斯》。根据《寡妇蒙蒂尔》改编的电影发行。

1981·

《一桩事先张扬的凶杀案》出版。加西亚·马尔克斯向墨西哥政府请求政治庇护。荣获法国荣誉军团勋章。

1982·

10月21日，荣获诺贝尔文学奖。获得墨西哥政府授予的阿兹特克雄鹰勋章和古巴政府颁发的费利克斯·巴雷拉奖章。受邀参加戛纳电影节。

1983·

《一桩事先张扬的凶杀案》的英文版出版。电影《埃伦蒂拉》发行。

1985·

《霍乱时期的爱情》出版。哥伦比亚新闻记者协会授予他40周年奖。根据《大限难逃》新改编的电影发行。

1986·

与智利导演米格尔·利廷共同拍摄一部电视连续剧，讲述在皮诺切特的独裁统治下人民遭受的种种压迫。《米格尔在智利的地下行动》出版。

1987·

将小说《一桩事先张扬的凶杀案》改编成电影。

1988·

完成唯一一部戏剧《对冷漠男子的爱情咒骂》。为西班牙国家电视台制作六期电视节目《危险的爱》。

1989·

电视迷你剧《罗马神迹》在摩纳哥蒙特卡洛电视节上荣获久负盛名的金女神奖。《迷宫中的将军》出版。

1990·

参加在日本举办的拉美电影节。与墨西哥人苏珊娜·卡托共同创作电视剧《双向镜》的剧本。《一桩事先张扬的凶杀案》成为纽约拉丁戏剧节的开幕剧。

1992·

接受肺部肿瘤切除手术。《异乡客》出版。纽约西班牙大剧院改编《埃伦蒂拉》。

1993·

获得多米尼加共和国圣多明各自治大学的荣誉学位。

1994·

创立新伊比利亚美洲新闻基金会，该基金会是非营利性组织，位于卡塔赫纳。获得西班牙加的斯大学授予的荣誉博士学位。《爱情和其他魔鬼》出版。短篇小说《蓝狗的眼睛》被拍成电影。

1996·

《一起连环绑架案的新闻》出版。与人合作将索福克勒斯的《俄狄浦斯王》改编成电影，以《俄狄浦斯市长》的名字发行。

1997·

在墨西哥萨卡特卡斯举办的第一届西班牙语国际大会上致开幕词。在白宫与美国总统比尔·克林顿会面。

1998·

成为哥伦比亚《变化》杂志的老板之一及编辑委员会主席。

1999·

《没有人给他写信的上校》被拍成电影。加西亚·马尔克斯被确诊患淋巴癌。

2002·

《活着为了讲述》西班牙文版出版。

2003·

《活着为了讲述》英文版出版。

2004·

《苦妓回忆录》西班牙文版出版。《恶时辰》的改编电影发行。

2005·

《苦妓回忆录》英文版出版。

2006·

与费尔南多·比利合作发行纪录片《ZA 05.旧的和新的》。

2007·

《百年孤独》40周年纪念版出版。在哥伦比亚举行的第四届西班牙语国际大会特别献给加夫列尔·加西亚·马尔克斯，以庆祝他的80岁生日，同时纪念他摘取诺贝尔桂冠25周年。5月30日，携妻子梅塞德丝参观他的出生地。11月，参加在墨西哥瓜达拉哈拉举办的第21届国际书展。11月16日，小说《霍乱时期的爱情》的改编电影发行。12月5日，参加在古巴哈瓦那举办的第29届拉美新电影节。


Chapter 1
ORIGINS: ARACATACA-MACONDO

My mother asked me to go with her to sell the house. [...] She did not have to tell me which one, or where, because for us only one existed in the world: my grandparents' old house in Aracataca.

—Gabriel García Márquez, Living to Tell the Tale, 3

Long before his birth, Gabriel García Márquez's family history planted the seeds for his fertile imagination. His creative literary genius was formed by his unusual childhood, his vivid memory, and the perceptions sharpened by being the only child in a household of senior adults until he was six years old. Even the actual date of his birth is uncertain, whether due to inaccessible birth and baptismal records, or to deliberate obfuscation by his maternal grandparents, who raised him from birth to age seven. Gabriel García Márquez's life, however, is not an ordinary chain of events. Joy, love, longing, isolation, and solitude precede his life as a child, as a teenager, as a young adult, and well into his thirties.

Gabriel García Márquez was the firstborn of Eligio García and Luisa Santiaga Márquez Iguarán. His mother was the youngest daughter of Colonel Nicolás Ricardo Márquez Mejía and Tranquilina Iguarán Cotes. His maternal grandfather was a third-generation Colombian of Spanish ancestry. Like his father and his grandfather before him, the Colonel was also a jeweler of sorts. He dropped out of school as a young man to join a Liberal army to fight in the War of a Thousand Days under the command of war hero General Rafael Uribe. When the war was over, he was discharged with the rank of colonel and settled in Aracataca. Although the Liberals lost the conflict against the Conservative Party, the Colonel enjoyed a high reputation in liberal Aracataca.

Like the character José Arcadio Buendía, founder of Macondo in One Hundred Years of Solitude (Cien años de soledad), his maternal grandfather married his cousin, killed a friend in a duel, fathered many children as he went along, and was a jeweler. The fictional Arcadio Buendía also fights in the War of a Thousand Days, and also becomes a colonel. But the War of a Thousand Days was a factual Colombian civil war between the Liberal and Conservative parties. From this war, literally a blood bath for the country, and its serious economic consequences, Panama gained its independence from Colombia in 1903.

García Márquez's maternal grandparents had a large house in Aracataca. It was a sizeable wooden home with a zinc roof, two unpaved blocks from the plaza. His grandfather, an important person in Aracataca, held office as the town's rent collector. Wherever the old man went in the township, he would take his grandson, Gabito, with him. In the late 1920s, when Gabriel García Márquez was a child, Aracataca was already an impoverished town of merchants, small shop owners, few professionals, and one movie house without a roof. The economy of the town was hit hard by the departure of the United Fruit Company (UFC). At the turn of the twentieth century, the UFC employed over 80 percent of the town's population. Few people in the town had cars, and those who did were mostly Americans who worked for the UFC. It must have been a sight to see cars then, some with their tops down, and with English-speaking people driving. But with the collapse of the New York stock market and the Great Depression of 1929, the UFC closed and left town. Once the UFC left, Aracataca began to decay.

García Márquez's maternal grandparents were considered to be among the town's aristocracy, if there ever was one. They had been among the earliest settlers, arriving before the wave of foreigners who came to Aracataca with the banana bonanza, attracted by the UFC.

The love story of García Márquez's parents reflected a common theme of social disparity, with the bride's family's concomitant struggles to prevent the marriage. His father, Gabriel Eligio García, bore the double stigma of being born to a single mother and being a newcomer to the town. He carried only his mother's family name, García. She, Argemira García Paternina, had children by three different men. While that fact might have been unknown to his future in-laws, that Gabriel Eligio García was an outsider was not. He was an obvious stranger in town, one of the many who came to Aracataca looking for a better way of life during the UFC's banana bonanza. Unlike many, he did not gain wealth, but found love instead. His being an outsider was too strong a strike against a bachelor who fell in love at first sight, out of his league. He was, however, the town's telegrapher. This was a rather prestigious job for the town and the historical circumstances, but it was not good enough for his future in-laws, the Márquez-Iguaráns. With their illustrious ancestors' status to uphold, they did not want to allow their daughter to marry a stranger.

The young telegrapher had fallen in love with Luisa Santiaga Márquez Iguarán. Luisa was the youngest daughter of her rather socially prominent, if not wealthy, family. As one of the town's most respectable families, they looked down at those who came from afar. They would do whatever they could to stop their daughter from having anything to do with this man, Gabriel Eligio García—the telegrapher, the stranger. As a writer, Gabriel García Márquez explores this theme, the stranger in town, in many of his short stories and novels.

Their efforts were futile. Luisa Santiaga was hardheaded and determined to love the telegrapher, the outsider, a member of the group the townspeople called "rubbish." These people, attracted to Aracataca by the banana bonanza, were seen as "fallen leaves," an analogy for the title of Gabriel García Márquez's first novel, known in English as Leaf Storm. The telegrapher and the prettiest girl in town were madly in love with each other. He would not let anything come between them. Against the bride's parents' wishes, against all odds, the love shared by Gabriel Eligio García and Luisa Santiaga Márquez Iguarán survived any and all oppositions—as the lovers in Love in the Time of Cholera (El amor en los tiempos del cólera) do. They got married on June 11, 1926, but the young couple had to leave town. They settled in Ríohacha, a port city in the north, on the Atlantic coast in the Department of La Guajira. But the pregnant Luisa Santiaga soon came back to Aracataca by herself, a few days short of the ninth month after their marriage. She came back to give birth to her firstborn, only to leave him behind soon thereafter. The newborn stayed in the house of his maternal grandparents, in Aracataca, and his mother went back to Ríohacha.

Gabriel García Márquez's biography may start with his birth, right here, March 6, 1927. His writing, however, encodes the life of his parents, his grandparents, and, to a great extent, some of the history of Colombia. From this conflicted beginning and unusual early childhood came the indelible impressions that shaped his writing. The facts of his ancestors' lives rivaled the most imaginative fiction, as his grandmother claimed there were ghosts in two locked rooms in their house because people had died in them, leading the poor child to fear the dark and the presence of spirits of the dead.

Could the grandparents Márquez-Iguarán or the baby's own parents have forgotten, for some time, the birth date of the newborn? For decades, readers of Gabriel García Márquez were led to believe he was born in 1928, not 1927.

The boy was baptized in Aracataca, Colombia, as Gabriel José García Márquez. Unlike his father, the baby would carry two last names: García, from his father's lineage, and Márquez, from the maternal side. Let us remember that in some instances, Latin Americans and Spaniards use two last names. The first is the father's family name, and the second refers to the mother's lineage. Not all Latin Americans observe this tradition. Most Latin American writers, in fact, use only their father's last name. Think, for example, of Carlos Fuentes and Octavio Paz; Pablo Neruda and Julio Cortázar; Isabel Allende and Rosario Ferré. However, there are others, such as Federico García Lorca and Mario Vargas Llosa, who carry both parents' last names. The most important figure in Spanish literature uses this tradition. We often refer to him as Cervantes, as we do with Shakespeare or Dante, but his full name is Miguel de Cervantes Saavedra, the novelist, playwright, poet, and creator of Don Quixote. From his birth on, however, Gabriel García Márquez has been called either Gabo or Gabito—nicknames for Gabriel.

[image: alt]　《堂吉诃德》简介

García Márquez remembers discovering soccer in 1931 at four years old. He also recalls the experience of going to Catholic Mass. As a five-year-old, he sees a dead man for the first time (death will be a recurring theme in his writing, particularly in the first short stories), and enjoys Caribbean and tango music, and singing. At this tender age, he shows a prodigy's talent for drawing.

One of his greatest memories is his first contact with the written word at five years old. His grandfather gave him a dictionary as a result of a disagreement with a bystander while at a circus tent in town, over the difference between a camel and a dromedary. Gabito, looking at a dromedary, had asked his grandfather what "that animal" was. A camel, responded his grandfather, only to be corrected by the onlooker. "This book [his grandfather told him] not only knows everything, but it is also the only one that is never wrong."1

If the images of death and the stories of ghosts marked his future writing, from listening to all the women who inhabited the house in Aracataca, getting a dictionary from his Grandpa was definitely a moment that would stay etched in his mind and his future life. He was destined to become a magician with words, a wordsmith. It looks as if, thereafter, nothing else was ever more important than the written word, reading, and writing.

He later recalled, vaguely, that as a young child in 1932 he heard people chanting, "Long live Colombia, down with Peru!" The dispute was over the Colombian-Peruvian boundaries to gain access to the Amazon River. This led to a war over the territory of Leticia, which Colombia lost.

In 1933, now six years old, García Márquez was an altar boy and received his First Communion. Readers of Gabriel García Márquez may notice a marked tendency to deal with religious iconography, names, and liturgical celebrations alongside miracles, priests, and the Church. This is due to his upbringing at home and his schooling up until high school. One of his four sisters, Aida Rosa, became a nun, but changed her mind and left her religious vows of chastity, poverty, and obedience after 22 years of religious life.

When he was six years old, his parents moved back to Aracataca with two more children: his brother, Luis Enrique, a year younger than him, and his sister, Margot. Gabito, however, remained his grandfather's favorite. By then he was used to going almost everywhere in town with him. His beloved maternal grandfather was García Márquez's most influential father figure, more so than his own father. In his childhood, he would call him Papalelo, a compound word Gabito made, fusing Papá and Abuelo. (Abuelo is Spanish for grandfather.) This was nothing out of the ordinary; all small children, in all languages, are linguists to this extent. His grandmother, Tranquilina, was called Mina.

His passion for telling stories started around this time. Upon returning home from the movies, in the company of his grandfather, at the dining table he would recount the films they had seen together in the town's movie theater. He had it in him: he was already a raconteur.

The first two years of school, where he learned to read, were spent at the Montessori Elementary School in Aracataca. By 1935, the eight-year-old had started to read under the direction of teacher Rosa Elena Fergusson, who instilled in him his love for poetry. Poetry, in fact, was his passion until he enrolled in college. Poetry was foremost in Latin American letters until the second half of the twentieth century. The Montessorian teaching method, highly popular at the start of the twentieth century, encourages children to be independent without neglecting a sense of responsibility. The method allows children to come in touch with their senses, and special attention is given to the individual student as opposed to the class as a whole.

García Márquez's sense of independence, observed throughout his life, can be traced as far back as these early years. Not many children learn to live without a mother from almost their moment of birth. One can easily hypothesize that his constant usage of the theme of solitude goes back to these very early years of abandonment. He meets his mother for the first time at the age of five, and his father at the age of seven. If a writer does indeed write about his own experiences, in his case it becomes obvious why solitude is one of the themes that permeate his oeuvre. Most of his characters start as prototypes in his early writings and evolve to full characters in One Hundred Years of Solitude; all of them are based on real people. His thematic issues are all based on real incidents as well.

García Márquez remembers 1936 quite well, not because General Anastasio Somoza took over as dictator of Nicaragua, nor because General Francisco Franco led the start of the Spanish Civil War, but because in 1936, the most influential male figure in his life died. With the death of his chubby, sanguine, one-eyed grandfather, the García Márquez family moved out of Aracataca. The mansion of Gabriel García Márquez's golden years of innocence was left behind, empty. The family literally locked up and left. They came back to Aracataca 14 years later, but only to try to sell the house. García Márquez was 22 years old then. This is, precisely, the moment and the image with which his memoir Living to Tell the Tale (Vivir para contarla) begins, in medias res: "My mother asked me to go with her to sell the house. [...] She did not have to tell me which one, or where, because for us only one existed in the world: my grandparents' old house in Aracataca."2

The year 1936 was indeed a turning point in García Márquez's life, marked by his grandfather's death and the move out of Aracataca. They took his grandmother, Tranquilina, with them and moved to Sincé, a northern town in the Sucre Department, where his father had been born. Without this move, Gabriel García Márquez would not have become the writer he is today. However, the writer he became also responds to the many international borders he has crossed, the books he read, the experiences he survived, and, most importantly, the friends he made along the way.

The same can be said of many writers. What would T. S. Eliot and Ezra Pound have become without the hostility of London? Can we think of Lord Byron without his travels in Italy and Greece? Would Pablo Neruda have written as he did without being able to return to his own home in Chile during the Pinochet dictatorship? García Márquez, however, has been quoted time and again as saying that nothing interesting ever happened to him after the death of his grandfather. It was the end of an era for García Márquez. After that, he says, he felt rather jaded. "Growing up, studying, traveling, none of that particularly attracted me. Nothing interesting has happened to me since."3 From Sincé, his parents moved to Sucre. He helped with the moving arrangements as if he were an adult. This was in the year 1939, and García Márquez was 12 years old.

While his parents lived in Sucre, García Márquez was sent to boarding school in Barranquilla. Although the family knew he would be all alone, Barranquilla was more suited for García Márquez's education. Barranquilla has always been the most industrial and most developed of all cities in the Colombian Caribbean region. To most Colombians, this port city is known as Colombia's Golden Gate. It was there, at the Colegio San José, that he would start writing poetry. Little is known about his elementary school days. His own memoir, Living to Tell the Tale, seems blurry about this period, as if the solitude he felt as a young child in boarding school was a passage he has kept to himself.

Bell-Villada, whose work on García Márquez is among the most complete we have in English, points out that García Márquez's biography prior to the 1960s is surprisingly dislocated. The dislocations, we agree, come from the lack of factual information available about the number of siblings, his birth date, García Márquez's answers in different interviews regarding his books, his likes, and the almost nonexistent information from 1936 to 1940. By 1936, however, we can imagine a rather slim, introspective, withdrawn 9-year-old whose friends used to call him "old man" because of his temperament and personality. During these years, Gabriel García Márquez was discovering books and authors. The educational system in Colombia for elementary school is from first grade to fifth. By 1939, the boy who was going to be the world's best-selling author in the Spanish language had finished elementary school at the age of 12. Soon after, without thinking in terms of junior high school, Colombians attend bachillerato or liceo. Both terms can be transposed to American schooling, if we keep in mind that this level of education goes from the 6th grade to the 12th.

At 1940, the 13-year-old García Márquez made the longest and saddest trip of his young life. Barely an adolescent, he moved away from home again to attend, once more, a boarding school: the Liceo Nacional de Zipaquirá. In May 1982, Plinio Apuleyo Mendoza—a Colombian novelist and journalist, and García Márquez's close friend—published one of the most read and quoted conversations with Gabriel García Márquez. The book was immediately translated and published the year after, in England, as The Fragrance of Guava (El olor de la guayaba). In 1940, the 13-year-old went to high school at a boarding school about 30 miles outside of Bogotá, the capital city of the country.

Getting there by plane now takes about an hour from the coastal Caribbean area where he was living at the time, but in the 1940s, it could take at least a week or longer, depending on the weather conditions and transportation. The trip was one of epic proportions then. It would have started up the Magdalena River (one of the two largest rivers in Colombia; the other is the Cauca in the southwestern part of the country) on a steamboat to Puerto Salgar in the foothills of the eastern Andes mountain range. Thereafter, the trip would have been continued by train—a train ride that goes up the mountain range as the weather changes from hot to cold, the dress code from informal to formal, and the mannerisms from playful and relaxed to reserved and respectful. The ride was a trip from costeño-life to cachaco-life: from coastal to city life. Cachacos is the name given to the peoples of Bogotá and surrounding areas, a name tinged with both disdain and envy. Cachacos are city dwellers, recipients of the old Spanish traditions, institutions, wealth, and culture. To young García Márquez, other than the death of his grandfather, this was the saddest change he had ever experienced. The Andean lifestyle of Bogotá was both foreign and contrary to his Caribbean roots. He cried the first time he saw Bogotá.

But as he grew older, the trip became something to look forward to. The coastal students (costeños) would plan ahead and have parties while riding the boat back and forth to school twice a year. As is typical of García Márquez, these memories find echoes in his writing. The most obvious of the references to the Magdalena River is the one he calls "the River of Love" in Love in the Time of Cholera.

Much of this novel evolves around the Magdalena River. García Márquez evokes his images of it from his teenage years, and his parents' love story. The years at the boarding school at Zipaquirá are his years of coming of age, his own Bildungsroman. As is typical of the hero of the Bildungsroman novel, the young García Márquez was no longer the same when he returned home from his experience in Zipaquirá.

The lifestyle, social contacts, literary readings, tobacco, alcohol, and geography of the Andean savannah had a profound impact on his growth. The school provided him with a strong education, although his heart, he soon discovered, was not in the hard sciences. Mathematics was rather far from his interest; his passion for the humanities became obvious. His teachers, however, were all fond of him. It was at this school that he became interested in Marxism and developed left-oriented tendencies.

While he was in high school, before his graduation in 1946, García Márquez met a most radical teacher, who introduced him to a new wave of Colombian poetry and the works of the Nicaraguan Rubén Darío, leader of the literary movement known as modernismo in Latin America. The Colombian group was known as "Stone and Sky" ("Piedra y Cielo"), as if to suggest a group that aspires to grandiosity while keeping its feet on the ground. Teacher Carlos Martín, the youngest of the group of poets, lost his job and was thrown out of school. Carlos Calderón Hermida, García Márquez's Spanish teacher, motivated him to write short stories and poetry, as well as directed his literary readings.

Almost 19 years old, in 1946 García Márquez finished high school and went back to his family home in Sucre, not knowing what to do with his life. To this date, his memoir, Living to Tell the Tale, helps trace his life, but even in this book, García Márquez was more interested in writing something for posterity than in sharing his life. Somehow, his own novels tell his life story, and this time, when we thought he was going to focus on the facts of his life, his memoir takes the form of a novel. The eight chapters that comprise the book, however, are a tour de force, from his childhood to his first trip to Europe, still single, in 1955.

There is no room for speculation. García Márquez's life as a writer turned out to be what it is today because of his childhood. For the dedicated reader, it soon becomes evident that everything he writes comes from his early childhood. Images, sounds, settings, characters, and even the themes frequently find their origins in Aracataca, in Zipaquirá, in Santa Marta, in Cartagena, someplace in the Colombian landscape, but particularly the Caribbean countryside, for he calls himself a Carib. Most, if not all, of his work can be traced to his own life. His fictionalized characters are representations of real people. He writes about what he knows, with reference to his own experiences. His works are crafted and polished to the minutest detail.

His is a poeticized reality that literary critics in the United States, in the mid-1950s, started calling magical realism. The term, however, was used in Latin American letters as early as 1948, when surrealism seemed to have an impact on literary criticism. German critic Franz Roh used it first in 1925 to refer to the visual arts. Latin American critics and writers, however, were prompt to use it to describe a reality that included the ancient beliefs of the indigenous people of the Americas. García Márquez has captured the attention of readers around the world as a magical realist. Some even see him as synonymous with the term, but there were writers—such as Cuban Alejo Carpentier and Guatemalan Miguel Angel Asturias—who were writing in this style before him. They, too, wrote about a reality where the demarcation between the rational and the irrational was nonexistent. The Venezuelan Arturo Uslar Pietri, who was a friend of both Carpentier and Asturias, is credited with being the first to apply it to Latin American literature as a genre.
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To better understand his writings, as we have noted, the reader must learn about Gabriel García Márquez's family, since his fiction includes a coded biographical account of his parents, his grandparents, and, often, of his friends. The combination of myth and reality in his writing gives room to incorporate what he has experienced, read, and observed about the sociopolitical life of Colombia. Although the settings of all his writings are Colombian, with the exception of the book of short stories Strange Pilgrims (Doce cuentos peregrinos), the plight of his characters is love, the search for love, the lack of love. His fictional world is a human comedy, and most of us find characters with whom we can identify, themes we feel strongly about, or simply stories that are always entertaining. Seemingly local or regionalist, his work is universal. The microcosms he has invented are ageless. The ambitions and frustrations, the anxiety of shame and tenderness, the longing for love and power, and his characters' feelings of immense solitude are all-encompassing. He invented a world that indeed will stand for posterity.

Outside of Colombia, Aracataca is known as the rural town where Gabriel García Márquez was born. Colombia is the fourth largest country in South America after Brazil, Argentina, and Peru. Its population is the third largest in Latin America after Brazil and Mexico. As a country, it is divided into Departments, in the same way that the United States is divided into states. Aracataca is a northern Colombian riverside town, located in the Magdalena Department, built on the side of the Aracataca River. It was founded in 1885. Its climate is tropical with very hot temperatures; humidity can be felt year round, and heavy rainy seasons, from April to June and from August to November, are typical of this Caribbean region.

The image of such constant torrential rains and flooding is captured in the short story "Monologue of Isabel Watching It Rain in Macondo" ("Monólogo de Isabel viendo llover en Macondo"). The title is most appropriate. The pouring rain of this region can often be of biblical proportions. It is not uncommon to see people's homes swept away by the storms. In the story's plot, the railroad tracks are carried away, and people and animals drown, but this terrifying account of a deluge reads as if it were a tropical rain we simply have to come to understand. It is all beyond our imagination, and in the end, the omniscient narrative voice tells us it might have been Isabel's imagination. The story is left open ended. It offers many possibilities for interpretation, and several thematic issues for discussion.

The town of Macondo, the rains, the railroad, the characters, all seem to announce what was yet to come in future writings. We know now that this short story, in fact, was either taken out of or never included in Leaf Storm (La hoja-rasca). In any event, one complements the other. The overwhelming storm seen in "Monologue of Isabel Watching It Rain in Macondo" reaches its highest peak in One Hundred Years of Solitude, where the rains continued for 4 years, 11 months and 2 days. The universe Gabriel García Márquez was going to call his own with the invention of Macondo, however, would cause him to go through long, trying frustrations and disappointments as a writer.

Today, Aracataca's main economy comprises agriculture, livestock, small family business, and trade. But at the turn of the twentieth century, the banana plantations of the American United Fruit Company were the main economic supplier for the inhabitants of the town, simply called Cataca by the townspeople. The still-visible railway of Gabriel García Márquez's short stories—such as "Tuesday Siesta" and the above-mentioned "Monologue of Isabel Watching It Rain in Macondo" —and novels like One Hundred Years of Solitude no longer serves as public transportation. A train still comes through town, however, twice a day, carrying coal to Santa Marta, capital city of the Magdalena Department. Today, transport in and out of Aracataca is via State Highway 45.

Present-day Aracataca has a total of 33 neighborhoods, called "barrios." It is interesting to note that one of them bears the name "Macondo." Although the barrio has the name mostly recognized and associated with García Márquez, the inhabitants of his childhood town refused to vote in favor of a referendum for a name change. The town's mayor, Pedro Sánchez, was most hopeful and thought the name change would bring tourism to aid the town's economy. Although hard to believe, there were not enough votes in favor of the 2006 referendum to change the town's name to Macondo.

Even though few people find their way to Aracataca, looking for the town where García Márquez was born, there are those who make the long pilgrimage from different corners of the world. Rumor has it that in the late 1960s and early 1970s, there were world travelers who came to Colombia, looking for Macondo as if it were a real place.

At one of the entrances to present-day Aracataca, there is a large wall showing García Márquez's bust portrait. It is a rather rustic, amateurish, painted wall. In the upper right corner of the wall is an elderly Gabo, wearing glasses, clapping his hands, smiling, sporting his now-gray, ever-present moustache. The wall features yellow butterflies (reminiscent of Mauricio Babilonia in One Hundred Years of Solitude), the train station, the town's church, and the old-fashioned coal-engine train: that train whose whistle served to tell time to the townspeople; the same train that the reader finds in much of García Márquez's writing; the train that left with a number of people killed during the banana strike of 1928, both in fiction and in real life. The number of people killed during this event, however, is a difficult myth to decode today. The wall reads "I feel as a Latin American from any Latin American country without ever giving up the nostalgia I feel for my home town: Aracataca, where, once I returned, I realized that between reality and the nostalgia I feel for Aracataca was the essence of my oeuvre." The wall may come down sometime, or be changed. It was meant to celebrate his 80th birthday on March 6, 2007. The bottom part of the wall shows a political slogan: "Forging the Future of Macondo," in Spanish, of course, and from side to side, in the style of a banner, the inscription in blue letters, "1927 We Celebrate His 80 Years of Prolific Life 2007,"4 also in Spanish.

Visitors to Aracataca today find a ghost town, with few people on the streets and hardly any car traffic at all. The road to Aracataca bypasses the town, through its outskirts.

CODA

Gabriel García Márquez lived in Aracataca from his birth in 1927 until 1935. Once his family left Aracataca, it took him 15 years to return, on February 18, 1950. Perhaps this visit opened up the walls in his mind where his memories were stored, because right after this first visit to Aracataca, he broke through those walls and began to write more feverishly than during the two years before. He would not come back to Aracataca again until 1983, the year after he won the Nobel Prize in Literature.

Newspapers in Argentina, Mexico, Colombia, Washington, D.C., New York City, and many other places around the globe reported the news of "a magical homecoming" in May of 2007. Now an octogenarian, Gabo was once again back in the town where he was born. His triumphant return, on May 30, 2007, was in a vintage train called "Yellow Train of Macondo." Having a native son like Gabriel García Márquez is not a small thing for the town of Aracataca. In fact, it is certainly not a small thing for Colombia as a whole. Colombians look upon him as national property. Everyone in Colombia, and the Spanish-speaking world, unquestionably looks up to him. In the United States, we pay more attention to him than to any other Spanish-speaking writer. Since 1967, with the publication of One Hundred Years of Solitude, he has remained the most read Latin American author around the world.

Numerous newspapers, scholars, and journalists worldwide are interested in what he does or does not do. Some come to him to petition his opinion about the ongoing violence in Colombia, as if he could undo the complicated political, social, and economic problems that plague his country. His visit to Aracataca, in May of 2007, was in an effort to help boost the economy of the impoverished town of his childhood. The "Yellow Train of Macondo" on which he arrived is the one that would serve to carry the tourists who come to Aracataca to see the town and the house where he was born.

The Colombian Bureau of Tourism revealed that in 2006, 3,000 "literary visitors" came to see his house and the town. Among them, the improvised museum's guest book shows signatures of Europeans and Americans. The present Colombian Government plans to invest over half a million dollars to restore the house where he was born and officially turn it into a museum by 2008. The museum, two blocks from the main plaza, will carry his name. In today's unofficial museum—his paternal house, the house of the town's telegrapher—world travelers can see his first typewriter, old photos of the writer, his family, and extended family.

NOTES

1．Gabriel García Márquez, Living to Tell the Tale, trans. Edith Grossman (New York: Alfred A. Knopf, 2003), 90.
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3．Luis Harss and Barbara Dohmann, Into the Mainstream: Conversations with Latin-American Writers (New York: Harper & Row, 1966), 319.

4．I visited Aracataca in July 2007. I wanted to witness the physical places I have read about for nearly 40 years.


Chapter 2
"BOGOTAZO" AND THE BARRANQUILLA GROUP

García Márquez matriculated at the National University (Bogotá, Colombia) on February 25, 1947. In his freshman year, he passed all his courses except Statistics and Demography. The transition from high school to college is sizeable and challenging. Many young adults find the passage difficult, adverse, unsympathetic, and sometimes even undesirable. Some students do not adapt to the newfound freedom and major responsibilities they face, and often drop out. Money issues can be another obstacle, often solvable, although not always. The matter of vocation, however, may pose a most difficult task for independent young adults. Gabriel García Márquez was one of those young adults who was dissatisfied with his decision to go to college. One of the reasons was the fact that he went to college against his will. It was not his decision. As is often the case with middle-class families where no one has a college degree, his parents wanted him to be the first. On the one hand, his father had dropped out of college for economic reasons. On the other, Gabo was the oldest of 11 siblings. With a college degree, he could help take care of the family. He decided to please his parents and enrolled as a student at the National University in Bogotá, the nation's capital. In February of 1947, he matriculated from Law School.

In Colombia, and the rest of Latin America, the degrees of law, medicine, and architecture—to name three fields of specialization—are part of the undergraduate studies curriculum. García Márquez was a 20-year-old Caribbean who did not have the best opinion of Bogotá. To him, the weather was too gloomy and the manners and customs too stiff. In Bogotá, interestingly enough, he felt like a stranger. Coming from a Liberal household, and particularly from the Colombian coastal area, García Márquez would associate Bogotá with centralized power and dictatorship. Colombia, like most Latin American countries, has suffered from centralized power since colonial times. It is in their capital cities that Latin American nations have their highest population, largest economic centers, best universities, and seats of government. Anything of importance—whether political, literary, financial, or otherwise—with few exceptions, converges in the capital cities. The people of Bogotá look at the rest of the country with a certain disdain. The rest of the country, in return, calls them either cachacos or rolos, as if disregarding them, but also acknowledging their elegant dress, good schooling, and manners. The younger generations from Bogotá are identified as rolos, a newly coined term not usually used for people in their 50s or older; they are exclusively cachacos. Divided by regions and political affiliations, or social class, for that matter, Colombians also have identifiable forms of speech—phrasing and intonation—that differ from their lexicon. The people of Medellín, for example, are identified as paisas. García Márquez is a costeño, from the North Atlantic coastal area. He, however, calls himself a Carib. In 1982, García Márquez published a book of his journalistic work, covering the years of 1954 and 1955, and, appropriately, called it Among Cachacos: Journalistic Work 2 (1954–1955) (Entre Cachacos: Obra periodística 2 (1954–1955)).

Bell-Villada describes García Márquez's days in college: "Floating about in a state of chronic personal depression, he led a life in the main to the lecture halls, the boarding house, and the nearby cafés, where, book in hand, he would show up unshaven and badly dressed."1 An image we have of him, in contrast, is his tenacious and firm desire to write. He demonstrated that in high school. Most of what he wrote in high school is lost, but in Living to Tell the Tale, he states that in those years, he wrote poetry.

In 1947, as a 20-year-old, he was soon going to surprise his friends and those who knew him with his first publications. As it was in high school, however, his passion for letters continued to be poetry, not the short story or the novel. Instead of preparing for his college courses, during the weekends he would ride the trolleys in Bogotá, just to kill time and read poems. "My most pleasant form of entertainment (at the time) was to sit, Sunday after Sunday, on those blue-paned trams that took you back and forth from the Plaza Bolívar to the Avenida de Chile for five cents."2 Around that time, he came into contact with a novel that was going to be instrumental in his shift from poetry to prose. Along those lines, he also met a transcendental and dear friend.

The novel was The Metamorphosis, published in 1915 by the Jewish, Czech-born, German writer Franz Kafka. For García Márquez, reading the opening paragraph of Kafka's The Metamorphosis was almost as if he were listening to the stories his grandmother would tell him when he was a child. The friend he met was Camilo Torres Restrepo. Father Camilo Torres, a member of a prominent family in Bogotá, was two years younger than García Márquez. "Camilo Torres baptized García Márquez's first son, Rodrigo, and became a popular figure for turning priesthood into a form of rebellion. He was killed by the Colombian armed forces on February 5, 1966."3 He was only 37.

The impact of Camilo Torres on García Márquez comes to the fore in the Nobel Laureate's memoir, Living to Tell the Tale. The episode dedicated to him is inspirational. Father Camilo Torres seems to jump off the pages more powerfully than the priests who inhabit García Márquez's short stories and novels. Could he, Camilo Torres, have served as a model for the many priests who populate García Márquez's writing? Although most of Gabo's devotees know of their friendship, no one has ever asked García Márquez that question.

The Metamorphosis alone secured Franz Kafka a place in world literature. Gabriel García Márquez, on the other hand, through simply reading it, gained enough self-confidence and inspiration to write his first short story. He has been quoted as saying that right after reading the opening paragraph of The Metamorphosis, he closed the book, trembling. This is how The Metamorphosis starts: "As Gregor Samsa awoke one morning from uneasy dreams, he found himself transformed in his bed into a gigantic insect. [...] His numerous legs, which were pitifully thin compared to the rest of his bulk, waved helplessly before his eyes. [...] 'What has happened to me?' he thought. It was no dream."4 " 'Christ,' [García Márquez] thought, 'so this is what you can do.' [And] the next day he wrote his first story."5 Apuleyo Mendoza does not provide the name of the short story, but it was "The Third Resignation" ("La tercera resignación"). It was first published in The Spectator (El Espectador) of Bogotá.

Bogotá was a cold and distant place for the young Caribbean college student. The city has an altitude of 8,700 feet above sea level. Throughout the year, the days are rather cool and the nights can be unpleasantly cold for people not used to low temperatures. The city's average temperature is 57 degrees Fahrenheit during the day and 48 degrees at night. It rains heavily during April and October, but there are also days of light rain in July and August. García Márquez, at that time, was a chain smoker, so the high altitude made him feel short of breath. While Bogotá was a city where the influence of the supernatural of his childhood was rather removed from society, the advent of Kafka's The Metamorphosis was a strong connection to his infancy. The tempo and dynamics of the city were those of the most important city in Colombia. The fashions were European, the president of the country did business here, and everything Colombian of great importance seemed to have its epicenter here. Bogotá, García Márquez has said, "is the city which impressed me the most and which marked me the most. The afternoon I arrived in Bogotá, a somber city, it was raining, with the streetcars throwing sparks as each passed a street corner. And everyone was hanging from them. All men were dressed in black, wearing hats, and not a single woman."6 He made the statement many years after his freshman year in college, when he was 54 years old, a world traveler who had seen most of, if not all, the important cities in the world. He also had homes in several of them.

But during his freshman year in college, he was broke, was not interested in law, and his first publication took him by surprise. It appeared in a weekly literary supplement for The Spectator called "Weekend" ("Fin de Semana"). He remembers not having the five cents to buy the newspaper, and no friend was in sight to loan him the money. The chief editor of the supplement was Eduardo Zalamea Borda, a well-regarded journalist, politician, novelist, and critic in Colombia. Zalamea Borda took an interest in García Márquez's first short story and published "The Third Resignation" on September 13, 1947. This event and his "learning" about arts and letters in the downtown cafés had not changed his feelings about Bogotá.

He wrote, "I always arranged for the waiters to put me as close as possible to the great master León de Greiff, [...] who would begin his tertulia at dusk with some of the most famous writers of the day, and end with his chess students at midnight, awash in cheap liquor."7 León de Greiff, at the time, was a 52-year-old intellectual poet whose friends were poets, musicians, and painters—Gabo was 20 years old. De Greiff was an influential figure in the poetic and literary Colombian circles. Eduardo Zalamea Borda was one of the intellectuals who would sit at de Greiff's table. De Greiff was a Colombian of Spanish, German, and Scandinavian ancestry, and author of several poetry books. Like many Latin American poets of the second decade of the twentieth century, he was influenced by both French surrealism and by a Chilean poet, Vicente Huidobro.

García Márquez, although almost penniless, was already getting in touch with leading Colombian intellectuals. Above all, however, Gabo decided to focus on his reading and writing, and ignored his law coursework at the National University. Among other authors, he was reading Fyodor Dostoevsky and Leo Tolstoy, considered the best novelists of Russian literature, and the French novelists Gustave Flaubert and Stendhal, whose real name was Marie-Henri Beyle. Around that time, he also started reading the literature of the Argentine Jorge Luis Borges, and English authors Aldous Huxley, D. H. Lawrence, and Graham Greene. He must have felt as if he had homework to do and the assignment was literature, not law. He was literally reading almost every author he could, as long as his friends would lend him the books.

During the pivotal year of 1947, Gabriel García Márquez was also first introduced to the literature of the Irish novelist James Joyce, best regarded for his experimental work in Ulysses and Finnegans Wake. García Márquez was interested in reading novels, but during the 1940s, poetry was still at the forefront of literature in the Spanish America. With poets like the Chileans, Vicente Huidobro and Pablo Neruda, the Peruvian César Vallejo, Cuban Nicolás Guillén, and Mexican Octavio Paz, among many others throughout the Spanish-speaking world, a new form of poetry was being written. Pablo Neruda, born Ricardo Eliécer Neftalí Reyes Basoalto, gained popularity for his poetry, use of language, and political statements. The name "Pablo Neruda" started first as his penname, but sometime later became his legal name. Neruda and García Márquez met years later and became very close friends. With only the authority of his own voice, García Márquez has said that Pablo Neruda was the greatest poet of the twentieth century. An overstatement, perhaps, but Neruda was recognized with the Nobel Prize in Literature in 1971.

"The Third Resignation" brought García Márquez the joy of being a published author. His elation, however, was as great as his fear of continuing writing. Upon publishing García Márquez's second short story, "Eva Is Inside Her Cat" ("Eva está dentro de su gato"), six weeks after the first one, Zalamea Borda wrote, "[This] is not something that all 20-year-old boys just beginning their relationship with letters can accomplish. [...] With García Márquez, a new and notable writer has been born."8 "Eva Is Inside Her Cat" was published on October 25, 1947, in the same newspaper—The Spectator. At that time, Zalamea Borda and young García Márquez had not yet met. The two publications for The Spectator were illustrated. What Zalamea Borda saw in the two short stories published in The Spectator was much different from what the critics wrote about them in the United States, after 1970, when his most famous novel, One Hundred Years of Solitude, was translated. These two stories and those that followed were the spark of the writer who was yet to come. He had a fascination with structure, and at the time, he was merely an apprentice. Emulating Kafka was much too ambitious and his readership rather weak. After all, one must remember, he was enthralled with poetry, not prose.

As it was with his childhood, his first year of college, the only one he completed at the National University in Bogotá, left him with memories as deep as the sea. Only this time, the memories would be both literary and political, and would add to his incredibly dense self-referential writing, which, although it seems fictional, all has a thread tied to reality. Enthralled by his desire to read novels, his absenteeism from university became chronic. He went to parties, dances, and brothels, studied with friends for final exams, did some last-minute cramming, and still managed to pass most of his courses during his freshman year. Interestingly enough, his political interests did not surface at all. That year of 1947, he was also introduced to journalism. It was his friend Camilo Torres, in fact, who introduced him to the journalist Plinio Apuleyo Mendoza. Plinio introduced him to his sister. She, in turn, got him interested in journalism. Plinio Apuleyo Mendoza became his compadre when, 12 years later, he served as godfather to Gabriel García Márquez's firstborn son, Rodrigo. The baptism took place at the Palermo Hospital in Bogotáand Father Camilo Torres officiated at the ceremony.

In 1948, at age 21, García Márquez came back to Bogotá from his parents' home in Sucre to start classes as a sophomore. They were so proud of him that they bought him his first typewriter. If leaving Aracataca as an eight-year-old was a turning point, the year of 1948 was going to be a stepping-stone, a crossroads for the young Gabriel García Márquez. This crucial year, in effect, was a crack in time for all of Colombia. For young readers of the twenty-first century, it may seem that the violence we hear about today in Colombia could have started right around this critical year. However, the political feud between the Conservative and Liberal parties can be traced back to the nineteenth century, and the many civil wars Colombia underwent as these two political parties opposed one another. On April 9, 1948, this feud was brought back by the assassination of a Liberal candidate in broad daylight. Jorge Eliécer Gaitán, who two years earlier had lost the presidential election against Mariano Ospina Pérez, was assassinated. He was killed in downtown Bogotá, around lunchtime.

For García Márquez, this caused a rude awakening of his political beliefs, obscured by his limitless interest in literature. On that day, hundreds of angry people took to the streets, first in Bogotá and then in the rest of the country, to riot in protest of the assassination of their favored candidate to the presidency. If presidential elections had taken place that year, some went on to say, Eliécer Gaitán would have won—but elections would not take place until two years later. What came to be dubbed the "Bogotazo" lasted for three consecutive days and nights. Neither the number of people killed nor the assassin's name has ever been disclosed to please the public. Although the analogy with the assassination of President John F. Kennedy may seem audacious, not many believed that one man alone was the executioner. "Even today, there is no unanimous belief that it was Juan Roa Sierra, the solitary shooter who fired at him from the crowd on Carrera Séptima."9 The resulting violence lasted three days, but the fighting and deaths continued through the mid-1960s. The death toll, to date, remains unknown. Government offices said a total of two hundred thousand lives were lost; others have stated three hundred thousand. Historians, as well as the public, call this undeclared civil war between Conservatives and Liberals "The Violence." The hatred experienced by Colombians during those years is reflected in García Márquez's works In Evil Hour (La mala hora), No One Writes to the Colonel (El coronel no tiene quien le escriba), and short stories like "Montiel's Widow" ("La viuda de Montiel"). The absurdity of it all is that when Colombians went to the polls, two years later, in 1950, they supported yet one more Conservative Party candidate, whom the rioters had seemed to oppose. They elected President Laureano Gómez, a right-wing extremist of the Conservative Party who ruled the country with an iron fist from 1950 to 1953. In fact, the Liberal Party, due to the wave of violence the country was undergoing, decided not to run after the killing of Liberal leader Eliécer Gaitán. The candidate for the Liberal Party, Darío Echandía, declined his candidacy for the presidency on the basis that there were no guarantees for the well-being of his political party.

With the city of Bogotá literally in flames and in ruins, ringing with shots and explosions, García Márquez moved to Cartagena, a large walled-city seaport named after the port of Cartagena in Spain's Murcia region. Although he continued to study law at the University of Cartagena, he was definitely more interested in writing. This capital city of the Bolívar Department, today about a five to six hours' drive from the town of his birth, was going to be more benign than Bogotá. His means of living were as precarious as they had been in Bogotá, but here, in Cartagena, on May 21, 1948, he was actually on the payroll of the local newspaper, El Universal. His literary readings of the year before were to pay off greatly, as he went on to pursue journalism without having had the proper schooling for it.

He literally had to juggle his law studies at the University of Cartagena during the day and work for the newspaper at night. The newspaper column was called "Period, New Paragraph" ("Punto y Aparte"). He was close to failing as a student at the University of Cartagena. During that time, however, García Márquez enjoyed the sympathy and direction of one of his professors, Mario Alario Di Filippo. He was a lawyer and well-known Colombian intellectual. On August 6, 1975, Di Filippo became a member of the Colombian Academy of Language. García Márquez's work as a journalist eventually became literary journalism, but not without the scrutiny and direction of Clemente Manuel Zabala, who helped the young Gabo in the art of journalistic writing. It would not be until many years later, however, that Zabala's teachings would turn into literary journalism. It was a journalistic approach somewhat similar to that incorporated into literature by the Americans Ernest Hemingway and Truman Capote. In the United States, many consider Truman Capote to be the father of literary journalism, for his non-fiction novel In Cold Blood. Although several of García Márquez's important works fit into this genre, the one that gained him worldwide recognition was Chronicle of a Death Foretold (Crónica de una muerte anunciada). Other works in this genre are The Story of a Shipwrecked Sailor (Relato de un náufragio), Clandestine in Chile: The Adventures of Migue Littín (La aventura clandestina de Miguel Littín en Chile), and News of a Kidnapping (Noticia de un secuesto).

The offices of the El Universal newspaper in Cartagena were located on the street San Juan de Dios. Clemente Manuel Zabala was the director of the newspaper. He had read García Márquez's short stories, published in The Spectator of Bogotá, and was rather impressed with his writing. But García Márquez had much to learn about literature and journalism. Zabala, in essence, was García Márquez's editor when necessary. Zabala was the first to read and edit all the originals of Leaf Storm.10 Those were the days when García Márquez used to sleep on the newspaper rolls after the offices of El Universal were closed. His parents were living in Sucre, and Gabo did not have an apartment or a room in a boarding house. When he was lucky, he would have enough money to pay for a hotel room, which also functioned as a brothel. His firsthand knowledge of the life of prostitutes has its origin in these days. These were experiences that would later become a recurring theme in his writing. Prostitutes, as symbols of exploitation, would come in and out of his future writing. The most audacious of them all are "The Incredible and Sad Tale of Innocent Eréndira and Her Heartless Grandmother" ("La increíble y triste historia de la cándida Eréndira y de su abuela desalmada"), and Memories of My Melancholy Whores (Memoria de mis putas tristes).

The column, "Period, New Paragraph," which he wrote in 1948, was more of a chronicle of what was happening in Cartagena. But he also wrote commentaries about George Bernard Shaw, Aldous Huxley's most famous novel, Brave New World, and a brief note about American cinema. From May of 1948 to December of the same year, Gabriel García Márquez put his name to 36 newspaper pieces for his column in Cartagena's El Universal. While he was learning journalism under Zabala's watchful eye, he was feverishly trying to write his own short stories. The Spectator of Bogotá published his third short story, "The Other Side of Death" ("La otra costilla de la muerte"), on July 25, 1948. He was fortunate enough to have come into contact with those who had power in the city, the upper middle class, all members of the Liberal Party, but his passion for writing was all his own.

The most influential figure during his first stay in Cartagena, in 1948, was Clemente Manuel Zabala. During this time, Gabo also met Víctor Nieto Núñez, an important name in Cartagena's public life and a pioneer of radio, radio journalism, and film. Nearly 10 years his senior, today Víctor Nieto Núñez and Gabo are both central figures of the Cartagena Film Festival, with Nieto Núñez Director of the festival. The international film festival, the oldest of its kind in Latin America, in 2007 honored García Márquez's work in film and the documentaries made about him.

During 1949, Cartagena was going through major changes, and García Márquez, still working as a journalist for El Universal, was both a witness and a reporter. The prologue of his novel Of Love and Other Demons (Del amor y otros demonios) opens with the date October 26, 1949. At first glance, the facts we read in the prologue have historical value and the reader, thereafter, may assume that as the story of Sierva María de Todos Los Angeles unfolds, it is based on reality. However, García Márquez himself publicly denied that the facts mentioned in the prologue ever happened.11 According to Gustavo Arango, October 1949 was a month of important religious and political events in Cartagena, which may have influenced the creation, many years later, of the novel Of Love and Other Demons. Journalist, novelist, and critic Gustavo Arango records that in October 1949, the only El Universal article García Márquez signed, on October 7, with his full name was the one about the death of Edgar Allan Poe. It was a note on the one hundredth anniversary of the death of the American poet and short story writer, who died on October 7, 1848, at the age of 39. The title of the article was "Poe's Life and Novels" ("La vida y novela de Poe"). The newspaper article provides an incredible opportunity to look into the life of a 22-year-old who has a strong opinion on the subject he's writing about. Poe's life, he writes, "was the fulfillment of a tragic itinerary. Like those of his American contemporaries—Nathaniel Hawthorne and Herman Melville—Poe left in each one of his words the testimony of a neurosis that took over all aspects of his psychological universe."12 He goes on to state that he is a reader of the detective novel, as genre. He adds that without Poe's narratives of mystery and the macabre, and short stories like "The Murders in the Rue Morgue," we would not have such writers as Thomas De Quincey, whom many see as the father of the detective novel, nor would Conan Doyle, S. S. Van Dine, and Ellery Queen enjoy the prestige they do today. He closes the article with a wish in the first personal singular pronoun: "I hope this, the one hundredth anniversary of his death, marks a just and definitive date to value the work by Edgar Allan Poe."13
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By the end of 1949, then 22 years old, having dropped out of college at the University of Cartagena, García Márquez moved to Barranquilla. His professor at the University of Cartagena, Mario Alario di Filippo, who thought Gabo was a genius, gave him the money for the move.14 When Gabo left for Barranquilla, according to Carlos Alemán, a friend from Gabo's youth, "Mercedes was already in Barranquilla. Her father had a drugstore in the Boston barrio. Gabito always kept an eye on her; he would visit her constantly. He left Cartagena for Mercedes and because they [El Heraldo] paid him better."15 Today the city of Barranquilla is a two-hour drive from Cartagena, on a relatively good, paved two-lane road. Barranquilla is a more industrial, more economically sound city than Cartagena. Esthetically, however, there is no comparison with anywhere else in Colombia: the walled city of Cartagena is peerless.

Typical of all the moves Gabo made throughout his life, moving to Barranquilla was also a good stepping-stone for the development of the aspiring young writer. Although now living in Barranquilla, García Márquez continued to publish in The Spectator of Bogatá. In 1949, he published two short stories there: "Dialogue with the Mirror" ("Diálogo del espejo") and "Bitterness for Three Sleepwalkers" ("Amargura para tres sonámbulos"). These two short stories were his fourth and fifth publications. According to Jacques Gilard, the former is still reminiscent in style of Kafka's influence. The latter, however, has traits of the inspiration that García Márquez took from Faulkner's The Sound and the Fury.16

In Barranquilla, Gabo wrote for the newspaper El Heraldo. The central figures and major influences of his stay in the city of Barranquilla were the journalist, novelist, and intellectual José Félix Fuenmayor, alongside Ramón Vinyes, a playwright, journalist, and businessman. Vinyes, Bell-Villada says, was more of a literary father to García Márquez. Gilard, on the other hand, observes that this Catalan, who was going to be a significant figure for Gabo, had in fact read Faulkner in 1939, in France, and Virginia Woolf by 1940. Vinyes wrote a literary column for El Heraldo called "Clock Tower." Although García Márquez only knew Ramón Vinyes for rather a short time, he has great, long-lasting memories of him. In the back of the house where he was born in Aracataca, the House Museum undergoing restoration, there is a plan for a small auditorium that will bear his name: Ramón Vinyes, "The Wise Catalan" ("El sabio Catalán"). The group of young journalists, álvaro Cepeda Samudio, Germán Vargas, and Alfonso Fuenmayor, and the elders, Félix Fuenmayor and Ramón Vinyes, would become yet another group of contributors to the rapid literary growth García Márquez was undergoing while away from the university classrooms. Gabo, in essence, became a self-taught literati through his friends. In the coastal city of Barranquilla, Gabo got together with these friends for both work and discussions at a bohemian café called "Happy." Their conversations were invariably about politics, combined with literature—or perhaps the other way around.

The president of Colombia was the engineer Mariano Ospina Pérez, member of the Conservative Party. He had won the presidential election of 1946 and survived the infamous Bogotazo of 1948, when Jorge Eliécer Gaitán was killed. Of the group of friends called the Barranquilla Group by some literary critics, García Márquez is fond of mentioning primarily three names: álvaro Cepeda Samudio, Germán Vargas, and Alfonso Fuenmayor; the latter is the son of José Félix Fuenmayor. The three of them—Alvaro, Germán, Alfonso—plus Ramón Vinyes appear at the end of One Hundred Years of Solitude as characters, with their own names, as does García Márquez's wife, Mercedes.

It was around this time, through the influence of the Barranquilla friends, that García Márquez came into contact, or rather became more involved, with the literature of Defoe, Dumas, Woolf, Melville, and Hawthorne. Of the group of friends, he was the only one who had not read A Journal of the Plague Year by English writer Daniel Defoe, and The Count of Monte Cristo by the Frenchman, Alexandre Dumas.álvaro Cepeda gave him Mrs. Dalloway by Virginia Woolf as a present—the only book written by a female that he has been quoted as reading during those times. He also read Herman Melville's Moby Dick, and Nathaniel Hawthorne's The House of the Seven Gables. In his memoir Living to Tell the Tale, he said the latter book marked him for life; indeed a strong statement, but he does not say how or why. To this list, Gilard adds the Americans John Dos Passos, Ernest Hemingway, John Steinbeck, Erskine Caldwell, and the English author Aldous Huxley. While García Márquez was sick, without anything to read at his parents' home in Sucre, his friends from the Barranquilla Group sent him a box of books to read.17
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When he started to write for El Heraldo, on January 5, 1950, he had an editorial column called "The Giraffe" ("La Jirafa"). This time, as a 23-year-old, he did not put his name to his writing, but wrote under the pseudonym Septimus. His signing as Septimus was most likely inspired by his new discovery of Virginia Woolf's novel Mrs. Dalloway. It is interesting, however, that Septimus is an anxious, manic-depressed character who ultimately commits suicide in Woolf's novel, Mrs. Dalloway.

His work for the Barranquilla newspaper El Heraldo kept him very busy. For the month of January, he wrote 14 columns under the name Septimus; 14 in February; and 27 in March. March and May were the two months when he wrote the most articles in 1950, both months with 27 entries each. His notes, signed Septimus, dealt with a large variety of issues: Eva Perón's appendectomy, Ingrid Bergman, Nostradamus, President Truman, Rimbaud, and Verlaine. Among the many pieces he wrote that year, one, written in April, was about the Nobel Prize in Literature. The title he used was "Once Again the Nobel." He was defending the rumor that the Venezuelanborn writer and politician Rómulo Gallegos might be the winner of the Nobel Prize for 1950. The Venezuelan author, who became president of Venezuela in February of 1948, did not win then, or ever. In his column, Gabriel García Márquez argues that the Chilean poet Gabriela Mistral was not worthy of receiving the Nobel Prize in 1945, as Pablo Neruda was already around, and to his evident consternation, he adds that William Faulkner may never get it. With emotion, he writes, "In the United States, there is someone named William Faulkner, someone who is the most extraordinary that there is among the world's modern novelists, no more, no less."18 Gabo shows in this article that he had no time to research the news he wrote about. William Faulkner, in fact, had received the Nobel Prize the year before! He corrects himself later the same year, in November, with an article titled "Faulkner, Nobel Prize." This time, however, he quotes Faulkner's home as Oxford, Missouri, as opposed to Oxford, Mississippi.

García Márquez had strong feelings about many issues. The same month he published the piece about Faulkner and why he would never get the Nobel Prize, he wrote about the status of the Colombian novel; the headline was "The Problem with the Novel?" In sum, the crisis he saw was the lack of influence on the Colombian novel by writers like Joyce, Faulkner, and Woolf. It was too soon for him to be undertaking literary analysis in an area of expertise that was not his, but he did. The fascination he felt for literature, and the company he kept with older friends, mainly the Barranquilla Group, seemed to have led him to write as he did in regard to Truman Capote's short story "Miriam," and Ernest Hemingway's novel, Across the River and into the Trees. The short story was too long to be good; the novel was a good example that Hemingway was on his way out. "Hemingway's life of the last few years seems to be a strategic farewell, a voluntary death like that of suicide, but more realistic, more rational, of course."19 Two years later, Hemingway published The Old Man and the Sea and received the Pulitzer Prize for Fiction for it in 1953. In 1954, Ernest Hemingway was awarded the Nobel Prize in Literature. However, at the age of 61, anxiety-ridden and depressed, he took his own life, on July 2, 1961.

The Barranquilla Group, perhaps driven by their intellectual ambition, started Crónica, a tabloid magazine that combined literature with sports news. This was a weekly publication, first published on April 29, 1950. Alfonso Fuenmayor was the director, and García Márquez was the editor in chief. The two of them would bear most of the responsibility for putting out the weekly publication, but the rest of the Barranquilla Group were members of the Board and contributed with their writing. While the magazine's Board of Directors published its own literary interests, what they were reading, it was also a form of self-promotion for their own writing. José Félix Fuenmayor published seven short stories, García Márquez published six, and álvaro Cepeda Samudio published four. However, the magazine, wrote Jacques Gilard, became one of the best of its kind in Colombia. Not a small triumph, considering that Criticism (Crítica), edited by Jorge Zalamea, was publishing in Bogotá at the same time.20 Jorge Zalamea was considered then, and now, to be an influential author, essayist, critic, and poet. Crónica, on the other hand, allowed García Márquez to show off his drawing abilities. Many of the stories featured in the magazine were illustrated with his own artwork. "The Night of the Curlews" was one of the short stories he published in Crónica. The magazine ceased publication in June of 1951.

By February of 1951, García Márquez had moved back to Cartagena, but continued to work in partnership for the El Heraldo newspaper. The move was perhaps prompted by the fact that his parents had moved from Sucre to Cartagena. We say "perhaps" only because García Márquez, for any number of reasons, lived with his parents for only very short periods at a time. Their moving to Cartagena would not have been a strong enough reason to just let Crónica die. He might also have intended to continue with his studies at the University of Cartagena. But that was not the case, as all he ever wanted to do was write.

During 1951, now living in Cartagena, he worked for El Universal again, to make ends meet. His name, however, did not appear on any of the pieces published. Why? A good answer is the fact that he continued to write for Barranquilla's El Heraldo to pay off a loan he had taken from them to help his family buy furniture for their move to Cartagena.

By February of 1952, Gabo had returned to Barranquilla. It was as if he had never left. From Cartagena, he kept sending his newspaper articles for publication in Barranquilla's El Heraldo, to repay the loan. Now he was back to work at the newspaper again, writing his column, "The Giraffe." For each of these pieces, the Barranquilla newspaper would pay him three pesos. During 1952, Gabriel García Márquez had two major character-forming experiences. On one hand, he endured the death of his mentor and intellectual "father figure," Ramón Vinyes, who died in Barcelona. On the other, he experienced the rejection by Argentine publishing house, Losada, of his manuscript for the novel Leaf Storm. Losada had planned to publish a Colombian novel to help its sales in Colombia, and García Márquez submitted the manuscript for Leaf Storm. Losada, whose director was Guillermo de Torre, selected Christ Turns His Back (El Cristo de espaldas) by the Colombian writer Eduardo Caballero Calderón. This realist novel deals with the Colombian violence that reached unimaginable proportions after the 1948 Bogotazo.

Before 1952 was over, García Márquez had left El Heraldo. For the special Christmas edition, the newspaper published his short story "Winter Time" ("El invierno"). This story would later be published with the familiar title, "Monologue of Isabel Watching It Rain in Macondo."

In June of 1953, General Gustavo Rojas Pinilla seized power through a coup d'état and became president of Colombia from that date on, until May 10, 1957. He ruled as a dictator, brutally opposing any form of opposition or rebellion.

In 1953, García Márquez was employed selling books, as hard as it may be to imagine. The experience, however, provided him with a closer look at the towns of the Atlantic Colombian region, where he would try to sell encyclopedias.

CODA

For a few months after the publication of his first short story, García Márquez worked as a journalist in the coastal cities of Cartagena and Barranquilla. His journalism during these years, as critics point out, would not be remembered today if it had not been for his short stories and novels. His work as a journalist, nevertheless, has continued to the present. His journalism provided him not only with the opportunity to publish his short stories, but endowed him with the necessary tools to polish his writing. A good number of his newspaper articles and reportages were serious drafts of his literary ambition. His own style, his sense of humor, his use of language, his tendency to exaggerate and fictionalize reality—typical of his literary style—are found in the journalism he began writing as early as 1948, when he was 21 years old. His work in Cartagena and Barranquilla, the friends he made, the Barranquilla Group, and his opportunity to travel throughout the Atlantic coastal area gave him a strong sense of independence and an iconoclastic way of writing that he would not have developed in Bogotá. His journalism from 1948 to 1953, and the short stories he published along the way, are testimonials to this apprenticeship period as a writer.
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Chapter 3
CINEMA, EUROPE, AND MARRIAGE

When the history of the Colombian cinema is written, García Márquez's work about it will deserve a special chapter. Not for the films he never had a chance to make[during the 1950s], but for his contributions as a film critic.

—Jacques Gilard

In 1954, nine hundred pesos a month was enough money to convince García Márquez to relocate to Bogotá and work for the daily newspaper, The Spectator. Plenty of money, indeed, if one takes into account that each entry for El Heraldo in Barranquilla, where he had worked before coming to Bogotá, was worth a mere three pesos each. Even when he produced as many as 27 entries a month, the grand total would not even approach his new salary at The Spectator: more than a nine-fold increase!

This was fully an economic windfall for the young Gabriel García Márquez, and he was once again in the capital of the country. Seven years earlier, in February of 1947, he had lived in Bogotá when he matriculated from law school at the National University. He was back in the same gloomy city of the cachacos, whose manners, he had thought, were too stiff, and among whom he had felt like a stranger. This time, however, he would be there on his own terms, not just to please his parents. They had sent him to Bogotá expecting him to earn a college degree. But he never finished his college education.1 This time, it was all about himself. He was 26 years old, still single, and although literature was his only love, what he wrote would primarily be journalistic articles. In this new phase of his life, journalism would continue to provide him with the means to support himself, travel within the country, and eventually go to Europe. Yet this young man, who spent time at clubs, bars, social gatherings, and had earned a name for himself, still did not have a steady girlfriend. And when he did, it was a phantom one, who seldom, if ever, would be seen with him: Mercedes Barcha Pardo.

His job at The Spectator was to write a weekly film column, the first of its kind in Colombia. This new task began on February 22, 1954, just a week before his 27th birthday. The fact that the Board of Directors of the newspaper had trusted him with a newly created column was, without a doubt, recognition of the journalistic work he had done in the past. He had worked for six years as a journalist after dropping out of college in 1948. Writing about films was not altogether new to Gabo, but having his own weekly column with a nationally distributed newspaper must have seemed intimidating for this young costeño, a coastal man who always seemed at odds with the cachaco ideology: the dominant idea that everything Colombian is best if it originates in Bogotá. Was García Márquez ready to have his own movie column? What, after all, did he know about moviemaking, directing, scriptwriting, and the art of cinema in general? Did offering a newly created movie column to a young journalist and short-story writer represent a certain naïveté within the Colombian press?

We know his passion for cinema was somehow inherent to his persona, almost built-in. When he was a small boy, his maternal grandfather, Colonel Nicolás Ricardo Márquez Mejía, used to take him to the only movie house in the town of Aracataca, where he was born. García Márquez was always a raconteur, always a movie enthusiast, but it was not a discipline he had worked on the way he had with literary-oriented material. We know that in his early 20s, he was reading as many novels as he possibly could, particularly the Greek classics, and the leading European and American writers of both the nineteenth and twentieth centuries. Little is known about his training in the cinema during the first part of the 1950s. His formal studies on the cinema did not take place until 1955, in Rome.

In Gabriel García Márquez's compilation of journalistic work from May 1948 to December 1952, there are indications of his great interest in film. As early as September 1948, he had written commentaries on cinema. At that time, while writing for the Cartagena newspaper El Universal, he was supporting what Sir Charles Spencer Chaplin Jr., known the world over as Charlie Chaplin, had said about the American film industry. Chaplin, the famous mime, was unhappy with what film critics had said about his film Monsieur Verdoux. Chaplin co-wrote it with Orson Welles, directed it, and played the main character, who gives the film its title. García Márquez's judgment, like Chaplin's, was that Hollywood was more interested in how a movie does at the box office than what the movie does for the audience. Both Chaplin and García Márquez were critical of the Hollywood moneymaking philosophy we still see today. García Márquez's journalistic feature, "The North American Film Industry" ("El cine norteamericano"), his first about film, was written in September 1948, exactly five months after his career as a columnist began.

During 1949, his work as a press officer was almost nonexistent; he wrote a few pieces about literature, and commentaries about Colombian personalities, but nothing on the subject of film. In January of 1950, however, he wrote a satirical article about Eva Perón, then First Lady of Argentina. García Márquez viewed the Argentine political affairs of the times as analogous to an ostentatious film in which Little Eva, as the Argentine people called her, is nothing more than "a blurry image from a mediocre film."2

His film writing around this time seems to have echoed the news from the cables The Spectator got from the United Press, the Associated Press, or other sources. Of a total of five films he reviewed in 1950, one film particularly caught García Márquez's attention. He mentioned two reasons: (1) because it was the first English-speaking movie filmed in Argentina; (2) because Richard Wright, the protagonist of the film, was also the author of the novel. The novel, which shares the same name as the film, was mistakenly reported by the young Gabo as Black Blood (Sangre Negra). However, the title of Richard Wright's novel was Native Son, but the film indeed had premiered in Buenos Aires as Black Blood. It is possible that the only mistake Gabo made was accepting the misinformation from the cable as he wrote his piece for El Universal. This, we could say, was still part of the apprenticeship of the journalist he was becoming. He had no formal schooling in journalism, whether investigative, movie review or any other form. He learned dexterity as he went along. But the self-made journalist was now, in 1954, a film columnist in Bogotá. Once again, as is the case with the scattered literary foundation of his youth, the members of the Barranquilla Group can be credited with the knowledge Gabo needed to exercise his new role as a film critic; two in particular, Alfonso Fuenmayor and Germán Vargas. The two names are always associated with García Márquez in the 1950s. Their friendship, however, lasted a lifetime. Fuenmayor died in 1994 in his native town of Barranquilla. Germán Vargas had died over two decades earlier.
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When Gabriel García Márquez started his tenure as a columnist for The Spectator, the political unrest Colombia was undergoing in 1954 under the dictatorship of Gustavo Rojas Pinilla was everywhere. The military dictator had seized power in a coup d'état on June 13, 1953. The civil turbulence and clash with the government forces resulted in many casualties. The oppression, abuses, and corruption affected all sectors of public life. In literature, it was dubbed "The Violence." García Márquez's writing, however, focused on literature, not on the violence. He would write about it years later, when he was in Paris. His writings related to film and investigative journalism. It was through these two forms of work that his larger literary works would eventually be published. In 1954, nevertheless, The Spectator published his short story, "One Day after Saturday" ("Un día después del sábado"), reflecting not the violence the country was experiencing at large, but rather a literary violence camouflaged in the short story. While some of his investigative chronicles of 1954 are worthy of mention for their literary sharpness, other than "One Day after Saturday," he published only one more short story, "A Man Comes under the Rain" ("Un hombre viene bajo la lluvia"). Both short stories were published in the Sunday edition of The Spectator, alongside his movie column.

The same year, his friend and member of the Barranquilla Group,álvaro Cepeda Samudio, published a book of short stories titled We Were All Waiting (Todos estábamos a la espera). Cepeda Samudio was also interested in the cinema. In that year, 1954, he made an experimental black and white film, The Blue Lobster (La langosta azul), which has been erroneously associated with García Márquez. Gabo had nothing to do with the film. The credits, however—for those who may have the opportunity to see it (the film is nearly impossible to get)—do list both álvaro Cepeda Samudio and Gabriel García Márquez as directors and screenwriters of the film. "The paternity of The Blue Lobster, in actual fact, belongs totally to álvaro Cepeda, who was the screenwriter and director, plus the protagonist. When the film was made, García Márquez was in Bogotá."3 Incidentally, álvaro Cepeda's book of short stories was considered then, as it is today, an important work in Colombian literature. A year younger than García Márquez, he died in 1972, at the age of 46, in New York City. He was fluent in English, studied journalism at Columbia University, and played a great role in García Márquez's developmental years as one of the literati and also as a film devotee.

By the end of 1954, García Márquez's reputation as a journalist was well recognized throughout Colombia, due to The Spectator's national reach. His opinions, although valuable in terms of improving the thinking of the readership of his column, will be better served, as Gilard points out, when movie historians look at the evolution of Colombian cinema. García Márquez's contributions in 1954, however, were somewhat lacking in depth. His limited knowledge of film theory was not always offset by his intense enthusiasm. He knew his reading public had only some knowledge about cinema. Most likely, he was interested in guiding the public as to which films they should see and which to ignore. He wrote with that intent, but he often wrote beyond that need. Like most writers, he ended up writing for himself and for his friends.

Jacques Gilard, as he examined García Márquez's first year as a movie columnist for The Spectator, wrote that the enormous mistakes García Márquez made in 1954 were due predominantly to his esthetic opinions and lack of film knowledge. Gabo could only look at cinema on the surface. Gilard was talking about García Márquez's body of work at the time,4 but focused on Gabo's end-of-the-year newspaper article. García Márquez had written a long piece titled "A Critical Review of Bogotá's Year in Film." García Márquez selected God Needs Man (Dieu a besoin des hommes) by Jean Delannoy as, in his own opinion, the best picture of the year. The quality films of that year, he wrote, were the French ones. It all started, Gabo stated, with Julien Duvivier's Holiday for Henrietta (La fête à Henriette). But Gilard saw the French cinema of that year, which García Márquez saw in Bogotá, as being of mediocre level. Gilard thought God Needs Man by Jean Delannoy was rubbish. The divergence of their statements makes the reader wonder which of the two critics is reacting more emotionally. García Márquez, however, was judging Delannoy's film as better than those by the Italians Michelangelo Antonioni, Vittorio De Sica, and Alberto Lattuada; the Spaniards Luis García Berlanga, and Luis Buñuel; Americans Joseph L. Mankiewicz and John Ford; the Englishman Alfred Hitchcock; the Austrian-born, naturalized American Fritz Lang, and several others.

Was Gabo giving the director the importance he really deserved? The French expert on García Márquez added that his opinions were nevertheless somehow didactic for both the Colombian reading public who were reading his column and for Gabo as a writer. He was learning how to follow the camera's eye, how to understand the movie script, how to relate to the characters' dialogue. Writing this movie column was a formative experience. While his movie reviews provided him with the ability to write short stories as if through a camera's eye, his investigative reporting put him in direct contact with the reality Colombia was experiencing under the dictatorship of Rojas Pinilla. Some, if not all, of these traits were to be displayed in his first novel, Leaf Storm, the following year.

His work as an investigative journalist began in August of 1954, with a three-part reportage he titled "Reconstruction and Balance of Antioquia's Catastrophe" ("Balance y reconstrucción de la catástrofe de Antioquia"). García Márquez was reporting to the country what it (and he, at the same time) did not know about the rest of the country. Colombia is a pluralistic and diversified country with people of all races. Among his discoveries, during the year of 1954, he found himself reporting about Chocó state of Colombia. Colombia has the second largest population of blacks in South America, after Brazil. His reportage on El Chocó was a four-piece newspaper article accurately titled "The Chocó Colombia Does Not Know" ("El Chocó que Colombia desconoce"). He wrote in support of the people to denounce the abandonment and indifference, and the abuses, suffered by the people of Chocó state at that time, during the 1950s. He also addressed the subjects of university education as well as public transportation. The newspaper's Board of Directors sent him wherever they thought there was news for the paper. Of all of his types of investigative journalism, the most talked-about piece was the one he wrote in March of 1955, the story of Luis Alejandro Velasco, a shipwrecked Colombian sailor.

The first newspaper piece had a long and sensationalist entry titled "The Shipwreck Survivor Spent 11 Days on a Fragile Raft" ("El náufrago sobreviviente pasó los once días en una frágil balsa"). This was followed by a subtitle: "How Sailor Velasco's Girlfriend and Parents Received the News" ("Cómo recibieron la noticia la novia y los parientes del marino Velasco"). The story boosted newspaper sales and Gabo's reputation at several levels. His popularity as a reporter made his name highly recognizable. The Spectator was a Liberal paper with national distribution. The story about the shipwrecked sailor was serialized into 14 episodes, plus one more special Sunday supplement to close the story. The story did not bring Colombia to a standstill, but certainly captivated the reading audience for over a month! His political ideology, on the other hand, saw the shipwrecked sailor's odyssey as an opportunity to openly and strongly criticize Rojas Pinilla's corrupt dictatorship. Of eight castaways, Luis Alejandro Velasco, the shipwrecked sailor, was the only one to survive the wreckage of The Caldas, a Colombian navy destroyer. The vessel had left Mobile, Alabama, for Cartagena, Colombia. "The ship's journey had been characterized by shady dealings—overweight contraband and life rafts unequipped with food or water."5 Velasco told his story to García Márquez. The hostilities between the news media and the government were exacerbated by the pictures included in the last installment. Most of Gabo's investigative journalism comprised solid pieces of well-crafted reporting with a twist of denunciation. Whether it was to protect him from the Rojas Pinilla regime of abuses or to protect the interests of the owners of The Spectator, Gabriel García Márquez was sent to Europe, to cover the July 1955 "Big Four" Geneva Summit. He was there among a thousand journalists from around the world. The summit was to discuss finding an end to the Cold War, which had begun after the end of World War II. The Big Four were the United States, Great Britain, France, and the Soviet Union. It was the first time in 10 years that East and West were coming together to try to negotiate peace.

His first trip to Europe in 1955 provided García Márquez with yet one more window of opportunity to assess his own worldviews. No matter how well cemented his ideologies were, looking back from afar was going to influence his way of thinking. The newspaper he worked for, The Spectator of Bogotá, announced his trip to Geneva with a photograph of the 28-year-old. After covering the "Big Four" Geneva Summit in July in Switzerland, García Márquez moved to Italy. He spent time working for The Spectator in Rome, as well as in Venice, where he attended the Film Festival. His writing was well received in Colombia, but his access to the news in Europe was secondhand. He was, in a way, reporting from what the leading newspaper reporters were saying, and from what he would see, and interpret on his own. His reports in Colombia were firsthand interviews, fresh news. His name alone, and the name of his newspaper, gave him access to prime news. In Europe, however, he was a complete unknown, as was The Spectator. These two facts may have considerably contributed to both his way of thinking and writing. If he was at the center of things, the Geneva Summit or the Venice Film Festival, his role was more of a "spectator," and his reporting for The Spectator (how interesting that the name of his newspaper carries precisely the same meaning) was a combination of the news with much of his own interpretation and commentary on the reports. While in Rome, for example, he wrote about the Pope's summer vacation at his Castel Gandolfo residence. The papal castle is located in a small village with the same name, Castel Gandolfo, about 15 miles from Rome. Typical of García Márquez's writing, the papal episodes would be echoed in his short story "Big Mama's Funeral" ("Los funerales de la Mamá Grande"). In it, the Pope comes to Colombia for the burial of the matriarch, Big Mama. John Paul II—the "Traveling Pope," as some historians have called him—made García Márquez's fiction reality when he visited Colombia in 1986.

The year 1955 must have felt tumultuous for García Márquez, traveling from one country to another and not being able to speak the language. In October of 1955, he visited Poland and the then-Czechoslovakia as a prelude to a longer trip he would make the following year. By December of 1955, García Márquez had left Rome and moved to Paris, but not without first taking classes at the Centro Sperimentale di Cinematografia in Rome. The Italian school of moviemaking in vogue at the time was neo-realist. The sense of "new realism" was sought by having ordinary people take the roles of seasoned actors in an effort to recreate real life, in an attempt to portray the human condition in any form, as long as it was raw, natural, and even crude, if necessary. The front-runners were the influential Vittorio De Sica, Roberto Rossellini, and Federico Fellini.

García Márquez wanted to learn directing, but there were no classes offered in that field at the time. He settled for learning about la Moviola, the movie camera. It was there, while studying cinema at the Centro Sperimentale, that he met the Argentine Fernando Birri. Years later, in Cuba, Birri would direct García Márquez's film A Very Old Man with Enormous Wings (Un señor muy viejo con unas alas enormes). While García Márquez studied at the Centro Sperimentale for a short time, Birri graduated from the school. Today Fernando Birri is credited with founding the first film school in Latin America, specializing in documentaries.

To close the year, his first in Europe, Gabo spent Christmas of 1955 and New Year's Eve in the company of Plinio Apuleyo Mendoza.

In Paris, reading the newspaper Le Monde soon after the New Year, García Márquez learned the newspaper he worked for had closed down. Not a good start for 1956. All of a sudden, he was unemployed, albeit for a very short while. In less than a month and a half, the owners of The Spectator had begun circulating another paper, in somewhat the same vein, The Independent (El Independiente). The Spectator was not shut down by the oppressive dictatorship of President Rojas Pinilla, but rather as a protest against the dictatorship. So, García Márquez was employed by The Independent, but the new newspaper ran for less than two months and then ceased publication on April 15, 1956. Readers of García Márquez's Of Europe and America: Journalistic Work 3 (1955–1960) (De Europa y América: Obra periodística 3 (1955–1960)), may notice that there are no entries for the months of January, February, and March. The period of poverty and sacrifice often referred to in his life and adventures started here. However, his good fortune, his great friends, and his pen would make ends meet. All of a sudden, he had plenty of time to write. Unexpectedly, he experienced the immense solitude his characters experience in his fiction. The year of 1956 would prove productive for his writing. From time to time, he would receive small amounts of money from his friends in Barranquilla. His friend Plinio Apuleyo Mendoza offered him the opportunity to write for the weekly Elite. This rather prestigious paper was published in Caracas, the capital of Venezuela, and Plinio was editor in chief. Although the fee was small, García Márquez could make some money through this venue, while he continued to live in Paris. Gabo wrote for the Venezuelan weekly Elite—as he had done for the Colombian newspapers—chronicles of what was taking place in Europe, accounts of what he saw, and stories on his assessment of the temperament of European lifestyle. He had no opportunities for interviews or access to galas, receptions, or political affairs. All this time, meanwhile, he was writing No One Writes to the Colonel, the short stories for the book Big Mama's Funeral and In Evil Hour.

By January of 1957, he had finished writing No One Writes to the Colonel. How and with whom he celebrated his birthday that year is not known. That year he turned 30. In May, however, during the first part of the month, his friend Plinio Apuleyo Mendoza was in Paris once again. This time, Plinio was in Paris in the company of his sister, Soledad. Plinio had resigned from his post of editor in chief for the Venezuelan weekly, Elite. Plinio and García Márquez were together on May 11 when they heard the news that the dictator of Colombia, General Gustavo Rojas Pinilla, had fled the country. One can only imagine the joy they and millions of Colombians felt. The news was being reported in Europe the day after the fact. Rojas Pinilla's entry into the annals of Colombian history reads: President of Colombia, military dictator, from June 13, 1953 to May 10, 1957. He died on January 17, 1975. García Márquez and Plinio, along with hundreds of Colombians, were living in self-imposed exile.

By the end of 1957, Plinio Apuleyo Mendoza was editor in chief of the Venezuelan weekly Moment. He managed to convince the director of the publication, Carlos Ramírez MacGregor, to hire García Márquez to work for Moment. Gabo flew to Caracas the day before Christmas Eve. His first European round trip was completed in two and a half years. January of 1958 saw the end of yet another Latin American dictatorship: on January 23, 1958, the Venezuelan dictator, President Marcos Pérez Jiménez, fled the country.

Months later, in June, the Colombian newspaper The Spectator began publishing again. While García Márquez's journalistic career continued to be the focus of his daily life, in 1958 he finished three short stories: "Montiel's Widow;" "Balthazar's Marvelous Afternoon" ("La prodigiosa tarde de Baltazar"); and "One of These Days" ("Un día de éstos").

But of all the events of 1958, perhaps none was bigger than his marriage. On March 21, 1958, at 11:00 a.m., the 31-year-old Gabriel José García Márquez married Mercedes Raquel Barcha Pardo. The religious ceremony took place in the coastal city of Barranquilla, at El Perpetuo Socorro Church. She wore an electric blue dress; Gabo was dressed in black.6 The wedding took place in near secrecy. Little, if anything, has been published about the marriage ceremony or the courtship. Their wedding vows, however, have been kept for all these years—except for, some may say, the fidelity vow. This suspicion was rekindled during the 2007 celebration of Gabo's 80th birthday. The Mexican newspaper The Working Day (La Jornada) inexplicably chose to publish a photo taken by photographer Rodrigo Moya back in 1976, in which García Márquez is sporting a black eye, ostensibly received at the hands of Peruvian writer Mario Vargas Llosa. While never fully explained, the bad blood between the two men was rumored to be due to Gabo's betrayal and adultery. Nevertheless, in 2007, gossip or not, newspapers around the Western world talked about it. The New York Times published the same photograph mentioned above. But García Márquez's marriage to Mercedes Barcha has remained intact. His private life, although often encoded in his writing, has been kept away from the public; intentionally, no doubt.

Tracing García Márquez's life, one might think Plinio Apuleyo Mendoza is one of his best friends. But he did not attend his wedding. Will Gabo himself talk about it in the next volume of Living to Tell the Tale? When they returned to Caracas after the wedding, Plinio received them at the Maiquetía airport in Caracas, better known as Simón Bolívar International Airport. Plinio described García Márquez's wife, Mercedes Barcha, as a woman who did not speak a word in three days. Physically, he described her as "dark skinned and svelte, with a deer's dark, unsociable eyes." She was "thin as a rail with great big slanted eyes." She was, Plinio says, "the phantom girl, the sacred crocodile," and he found it difficult to describe her.7

Gabo and Mercedes Barcha first met in the town of Sucre, at a student party, when she was only 13. She had finished elementary school and he was a junior in high school. According to Dasso Saldívar, García Márquez asked Mercedes to marry him without having to think about it twice. The young girl, however, paid no attention to such a loquacious proposition.8 The fact would later be turned into a fictional account in One Hundred Years of Solitude. In real life, the two families were friends; in the novel, they are not. Both in real life and in the novel, the groom is the oldest of the family, the firstborn. Both in the novel and in real life, in the bride's family, there are seven siblings. In both real life and in the novel, such a marriage does not seem to make sense. In real life, the couple has to wait 13 years before they marry; in the novel, they marry, even though the young girl still wets her bed. Both in the novel and in real life, however, the couples marry in the same month. In the novel, the legendary Colonel Aureliano Buendía marries Remedios Moscote, "one Sunday in March before the altar Father Nicanor Reyna had set up in the parlor [when] little Remedios had reached puberty before getting over the habits of childhood."9 At the time of the wedding in the novel, Colonel Aureliano Buendía is not yet a legend. In real life, the wedding is on a Friday in March, and García Márquez is yet not a legend, either. In the wondrous tale of One Hundred Years of Solitude, the couple had no children of their own, but the promiscuous Colonel Aureliano Buendía procreates 17 bastard children with 17 different women. All children are named Aureliano, plus one more, named Aureliano José. García Márquez and Mercedes Barcha had only two sons and neither was named Aureliano.

Mercedes Barcha, the "sacred crocodile" who has kept a rather low profile throughout their marriage, was born in Magangué, Colombia, on November 6, 1932. Her paternal grandfather, Elías Barcha, was an Egyptian emigrant. "He lived to be nearly a hundred. His true vocation, other than being a merchant, was to read people's fortunes in the sediment of a cup of coffee."10 Mercedes' father, like her grandfather, was also a merchant. By the time García Márquez met them, in the town of Sucre, they owned a pharmacy. Mercedes was the eldest of eight siblings. Although her desire was to go to college to study bacteriology, her schooling stopped after she graduated from high school.11

García Márquez has masterminded his life and his career from the very beginning. His work for Moment in Caracas continued after he came back from his wedding in Colombia, and he carried on writing political articles as if he were a citizen of Venezuela. The winds of change, of political adjustment, were, on the whole, visible in Latin America. Both Colombia and Venezuela were undergoing political change, with the stepping down of their dictators, as mentioned above. Cuba, on the other hand, has been international news since 1956, with its revolutionary army under the command of Fidel Castro and top lieutenants, Raul Castro, and the Argentine physician Ernesto "Che" Guevara.

The visit of Richard Nixon, then vice-president of the United States, to Caracas created tremendous turmoil, mayhem, and opposition. On April 27, Nixon started a vice-presidential trip that would include eight Latin American countries. On May 13, he made a stop in Caracas. The press dubbed the riot caused by his visit "12 minutes of terror." Nixon himself described the experience as one of the worst in his life. The Venezuelan working class, university students, and sectors of the middle class rioting in the streets saw Nixon as a supporter of the government represented by the brutality of Marcos Pérez Jiménez, who had fled the country in January of the same year, only to find refuge in the United States. Nixon's motorcade was stoned. President Dwight Eisenhower sent United States marines to the Caribbean bases as a form of precaution. The stoning of Nixon's motorcade was similar to what he had faced days earlier in Lima, Peru. The sentiment against the Pentagon's policies toward Latin America, judging from the riots, was strong, to say the least, but the polls conducted by Life en Español and some of the leading Latin American newspapers reported the opposite. Moment, in Caracas, was no exception. As neither Plinio Apuleyo Mendoza nor Gabriel García Márquez supported the editorial published by the director of Moment, both resigned immediately. "Plinio Apuleyo Mendoza remembers that neither García Márquez nor Paul de Garrat had yet arrived at the newspaper's offices that morning. The only witness to the heated discussion was Herrera Campins. Upset by the authoritarianism Moment's director and his political blindness, Plinio Apuleyo Mendoza ended up telling him 'Eat shit!', and walked out, slamming the door. As he was leaving, he bumped into García Márquez. He [García Márquez] decided to leave the magazine on the spot, and together they walked out."12

A little over a month after the incident with the director of Moment, on June 27, 1958, according to Plinio Apuleyo Mendoza, all the members who had left Moment were employed by Graphic Venezuelan (Venezuela Gráfica). Plinio playfully wrote that in Caracas, everyone knew it as Pornographic Venezuelan (Venezuela pornográfica). Evidently, having a job was more important than the quality of the employment. García Márquez had a family to feed and look after, so he took the post, but decided not to put his name on any of the articles he wrote.13 The United States, meanwhile, ended military aid to Cuba. On New Year's Day, Fulgencio Batista fled into exile. It was as if every dictator in Latin America was bound to leave office one way or another. Juan Domingo Perón had stepped down in Argentina in 1955; dictator Manuel A. Odría allowed national elections in Peru in 1956; Colombia ousted Gustavo Rojas Pinilla in 1957; and Marcos Pérez Jiménez fled Venezuela in 1958. The triumph of the Cuban Revolution in 1959 was a breath of fresh air. The feeling that democracy had triumphed was everywhere.

By 1961, many countries and intellectuals around the world broke relations with Cuba. Mexico was the only Latin American country that did not do so. García Márquez, at this time, was not the close friend of Fidel Castro he is today. Castro did not befriend García Márquez until the 1970s.

Among the changes the Castro government brought about was the formation of its own press. By the imagination and skill of Argentine journalist Jorge Ricardo Masetti, Latin Press (Prensa Latina) was created. One of the main goals of Latin Press was to counterbalance the domination of the international press, mainly that originating in the United States. Plinio Apuleyo Mendoza opened the first Latin Press agency in Bogotá at the end of February in 1959. García Márquez, however, flew back to Caracas and continued his work for Venezuela Gráfica. Nevertheless, in May, García Márquez flew to Bogotá to work with Apuleyo Mendoza and began work for Latin Press. Gabo's wife, Mercedes Barcha, was pregnant. For García Márquez, 1959 held a string of events that were almost like fiction. The same month his first son was born, the Colombian Book Festival produced the first re-edition of Leaf Storm, his first novel. His son Rodrigo, today a movie director, was born in Bogotá on August 24, 1959. His baptism took place at the same hospital where the baby was born. Plinio Apuleyo Mendoza served as his godfather, making him Gabriel García Márquez's compadre. The improvised religious ceremony, which traditionally takes place at a church, was officiated over by none other than Father Camilo Torres. The month before, Ricardo Masetti had made a stop in Bogotá to see how Plinio and Gabo were doing with working together. In the end, Masetti decided that Latin Press could not afford to have them working together. They needed to open yet another office elsewhere. García Márquez flew back to Cuba with Masetti. He was delighted to receive three months of training, an opportunity that allowed him to come into close contact with Rodolfo Walsh, an Argentine short-story writer Gabo had read and admired. Walsh was in charge of Special Services (Servicios Especiales) for Latin Press. Gabo's three-month training in Havana was in preparation for opening an office in Montreal. With the training over, he flew to Bogotá to pick up his wife, Mercedes, and his baby son, Rodrigo. On the way to New York City, the family made a stop in Mexico City. He wanted to visit his friend, álvaro Mutis, whom he had not seen in five years. Once in New York City, the García-Barcha family waited for their visas. The Canadian visas never arrived!

CODA

For García Márquez, the second half of the 1950s saw the confirmation of his ideology and his writing style. His European stay of over two years substantiated what he thought of Colombia, but gave him a broader sense and allowed him to see not just Colombia, but Latin America as a whole. The publication of Leaf Storm in 1955 did not establish him as a novelist. At best, it allowed him to start signing his literary works with the re-edition of Leaf Storm in 1959, when he was photographed alongside Eduardo Zalamea Borda, the critic who had first taken an interest in García Márquez's writing. He had published Gabo's first short story, "The Third Resignation," on Saturday, September 13, 1947. Although this was a great moment in García Márquez's life, even though he had gone to Europe and back, he continued to be considered a journalist first, then a short-story writer. His fame was limited to Colombia and certain circles.

The turn of events in his life, his isolation in Paris, and his insistence in elaborating, over and over, on the same themes and the same characters brought his first great work to paper: No One Writes to the Colonel, first published in the Bogotá magazine Mito in 1961. But no one wanted to publish it as a book. When it was published in book form, the following year, only 800 copies were sold. The print run was two thousand copies.14 The fall of the Colombian and Venezuelan dictatorships, along with the triumph of the Cuban Revolution, would fuel his imagination to continue writing under the scope of two opposing forces, love and the lack of love, immense solitude, the search for power, and death. He was still growing as a man, as a person, as a husband, as a father. His marriage to Mercedes Barcha Pardo no doubt influenced his writing, but not his style. Although seemingly poor, often exaggerated to romanticize the experience, the European years showed a man whose lifestyle allowed him to travel extensively. Moreover, the political impact of the 1950s was as profound as the adventures he underwent.
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Chapter 4
NEW YORK, MEXICO CITY, AND MAKING FILMS

Fate has terrible power.

You cannot escape it by wealth or war.

No fort will keep it out, no ships outrun it.

—Sophocles, Antigone

In the 1960s, the life of Gabriel García Márquez took the literary twists and turns that, combined with his childhood memories, shaped the writer who would eventually create his masterpiece, One Hundred Years of Solitude. It was as if his good fortune, his fate, would take a turn he had never expected. In 1961, after a stay in New York City, he decided to move to Mexico City. The stay in New York was short, barely five months in length. However, those months, from January to May, were rather tumultuous. He worked as assistant to the editor in chief, Jorge Ricardo Masetti, for the Latin Press. Latin Press was, and still is today, a news agency with headquarters in Havana, Cuba. Jorge Ricardo Masetti, an Argentine journalist, was its director and founder. A close friend of Che Guevara, Masetti wanted Latin Press to broadcast what was happening in Cuba under Castro's newly formed government.

The Argentine Rodolfo Walsh, and the Colombians Plinio Apuleyo Mendoza and Gabriel García Márquez, were among the journalists who worked on launching Latin Press. The nascent Free Cuba (Cuba Libre) government, under the leadership of Fidel Castro, wanted the world to read about what was happening in Cuba from its own perspective. The newspaper today, in its online version, can be read in several languages, including English.

Gabriel García Márquez had moved to New York at the start of 1961 to work for Prensa Latina. By May of the same year, however, he had resigned. Prior to his resignation, he had made a visit to Havana in March. This trip, he wrote, turned him into an erratic or meandering correspondent for Latin Press.1 His apparently abrupt leaving was due to at least two reasons. On the one hand, he was receiving constant death threats from the upper-class, anti-Castro Cubans in exile. On the other hand, he wanted to support director and founder Jorge Ricardo Masetti, who had also decided to leave the news agency. In addition, García Márquez had an obligation to his young family. Rodrigo, his firstborn, was not yet two years old. Masetti's determination to leave Prensa Latina was influenced by a desire to work in Cuba alongside his friends, Che Guevara and Rodolfo Walsh. Masetti later went to the country of his birth, Argentina, to help organize a guerrilla movement. He would be killed in Argentina in 1964.

For Gabriel García Márquez, returning to his native Colombia must have been out of the question. The Colombian violence that erupted in 1948, first in Bogotá and then throughout the country, due to the killing of the Liberal leader Jorge Eliécer Gaitán on April 9, 1948, was still ongoing.

In light of Colombia's chaos, Mexico was a more hospitable destination, where García Márquez could pursue his ambitions. Mexico was safer, more progressive, and a much better place to work and live (Mexico's guerrilla war did not break out until 1967). The Mexican economy and social stability were often referred to as the "Mexican Miracle" at the time. Mexico's movie industry was a leading market in the Spanish-speaking world. Culturally, newly founded publishing houses, ERA in 1960 and Joaquin Mortiz in 1962, joined the ranks of the most established names in the book industry, namely Porrúa and Fondo de Cultura Económica, in addition to several publications controlled by leading Mexican universities.

García Márquez decided that the trip from New York to Mexico City needed to be made by bus. He craved seeing the fictionalized Yoknapatawpha County in northern Mississippi, the background of William Faulkner's short stories and novels. So the 34-year-old Gabo, his wife Mercedes Barcha, and their young son rolled through the Carolinas into Georgia, Alabama, Mississippi, Louisiana, Texas, and into Mexican territory, finally reaching Mexico's capital, Mexico City. The American Deep South was no longer merely a literary reference for him. He was exposed, no doubt, to the harsh indignities of segregation. Bus stations, in particular, had separate waiting rooms, with separate restrooms, drinking fountains, and separate concession stands, if there were any, for people other than white. We wonder where they, as a Hispanic family, might have sat on the bus and in the bus stations. Did all this remind him of Paris in the 1950s, when he was often mistaken for a Moroccan? Only he could tell.

The Freedom Riders, organized by student activists, were brutally attacked by angry white mobs in May of 1961. These incidents were reported both nationally and internationally. The racial segregation, violence, and prejudice in the Deep South formed a sad chapter in American history. Alabama and Mississippi must have had a significant and negative impact on the García-Barcha family.2

Gabriel García Márquez and his family made the trip in 20 days. Mario Vargas Llosa, writing about the journey, quotes García Márquez as saying: "We spent 20 days on the road, eating hamburgers and milkshakes. We saw the rough side of the United States in Atlanta (many hotels we stopped at did not want to give us a room because they thought we were Mexicans). In another town in the South, we came across a sign that read 'dogs and Mexicans not allowed.' "3 It is interesting that his remarks failed to mention the larger picture of the racial problems the Deep South was undergoing, although the quote clearly indicates that they had faced a form of the venomous racial discrimination of 1961 America.

One can only wonder what he may or may not write about when the second volume of his memoirs is published. The first volume ends with two notes. On the personal side, he receives the first letter from his then-girlfriend, Mercedes Barcha. The other refers to his work. He is in Geneva, as journalist for The Spectator, to cover the Geneva Conference of Heads of Government, known as the "Big Four" of 1955: Dwight D. Eisenhower, 34th President of the United States; Nikolai Bulganin, Prime Minister of the Soviet Union; Edgar Faure, Prime Minister of France; and Anthony Eden, Prime Minister of Great Britain.

The García-Barcha family arrived in Mexico City on a hot summer day. Their arrival coincided with the date of Ernest Hemingway's suicide, killing himself with a shotgun in Ketchum, Idaho, on July 2, 1961. Soon after the family arrived, García Márquez started work as a journalist. Journalism was one of several jobs he held to earn a living. His first article was published in the magazine Siempre!. Siempre! was a rather prestigious magazine, with wide distribution throughout Mexico. The magazine was founded in June 1953 by lifelong journalist José Pagés Llergo, who served as director until he died in December 1989. The magazine is still published today, in hard copy, as well as on the Internet.

It is interesting to note that the title García Márquez selected for his first journalistic piece in Mexico was "A Man Has Died of Natural Death" ("Un hombre ha muerto de muerte natural"). He wrote it the same day he arrived, and it appeared a week later, on July 9. The commentary was on Hemingway's suicide. The irony of the title, the dark sarcasm, is open ended. What did he mean? Was it what he expected, from a man like Hemingway? It is hard to say, since García Márquez never met Hemingway in person.

García Márquez worked as a newspaper journalist, but the Colombian author really wanted to write movie scripts, not daily or weekly articles. His role as a journalist had been established during his years in Colombia, Venezuela, Rome, and Paris as a correspondent, and his stay in New York as assistant to the editor in chief for Latin Press. His motivation to become a successful novelist, on the other hand, had not yet been accomplished; at best, it was still in the making. But Mexico City was going to be the right place for both ambitions: making films and writing, in that order.

In Mexico City, Gabo soon encountered some of the leading Mexican intellectuals and artists, particularly those who sympathized with the Mexican political left. Some of them were and still are literally the movers and shakers of culture in Mexico: Carlos Fuentes, Juan Rulfo, Manuel Barbachano, Carlos Monsiváis, José Emilio Pacheco, Elena Poniatowska, and Homero Aridjis, among many others. Of this group, Carlos Fuentes is perhaps the one who helped García Márquez the most, and who has remained one of his closest friends. Fuentes, Rulfo, and Barbachano were instrumental in García Márquez's ambition to make films. Of these friends, Carlos Monsiváis is a well-known chronicler, journalist, and literary and film critic. His opinions, often ironic, are time and again considered canonical. Pacheco and Aridjis are well-regarded poets. Pacheco, a poet and novelist, became a member of the Mexican Academy of Language in 2006. Aridjis plays an important role in Mexican environmental causes. As a political figure, like Fuentes, Aridjis also served as Mexican ambassador to the Netherlands and Switzerland. Poniatowska's career started as a newspaper reporter and evolved into one of the leading names in Latin American literature. With such a group of friends, and the inner drive to make films and write, García Márquez was well situated. He was probably broke, but far from being poor, as he is often romanticized by many who have written about him during the years prior to the summer of 1967. At home, as is typical of a Mexican middle-class household, the family had a maid who came in to help with the household duties. His lifestyle actually mirrored that of the Mexican upper-middle class, with whom he kept in close contact.

García Márquez's determination to make films was nothing new. During his early days as journalist for The Spectator, in Bogotá, he wrote a movie review column, the first of its kind for that newspaper. While still working for this paper, he studied cinema in Italy in the mid-1950s. For him, making films was as important as writing the perfect novel. He had the opportunity to study film, albeit briefly, at the Centro Sperimentale di Cinematografia in Rome. His role as journalist also gave him the opportunity to work in the film industry indirectly, as a film critic. In September 1955, while working as a foreign correspondent for The Spectator, he attended the XVI Exposition of Cinematography in Venice, Italy. He covered the entire 16-day event. It was after this event, later in December, that he studied cinema in Rome. Those were the days when Gregory Peck and Kirk Douglas, Sophia Loren and Gina Lollobrigida were the big stars, before the term "superstar" was coined.

The friends he made in Mexico's metropolis were primarily involved with the world of letters, but they were also interested in cinema. García Márquez's talent and charisma, in addition to the power of his friends, accelerated his career in both literature and the film industry. During 1961 and 1962, however, he worked largely as a journalist. In that capacity, he reached the decision to become editor in chief of two magazines with rather small distribution, Incidents (Sucesos) and La Familia. Nevertheless, these two Mexican publications had nothing to do with literary issues. He agreed to edit them as long as he did not have to write a single article for them. Vargas Llosa documented the fact that during these two years, García Márquez did not even have a typewriter in his office.4 Was García Márquez ashamed to work there? Incidents was not comparable to Siempre!, the magazine where he had published the article about Hemingway's suicide, but neither was he on the payroll of Siempre!. Sucesos magazine was interested in current issues in all types of genres. It was a weekly publication of news and analysis. Cuba, for example, was among its main interests. Furthermore, it was interested in what was happening in Mexico's film industry. Their front-page news was on a par with the heartbeat of the country and the continent. La Familia, on the other hand, was more or less a doctor's waiting-room magazine, dealing with home care, fashion, and trivia.

Neither of the two magazines could compare to Siempre!. This publication enjoyed the contributions of the best Mexican journalists, and, often, economic support from the Mexican government. García Márquez was careful about the public image he wanted to create. His decision not to write for either Incidents or La Familia was motivated by this concern.

The only new literary material he wrote in 1961 was the short story "The Sea of Lost Time" ("El mar del tiempo perdido"). It was published in Magazine of Mexican Literature (Revista Mexicana de Literatura). He published only one short story, but unlike his previous publications, this one was in a prestigious literary magazine. Magazine of Mexican Literature was cofounded in 1954 by Octavio Paz and Carlos Fuentes, both members of the Mexican cultural elite. Octavio Paz would become the recipient of the Nobel Prize in Literature in 1990.

"The Sea of Lost Time" deals with the theme of a stranger in town, Mr. Herbert, as one of the opposing forces that shapes the story. The other force is the townspeople. The setting is an impoverished coastal town in the Guajira Peninsula. An omniscient narrator gives voice to the characters, who seem to sketch a larger story and are more developed than those in his previous short stories. The design is "threefold: the fragrance of roses that wafts in from the ocean and pervades everything, the arrival of tall, ruddy-faced Mr. Herbert, with his philanthropic schemes, and the long swim to the ocean's bottom and discovery of a live sunken city, as well as a 'sea of the dead' with its corpses perfectly intact."5

This short story, in effect, as critics pointed out, is a prelude to One Hundred Years of Solitude. "In this short story, García Márquez described, for example, a man who takes his wife to see ice for the first time, a prelate who levitates, and a whole town that seems like a dream world. This town looks much like the Macondo of José Arcadio Buendía, its founder, and the end of One Hundred Years of Solitude."6 The similarities with Solitude stretch from the characters to the images drawn, it is true, but the insistence on the reference to getting to see something for the first time is not to see ice, as the quote above insists. In "The Sea of Lost Time," it is the image of money. Tobias, whose make-up is at the center of the narrative, "took Clotilde to see what money was. They made believe they were betting enormous sums at roulette, and then they figured things up and felt extremely rich with all the money they could have won."7

The image is, no doubt, from the memory bank of his childhood, from those stories he had heard, at his grandparents' house, when men in Aracataca made bundles of money from the banana bonanza. But the representation of the mammoth ship that seems to besiege the impoverished coastal town, the presence of Mr. Herbert, and the scent of flowers are strongly reminiscent of a journalistic account he wrote after his second visit to Cuba in March 1961. In it, it becomes obvious that the ship that inspired the short story is none other than the USS Oxford. This was a spy ship that served the United States Navy from 1960 to 1969. García Márquez's second visit to Cuba was evidently months before he moved to Mexico City, and two years after the United States embargo against Cuba.8 This same story, years later, was published again as "The Incredible and Sad Tale of Innocent Eréndira and Her Heartless Grandmother." This is how García Márquez described the real ship that gives way to the one in the short story: "A CIA ship, The Oxford was equipped with all sorts of spying devices. The ship patrolled the Cuban territorial waters for several years, to make sure that no capitalistic country, except those few who dared, would go against the embargo on Cuba."9

In 1961, In Evil Hour won the Esso Literary Prize for best Colombian novel. The Esso Prize, was supported by the Colombian Academy of Language. Nevertheless, In Evil Hour was not the title García Márquez used for the manuscript, but the title the judges of the Esso Prize gave to the novel, substituting it for the original, This Shitty Town (Este pueblo de mierda). The organizers of the contest, furthermore, sent the text to Spain to be published. The editors in Madrid, Graphic Arts Luis Pérez, as is the often the case with colonialist thinking, decided to make changes without consulting the author. They changed what they considered Latin Americanisms or obscure wording. Not only that, they also "poisoned the novel with errata. When he received the first copy of In Evil Hour, in 1962, he realized that the printed book was a parody of the original. He rejected the print. In the second publication of the novel, published in Mexico in 1966, García Márquez added, 'On this occasion, the author has permitted himself to put back the idiomatic mistakes in the name of his own sovereignty and arbitrary will. This is, therefore, the first edition of In Evil Hour.' "10

These two publications of the same book became an episodic event best understood when one recognizes that García Márquez has always been extremely careful with the use of language. Hence, he never approved the earlier publication. In Evil Hour was a realist novel. While he was in Paris, in 1956, the novel started to take shape, first as a short story. As the story developed into a novel, he began to lose interest in it. In Evil Hour was put aside and the writing of No One Writes to the Colonel took precedence. Based on the violence that was happening in Colombia, In Evil Hour depicts the fear endured by its inhabitants. The town of the novel, seemingly fictional, is supposed to be Sucre, a town and municipality located within the Department that bears the same name. One of the values of the novel is the strength and refusal of the community to surrender to an unveiled violence besieging the townspeople. The tension is between the two political factions in town, as represented by the characters.

No One Writes to the Colonel not only took writing precedence, but it also took primacy in publication. It was first published by Editorial Aguirre in Medellín, capital of the Department of Antioquia and the second most populous city after Bogotá. Of all his works published before One Hundred Years of Solitude, this novel is the one considered the most structured and polished. The main character, the old colonel, displays an inner strength superior to all the misfortunes placed upon him by the bureaucracy, which fails to pay him his pension, after decades of waiting, as a veteran of the civil war. The town is very similar to that in In Evil Hour. The two novels complement one another. The old colonel suffers the force and power of an antagonizing political faction that killed his only son for distributing clandestine, subversive leaflets. The old colonel is an idealist, almost a dreamer. His wife, on the other hand, seems to be the voice of reason.

The two novels can be seen as a denunciation of the violence unleashed after the killing of Jorge Eliécer Gaitán in 1948. Of the two, No One Writes to the Colonel is more biographical. A rooster plays an important role within the novel. As absurd as it may seem, it is through the rooster that the whole town comes together. The schoolchildren and the townspeople see the rooster as a symbol of strength and pride. Pride is the only thing left for these people, who live under the most precarious of circumstances. The plot, the viewpoint, and the economy of language made the critics take note of García Márquez as a skilled writer. Sales, however, were slim. At the time of the book's publication, he did not envision it as a film, but in 1999, Arturo Ripstein turned it into one and showed it at the Cannes Film Festival. García Márquez has strong opinions about adapting books for film. He once said, "I can't think of any one film that improved on a good novel, but I can think of many good films that came from very bad novels."11

He seems to speak his mind rather freely, but one can also hypothesize that No One Writes to the Colonel was published before In Evil Hour because the culprits, the novel suggests, were still in power in the mid-1950s. The president of Colombia during those years, General Gustavo Rojas Pinilla, was responsible for the closure of The Spectator, the newspaper that sent García Márquez to Europe as a correspondent. The dictatorship of Rojas Pinilla, from 1953 to 1957, was insinuated in the novel. "The mayor of the fictionalized account is supposed to be modeled after a relative of his wife, Mercedes. He was a real criminal who wanted to kill Mercedes' father. So he, Mercedes' father [García Márquez's father-in-law] was always armed."12 Fiction and fact were once again intertwined, woven together. Another fact, however, is that neither the Spanish nor the Mexican publication of In Evil Hour found commercial success, but some literary critics received it favorably.

The events and the skirmishes surrounding the two novels are worthy of note, but García Márquez did not write any fiction in 1961 other than the short story "The Sea of Lost Time." It is hard to understand why a writer such as García Márquez would not have published anything other than that short story. The four volumes of his journalism somehow skip the 1960s. Volume three, Of Europe and America, covers up to May of 1960, and volume four, For Freedom: Journalistic Work 4 (1974–1995) (Por la libre: Obra periodística 4 (1974–1995)), includes selected newspaper articles from 1974 to 1995. So the Mexico City years, the early 1960s, indeed constitute a period of writer's block. He tortured himself with the idea that he could not write anything worthy of his own approval. The short story "The Sea of Lost Time," however, was certainly a story closer to the magnum opus he was intending to write, which he thought would be titled The House (La casa). His intentions were right; the title was not.

The year 1962 was marked by two significant events in his personal life. At the age of 35, García Márquez became a father for the second time. On the 16th of April, Gonzalo was born in Mexico City. And in that same year, according to his youngest brother, Gabriel Eligio13 (known in the family as Yiyo), García Márquez was introduced to Carlos Fuentes. This was the year that Carlos Fuentes published his internationally acclaimed novel, The Death of Artemio Cruz (La muerte de Artemio Cruz). García Márquez was suffering from writer's block, while Carlos Fuentes was publishing constantly. To date, Carlos Fuentes is one of the most prolific of Mexican writers. While The Death of Artemio Cruz, also linked to Faulkner's 1930 As I Lay Dying, was published by Joaquín Mortis with great fanfare, García Márquez published a book of short stories he had written in years past: Big Mama's Funeral. The publication took years to sell, although the University of Veracruz Press printed only 2,000 copies. From this book collection, the short story "There Are No Thieves in This Town" ("En este pueblo no hay ladrones") was made into a film.

Whether an oversight or not, it is worth mentioning that while Gabo was quick to write about Hemingway's suicide in 1961, a year later, he seemed to have ignored the death of the author he considered his master: the Mississippian William Faulkner. On a Friday morning, July 6, 1962, William Faulkner died of a heart attack at Wright's Sanitarium in Byhalia, Mississippi. He was 65 years old. The novelist William Styron wrote a four-page, illustrated essay in the July 20 issue of Life magazine, covering the funeral, which took place the day after Faulkner's death. The New York Times, Time, Newsweek, The Saturday Evening Post, and leading newspapers and magazines in the United States and around the world acknowledged his death.

After two years of working as editor in chief for Incidents and La Familia, García Márquez resigned. It was obvious that this was not what he wanted to do. In 1963, now 36 years old, while working at his publicist's office for the Walter Thompson agency—thus far just another way to make a living—the opportunity to produce a film script was offered to him. The film producer, movie director, and screenwriter Manuel Barbachano was responsible for producing the film The Golden Cockerel (El gallo de oro), based on a short story by Juan Rulfo. Fuentes and García Márquez were invited to work on writing the adaptation. The film was released in 1964. The film had been worked on by others before, but to no avail. Like déjà vu, this new adaptation was not successful either. What was wrong with his pictures? The adaptation of "There Are No Thieves in This Town" was also a failure, but García Márquez would not know that until 1965. Perhaps the problem was the transfer from one medium to another. He thought he should write for the movies as genre, write for literature alone, and keep both separate. He did. His misfortunes, however, may or may not have been connected with transferring from one genre to the other. That year, Henry Fielding's novel, Tom Jones, was adapted for the big screen by screenwriter John Osborn. The film won four Oscars. Another film adaptation of 1963 is the acclaimed version of Cleopatra, with Elizabeth Taylor as Cleopatra and Richard Burton as Marc Antony. García Márquez undoubtedly went to see these two films. I am not making comparisons, but mere references. Budgets, actors, and actresses do contribute greatly in filmmaking.
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In the United States, 1963 was marked by the two films mentioned, but above all by the shocking news, the world over, of President John F. Kennedy's assassination on November 22, while visiting Dallas, Texas. The year before, President Kennedy had been greeted by an unprecedented Mexican tickertape parade, and a seven-mile-long crowd of a million and a half spectators cheering him and First Lady Jacqueline Bouvier Kennedy.

In 1964, García Márquez wrote the movie script Time to Die (Tiempo de morir). Unlike his previous efforts in writing for the cinema, the results were more favorable. The film was directed and produced in Mexico, a year later, by the Ripstein brothers, Arturo and Alfredo, Jr. The script, on the other hand, although it was not intended as a literary piece, was published in Magazine of Fine Arts (Revista de Bellas Artes). It was as if his intention to get things done was being forced. Time to Die was a Western, intended to attract both the Mexican and the international public. Years later, García Márquez said he was not happy with the results. He had not wanted the film to be a Western, but had had no control over that. The violent plot, with a rural setting, deals with the themes of revenge and honor. These same themes frame the novels No One Writes to the Colonel and In Evil Hour. The film was favorably received by movie critics, but somehow there was something missing and the work did not attract a larger audience. Some of his friends thought he did not know how to get to the people. His treatment of both literature and film needed perfecting; he was not grabbing the reader's, nor the viewer's, heart and attention. He, however, continued to write about the same themes with the same recurring background.

The main character in Time to Die is released from jail after 18 years, for killing a man in a duel (based on a biographical account). The two sons of the deceased man want to avenge the death of their father. One of the two sons provokes the ex-convict until he agrees to fight him in a duel. Like his father before him, he is killed. The younger brother then kills the supposed villain by shooting him in the back. The film is one more attempt to deal with the thematic issues that will eventually all come together in One Hundred Years of Solitude. These issues have a real-life foundation in what seems to be fiction. García Márquez's own grandfather had killed a man in a duel.

In 1965, the film adaptation of "There Are No Thieves in This Town" was ready to meet its fate. The film found its way to the Locarno Film Festival in Italy. He worked on several other movie scripts, but none was commercially successful. Not even his collaboration with Carlos Fuentes on the adaptation of Pedro Páramo, a novel by the celebrated Mexican author Juan Rulfo, succeeded. Rulfo also wrote the short story "The Golden Cockerel," García Márquez's first movie venture. From 1961 to 1965, he was frustrated with the film industry, and also upset that he could not find the precise tone for the novel he had been trying to write since 1948: The House. The first half of the 1960s must have seemed like a steep mountain, not at all magical, which he had to climb. The movie There Are No Thieves in This Town, from the short story of the same name, was packed with names who were shining stars in their own right, but they were not actors. Any movie buff interested in Spanish American letters would feast his eyes looking at names like Luis Buñuel, Carlos Monsiváis, Juan Rulfo, and Juan José Gurrola on the big screen. García Márquez himself played a ticket seller in the film. In his own words, anybody who was somebody in art and literature appeared in that film.14 The comment is an exaggeration on his part, typical García Márquez hyperbole. However, the Spaniard Luis Buñuel, considered one of the most important movie directors within and outside the Spanish-speaking world, played the role of the priest in the film.
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Chapter 5
THE MYTH OF ONE HUNDRED YEARS OF SOLITUDE

It always amuses me that the biggest praise for my work comes for the imagination, while the truth is that there's not a single line in all my work that does not have a basis in reality. The problem is that Caribbean reality resembles the wildest imagination.

—Gabriel García Márquez

One Hundred Years of Solitude was published in 1967 in Buenos Aires, Argentina. Four decades after its publication, readers around the world continue to see it as a literary phenomenon with countless interpretations. The myriad of ways of approaching the text go from a textual reading as fiction alone—the story of six generations of the Buendía family—to numerous studies taking political, social, psychological, historical, and mythical approaches, using various meticulous literary theories. "One Hundred Years of Solitude offers a richness and a density that allows succeeding generations of readers to add further comments to its already abundant critical legacy."1 As a work of fiction, any reader detached from Latin American reality will enjoy (not without a strong will to read it throughout) a most amazing tale, written in a seemingly linear, old-fashioned style of storytelling. In effect, that is what the author intended. He wanted to be able to tell the most fantastic tales without a moment's hesitation, as if it were all matter-of-fact. The result was One Hundred Year of Solitude, as we know it today.

The actual writing of the novel began in 1965. In spite of this, García Márquez is fond of saying that he really began writing the novel many years earlier. It may seem a poetic exaggeration, but many scholars estimate that it was 18 months in the making. What came to be One Hundred Years of Solitude was supposed to be called The House. "I wanted the whole development of the novel to take place inside the house. I later abandoned the title The House, but once the book goes into the town of Macondo, it never goes any further."2 In this chapter, we will trace his life from the genesis of the novel, universally considered his magnum opus, to the year after it was published in the United States.

In 1965, 38-year-old García Márquez was still living in Mexico City. He had very little time alone to enjoy the solitude that permeates his oeuvre. His job as editor in chief for the two Mexican magazines, Incidents and La Familia, was not something he enjoyed. He had accepted that job on the condition that he did not have to write a single line for them. The worst of it all was his inability to write. He had faced writer's block for several years, since his arrival in Mexico. He arrived in Mexico City in 1961, and, four years later, had no intention of leaving. Mexico City has always been one of the poles of culture in Latin America, the other being Buenos Aires in Argentina. The place was right; his circumstances were not.

Before Solitude, Gabo had published four books: Leaf Storm, No One Writes to the Colonel, Big Mama's Funeral and In Evil Hour. These first four books can be seen as attempts to write The House. The plot of Leaf Storm describes a family at odds with the community for the right to give an outcast a Christian burial. All the action is imaginary. The time frame of the story elapses 25 years before the death of the doctor, through the stream of consciousness of an old colonel, his daughter, and his grandson. Today, García Márquez aficionados can see Leaf Storm as part of One Hundred Years of Solitude. The same can be said of the short stories found in Big Mama's Funeral and the novels No One Writes to the Colonel and In Evil Hour.

The setting itself is named in full in the title "Monologue of Isabel Watching It Rain in Macondo." This short story, in turn, can be seen either as a draft of Leaf Storm, or as a piece taken out of the novel. The setting of Leaf Storm is also Macondo. When the town is not expressly called Macondo, it is simply described as "the town." In Big Mama's Funeral, three of the short stories take place in Macondo and four happen in "the town." Because of these recurrences, some readers find him repetitious, if not boring. But these four early works are more than short drafts. They are not just sudden flashes that announce stages of Solitude. Each work fashions real life in the tropics; each unveils the foibles of the universe the characters share with peoples in other latitudes, whether in the Spanish-speaking world or elsewhere. The writer is not simply repeating himself in order to master technique. The characters appear and reappear in different stories as archetypes in a fictional world that feeds from the real world. The reader identifies the priest, the strong mother, the child, and the proud old colonel, and tracks them as the booklover enters the fictional world, as if in a continuum. Gabo's will to develop a fleshed-out, well-rounded old colonel comes to fruition in No One Writes to the Colonel, but the first attempt is in Leaf Storm.

It was in July of 1965, while driving to Acapulco, Mexico, that García Márquez's intention to write the novel he had always wanted to write suddenly took shape in his mind. In the mid-1960s, the drive to Acapulco from Mexico City would take as long as 10 to 12 hours. This stretch of road is part of the Pan-American Highway, a celebrated route in film, literature, and real life. It extends from Fairbanks, Alaska, to the tip of Argentina. That 12-hour drive, even with two children in the car, was sufficient time for García Márquez to put together the pieces of the puzzle, and envision the novel in its entirety. His son, Rodrigo, born in Colombia, was then six years old, and Gonzalo, born in Mexico, was barely three. The infamous writer's block, five years in length, was over. If anyone had mentioned No One Writes to the Colonel to him, it would have been like pins and needles, for this work was considered masterful and he could not produce anything similar or close to it. But in 1965, his literary future was about to change.

Commercially, up until 1965, his novels and short stories had been poorly received, and he had never received any author's royalties. During the first half of the 1960s, in Mexico, he was better known as a screenwriter and as a publicist. His literary work in Mexico, as well as in Colombia, was well respected among friends and certain literary critics, but limited to a small reading public. In fact, if it had not been for his close friendship with Carlos Fuentes, he would not have been included in Luis Harss' celebrated book, Into the Mainstream (Los nuestros).

In 1964, Harss was set to write Into the Mainstream for Harper and Row, to include authors who were making an impact, albeit small, in the United States and Europe. There was not much criticism available about the writers he had in mind, so personal interviews were the best way to prepare the manuscript for the book. His long journey started in Paris, France. The most avant-garde of all Latin American writers at that time was Julio Cortázar, and his residence was in Paris. His 1963 Hopscotch (Rayuela) was an experimental novel, considered a masterpiece, and one of the best written in the Spanish language in the last century. By 1966, it had been translated into English as Hopscotch.
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In 1965, Harss was in Mexico to interview both Carlos Fuentes and Juan Rulfo for inclusion in his book. Fuentes and Rulfo were authors with a large readership; their books were "best sellers" with sales of over five thousand copies. Today that number seems almost laughable, but García Márquez himself was not a best-selling author at that time, and his books were printed by small publishers. Harss' book, however, was expected to be published first in Spanish by Editorial Sudamericana in Buenos Aires. Carlos Fuentes wanted Harss to include García Márquez in the book, but Fuentes was not just lionizing a friend for the sake of it. Fuentes was convinced that with every book, Gabo was becoming a better writer, and the difference between Leaf Storm and No One Writes to the Colonel was obvious. Fuentes not only convinced Luis Harss of Gabo's uniqueness with respect to writing, but also provided Harss with copies of García Márquez's four books to date. Harss was convinced that Fuentes was not simply glorifying a friend. However, García Márquez was not in the city, and Harss did not want to leave Mexico without talking with him.

He managed to have an interview with him, but had to drive two hundred miles west of Mexico City to Pátzcuaro, a town in the state of Michoacán, famous for its lake, its ancient traditions, and its folk art. This is how Harss described García Márquez in Into the Mainstream: "He is stocky but light on his feet, with a bristling mustache, a cauliflower nose, and many fillings in his teeth. He wears an open sport shirt, faded blue jeans, and a bulky jacket flung over his shoulders."3 He was on location, filming. By the time Luis Harss left Mexico to fly to Argentina, he was convinced of García Márquez's great skill in No One Writes to the Colonel. Two years later, when Into the Mainstream was published by Harper and Row, Harss' book soon became "a reference source" in the United States for those who wanted to learn about the writers who were changing the shape of Latin American literature. The chapter about García Márquez was a close reading of the four books he had written, and a succinct biographical account of the Colombian novelist.

In 1965, in the United States, those who were reading Latin American authors were looking at the Argentines Jorge Luis Borges and Julio Cortázar, the Cuban Alejo Carpentier, the Mexicans Juan Rulfo and Carlos Fuentes, the Guatemalan Miguel Angel Asturias, the Uruguayan Juan Carlos Onetti, the Peruvian Mario Vargas Llosa, and the Brazilian João Guimarães Rosa. Most of these would be known, the following year, as members of the Latin American Boom. García Márquez, however, was the only one whose works had not yet been translated into English. He was virtually unknown. His name was unfamiliar not only in the United States, but even in Latin America. The translation of One Hundred Years of Solitude had to wait until 1970.

The myth surrounding One Hundred Years of Solitude started with the way it was published in September 1967. On one hand, the book was somehow supposed to be published by a different publishing house, most likely the newly created ERA in Mexico City, and not by Editorial Sudamericana in Buenos Aires. However, in 1965, the literary director of Editorial Sudamericana, Francisco Porrúa, was ready to go to any lengths to secure the publication of a novel that was yet to be written. But Porrúa knew little or nothing about García Márquez. He came to know of him through Luis Harss' intention to include the unknown Colombian as one of the authors in the book he was writing. Porrúa was the editor of Into the Mainstream.

As Carlos Fuentes had done in Mexico City with Harss, talking up the literary uniqueness and skill of García Márquez, Harss was doing in Buenos Aires. Harss lent Porrúa García Márquez's four books to date. Porrúa was immediately convinced. Like many before him, Harss wrote that the four books prior to Solitude were somehow interconnected. He noted, "A single source has fed all his books, which grew side by side in him like different aspects of a single basic image. In fact, [...] all were more or less written together, each an echo of the others, a hint containing its sequel or, inversely, deriving from it."4 So through Harss, who in turn had listened to Fuentes, the contract that Editorial Sudamericana secured to publish One Hundred Years of Solitude was signed on September 10, 1966. A month later, Into the Mainstream was published in Spanish.

García Márquez, on the other hand, was sharing bits and pieces of it with his friends and journalists, as well as two chapters with Francisco Porrúa of Editorial Sudamericana. It is interesting to note that the translation of Harss' book into English has no correlation with its original in Spanish; nevertheless, obviously, Harss did not oppose Harper and Row in this regard. When he quotes within his own text, however, he uses his own translations. For the rather poetic No One Writes to the Colonel, he uses No Letter for the Colonel.

According to Gabriel García Márquez's youngest brother, Gabriel Eligio (notice the repetition of the name; the youngest was named after their father: Gabriel Eligio), One Hundred Years of Solitude must have been written between July of 1965 and no later than August of 1966. It took about 12 months to write the novel, not 18 as often quoted by so many, García Márquez included. It is a fact, however, that he was driving to Acapulco, Mexico, with his wife and two children when the epiphany of the novel came to his mind. A romanticized, erroneous belief is that they immediately turned around and returned to their home in Mexico City. They did not! With García Márquez at the wheel, they all drove to the Mexican port. By the time the family got to the world-famous Mexican beach town of Acapulco, the novel was nearly fully framed in his head.5

As Gabo said to many interviewers, he could have dictated it in full to a typist. They got to Acapulco and he sat down at his hotel room table and wrote the opening sentence: "Many years later, as he faced the firing squad, Colonel Aureliano Buendía was to remember that distant afternoon when his father took him to discover ice."6 This is undoubtedly the most popular opening of any novel ever written in Spanish, other than Don Quixote.

The full length of the novel was written in his house at 19 Loma Street, in the upper-middle class neighborhood of San Angel Inn, in Mexico City. The writer William Kennedy substitutes the number 19 for number 6, although in the same street, and in the same neighborhood. According to Kennedy, as García Márquez drove to Acapulco from Mexico City, he envisioned the first chapter. Gabo, according to Kennedy, could have dictated the entire chapter on the spot if he had had a tape recorder with him.7 There are small variations in dates and events from journalist to journalist and from scholar to scholar, as García Márquez is known for contradicting himself. He told Luis Harss in Into the Mainstream that after reading Faulkner, he wanted to be a writer, but to Plinio Apuleyo Mendoza in The Fragrance of Guava, he said it was after reading Kafka that he wanted to be a writer. And in his memoir, Living to Tell the Tale, he says he always knew he wanted to be a writer.

"Mr. García Márquez [said the interviewer, Claudia Dreifus], there's so much that's been written about you and so little of it is true."8 The insinuation had to do with his political beliefs and the commentaries on the civil wars of the 1980s in Central America, mainly in El Salvador, Guatemala, and Nicaragua; and the Argentine dispute over the Falkland Islands with Great Britain. While the undeclared Guatemalan Civil War was not as prominent in the consciousness of the American press, a great deal of attention was put on the Nicaraguan Contras and the brutal Salvadoran civil war. In each country, the fight for a better form of government and stopping to abuses of human rights was at the forefront. The fighting did not stop during the 1980s and continued through the 1990s.

The number of casualties may seem hyperbolic, but as is often the case in Latin America, reality surpasses most forms of imagination. The number of victims was in the hundreds of thousands, enough to scare anyone and make people solve both the national and international problems experienced in the Central American Region. A bit of imagination and a small amount of social consciousness from the parties involved might have helped to end the conflict, but that was not the case. Killings, kidnappings, torture, executions, rape, and the seizing of civilians' properties were commonplace in the Kafkaesque reality of each of the three countries.

The Falklands War, or Malvinas War, was also an undeclared war. The twentieth century can be remembered by our inability to recognize the meaning of war. This time, in 1982, the countries involved were Argentina and Great Britain. The dispute was brief and the number of dead combined did not exceed a thousand, according to the press. In the end, Great Britain regained control of the islands the Argentines had invaded on April 2, 1982. Somehow, this was an ill wind that blew some good. Argentina's defeat discredited the military government, and helped to restore civilian rule from 1983 to the present.

The account published by Gabriel Eligio García Márquez, known as Yiyo to family and friends, in 2001 contradicts some of the mythical entries that have been documented regarding One Hundred Years of Solitude. His is undeniably one of the most thorough studies ever written about the birth of Solitude. His report includes letters, an extensive bibliography, and direct contact with many players in the production of the novel. Like the author of One Hundred Years of Solitude, Gabriel Eligio also heard the stories Gabo writes about. He did not hear them from his grandparents; he heard them from his parents. Sometimes indirectly, when not directly, he heard and saw what his oldest brother, Gabriel García Márquez, was experiencing and writing. No other biographer of García Márquez has ever collected more information to document one book alone. Through him, we learned there were 40 writing pads, all of which García Márquez and his wife, Mercedes, burned in their house on the Loma Street in Mexico City, on which the structure of the novel was recorded to help the author keep track of it. Yet, in 630 pages, Gabriel Eligio states there are no documents to pinpoint when exactly the novel began or when it was finished. We favor many of his entries, without ignoring what others wrote before him.

The title of the novel came to Gabriel García Márquez at some point after the writing began. We know he thought the novel's title would be The House, but in a letter to the literary director of Editorial Sudamericana, dated October 30, 1965, he quotes the title we have known all these years. At that time, he had written about 400 pages.9 The English version is 448 pages in total. Here, bear in mind, we are referring to typewritten pages, one side only. The novel was nearly half finished; the Spanish version has more or less the same number of pages, depending on the edition. The novel was, in effect, coming out as he had told his interviewers.

Another myth that encircled One Hundred Years of Solitude relates to the time of writing. Many wrote that he did not leave his house in Mexico City during the time he was writing the novel. However, in March of 1966, at age 39, he traveled to Cartagena, Colombia, where his parents were living, to participate in Cartagena's VII Film Festival. He was there as part of a Mexican delegation that was presenting the film Time to Die, for which he had written the script. The judges of the Cartagena Film Festival selected Time to Die as the winner of the movie festival. The director of the picture was the Mexican Arturo Ripstein, then 21 years old. This film, in fact, was Ripstein's opera prima as a movie director. Years later, in 1999, he directed the acclaimed adaptation of Gabo's novel, No One Writes to the Colonel. The 1966 trip to Colombia would allow García Márquez the opportunity to come into close contact with the scenario of the novel he was writing, One Hundred Years of Solitude. There he was, in his beloved Aracataca, his place of birth, and the physical setting for the imaginary Macondo.

As stated earlier, the seeds of One Hundred Years of Solitude were visible in all previous writings. Most of us clearly see today that before Solitude was published, it was as if García Márquez had been writing the same book over and over, until Solitude came along that fateful day when driving to Acapulco. The four preceding books all foreshadowed the setting, the characters, the themes, the style, the language. "One Hundred Years of Solitude encompasses the beginning and the end, the alpha and the omega, the genesis and the apocalypse, of Macondo and its people."10 Anything and everything with which García Márquez had experimented before in each book was taken to its highest form. The mythical invention of Macondo is indeed a genesis: "Macondo was a village of twenty adobe houses, built on the bank of a river of clear water that ran along a bed of polished stones, which were white and enormous, like prehistoric eggs. The world was so recent that many things lacked names, and in order to indicate them, it was necessary to point."11 The tone, however, was new.

The success of the novel was heralded by García Márquez's friends, whose comments served as ambrosia for a writer who, on the one hand, seemed to have faced writer's block after publishing No One Writes to the Colonel, and, on the other, wanted to succeed in the film industry. No one anticipated the triumph of the novel as much as the Mexican novelist Carlos Fuentes. Soon after Fuentes published the article, "García Márquez: Cien años de soledad. La Cultura en México" in Siempre!, segments of One Hundred Years of Solitude began to appear elsewhere. The Peruvian novelist Mario Vargas Llosa mentions Eco from Bogotá, Colombia; Mundo Nuevo from Paris, France; Diálogos from Mexico; and Amaru from Lima, Peru.

As Vargas Llosa points out, this created a lot of enthusiasm and great expectations about the novel.12 "Not since Madame Bovary [by the French author Gustave Flaubert] has a book been received with the simultaneous popular success and critical acclaim that greeted One Hundred Years of Solitude."13 Carlos Fuentes' piece of writing has been quoted many times over. The English translation:




I have just finished reading the first 75 pages of One Hundred Years of Solitude. They are absolutely magisterial... All "fictional" history coexists with "real" history, what is dreamed with what is documented, and thanks to the legends, the lies, the exaggerations, the myths... Macondo is made into a universal territory, in a story almost biblical in its foundations, its generations and degenerations, in a story of the origin and destiny of human time and of the dreams and desires by which men are served to destroyed.14




The novel was subsequently published in Buenos Aires in June 1967. The cover of the first edition, which was never repeated, depicted the silhouette of a galleon floating amid trees against a blue background, which contrasts with three geometric yellow flowers on the lower part of the cover in the foreground.15

According to Jorge Luis Borges, the Argentine poet, essayist, and short-story writer, One Hundred Years of Solitude is a book "as profound as the cosmos and capable of many endless interpretations."16 Harold Bloom, on the other hand, said, "My primary impression, in the act of reading One Hundred Years of Solitude, is a kind of aesthetic battle fatigue, since every page is rammed full of life beyond the capacity of any single reader to absorb."17 Bloom's reception is both ambiguous and less favorable than that of Borges. No book is infallibly good and readable for everyone. Solitude is no exception. Like Hopscotch by Julio Cortázar, The Death of Artemio Cruz by Carlos Fuentes, Ulysses by James Joyce, and Absalom, Absalom! by William Faulkner, One Hundred Years of Solitude calls for a tenacious reader. All these novels require a determined reader who is not easily bothered by the complexity of modernist literary technique.

In 1967, Gabriel García Márquez was a happy and pleased 40-year-old. The commercial success of his fifth novel was extraordinary. The first edition sold out in two weeks. Soon after, the Argentine press presented him with the Front Page Prize. On June 20, 1967, a few weeks after Solitude was published, Gabo and his wife were in Buenos Aires. That night they attended the premiere of a play at the theater, the Di Tella Institute. He was surprised, in a city where he had been a total unknown weeks before, that "the entire audience rose as the couple entered. At that very moment, García Márquez thought to himself, 'It seemed as if fame were falling down on me from heaven, wrapped in a blinding array of wing-flapped sheets, much like Remedios the Beauty' [in One Hundred Years of Solitude]."18

Before 1967 was over, García Márquez had decided to move to Barcelona, Spain, because it was suddenly difficult to find privacy in any Latin American country. While both enjoying and suffering from the attention celebrity brought, García Márquez attended, before moving to Barcelona, the XIII International Congress of Iberian and Latin American Literature, held in Caracas, Venezuela. Venezuela awards the prestigious Rómulo Gallegos International Novel Prize, and that year the prize was presented to Mario Vargas Llosa for The Green House (La casa verde). The two authors, who had not yet met, shared the limelight: Vargas Llosa for being novelist of the year, and García Márquez for the fact that One Hundred Years of Solitude was considered a masterpiece. The two became close friends thereafter. Their friendship, however, had its up and downs, and a sensationalist break-up worthy of news worldwide.

But Barcelona was no exception: privacy was difficult to find there, too. The Spaniards also wanted autographs, television, radio, and newspaper interviews. Time alone was something that eluded Gabo. The American novelist William Kennedy described García Márquez's place in Barcelona. "The apartment is modern in its furnishings, with wall-to-wall carpeting, floor-to-ceiling drapes, the color scheme beige, brown, and orange. The hi-fi, which García, and no one else, operates, is a significant object in the room, and in García's life. He treats his records as if they were fine crystal."19 Kennedy also mentions the living-room shelves and García Márquez's books. The authors' names are those we hear often: the Polish-born, English novelist Joseph Conrad; Greek biographer Plutarch; Franz Kafka; Virginia Woolf; Austrian poet, essayist, and short-story writer, Stefan Zweig; Scottish novelist A. J. Cronin (in full, Archibald Joseph Cronin); Jorge Luis Borges; François Rabelais; and British author Frederick Forsyth.

The interview with Kennedy is of particular importance for the documentation of Gabriel García Márquez's readings and opinions about authors he considers influential in his writings. Graham Greene is at the top of the list, along with Faulkner. Although Kennedy's interview insinuates the parochialism we suffer in the United States regarding Latin American issues and its writers, he learned that the translation for One Hundred Years of Solitude had to wait a whole year because Gregory Rabassa, the translator García Márquez wanted, was booked for a year. "I'll wait," García Márquez told his publisher. Kennedy is certainly right when he adds, "A decision for which anyone attuned to the English translation must be grateful."20 One can imagine García Márquez was carefully crafting his grand entrance into the American book market: Gregory Rabassa had won the 1967 National Book Award for his 1966 English translation of Julio Cortázar's novel Hopscotch.

His literary agent, on the other hand, the Catalan Carmen Balcells, had secured the English translation for García Márquez's first four books: Leaf Storm, Big Mama's Funeral, In Evil Hour, and No One Writes to the Colonel. All efforts paid off when Rabassa's translation was finished. Gabriel García Márquez was a world-famous writer whose entry to the United States, interestingly enough, had been banned since 1961, due to his political beliefs. His books were read throughout the United States, One Hundred Years of Solitude had a cult following in certain colleges, but the author himself was not allowed to set foot on American soil. The reason was his alleged membership in the Communist Party. While no membership records are available, he was briefly involved as a journalist for the Latin American news agency Latin Press, the news agency of the Cuban regime.

The impetus demanded by putting together such a work of genius in 1967's One Hundred Years of Solitude was still dominating Gabo's writing. The obsession with writing about his childhood, the images of the people he knew, and the Caribbean places he had seen would not leave him. The year 1968 was a crack in time for Western world cultures, but in his writing, at first glance, it almost seems as if it simply came and went, although we know that was not the case. How could anyone not be aware of the social unrest throughout the world?

In the United States, we witnessed the Vietnam War escalating even further as North Vietnam was bombed. There were protests against the war around the world, and student revolts broke out in Spain, Mexico, Prague, Paris, and the United States, just to mention some of the countries that were reacting to the world order and their own internal social and political problems. In March of that year, President Lyndon B. Johnson announced that he would not seek nor accept the Democratic Party nomination for another term as president. The month after, in Memphis, Tennessee, Martin Luther King, Jr. was shot and killed on the balcony of the Lorraine Motel on April 4. Born in 1929, civil-rights activist Luther King, Jr. was only two years older than García Márquez. Later that same year, the unthinkable happened again: Senator Robert Kennedy was assassinated in the ballroom of the Ambassador Hotel in Los Angeles, California, on June 15.

A journalist at heart, Gabo could have written columns about these world events, perhaps even written about the romance and wedding of Jacqueline Kennedy to Aristotle Onassis. From interview questions regarding the music he listens to, we can imagine Gabo fully aware of the Beatles' release of "Hey Jude," and the hippie movement. This counterculture movement was influencing fashion and the American way of life as much as that of the rest of the Western world. San Francisco was the epicenter of the movement, and that summer of 1967, to those who followed the change, was the "Summer of Love." Whatever is common to popular culture, we know, is not foreign to Gabo. He feeds on it, whether as a journalist or as a fiction-writer.

García Márquez's everyday life in Barcelona was lived under the dictatorship of General Francisco Franco. Franco's long, dictatorial rule was particularly harsh on Spain's press, and definitely on anything Catalan, the language and region of Barcelona. Protests against the regime were docile, except for the university students, who repeatedly clashed with police. But Gabo would not write about this, either. The Franco dictatorship, according to García Márquez, was different from the one he wanted for his book The Autumn of the Patriarch (El otoño del patriarca), a volume about a literary tradition in Latin America regarded as the "Dictatorship Novel." García Márquez considers this book completely historical. "I realized at one point," he said, "that I myself had not lived for any period of time under a dictatorship, so I thought if I wrote the book in Spain, I could see what the atmosphere was like, living in an established dictatorship. But I found that the atmosphere was very different in Spain under Franco from that of a Caribbean dictatorship."21 Was he being tactful and selective with his words? Does the reader find similarities with the Spaniard Francisco Franco, the Argentine Juan Domingo Perón, the Dominican Rafael Trujillo, or the Chilean Augusto Pinochet? The answer rests with the person who reads the novel. This is one novel critics find difficult to read, due to its technical complexity. We know he was writing The Autumn of the Patriarch while in Spain, but again, this novel took many years to complete. It is one he feels very strongly about, but literary critics in the United States found the book to be inferior to One Hundred Years of Solitude.

What he wrote in 1968 can be seen as echoes left by One Hundred Years of Solitude. It seems as if he was determined to write exclusively about the geographical area where he grew up, and the characters he knew. In 1968, according to Vargas Llosa, García Márquez wrote five short stories, but the fifth was meant to be a film. His interest in film was stimulated by the previous success of the motion picture Time to Die. The stories were "A Very Old Man with Enormous Wings," "The Handsomest Drowned Man in the World" ("El ahogado más hermoso del mundo"), "Blacamán the Good, Vendor of Miracles" ("Blacamán el bueno, vendedor de milagros"), "The Last Voyage of the Ghost Ship" ("El último viaje del buque fantasma"), and "The Incredible and Sad Tale of Innocent Eréndira and Her Heartless Grandmother." The dates of publication varied in both Spanish and English. He would have to wait 16 years for "The Incredible and Sad Tale of Innocent Eréndira and Her Heartless Grandmother" to be made into a film (as Eréndira), and four more for "A Very Old Man with Enormous Wings," although the latter was not originally expected to become a picture.

The spell of Macondo as setting is substituted by a town near the sea in "A Very Old Man with Enormous Wings," "The Handsomest Drowned Man in the World," and "The Last Voyage of the Ghost Ship," but the images of magical realism permeate the five stories. The influence of Solitude, we have stated, is obvious in all five. Another unifying aspect is the use of political, social, and religious satire. Satire is one of the fundamentals that frame the portrait of daily life in the narratives. After reading any of his novels and short stories, we come to realize that satire and irony are the basis of criticism for testing and contesting moral and ethical values. This is true within these five stories. However, it is not so much from the writer's viewpoint, but rather from the reader's perspective.

Of all five stories, the one that strikes the reader for its innovative technique is "The Last Voyage of the Ghost Ship." On one hand, the whole story is told in one sentence, from beginning to end. On the other, the shift of the narrative voice from the omniscient narrator to the character and then back again to the omniscient within the story makes the reader question the reading itself. This story, unlike "The Incredible and Sad Tale of Innocent Eréndira and Her Heartless Grandmother," "A Very Old Man with Enormous Wings," and "The Handsomest Drowned Man in the World," loses itself into nothingness. The high level of experimentation makes the plot a story without a design. The plan, of course, is precisely to make believe that there is no design. The ploy is similar to waking up from a dream we think we remember, but we really do not and cannot. The lack of punctuation leads to confusion. The one-breath sentence vanishes into a voiceless fade-out. Who is the character who announces we will find out who he is, as the story opens? The opening of the story, this idea of seeing something for the first time, is reminiscent of the first sentence in Solitude. In that book, we see a child; here we see a man.

Two of the five stories were meant for children: "A Very Old Man with Enormous Wings," and "The Handsomest Drowned Man in the World." Nevertheless, when the former was taken to the screen, that quality was lost in the intention to make it successful at the box office. The sexual overtones not present in the short story make the film risqué and unwatchable for children. All five stories were published in the United States 10 years later, under the title Innocent Eréndira and Other Stories. While the plot of "A Very Old Man with Enormous Wings" as a short story is not difficult to read from a moral viewpoint, the storyline of "Innocent Eréndira" is the opposite. This happens when the reader is fundamentally not willing to or cannot interpret the narrative beyond the surface level. While the plot of "Innocent Eréndira" (who is not innocent at all) can be seen from several different angles of exploitation, the reader first sees child prostitution, child exploitation, and grows disgusted by it. The allegory of substituting a grandmother who sells her 14-year-old granddaughter's virginity to a widower known to pay well becomes offensive to many readers. This theme, however, is one García Márquez exploits as a literary tool, for his views on women are altogether different.

By 1969, now 42 years old, with plenty of money from his royalties, he spends his days as a full-time writer. There is no need to ever make a living doing something other than writing, traveling, and attending ceremonies in his honor, either to receive a prize for One Hundred Years of Solitude or simply as a guest of honor. The success of Solitude in Buenos Aires, when the novel first appeared, is continued that year in Italy and France. Critics in Italy awarded Solitude the 1969 Chianciano Award, and in France, the critics bestowed on him the prize for Best Foreign Book (Prix du Meilleur Livre Etranger). In the United States, Solitude was translated in 1970, to more popular success. The American critics selected it as one of the best 12 books of the year. So the story of a Latin American family, the Buendía family, appeals to Americans, Italians, French, and many other nationalities alike.

By 1971, nearly half a million copies had been sold in Spanishspeaking countries alone, and his four earlier books were reprinted again for a public who wanted to read more about the creator of Macondo. Latin Americans read him voraciously. Many booklovers find the characters resemble some of their parents in their mannerisms, in their pessimism, in their sadness. Others read it as an allegory of the types of Latin American governments. The plot of the novel is mostly sad, but closer to the end, two members of the Buendías find love: Aureliano and Amaranta úrsula. She, his aunt, is unaware of their kinship. The two of them share pure love, a feeling denied to any other of the previous generations of Buendías. With biblical insinuations, she dies after giving birth. The newborn is eaten by ants and the father, the very last of the Buendías, yet one more Aureliano, comes to realize that the manuscripts he has been translating from Sanskrit are the story of his whole family, all generations, and written one hundred years before. "And he began to decipher the instant that he was living, deciphering as he lived it, prophesying himself in the act of deciphering the last page of the parchments, as if he were looking into a speaking mirror."22 The climax of the novel for the reader outside the text, we who have the book in our hands, is the same that the character within the novel experiences. We are simultaneously reading what he is deciphering. He knows and we know that he, Aureliano Babilonia, the last of a dynasty of sorts, is bound to be wiped out from the surface of the earth. Because "everything written on them [the parchments] was unrepeatable since time immemorial and forever more, because races condemned to one hundred years of solitude did not have a second opportunity on earth."23 That is how the novel ends, a lapidary ending announcing that regardless of what happened after the ultra success of the novel, there would be no second parts, no films, nothing other than the novel as we have known it in English since 1970, when it was first published in the United States.

Publishing houses around the world got wind of it, and 18 translation contracts were signed, before or after 1970. They were in the United States, France, Italy, Finland, Brazil, Sweden, Germany, Soviet Union, Norway, Poland, Romania, Czechoslovakia, Yugoslavia (with two translations, one in Serbo-Croatian and one in Slovenian), England, Denmark, Japan, and Hungary.24 The worldwide fame Gabriel García Márquez enjoys is well deserved, although it is rather premature to talk about it as a classic. One Hundred Years of Solitude was published over 40 years ago. It has passed many tests. Its reading is still fresh, and the passage of time proves that. Some critics have called it "an instant classic."

In 1971, García Márquez was questioning whether he would accept an honorary doctoral degree from Columbia University. Would he be misjudged for accepting the degree? Would it hurt his credibility? After all, he had been banned from stepping on American soil since 1961. A special visa was granted, and García Márquez accepted the honorary degree from the university. It was the university, he would say, that awards the degree, not the politicians.

CODA

Today, the number of readers of One Hundred Years of Solitude is in the millions. There are versions of it in more than 40 languages. There is a special edition to celebrate the 40th anniversary of its publication, this time done under the careful scrutiny of the Royal Spanish Academy, in association with the different Language Academies of the Spanish America. The author himself participated in the proofreading before it went to press. The printed edition was published in Colombia on March 6, 2007, the day of his 80th birthday.

After the presentation section of the edition, the introductory pages are written by álvaro Mutis, a Colombian poet, novelist, and essayist who befriended García Márquez when Gabo was 20 years old. Their friendship has lasted over 60 years. Mutis was a friend and a Maecenas for the aspiring young writer, and has accompanied Gabo throughout his life. They were together in Stockholm when García Márquez was awarded the Nobel Prize. Their celebrations together are legendary. They have shared friends, books, and music. They have traveled together on three continents. Mutis' words are followed by those of Carlos Fuentes. He writes a tribute with the title "To Give America a Name." America, for most Latin Americans, starts in Alaska and ends at the tip of Argentina, at the South Pole. The Mexican novelist also talks about his friendship with Gabo. They met in Mexico City in 1962. As noted in this chapter and Chapter 4, their friendship was instrumental for García Márquez's international reception, particularly in the English-speaking world.

After Mutis and Fuentes, in tribute to the novel is an abstract from Mario Vargas Llosa's voluminous work, García Márquez: Story of a Deicide (García Márquez: historia de un deicidio). García Márquez and his wife, Mercedes Barcha, collaborated with Vargas Llosa while he was writing the book. Vargas Llosa's commentaries on the novel, first published in 1971, are followed by some from Victor García de la Concha and Claudio Guillén. De la Concha is a Spanish philologist who has served as Director for the Royal Spanish Academy since 1998. Guillén, a Catalan poet of international renown, was Professor Emeritus at Harvard University. He died in 2002.

This special edition of One Hundred Years of Solitude is a must-have for book lovers around the world. It was presented to Gabriel García Márquez at the 4th International Congress of the Spanish Language, celebrated in Cartagena, Colombia, in March 2007. Many scholars, friends, politicians, and members of the press gathered that day for the presentation of the book. Carlos Fuentes was one of them, along with the King and Queen of Spain, and former U.S. President, Bill Clinton.

Why do people love One Hundred Years of Solitude as much as they do? I think the lasting impression has to do with the fact that this novel is possibly the most realistically human of all modernist novels written in Spanish, other than Don Quixote.
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Chapter 6
WORLD FAMOUS, SEPTEMBER 11, 1973

Capote and Mailer developed their interests in the nonfiction novel, or New Journalism, from their careers as fiction writers. García Márquez, on the other hand, followed an opposite course, going from journalism to literature.

—Gloria Jeanne Bodtorf Clark, A Synergy of Styles, 22

In 1970, the 43-year-old Gabriel García Márquez published in book form a piece of investigative journalism he first wrote for The Spectator, the national Colombian newspaper headquartered in Bogotá. Although today García Márquez's work is often translated soon after the book is published, The Story of a Shipwrecked Sailor was not. When it was first published as a journalism piece in 1955, the story boosted Gabo's popularity and reputation. But when the reporter's feature was published as a book in 1970, its reception was lukewarm, both in Spain and the Spanish-speaking world. Sixteen years later, the English translation, The Story of a Shipwrecked Sailor, also came and went without much fanfare.

During the first half of the 1970s, García Márquez had become a celebrity, living off the fame, reputation, and economic success derived from One Hundred Years of Solitude. As early as 1971, Ernesto González Bermejo1 observed he was already being considered "one of the greatest writers, or the greatest writer in Spanish, the Amadís of Latin America, the Cervantes of Colombia, author of One Hundred Years of Solitude, one of the most important contemporary novels."2 Hyperbolically or not, the appeal of Solitude was global. Everybody was still talking about One Hundred Years of Solitude. In fact, it often seems that most people have not stopped talking about it now, more than 40 years after its publication in 1967. The English translation, however, was not available until 1970. In spite of this, some academics, several critics, and large numbers of college students in the United States had read the novel in the original Spanish soon after its publication in 1967. An American college-educated multitude had already been reading in Spanish the works of the Argentines Jorge Luis Borges and Julio Cortázar; the Chileans María Luisa Bombal and Pablo Neruda; and the Mexicans Carlos Fuentes and Juan Rulfo, among others.

In 1971, Uruguayan journalist Ernesto González Bermejo interviewed the Colombian magician of words for the Cuban press, Latin Press. The dialogue between González Bermejo and García Márquez focused on Solitude. When González Bermejo asked, "Where has the best criticism of One Hundred Years of Solitude appeared?" Gabo answered, "It's unfortunate to have to say so, but the best criticism has been done in the United States. They're professional, conscious readers, well trained, some of them progressive, others as reactionary as they're supposed to be, but as readers, they're fantastic."3 Why would it be unfortunate that the best readers of Solitude are Americans? Were the ideas, messages, or metaphors of Solitude intended for a particular or different public? What did the Russians make of it? How about the Japanese, and the Greeks, and the peoples of Africa? Was it unfortunate because a large number of the readers who were publishing, and continue to put out literary criticism on the subject of One Hundred Years of Solitude in the United States, were either Cuban or Cuban-Americans or other Hispanics living in the United States? Some were professors of literature at leading American universities, and some still are. They, in fact, might be the ones García Márquez was crediting as "the fantastic readers" of One Hundred Years of Solitude. Then, of course, there has been a group of American journalists who every so often have been granted interviews throughout the last 40 years, some of whom are writers in their own right.

During the 1970s, García Márquez's opinions were valued for what he said or chose not to say. When the subject is Cuba, his remarks are carefully crafted, perhaps skillfully and cautiously uncompromising, as the above quote proves. The interview he was giving was intended for the Cuban public.

By 1971, García Márquez's name alone was news. The impact of his words, politically speaking, had much impact by the 1970s. As we would soon discover, his silence would carry a great deal of importance as well. Such was the advent of the "Padilla Affair." Heberto Padilla was a Cuban intellectual, an advocate of the Cuban Revolution, a poet who, after living in the United States prior to the triumph of the Cuban Revolution, returned to Cuba once the revolution was victorious. While the Cuban Diaspora we hear so much about in the United States left the island, Padilla flew back instead. "In 1959, Mr. Padilla, then 27, had enthusiastically embraced the revolution, which brought him back home from the United States, where he had been working as a radio commentator and translator. He became one of the founding editors of Revolutionary Mondays[Lunes de Revolución], a literary journal, and worked for Latin Press[Prensa Latina], the Cuban news agency, and Granma, the Cuban Communist Party newspaper, as a foreign correspondent based in Moscow and London."4

Outside of Cuba, however, Heberto Padilla was an obscure poet. In 1971, accused of being a counterrevolutionary, his name gained international attention when he was imprisoned for criticizing the Cuban government. In 1971, he and his wife, Belkis Cuza Malé, were arrested. Among others, internationally known writers like Mario Vargas Llosa, the Spaniard Juan Goytisolo, Carlos Fuentes and Octavio Paz, Plinio Apuleyo Mendoza, Julio Cortázar, and Jean-Paul Sartre protested the arrest and broke ties with the revolution they had once supported. A letter was written, titled "The First Letter to Fidel," asking for explanations and to reconsider the arrest. A total of 54 intellectuals signed the letter. The rumor was that the one signature missing was that of Gabriel García Márquez. Did he or did he not sign the letter? Was it important, one way or the other? In certain circles, whether he had signed the letter to Fidel Castro or not was indeed of great consequence. This will be a task for historians, if a copy or the original of the letter exists. What we have today are contradictions. Some say he signed, others say he did not, and others say that Plinio Apuleyo Mendoza signed on his behalf.

But in 1971, aside from the fact that the Padilla Affair can be pinpointed as one of the reasons for the beginning of the breakup of the group of novelists who are often identified with the Latin American Boom writers, García Márquez was involved in many other affairs. Some were political, several social, a few involved cinema, and some he always kept for himself, his family, and his closest friends. The latter, of course, we may never come to know about. His friends, on the other hand, were themselves world news. With friends like Pablo Neruda, Gabo continued to make connections with world figures who would become his own comrades. One of them was French President François Mitterrand, who Gabo met at Neruda's house in Paris in 1971, while Neruda was Chile's ambassador to France. At that time, Mitterrand was the leader of the French Socialist Party, not president. Neruda had invited Gabo and his wife, Mercedes, on the occasion of Neruda's nomination for the Nobel Prize of Literature. But Mitterrand was only one of the influential names Gabo would meet that evening: "Neruda wasn't just the initial link with Mitterrand; he also introduced his Colombian friend to French celebrities and a Swedish official."5 The French celebrities were Régis Debray and Henri Cartier-Bresson. The Swedish official was the poet, novelist, and literary critic Artur Lundkvist.

When Lundkvist died in 1991, his obituary in the New York Times talked about the influence he had had in the Swedish Academy, which awards the Nobel Prize in Literature. "He was instrumental in bringing the works of many Spanish and Latin American writers to his colleagues' attention, often translating the works himself."6 The article adds the names of Pablo Neruda and the Mexican poet Octavio Paz, the 1990 Nobel Laureate; the South African Nadine Gordimer; and the French writer, Claude Simon, but does not mention García Márquez. All the guests at Neruda's table were influential people affiliated with Socialist causes. Debray had been released from a Bolivian prison the year before because of his connection with Che Guevara.

With regard to the high-profile French guests, when Mitterrand became president of France, he appointed Debray as his advisor on Third World Affairs. Being introduced to famous, influential people is important in anybody's career, but developing a friendship is up to the parties involved. Mitterrand would become president of France a decade later. Gabo's friendship with the politician would pass the test of time. In the next chapter, the 1980s, we will talk about Mitterrand's inauguration and the friends who accompanied him—García Márquez included, of course.

The 1970s follow the telegrapher's son from Aracataca, a Colombian writer in his 40s whose life, all of a sudden, was everybody's business, globally. In May of 1971, García Márquez was getting ready to come to the United States, and this move alone put him in the eye of the storm. The Padilla Affair had been highly publicized as an anti-government response on behalf of the intellectual left, which had supported the Cuban Revolution, now over a decade old. Therefore, coming to the United States was something Gabo would have to think about carefully. He did not want the international press to assume he had broken with Fidel Castro's regime. "For anyone who didn't know that this decision [coming to Columbia University] had been made earlier, it might lead them to believe that I was going to United States because I had broken with Castro. I therefore made a statement to the press, completely clarifying my position on Castro, my doctorate, and my return to the United States after 12 years, during which time I had been refused a visa."7 He was in disbelief that Columbia University had chosen him. "The last thing I ever expected in this world was a doctorate of letters. My path has always been anti-academic. [...] And I asked myself, 'what should I be doing in a literary academy in cap and grown?' At my friends' insistence, I accepted the title of doctor honoris causa."8 While his global reception in connection to Castro was important, it was about more than just Castro, per se. García Márquez was also friends with Salvador Allende, Omar Torrijos, Carlos Fuentes, and Graham Greene, among many other well-known public figures. His friendship with Castro, however, seems to have led to an obsessive interest on the part of the media, some academics, and many people in general. But in the 1970s, García Márquez was also a supporter of the Chilean Popular Front, the Sandinistas in Nicaragua, and the Montoneros in Argentina. In the same interview mentioned above, García Márquez added, "Chile is headed toward violent and dramatic events."9

He was right in foretelling violent and dramatic events in Chile. Soon after Salvador Allende became president of Chile, a civil war of sorts erupted in the country. One significant change was the nationalization of the country's mining industry. While the change would help the mining workers and the country's economy, the private international sector would take a measurable blow. Copper mining in Chile was controlled by three American firms: Anaconda, Kennecott, and Cerro. The social unrest throughout the country immediately became world news. College students, intellectuals, and people from the middle classes were out on the streets, demonstrating in favor of the government action, but they were not alone. There were those who favored the old-fashioned ruling class and foreign interests. According to Time magazine, in January of 1971, "None of the more than 150 U.S. firms in Chile have given up and left. Though expropriation of most, if not all of them, seems only a matter of time, none are willing to antagonize Allende unnecessarily before knowing just when or where he will strike next."10 The time came in 1971, on July 26, when Chile was proclaimed by Salvador Allende "Owner of the Future" after the amendment for nationalizing the copper mines passed. "Newspapers, billboards and walls blossomed with the slogan: 'Chile has put on its long pants! Finally the copper is ours.' "11 Chile was experiencing national pride and unrest, but with Pablo Neruda winning the Nobel Prize in Literature, Chileans and their friends thought their place in history was right. Neruda's Nobel Lecture, on December 13, 1971, was rightly titled "Towards the Splendid City." But the poet's Banquet Speech—like García Márquez's ominous foretelling, "Chile is headed toward violent and dramatic events" —also spoke of ominous things to come. Alluding to his work as poet, he said, "I render my thanks and return to my work, to the blank page which every day awaits us poets so that we shall fill it with our blood and our darkness, for with blood and darkness poetry is written, poetry should be written."12 But neither Neruda nor García Márquez could ever have imagined what was to take place in Chile in 1973.

García Márquez's literary career, on the other hand, was on hold. No new literary material, whether short stories or a novel, was published in 1972 except for translations of previous works. In the United States that year, we had Leaf Storm and Other Stories. The ripple caused by One Hundred Years of Solitude in 1972 resulted in García Márquez receiving the Rómulo Gallegos International Novel Prize. This award, given every two years for the best novel, is named after the Venezuelan novelist Rómulo Gallegos, former president of Venezuela. Relatively new, the Prize was created in 1964, but the first time it was awarded was in 1967. The first winner of the prize was Mario Vargas Llosa, for his novel The Green House. Among other winners, the prize has been given to Carlos Fuentes, Argentine Mempo Giardinelli, and Chilean Roberto Bolaño. When it was first instituted, the prestigious prize was worth a hundred thousand bolívares, along with a gold medal and a diploma.

In 1972, One Hundred Years of Solitude was selected out of 139 novels from 18 different countries. The prize is given in the month of August, to coincide with the birth of Rómulo Gallegos. That same year, in the United States, García Márquez was awarded the Neustadt International Prize for Literature. The biennial prize is sponsored by the University of Oklahoma and World Literature Today. First established in 1969, the award consists of fifty thousand dollars, a replica of an eagle's feather cast in silver, and a certificate. Among the 11 candidates for the 1972 Neustadt Prize were Octavio Paz (Nobel Laureate in 1990), and Polish writer Czesław Miłosz (Nobel Laureate in 1980). Two years before winning the Nobel Prize, Miłosz had won the Neustadt Prize. Octavio Paz was victorious in 1982. To date, the only American to have won the prize is the Massachusetts-born poet Elizabeth Bishop, in 1976.

On March 8, 1973, from Barcelona, García Márquez wrote a note to Dr. López Escauriaza on the occasion of the 25th anniversary of El Universal newspaper, in Cartagena, Colombia, where he had begun his career as a journalist. "My dear Dr. López," he wrote. "I believe that on few occasions, such as today, I realize the passage of time, as when I remember that today is the 25th anniversary of the newspaper you founded, the one where maestro Zabala did his work as he pleased and where I began to learn the only useful thing I've done in this world: the job of journalist. Receive my heartfelt embrace. Gabriel García Márquez."13 Among his many qualities is his genuine sense of appreciation for those who have helped him through his formative years. Not long after the 1970s, García Márquez stopped writing letters and signing them. He became totally disheartened by the fact that some of his letters were being sold.

As in the year before, no new literary material was published. In 1978, we had the English translation of Innocent Eréndira and Other Stories, 11 short stories and a novella that gives the book its title. That tale is one of abuse and exploitation, as the original title suggests: "The Incredible and Sad Tale of Innocent Eréndira and Her Heartless Grandmother." Although the story can be read on many different levels, the reader cannot escape the oppression Eréndira endures while being prostituted by her own grandmother. Though Eréndira, 14 years old, is not really innocent (she planned to kill her grandmother), she is indeed taken advantage of by the older woman. The images of exploitation the narrative portrays are brutal. Innocent Eréndira was first published in 1972. By then, Gabriel García Márquez's mass appeal allowed him to publish almost anything, although he would only publish as much as he wanted. Around the world, the reading public wanted more from the "magic realist" Colombian author. He was already some sort of world sensation. His short stories and previous books, which had had a poor reception until then, were now sought after. Readers and moviegoers, furthermore, were given the chance to experience Eréndira's misfortune on film. The movie version was released in 1983. The storyline shows a 14-year-old forced to practice prostitution. She sells sexual services, but unlike the "queen," the prostitute in "The Woman Who Came at Six O'Clock," who does it because of a powerful system of patriarchy, Eréndira is exploited by her grandmother, hence subverting the system from patriarchy to matriarchy. The reader may or may not look at the narrative as sexist, chauvinistic, bigoted, and unfair, and all other possible words labeling men who abuse women. The storyline is as monstrous as the grandmother (she has green blood). To end the suffering, Eréndira kills her grandmother. The symbolism of the story may or may not reach all readers. At the surface level, the plot describes an elderly woman who has no moral or ethical consideration for her granddaughter, an unscrupulous pedophilic matriarch. Gabo is caught on film saying, "I knew the girl, Eréndira, and the grandmother. But I don't think she was her grandmother. She was the owner of a sort of traveling brothel that would go from town to town."14 So as wickedly as the story unfolds, we are reading both fiction and some form of reality. The tyrannical older woman, whether related by blood or not, was a real person, as was the young girl.

The story, nonetheless, can certainly be looked at from different viewpoints. Once the reader goes beneath the surface, the writing calls for an active, investigative, inquisitive booklover who can look at the story as poetic prose in which references and the characters hold hidden meanings (symbolism). Despite the fact that the meaning is veiled, the elements needed to put the pieces together are there in the story. The reader, however, has to decode them from where he or she stands. The 300 years of Latin American colonization immediately come to mind. The colonial period can easily be juxtaposed: Innocent Eréndira then represents the young colonies that were exploited under Spanish and Portuguese rule, followed by the French. If one chooses to see it that way, the exploitation of Eréndira is rather similar to that of the so-called New World. Ruy Guerra, the Portuguese movie director, screenwriter, and actor who directed the film, went on camera to say, "The whole of Latin America is made up of exploitations. People are exploited at a political and economic level, at a human level, between men and women, and at an ethnic level." Guerra, however, is quick to add, "But you will never get me to say it [Innocent Eréndira] deals in metaphors, even if they exist. It's not for me to say, but for you to find out."15 Guerra is not evading responsibility. It is the reader, indeed, who decides what he or she reads, and from which perspective.

We mentioned the economic and political changes Chile was undergoing under Salvador Allende and the nationalization of industries owned by foreign companies. Allende was killed on September 11, 1973, by the Chilean army under the rule of General Augusto Pinochet. The events of that September 11th and its aftermath became part of the world consciousness, but particularly for Chileans, Latin Americans, and peoples with leftist ideals. Pinochet's coup was a bloodbath in which the four branches of Chile's armed forces attacked their fellow countrymen to overthrow Allende, his government, and anybody who sympathized with his ideals. While some Latin American countries had freed themselves in the 1960s from their own dictatorships, Chile ended a democracy and began a 17-year-long totalitarian dictatorship under General Augusto Pinochet Ugarte.

García Márquez responded to such events in the way he knew best, with his pen. "He has very close links with social-democratic tendencies and progressive liberals. In a continent faced with the vicious alternatives of a reactionary, militarist, pro-American right and a hard-line, pro-Soviet left, he prefers other kinds of popular democratic options. Since the Latin American right almost always supports military dictatorships, it is naturally hostile to him."16 The fourth volume of his journalism work starts with an entry that reads "Chile, the Coup, and Gringos." There is no wonder he considers himself a journalist first. Or, as he puts it in the quote above, "The only useful thing I've done in this world: the job of journalist." His journalism is as spellbinding as his fiction is mesmerizing. In his account, the coup begins at the end of 1969, with a dinner party at the Pentagon in Washington, D.C. The investigative newspaper report brings a chill to the spine as he unveils a type of information to which the very few would have had access. Names, places, times, and even what they had for dinner are mentioned. When Gabo refers to Henry Kissinger, one can almost hear the German-born, naturalized American former Secretary of State of the United States speaking. Then the write-up moves on to document the historical aspects that made Chile what it was before the coup—its economy, its historical democratic form of government, its literary past—to come forward to September 4, 1970, when the socialist doctor Salvador Allende was elected president.

His account brings to attention the role of the CIA, the economic blockade, and the sabotage by the Chilean upper class, which was against Allende. When he comes to describe the Chilean army, he uses the subheading "The Most Bloodthirsty Army in the World." He quotes Salvador Allende: "Anyone who believes that a military coup in Chile will be like any other in Latin American countries, with a simple change of guard at La Moneda [The neoclassical presidential palace, Chile's White House], is fully wrong. Here, if the army acts out of legality, there will be a bloodbath. It will be another Indonesia."17

Once again, Gabo traces the history of the Chilean armed forces from the seventeenth century to the twentieth, providing chilling facts. He ends the entry with numbers that are far beyond the imaginable, if one considers that this is real life, not fiction. These are Chileans killing Chilean civilians. He writes, "Four months after the coup, the balance was atrocious: almost 20,000 people killed, 30,000 political prisoners subjected to savage tortures, 25,000 students expelled from schools, and more than 200,000 workers without jobs. The worst part, however, was yet to come."18 The investigative article ends with the subheading, "The True Death of a President." The account is as sad as it is realistic. Every sentence is crafted with the intent to communicate the last minutes of President Salvador Allende as he gets cornered, inch by inch, ever so slowly in the presidential residence, as if through the lens of a camera. But no device is as good as the imagination when the writer is as detailed and as meticulous as García Márquez. Allende died while exchanging gunfire with the army patrol that broke into his office. Once he was dead, "all the officials, as in a rite of caste, took one more shot at his body. To finish him, a sub-official demolished his face with the butt of his rifle. The picture exists: the photographer Juan Enrique Lira of the newspaper El Mercurio took it. He was the only one allowed to photograph the cadaver."19 The President's wife was allowed to see his body, in the coffin, but she was not permitted to see his face. García Márquez closes his journalistic account with a historical statement that resonates throughout the ages, "The drama took place in Chile, to the Chileans' misfortune, but it will go down in history as something that happened, without remedy, to all mankind of our times, and it will remain in our lives forever."20

In 1974, the 47-year-old Gabriel García Márquez founded Alternative (Alternativa) with the help of other Colombian intellectuals, mainly Orlando Fals Borda and Enrique Santos Calderón. It was a left-wing magazine that ran through 1980. The periodical was conceived as a counter force to the established forms of communication controlled by the State. It was written in accessible language, so that anyone could read and understand politically oriented issues, often dealing with the working class and government affairs. Alternative, as the title suggests, was the other voice, the single attempt to be most pluralistic. In that fashion, Alternative was interested in propagating the voice of the different factions of the Colombian guerrilla and guerrillas elsewhere where there was intent to institute alternative forms of free thought. Although the magazine has now disappeared, the García Márquez reader can find some of the best journalism he once published in Alternative magazine in his book, For Freedom: Journalistic Work 4 (1974–1995).

While Alternative was a Colombian publication aimed at the general reading public, García Márquez published no new fiction in 1974, while he continued to live in Barcelona. But that year, multifaceted Gabo attended the San Sebastián International Film Festival, in San Sebastián, Spain. Over half a century old, the festival has attracted an endless list of film industry personalities. Among the film directors, the list includes names from Federico Fellini to Francis Ford Coppola, and from Luis Buñuel to Pedro Almodóvar. The list of actors and actresses who have participated in and been honored at the event is as long as the names of the films the best movie fans can possibly remember since 1953, when the festival began, to the present. San Sebastián is located in the Basque County.

García Márquez's attendance, however, was not as a mere spectator. In that year, 1974, he participated in the film gala as a screenwriter, in collaboration with the Spanish-born, naturalized Mexican Luis Alcoriza. The film, Presage (Presagio), directed by Luis Alcoriza, won a special mention and was released the following year. Alcoriza, whose work as a director is widely recognized, both in his own right and for collaborating with Luis Buñuel, is today remembered for National Mechanics (Mecánica Nacional). Alcoriza died in 1992 in Cuernavaca, Mexico.

In 1975, García Márquez's long-awaited novel, The Autumn of the Patriarch, was published. This was the first large fictional account since One Hundred Years of Solitude in 1967, almost eight years between publications. If it had ever been a concern that García Márquez was just a one-book wonder, this novel would change that. The plot, Raymond Williams wrote, is not developed in a consistent fashion; the anecdotes do not appear in chronological order, and they sometimes include such gross anachronisms as the presence of Christopher Columbus and U.S. Marines in the same scene. Nonetheless, he considers it a major book for both García Márquez and the contemporary Latin American novel.21 García Márquez, on the other hand, has been quoted as saying that his writing of The Autumn of the Patriarch was influenced by music, Béla Bártok in particular, along with Caribbean popular music, and inspired by the popular language used in the Colombian Caribbean. García Márquez considers The Autumn of the Patriarch "most important from a literary point of view, one which might save me from oblivion."22 By then his circumstances were the best he could possibly desire. His economic success and his fame allowed him to write in comfort, and even search for the appropriate places, and countries, where the novel could flow more easily. On top of that, he says this is the book he always wanted to write.
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To better understand the long time span between One Hundred Years of Solitude and The Autumn of the Patriarch, one must take into account the time it took him to write the latter. The writing of The Autumn of the Patriarch took him 17 years to finish. During that time, he had to abandon two versions before he found the tone and language of the one we read today.

The book was in no way comparable to One Hundred Years of Solitude and it was not readily accepted by critics or the reading public. In fact, to some it was rather disappointing. But he was not out to please the expectations of the critics or of his readership. The passage of time has proved that the reading public and the critics would come to favor One Hundred Years of Solitude over any other of his books, but The Autumn of the Patriarch is today considered a minor masterpiece, although the same is also said of No One Writes to the Colonel and Chronicle of a Death Foretold. The Autumn of the Patriarch could easily be associated with any number of Latin American dictators, but the idea for the novel came to García Márquez when he was living in Venezuela. According to Apuleyo Mendoza, Gabo started to draft the novel when the feared, hated military dictator of Venezuela, General Marcos Pérez Jiménez, fled the country on January 23, 1958. García Márquez was 31 years old. At that time, he started to research the lives of dictators such as François Duvalier, the Haitian president who, after being elected president in 1957, declared himself president for life in 1964 and ruled the country until his death in 1971. He was a medical doctor, to whom Haitians referred as "Papa Doc." Upon his death, he was succeeded by his son, Jean-Claude "Baby Doc" Duvalier.

The image of the dictator in The Autumn of the Patriarch, as the labyrinthine book was taking form, was influenced by these and other rulers, like José Gaspar de Francia, the dictator of Paraguay, often referred to as "The Supreme One (El Supremo)." García Márquez made it clear that his model was primarily—although not exclusively—the Venezuelan dictator, Juan Vicente Gómez, who ruled the country from 1908 until his death in 1935. "My original intention," Gabo once said, "was to make a synthesis of all Latin American dictators, especially the Caribbean ones. However, Gomez's personality was so powerful and he exercised such an intense fascination over me that the patriarch does contain much more of him than any of the others."23 So the book, in essence, may have as many interpretations as there are readers with possible interpretations of a dictator. The dictator in the novel "is a man who carries disorder in his bones and leaves a trail of devastation in his wake, even within his own privileged space."24 This interpretation, when left open ended, can encompass Juan Vicente Gómez and all others mentioned above, plus those dictators who followed, rulers who come to mind but are not mentioned: dictators of the turn of the new millennium.

In 1976, García Márquez was not in the spotlight for publishing any fiction, but rather for something more fitting for a tabloid, due to the sensationalist nature of the episode. His once good friend, Peruvian writer Mario Vargas Llosa, slugged García Márquez in the face around Valentine's Day, at a cinema in Mexico City, where Gabo had returned to live after a long stay in Barcelona. The feud arose over accusations of betrayal and adultery on the part of Gabo. The incident, however, was almost totally unknown about. It was not until 31 years later, after more than three decades of not talking to one another, that the incident was made public. Some have speculated that the fight was over politics. However, there was a photographer, to whom García Márquez had gone to have his picture taken to show the black eye. In fact, there are two such photographs of Gabo, one in which he's sporting a smile. The Mexican photographer was quoted as saying, "The cause was a woman—specifically, Mr. Vargas Llosa's wife, whom Mr. García Márquez consoled during a difficult period in her marriage."25 These outrageous, scandalous quarrels between writers are not uncommon, regardless of the circumstances. "As a literary showdown, Mario Vargas Llosa vs Gabriel García Márquez ranks with some of the most famous feuds, including Lillian Hellman vs Mary McCarthy, Vladimir Nabokov vs Edmund Wilson, and Norman Mailer vs Gore Vidal. (When the encounter between Mr. Mailer and Mr. Vidal turned physical, if not bloody, Mr. Vidal is said to have responded from the floor, 'Words fail Norman Mailer yet again.')"26

While the bad blood came and went almost unnoticed in the United States in 1976, the public at large had the opportunity to purchase the English translation of The Autumn of the Patriarch. The translator, Gregory Rabassa, was the same who had previously translated One Hundred Years of Solitude.

The same year, in literary supplements in newspapers in the Spanish-speaking world, García Márquez published two short stories, "The Trail of Your Blood in the Snow" ("El rastro de tu sangre en la nieve"), and "Miss Forbes's Summer of Happiness" ("El verano feliz de la señora Forbes"). Both stories deal with love and death; both turn the ordinary into the absurd. No magical realism like his earlier stories, but rather an inability to deal with what is commonplace, the mundane.

His career as a journalist took center stage. He wrote newspaper articles for Alternative, his own magazine; the Cuban publication, Revista Casa de las Américas; the Colombian newspaper The Spectator; The Washington Post in the United States; and other newspapers and magazines elsewhere. These pieces were always oriented towards the left-wing revolutionary movements that were alive in the Spanish America, whether the Montoneros in Argentina or the Sandinistas in Nicaragua. Argentina was going through the dictatorship of General Jorge Rafael Videla, and Nicaragua was under the boot of the last of the Somoza family, a political dynasty whose rule had lasted for over three decades. As if repeating the cycles of names in One Hundred Years of Solitude, the Nicaraguan dictatorships by the Somoza family began with Anastasio Somoza García from 1937 to 1956, and ended with Anastasio Somoza Debayle in 1979. Upon Anastasio Somoza García's death (he was shot, and died in a Panamanian hospital a week later), his son, Luis Somoza Debayle, took office from 1957 to 1967 with the help of his younger brother, commander-in-chief of the National Guard. Before the end of this family dynasty's vile dictatorship, there was room for yet another Anastasio. This time it was Anastasio Somoza Debayle (known as Tachito), who ruled from 1967 to 1979. He fled the country in 1979, first to Miami and then to Paraguay, where he was shot to death in Asunción, capital of Paraguay, by a leftist guerrilla group led by Enrique Gorriaran Merlo.

In April of 1978, García Márquez wrote two short stories, "Light Is Like Water" ("La luz es como el agua"), and "I Only Came to Use the Phone" ("Sólo vine a hablar por teléfono"). In 1979, now 52 years old, he turned the short story "I Only Came to Use the Phone" into a screenplay, only this time, it was without any collaboration with the director. The film, directed by Mexican Jaime Humberto Hermosillo, was released as Mary My Dearest (María de mi corazón). The adaptation follows the plot of the short story, in which an ordinary telephone call suddenly turns into something absurd. María, the protagonist, hitches a ride on a bus transporting patients to a mental hospital, where she ends up unable to get out. All her attempts to prove she is sane lead everyone to believe she is insane, just like the others in the institution.

Other than the screenplay for the film, in 1979, García Márquez also wrote "María Dos Prazeres." The story was published some years later in English, without the title ever being translated, perhaps assuming that the Portuguese, "Prazeres," is rather close to the Spanish "Placeres" and its English equivalent, "Pleasures." The plot of the short story centers on the life of a prostitute, María, whose only companion is her small dog.

Before the decade came to a close, García Márquez had begun writing Chronicle of a Death Foretold.

CODA

The 1970s, in the Spanish-speaking world, were difficult years. Politically, few countries were not experiencing turmoil and social unrest. The fall of democracy in Chile was perhaps the bloodiest of them all. García Márquez was sought after for answers to the problems, as opposed to questions about the crises. He, however, spent plenty of time giving answers about the Sandinistas in Nicaragua who, in the end, ousted the Somoza dynasty.

If the 1970s were hard times for the Spanish America in general, for García Márquez they were trouble free. He was famous, healthy, and rich; or, as he says, "I was a poor man with money." There were awards and interviews; followers all over the world sought his autograph; his books were translated, and others were adapted to the cinema; and the material he had written in the 1950s and 1960s was now published. He went on to become a businessman, an entrepreneur, a wealthy man with homes in more than one country. His name as a writer was ubiquitous in the Western world and beyond. His re-entry into the United States, after 10 years of being banned, coincided with the great popularity of One Hundred Years of Solitude in America. Mario Vargas Llosa's doctoral dissertation, García Márquez: Story of a Deicide, and Luis Harss' Into the Mainstream were "the visas" readers needed to enter the appealing but difficult-to-handle magical realist world of his fiction. In spite of that, when the long-awaited new novel, The Autumn of the Patriarch, came out, the magician of words had changed his style so much that the codes the readers had earlier learned in order to understand his work no longer sufficed. Even skilled critics and academics had a tough time understanding it. Once again, readers around the world would have to struggle to follow the plot and make sense of the tyrannical main protagonist.

The Latin American literary phenomenon of the 1970s, however, was not based on García Márquez's work alone. By 1972, Rita Guibert had put into book form a number of interviews with Latin American writers who were directly or indirectly associated with García Márquez's success. Before we knew of him in the United States, we had learned about the Argentines Jorge Luis Borges and Julio Cortázar, the poets Pablo Neruda and Octavio Paz (both of whom are Nobel Laureates), and the Guatemalan Miguel Angel Asturias (also a Nobel Laureate) who, prior to García Márquez's dictatorship novel, had written Mr. President (El señor presidente), in the same genre. Guibert's book, titled Seven Voices: Seven Latin American Writers talk to Rita Guibert, included Cuban Guillermo Cabrera Infante, to complete the seven. Great names were left out, however. Guibert was not making revisions, but rather paying attention to what was happening in the world of letters in the United States. The interview with Borges was from 1968, and Cortázar's from 1969. These Latin Americans were the avant-garde.

As we look back, the violence of the 1970s was not only difficult for the Spanish America. The worst part of it all is that the fighting we saw then seems as tumultuous as the first decade of the twenty-first century. The same was true for the rest of the free world. In the United States, for the first time, the National Guard opened fire on a college campus, killing 4 and wounding 11. The shooting took place at Kent State University in Kent, Ohio, on May 4, 1970. Two years later, the Olympic Games were tarnished with blood when the terrorist group Black September, a branch of the Palestinian Liberation Organization, invaded the Munich Olympic village, killing two Israeli athletes and taking seven hostage. The political divide in the United States became more accentuated. American troops were taken out of Vietnam in 1973, but President Nixon approved the invasion of Cambodia. He resigned in 1974. For the Spanish America, however, the killing of Salvador Allende in Chile, on September 11, 1973, turned the capital city of Santiago into a slaughterhouse and set the stage for a totalitarian government led by military juntas. Some dictators were killed; others fled the countries they plundered; and others, like General Francisco Franco of Spain, died in 1975. But with Pinochet in Chile and Videla in Argentina, the tradition was kept alive. So, to better understand The Autumn of the Patriarch, the reader must take a look at a continent that has been plagued by dictators, real characters that helped to shape the theme of the novel for Gabriel García Márquez.
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Chapter 7
THE NOBEL PRIZE, TELEVISION, AND MOVIES

On a day like today, my master William Faulkner said, "I decline to accept the end of man." I would fall unworthy of standing in this place that was his, if I were not fully aware that the colossal tragedy he refused to recognize 32 years ago is now, for the first time since the beginning of humanity, nothing more than a simple scientific possibility.

—Gabriel García Márquez, 1982 Nobel Prize in Literature acceptance speech

In 1980, at 53 years old, Gabriel García Márquez experienced the closing of his left-wing magazine Alternative, undoubtedly the most recognized liberal Colombian publication of the 1970s. The respect and high opinion Alternative enjoyed was not only due to Gabo being one of its founders, along with Orlando Fals Borda and Enrique Santos Calderón, but because the publication represented an unconventional way of thinking and showcased a unique style of writing. It was the kind of counter journalism that gave voice to the constant problems of the populace and the ideals of the popular fronts vis-à-vis the Colombian government and the establishment. Some journalists and critics have stated that the magazine actually closed in 1977. They are partially right. The periodical ceased publication in 1977, but only for four months. During the first months of the year, Gabo's associates who were involved in running the publication were considering whether to make it a daily. A decision was made against the change, for monetary reasons. By May of 1977, however, all parties involved in the production of Alternative had resolved to continue publishing the bi-weekly journal. García Márquez then wrote a piece for the periodical, stating, "The only new thing is that I no longer will be visible in every part of the publication. But every other week, I will be within the 'four walls,' writing my personal column and saying whatever I want, on my own terms."1 To better understand the quote, the reader may well take into account the fact that the magazine was not supported by any political party or independent agency, foundation or otherwise. The content of every article was free of pressure from outside interests, and represented only that of the writers. Alternative is still referred to today by researchers and historians interested in Gabriel García Márquez's public life.

In 1981, while living in Mexico City, García Márquez gave an interview to Peter H. Stone, which was later reprinted in 2007 in The Paris Review Interviews, II. According to Stone, in 1981, Gabo was "a solidly built man, only about five eight or nine in height, who looks like a good middleweight fighter—broad-chested, but perhaps a bit thin in the legs. His hair is dark and curly brown, and he wears a full mustache."2 The passage of time had changed García Márquez's appearance, but the mustache Stone mentioned still frames Gabo's face now, in his early eighties. Stone's interview was conducted over the course of three afternoons in sessions of two hours each. Stone's skilled ability to pose finely tuned queries, combined with the opportunity to rethink what to ask the next afternoon, made this particular interview one to which many researchers refer.

The following year, Gabriel García Márquez would become a Nobel Laureate, and even more famous than he was for his books and his legendary charm. Stone wrote that García Márquez's English at the time was "quite good," but he preferred to speak Spanish. Gabo's two sons helped Stone with the interpretation in the interview. Rodrigo, the older, was then 22, and Gonzalo, the younger, was 19. Rodrigo attended Harvard University, where he studied medieval history, so his English must have been excellent, and helpful. The publication of The Paris Review Interviews, II, includes a sample page of García Márquez's own corrections of The Autumn of the Patriarch's manuscript, first published in 1975. It is interesting, indeed, to see his handwriting. After reading so much about him, booklovers start making accurate associations about his life and his sons. When Stone asked, "How did you start writing?" Gabo answered, "By drawing, by drawing cartoons. Before I could read or write, I used to draw comics at school and at home."3 His younger son, Gonzalo, inherited his father's ability and became a graphic designer, with a BFA from the Parsons School of Design in New York. Gonzalo's artistic work includes cover designs for books and magazines, paintings and drawings, and graphic design for films: Nine Lives, A Little Princess, and Great Expectations, among others.

Among the salient points of the interview is Gabo's acknowledgment of the reciprocal influence of journalism and fiction in his oeuvre, his strong dislike of theorists and critics, his great admiration for translators (having knowledge of both Italian and French, he would have liked to have translated Conrad and Saint Exupéry), and his sense of discipline when he says, "I think that I'm excessively demanding of myself and others because I cannot tolerate errors."4 By then, 1981, he was writing from nine in the morning to two-thirty in the afternoon. He told Stone then that One Hundred Years of Solitude would never become a film. This is a statement that, in 2007, must have pleased his readers, considering the poor reception and negative reviews the film Love in the Time of Cholera received in the United States. Stone's interview took place a year prior to Gabo's Nobel Prize. Gabo thought receiving it would be a catastrophe, inasmuch as his fame would grow bigger. He ended his meeting with Stone by stating two facts: one, he wished he had a daughter, as well as his two sons; two, he was absolutely sure he was going to write the greatest book of his life in the coming years, but did not know when.5 Other than a four-volume publication of his journalism work, he also published Chronicle of a Death Foretold in 1981, so this novel is not it. The English translation of Chronicle of a Death Foretold was published in 1983 in the United States.
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Chronicle of a Death Foretold had an exceptional reception when it was first published. With publishing houses located in Spain, Argentina, Colombia, and Mexico, the novel had a print run of one million copies.6 The usual first print for a book in the Spanish-speaking world, at that time, was between 5,000 and 30,000 copies. Unless another work surfaces in the new millennium, now almost at the end of its first decade, the book he was referring to during The Paris Review interview has to be Love in the Time of Cholera, first published in Spanish in 1985. A well-known critic and friend of Gabo wrote, "If One Hundred Years of Solitude had not secured the road to Stockholm for García Márquez to receive the Nobel Prize in Literature, Love in the Time of Cholera would have done so."7 This opinion is shared by many others, even the casual reader. Based on his own statement to The Paris Review in 1981, Cholera may indeed be the greatest novel García Márquez has ever written, excluding the fact that academics and intellectuals alike would continue to call One Hundred of Years of Solitude his magnum opus.

The year 1981 was full of surprises for the Colombian-born writer whose popularity was already larger than life. However, not everything coming his way was pleasant. While the French government awarded him the French Legion of Honor Medal, and Gabo attended the presidential inauguration of his longtime friend, François Mitterrand, the Colombian government ordered his arrest under the presidency of Julio César Turbay Ayala. At this time, he and his wife were living in his Bogotá apartment. Gabo was accused of collaborating with the Colombian counter-government revolutionary forces, known as M-19.

The year before, the M-19 had made headlines worldwide for taking over the embassy of the Dominican Republic in Colombia and taking diplomats from several countries hostage for over two months, including some from the United States, which was then under the presidency of Ronald Reagan. To the surprise of many in Colombia and abroad, Colombian President Turbay made concessions to the M-19 members, who fled free to Cuba. García Márquez had been suspected of financing the members. Was he really providing monetary help to M-19?

Before they were arrested, however, the writer and his wife sought and were granted political asylum at the Mexican embassy in Bogotá. The two had kept a house in Mexico City, where they had lived off and on since 1961. Faithful to his country of birth, on the other hand, García Márquez never took Mexican citizenship, even though his son Gonzalo was born there. They had resided in Mexico longer than any other country outside of Colombia.

In May 1982, he was invited to be a member of the Cannes Film Festival jury. That year, the winners of the Golden Palm were Missing by Costa-Gavras, and Yol by Serif Gören. The poster was designed by none other than Federico Fellini, a canonical name in cinema. Also in May, the publication of García Márquez's conversations with his friend Plinio Apuleyo Mendoza appeared as The Fragrance of Guava. The print run was 200,000 copies. The first edition included personal pictures of him with his friends in the 1970s and 1980s, a photograph of him as a two-year-old, and one at 15. Another testimonial like the one above, also released in 1982, was Long Live Sandino (Viva Sandino). Published in Nicaragua, the book gives a biographical account of the life and revolutionary struggles of Augusto César Sandino (1895–1934). His legacy gave birth to the movement we came to know as Sandinista, short for Sandinista National Liberation Front.

Five months after the Cannes Film Festival, in October, the world press released the name of the year's winner for the Nobel Prize in Literature. It was Gabriel García Márquez, a 55-year-old short-story writer, novelist, journalist, and already world-famous Colombian who had now been recognized by the Swedish Nobel Foundation in Sweden as the winner of the Nobel Prize in Literature. A very young winner, undeniably, to the dismay of many writers, who in fact did not see him deserving of it, due to his age and his rather small oeuvre, at the time. At that time, only the French (Algerian-born) writer Albert Camus had won the Nobel Prize in Literature at a younger age, 44. Camus won the prestigious prize in 1957. On October 21, 1982, the Spanish-speaking world, particularly the Colombians, was jubilant, literally in seventh heaven, thrilled. On the same day that the Nobel Prize news was announced, the Mexican government, under the presidency of José López Portillo, bestowed on García Márquez the Order of the Aztec Eagle. Created in 1933, the Order of the Aztec Eagle is the highest honor given to a foreign national. The Colombian government, on the other hand, which the year before had wanted his arrest but was now ruled by a new president, Belisario Betancur, wanted the prodigious Colombian son back in his native country.

Special publications of his books were immediately issued in Colombia and elsewhere. From all corners of the world, "the telegrapher's son from Aracataca" received calls of congratulation, whether from friends like Mitterrand in France and Castro in Cuba, or fellow writers like Camilo José Cela (who later won the Nobel Prize in 1989), and the 1968 Japanese Nobel Laureate Yasunari Kawabata. Guatemalan Miguel Angel Asturias, the 1967 Nobel Laureate, was not in agreement with the Academy's decision, however. The nominees for the Nobel that year included names as varied as Doris Lessing, who at the time was already 63 years old (in 2007, however, at 88, she was awarded the prize). Gabo's friend Graham Greene was also a candidate. (In fact, Greene was a contender for the Nobel several times, never to win.) Acclaimed feminist Simone de Beauvoir was also an entrant, along with René Char and Henry Michaux. Above all, the Academy was debating whether to give it to Jorge Luis Borges, but García Márquez was the victor that year.

In the same way that the Mexican government celebrated Gabo's nomination for the Nobel with the Order of the Aztec Eagle, the Cuban administration gave him the Felix Varela Medal, the highest honor for intellectual achievement. His celebrity status can be best measured by his book sales: "A print run of 130,000 copies of any book by García Márquez would completely sell out of the bookstores within 24 hours."8

The popularity of One Hundred Years of Solitude at that time, as is still the case today, was tumultuous and unprecedented. But the poetic-sounding appeal of the novel's title was more than just poetry, as his Nobel lecture confirmed in December of that year, when he received the award. His lecture, like his novel, focused on the solitude of Latin America. His Nobel address was titled, "The Solitude of Latin America" ("La soledad de América Latina"). Cleverly, as he closed the Nobel lecture, he inverted the order of events that end the 1967 novel. In One Hundred Years of Solitude, the reader comes to understand that "races condemned to one hundred years of solitude did not have a second opportunity on earth."9 For the people of Macondo and their progeny, extermination is inevitable. But in the Nobel lecture, García Márquez subverts the tale and ends his talk, as if in crescendo, by saying, "Races condemned to one hundred years of solitude will have, at last and forever, a second opportunity on earth."10 García Márquez wrote the Nobel acceptance speech in Cuba, days prior to the ceremony in Stockholm. He recorded it and listened to himself until he had it memorized. The recording took place at Fefe Diego's home. He "remembers that, since he [Gabo] was very shy and usually ill at ease at such formal proceedings, he had to try hard to overcome the crippling anxiety inherent in addressing such a large audience."11

When the speech was delivered, he did not wear the traditional formal tails that nearly all other male writers have worn when they came forward to receive the prize. On the occasion, as if he were more faithful to his regional roots, he wore a liqui liqui, the informal peasant garb discussed earlier, typical of northern Colombia (and the plains of Venezuela), whose long-sleeved shirt is the same color as the slacks. The traditional liqui liqui colors are white, black, or brown. On the biggest night for any writer being recognized for his oeuvre, on December 10, 1982, García Márquez wore a white liqui liqui. "He carried a yellow rose, a flower that symbolizes luck, and casts off evil spirits in people, objects, and situations, and inspires him to write."12 Faithful to his roots, he also took with him some of his best friends: the Zuleta brothers and Rafael Escalona, álvaro Mutis, and friends of his youth, Alfonso Fuenmayor and Germán Vargas. "Forty close friends accompanied him, along with a troupe of Caribbean musicians and dancers. The Queen of Sweden went up with him to accept the prize, following tradition. Fidel Castro sent a very special gift: 1,500 bottles of Cuban rum to share with his friends that day."13 The number of bottles of rum in the quotation seems like hyperbole, compared to the way the anecdotes published by El País recounted the 1982 events. According to them, it was a case of Cuban rum. They in turn referred to the Swedish press, stating that the Colombian Nobel Laureate taught the Swedes how to party, because the celebration did without the protocol of pomp and circumstance. He broke away from the formal dress code, and the music played was Caribbean rhythms (vallenatos) and drums. El País adds a note that somehow characterizes García Márquez in the eyes of his readers, his sense of sincere humility. To him, the mere fact that he had won the Nobel stimulates new generations of writers. If he, a man of modest means, without the heritage of a big family name, who had not attended a famous university, was able to win the Nobel, then many others could do the same.14 Back in Colombia, approximately 25 million celebrated his triumph. The president of the country at that time, Belisario Betancur, said, "Great men are like Gabo" ("Los grandes son como Gabo").

The year 1982 must have seemed like an avalanche of great moments, places, and people for Gabriel García Márquez, his wife Mercedes, and sons Rodrigo and Gonzalo, who were then in their early twenties. Rodrigo was 23, and Gonzalo had turned 20.

And when the year came to an end, he rang in the New Year, 1983, in Havana with his friend, Fidel Castro. His yearning to be away from the spotlight, to enjoy life far removed from the obligations fame brings, was multiplied due to his new status as a Nobel Laureate. Colombians, in fact, refer to him as "Our Nobel," when not simply calling him "Gabo."

His will to help bring change in the political affairs of Central America and Colombia brought him closer to the turmoil experienced in the region. In February, he met with the leader of the M-19, Jaime Bateman, one of Colombia's main leftist groups. Bateman was the principal commander of military operations for the group. García Márquez's role was to help establish a dialogue to bring peace between the paramilitary and the government of President Belisario Betancur. Bateman, however, died soon thereafter, in a plane crash while flying to Panama on April 28, 1983. On August 6, 1983, the Nobel Laureate published a newspaper article he simply titled "Bateman." "We met outside Colombia," he wrote, "with the consent of the President." He saw Bateman as prudent and astute. Bateman's only mistake, he adds, was flying in a light aircraft with a single engine with an inexperienced pilot lost in a storm. To Gabo, no foul play was connected with Bateman's death.15 No conspiracy could be proved, but it was certainly a mysterious death. The small plane was a Piper PA-28 with the Colombian license plate number HK 2139P. The pilot was Antonio Escobar Bravo.

In 1983, Gabo returned to Aracataca after receiving the Nobel Prize the year before. His visit was brief. He walked along some of the streets, but being as superstitious as he is, refused to walk inside the house where he was born. Although the house was designated a national monument, from 1982, it was abandoned and neglected until 2007, when work to rebuild it began.

In 1983, he published the third volume of his journalist work, a compilation by Jacques Gilard, Of Europe and America: Journalistic Work 3. Volume 2, Among Cachacos, was published in 1982, and Volume 1, Coastal Writings: Journalistic Work 1 (1948–1952) (Textos Costeños: Obra periodística 1 (1948–1952)), was published in 1981. All three books were compiled by Jacques Gilard. The three volumes comprise García Márquez's journalism up to 1960. The journalistic volumes that followed were published without Gilard's participation.

In May of 1983, Ruy Guerra, a respected Brazilian filmmaker, released the film Eréndira, shown at the Cannes Film Festival that year, when William Styron was the president of the jury. Martin Scorsese was a contestant with the film The King of Comedy. Directed by Shohei Imamura, The Ballad of Narayama (Narayama Bushikô) was selected as best film. The poster for the festival was designed by the legendary Akira Kurosawa, considered a Japanese giant of twentieth-century cinema. Kurosawa was trained as a painter. As a filmmaker and screenplay writer, one of his most famous films is 1954's Seven Samurai. Among the many world film awards he received, he won the Oscar four times. His films are more revered in the Western world than in his native Japan.

Based on a short story by García Márquez, Eréndira was yet one more attempt at adapting Gabo's literary work to the cinema. Ruy Guerra has either directed or produced several other works written by García Márquez: in 1988, The Fable of the Beautiful Pigeon Fancier (Fábula de la bella palomera); in 1992, "I Sell My Dreams" ("Me alquilo para soñar"), a segment of a TV mini-series of six episodes; and in 2004, In Evil Hour.

By 1983, García Márquez's work had become some kind of a popular literary cult to which almost everyone belonged. He gave a seminal interview for Playboy magazine, and Time reviewed One Hundred Years of Solitude and Chronicle of a Death Foretold. In Barcelona, the novelist Oscar Collazos published García Márquez, Solitude and Glory: His Life and Works (García Márquez, la soledad y la gloria: su vida y su obra). When García Márquez was not busy writing, many others were writing about him: books, journal articles, reviews, magazines, and comics, specials on television, films, and interviews; and every so often, tributes. "Even before his 1982 Nobel Prize, writing about García Márquez had become a 'growth industry.' He is a brand name, an industry of sorts. Proliferation was inevitable, given the Colombian novelist's sudden metamorphosis as a public institution and world event. There's his phenomenal global fame, with translations of his oeuvre into 37 languages (including Greek, Catalan, and Farsi)."16

Among the many journalistic articles he selected for Press Notes: Journalistic Work 5 (1961–1984) (Notas de Prensa: Obra periodística 5 (1961–1984)) of his work as a columnist for the year of 1984, two entries help define him. One is about the art of writing; the other is about Julio Cortázar, a close friend. In the former, he sees himself as a writer who is destined to better the world we live in, not as a writer who is destined to better his bank account. The newspaper article about writing was titled "How a Novel Is Written." The commentary has an anecdote worthy of mention. He remembers telling Jorge Gaitán Durán, in 1955, that he had nothing to give him to publish before his trip to Europe that year. As discussed in Chapter 3, this was Gabo's first trip to Europe. Gaitán Durán had come to see him off, but wanted something for publication as well. García Márquez was literally packing. He was going to take drafts of what he considered worth taking, and the rest of his writing was in the trash can. From the wastebasket, Gaitán Durán picked out the short story "Monologue of Isabel Watching It Rain in Macondo." Gabo adds, "That is how one of my best received short stories by critics and, above all, the readers, was recovered."17 In the piece about Julio Cortázar, Gabo reminisces about going to Prague with him and Carlos Fuentes. The admiration for Cortázar flows as genuinely as the newspaper article, titled "The Argentine Everyone Loved" ("El argentino que se hizo querer de todos"). To him, Cortázar "was the most impressive person I had the chance to meet."18 The article, in fact, reads like an elegy. Julio Cortázar's death from leukemia on February 6, 1984, was a great loss for his family and friends, but it was also a great loss for the world of letters in general, and particularly immense for Latin American writing. His body is buried in the Montparnasse Cemetery, in Paris.

In 1985, the Colombian Federation of Journalists in Bogotáunanimously awarded García Márquez the 40 Años Prize. On the silver screen, moviegoers got a chance to see the remake of his motion picture Time to Die. The first version of it had been released as a western in 1966, under the direction of Arturo Ripstein. The 1985 adaptation was directed by Jorge Alí Triana, with García Márquez as producer and screenplay writer. His son, Rodrigo García, collaborated as camera operator. The dialogue, as was the case in the 1966 film, was written by Carlos Fuentes. The book industry published his complete works in Barcelona, and before the year was over, Love in the Time of Cholera had been printed throughout the Spanish-speaking world.

Although the plot is about love at first sight, based on the love story of the author's parents, the narrative is intricate, experimental, and not always easy to follow. After reading the novel, one comes to understand that the story could readily have started in chapter two. As is typical of a movie plot, the novel starts in medias res. Love in the Time of Cholera was an intentional return to nineteenth-century realism, and the outright fantasy we associate with García Márquez is absent.19

As mentioned above, his parents' love story served as the basis for the novel. Readers of Love in the Time of Cholera may remember that Florentino Ariza is a young, poor telegrapher who falls in love with pretty, upper-class Fermina Daza, dazzling indeed, and firm in her decisions. She, Fermina Daza, is sent away by her father to forget Florentino Ariza. In real life, Colonel Nicolás Ricardo Márquez Mejía sent away his daughter, Luisa Santiaga. Both in the novel and in real life, the telegrapher finds a way to communicate (by telegram) with his beloved. The novel, however, gives readers a love triangle in which the heroine marries a well-born medical doctor. The analogies with García Márquez's parents are many. The abovementioned love triangle, on the other hand, is totally fictionalized, as is the development that Florentino waits 51 years, 9 months, and 4 days to vow his eternal love for Fermina again—right after Fermina's husband dies. Some critics see Love in the Time of Cholera, although questionably, as superior to One Hundred Years of Solitude. Carlos R. Rodríguez, a friend of García Márquez and a well-known literary critic, wrote, "If One Hundred Years of Solitude had not secured the road to Stockholm for García Márquez to receive the Nobel Prize in Literature, Love in the Time of Cholera would have done so."20 The absolute flight of the imagination of One Hundred Years of Solitude, often referred to as magical realism, is gone, but the ability to create and recreate the imagination is not. The New York Times book review said, "He writes with impassioned control, out of a maniacal serenity: the Garcimarquesian voice we have come to recognize from the other fiction has matured, found and developed new resources, been brought to a level where it can at once be classical and familiar, opalescent and pure, able to praise and curse, laugh and cry, fabulate and sing and, when called upon, take off and soar."21 Like many of García Márquez's works, Love in the Time of Cholera was adapted to the cinema. Its reception was rather halfhearted and, in the United States, often not favorable.

In 1986, his will to bring peace to the Spanish America led him to work with Chilean Miguel Littín, a movie and TV director who was exiled to Mexico right after the 1973 Chilean coup d'état. The two produced a TV series to depict the repression Chileans were undergoing during the Pinochet regime. Gabo's collaboration with Littín, however, was not new. In 1979, the Chilean filmmaker had directed Montiel's Widow (La viuda de Montiel), a picture based on García Márquez's short story of the same name. The movie's cast included Geraldine Chaplin (daughter of Charlie Chaplin) as a leading actress. The year after, the film was released with English subtitles. The screenplay adaptation was written by Littín and the Mexican novelist and short-story writer, José Agustín. García Márquez, on the other hand, published Clandestine in Chile: The Adventures of Miguel Littín in 1986. The publication was simultaneously printed in Bogotá, Buenos Aires, Barcelona, and Madrid. The English translation was released the year after the original. Unlike his most important works, Clandestine in Chile was not translated by Rabassa or Grossman, the leading translators from Spanish to English in the United States for García Márquez's works. The book, whether due to the translation or its structure, did not receive favorable reviews. The small volume is the account of six weeks of Littín's undercover visit to Chile in 1985, during the repressive Pinochet regime.

After the TV experiment with Miguel Littín, in May of 1987, Gabo witnessed the film adaptation of his short novel, Chronicle of a Death Foretold. Francesco Rossi wrote the screen version and directed the film. The movie was shown at the 1987 Cannes Film Festival, where Rossi earned a Golden Palm nomination as best director. The film selected, however, Under the Sun of Satan, was by the French director, Maurice Pialat. Of the members of the jury that year, the president was French actor Yves Montand and American novelist Norman Mailer.

While in Mexico, Gabo finished writing Diatribe of Love Against a Seated Man (Diatriba de amor contra un hombre sentado), which is, to date, the only play ever written by García Márquez. The play opened in Buenos Aires, Argentina, in August of 1988. This is the same city where his fame as novelist had begun in 1967, with the publication of One Hundred Years of Solitude. This time the reviews were mixed, and often less than generous: Mr. García Márquez's 90-minute, one-woman play, Diatribe of Love against a Seated Man, was dismissed as "a superficial, repetitive and tedious melodrama" by the reviewer for La Nación, probably the most influential Argentine newspaper for theater and culture. By contrast, the mass-circulation daily Clarín called it a "beautiful" work, "provocative, charged with poetic ceremony, with vitality."22 The author himself did not attend the opening night, but his wife, Mercedes, did. Later the same year, the play opened in Cuba, Mexico, and other countries, where the ticket sales were strong. The play resurfaced again in 2007 in several Italian cities where the Italians celebrated García Márquez's 80th birthday.

1988 was definitely an experimental year for the Nobel Laureate. Other than the play mentioned above, he insisted on making TV programs. The project titled Dangerous Loves (Amores Difíciles) was written by García Márquez for Spanish television, but eventually the TV series ended up as six individual films, all dealing with both love and death. He selected the directors for each of the six films and collaborated on all six screenplays. The films were Letters from the Park (Cartas del parque), Miracle in Rome (Milagro en Roma), The Summer of Miss Forbes (El verano de la señora Forbes), The Fable of the Beautiful Pigeon Fancier (Fábula de la bella palomera), I'm the One You're Looking For (Yo soy el que tú buscas), and A Happy Sunday (Un domingo feliz). His son, Rodrigo García, worked as director of photography for The Summer of Miss Forbes. Both the TV project in its original form and the film adaptations are testimony of the wise marketing "industry" of García Márquez. None of the six films, however, enjoyed wide distribution at the box office. As a TV miniseries, however, Miracle in Rome won the prestigious Golden Nymph Award at the Monte-Carlo TV Festival in Monaco in 1989.

At the beginning of 1989, García Márquez published The General in His Labyrinth (El general en su laberinto), a controversial historical novel about the last days in the life of Simón Bolívar. The publication in Spanish, as The General in His Labyrinth, was typical of most of his works. The book was simultaneously distributed in Spain, Colombia, Argentina, Mexico, and Cuba. The storyline follows the steps of the last trip the great Latin American Liberator took, in complete solitude, to his lonely death. García Márquez's friend,álvaro Mutis, is credited as the originator of the idea. Once the novel was finished, Gabo dedicated it to Mutis. García Márquez was tactful enough never to refer to the historical character in any way other than "the general." The protagonist's last trip is up the Magdalena River, the same river that played a central role in Love in the Time of Cholera. This is the same river that García Márquez remembers as the steamboats' idyllic traveling route in the last part of the nineteenth century and first two decades of the twentieth century, in the Colombian Caribbean. The English translation came out the following year. The translator extraordinaire this time was Edith Grossman. The book review in the New York Times observed the controversial reception the novel got in Spanish. "Instead of Bolívar the legendary Liberator of South America, the reader comes away with a portrait of a conflicted and highly disillusioned man—a portrait that has already engendered considerable controversy in Latin America, where critics have objected to seeing their hero portrayed with feet of clay. Like the author's earlier heroes, this Bolívar is a disillusioned idealist, a dreamer torn between martyrdom and hedonistic pleasure, prodigal with women and warmly paternal with his men in arms." The critic, however, seems to contradict himself. The hero, Bolívar, he writes, is "like the author's earlier heroes." And then he closes the article by stating this, "Whereas his earlier novels created legends that inspired wonder and amazement in the reader, The General in His Labyrinth provides only artfully embroidered facts stolen from the encyclopedia—history only halfway alchemized into art."23

In essence, by the mid-1980s, any of García Márquez's publications would be measured above all against both One Hundred Years of Solitude and Love in the Time of Cholera—and, to a lesser degree, compared to No One Writes to the Colonel and Chronicle of a Death Foretold.

CODA

The 1980s in the Spanish-speaking world were as difficult as the 1970s. Politically, Central America continued to face civil wars, and all forms of social unrest. Chile, unable to reestablish democratic elections, was still ruled by Pinochet. García Márquez, as in the 1970s, was sought after for answers. The pen is mightier than the sword, cries the adage, but the Nobel Laureate could do very little to alleviate the ongoing problems of the guerrillas in Colombia. His meeting with Jaime Bateman Cayón, founder and leader of the 19th of April guerrilla movement, better known as M-19, was an act of goodwill and nothing more. Years after Bateman died, in 1985, the M-19 stormed the Colombian Palace of Justice in Bogotá and executed 100 people, including 11 judges who were being held hostage.

While García Márquez kept his residence in Mexico City and traveled around the world, his desire to bring peace to Colombia has always been one of his foremost social and political interests. His interests, however, are so many that a serious aficionado can spend years learning about the most famous Latin American writer of modern times. In 1986, when nearly everyone was fascinated with the fact that Halley's Comet was once again visible within the solar system, Gabo was at the Vatican, meeting with Pope John Paul II. His visit with the Holy Father, born Karol Jósef Wojtyła, was to appeal for help on behalf of thousands of Argentines missing without a trace: young men, women, and newborn babies. However, little or nothing was gained from Gabo's meeting with the Pope.24

The fame he enjoyed in the 1970s and 1980s was unimaginable. He was everywhere. His earlier books continued to be reprinted and all new editions had second and third and fourth reprints, faster than any other Latin American writer. The name García Márquez was indeed an industry. His name as a writer was ubiquitous, and his skill as a writer was taken to television and the theater, adding to his passion for the visual arts. By 1989, at age 62, his wealth and his health were at their peak.

As it was with The Autumn of the Patriarch in the 1970s, Gabo, the magician of words, had tried something totally new for his readership and dared to publish the controversial novel The General in His Labyrinth. Once again, readers around the world had a chance to judge him from a new perspective. To many, his treatment of the great Latin American Liberator was not pleasing.

As we look back to the 1980s, we cannot escape the turbulence. Pope John Paul II survived an assassination attempt in 1981. That same year, Gabo attended the inauguration of French President Mitterrand. During 1982, Argentina and Great Britain went to war over the Falkland Islands, the same year that García Márquez won the Nobel Prize in Literature. The violence that Latin America was experiencing was everywhere. Indira Gandhi was assassinated by two of her own bodyguards in 1984. The riots soon after resulted in the killing of over 2,000 Sikhs. Love in the Time of Cholera was published in 1985, the year Mikhail Gorbachev became the leader of the Soviet Union. García Márquez met with the Soviet head of state two years later. Just as thousands of Berliners took part in bringing down the Berlin Wall, in 1989, Chileans came forward to vote and elected Patricio Aylwin as president. Gabo's wish to have Pinochet removed from government had now become a reality. The elections took place in December, and the Chilean dictator moved out of La Casa de la Moneda (Chile's presidential palace) at the beginning of 1990.

The 1980s brought an awareness of Latin America and its peoples to larger numbers of Americans, who continued to cultivate a strong interest in the region and its writers. Argentine novelist Manuel Puig's novel, Kiss of the Spider Woman (El beso de la mujer araña), was adapted to film in 1985. The reception of the motion picture, that same year, was worthy of an Academy Award to William Hurt for his role as leading actor in the screen adaptation. Chilean writer Isabel Allende won global recognition with her debut novel, The House of the Spirits (La casa de les espíritus). The film of the same name starred Meryl Streep, Glenn Close, Jeremy Irons, and Antonio Banderas, among other stars. Then came Like Water for Chocolate (Como agua para chocolate) by Mexican writer Laura Esquivel. Both the novel and the film adaptation enjoyed larger success than The House of the Spirits. Allende and Esquivel were both influenced by García Márquez's magical realism. The 1980s Latin American phenomenon was a worldwide sensation, and García Márquez was the most talked-about name.
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Chapter 8
JOURNALISM, PILGRIMS, AND DEMONS

The more persuasive stories in Strange Pilgrims unfold delicately, like complicated origami constructions, to delineate a character's entire life. Each of these tales is written from the vantage point of old age, and each of them possesses a tone of melancholy wisdom reminiscent of Love in the Time of Cholera.

—Michiko Kakutani, New York Times

The 1990s were a breath of fresh air around the world. Free elections were held in Nicaragua, but to the dismay of scores of people, the Sandinistas lost against Violetta Chamorro. In South Africa, Nelson Mandela was freed in 1990 after 27 years of imprisonment. In 1994, participating in the first multiracial election, Mandela was elected president of South Africa. In Europe, East and West Germany were officially reunited, ending the separation that had endured since the end of World War II.

In the world of letters, Mexican Octavio Paz won the Nobel Prize in Literature, and García Márquez's controversial novel, The General in His Labyrinth, was published in English. In America, the Pulitzer Prize was awarded to Oscar Hijuelos for The Mambo Kings Play Songs of Love.

As a filmmaker and member of the New Latin American Cinema, in 1990, García Márquez traveled to Japan to attend a Latin American Film Festival. En route to Japan, he made a stop in New York City to meet with three-time Academy Award-winning director, Woody Allen, whom Gabo admires. The trip to Japan would allow Gabo to talk with Japanese master film director Akira Kurosawa, whose film Dreams was released in the same year. If anyone could take García Márquez's ambitious, experimental, and complex novel The Autumn of the Patriarch to the big screen, Kurosawa could have. He had made film adaptations of literary works by Shakespeare, Dostoevsky, Gorky, Tolstoy, and contemporary writers Ed McBain and Georges Simenon. Kurosawa wanted to direct The Autumn of the Patriarch with a Japanese medieval setting. The project, unfortunately, never took off. Kurosawa died on September 6, 1998.

In Colombia, peace was not in sight, and the violence experienced in the 1980s continued to escalate to larger proportions. In the Colombian political arena of 1990, Gabo declined to run for a post in the National Assembly, where he was invited to participate. His desire to never hold an official political post was firm and unchangeable. The year after, however, he decided to live in Colombia, but kept his homes elsewhere. In 1990, in Mexico, where he has lived longer than in any other country, he co-wrote the TV script The Two-Way Mirror (El espejo de dos lunas) with Mexican Susana Cato, a journalist and scriptwriter for radio and television. The mirror as a recurring theme in García Márquez's work goes back as early as 1949, when he wrote the short story "Dialogue with the Mirror," compiled in Eyes of a Blue Dog (Ojos de perro azul). In The Two-Way Mirror, the antique mirror placed in the bride's room before her wedding shows a handsome nineteenth-century revolutionary soldier. It is evident that they can both see each other. The magic realist, romantic TV drama was produced in Mexico. Two other similar projects, also recorded in Mexico, were produced the following year. Gabo co-wrote Far Away (Contigo en la distancia) with the Cuban novelist, screenwriter, and poet, Eliseo Alberto. The genre here is also a recurring one: the epistolary. An unsatisfied married woman receives a letter, sent some 20 years earlier from an ardent lover who wanted her to run away with him. The TV programs were conceived as a trilogy bearing the title Don't Fool with Love (Con el amor no se juega). The third program, Saturday Night Thief (Ladrón de sábado), was co-written by the Nobel Prize winner and Mexican Consuelo Garrido, scriptwriter for television and radio. In Saturday Night Thief, also a romantic story in which the absurd plays an important part, a burglar is caught inside a middle-aged woman's house. The homeowner, a radio celebrity, falls in love with the intruder. The robber falls in love with her when he realizes she is his favorite radio star. The Two-Way Mirror and Saturday Night Thief were directed by Mexican Carlos García Agraz, and Far Away by Cuban Tomás Gutiérrez Alea.

Although Gabo has written only one play, Diatribe of Love against a Seated Man, theater companies have adapted his work. Play adaptations of his novels have become routine in certain circles. The 1990 opening play at the Latino Theater Festival in New York was a play based on the novel Chronicle of a Death Foretold. A reviewer for the New York Times wrote, "In his attempted distillation of the novel, Mr. Tavora has eliminated characters and compressed incidents while following the central line of the narrative. Momentarily projecting Angela and her husband, Bayardo, as figures in the future, he misses the principal point of the story in the book. The abandoned bride has persisted in her ardor for her absent husband for 17 years, sending him almost 2,000 letters, none of which he has opened." The reviewer did not like the adaptation and went on to say, "The most damaging of the director's decisions is the removal of the author as character, giving some of his comments to a priest and others. It is through the language and memory of García Márquez as active participant that one receives the most vivid emanations, and also those occasional moments of grotesque humor."1 Having to adapt from one genre to another is always a difficult task, even more so when the original is by García Márquez. The same theatrical group that did the play in New York City presented it in Manizales, Colombia, in 1991.

For the 13th Manizales International Theater Festival, there were two adaptations of García Márquez's works. From Spain, there was a presentation of Chronicle of a Death Foretold, by La Escuadra de Sevilla Group, and from Colombia, a theatrical group presented Memory and Forgetfulness of Ursula Iguarán (Memoria y olvido de Ursula Iguarán). A good portion of the adaptations to theater is done at colleges and universities, whether in the United States, the Spanish-speaking world, or elsewhere. The Manizales International Theater Festival had theater companies from Spain, Colombia, Chile, Argentina, Peru, Mexico, Costa Rica, and Brazil.

1991 was also the year that Gabo published Press Notes: Journalistic Work 5 (1961–1984). A must-read for the García Márquez scholar and the aficionado alike, the book covers a rather long time period: 1961 to 1984. The volume reads almost as a memoir. It starts with a piece he wrote in 1961 about Ernest Hemingway's suicide. No other comment pertaining to the 1960s appears, except one in which he reflects upon being a writer. Interestingly enough, his opinion encompassed his view of the Nobel Prize, how much or how little writers earn, and whether writers will be remembered for their writing. Perhaps tongue in cheek, the closing of the article is in accord with its "Misfortunes of a Book Writer" ("Desventuras de un escritor de libros"). He ends the article by maintaining, "[Writing] is some kind of a deformation, which explains rather well the social outrage of so many men and women committing suicide out of hunger, wanting to do something that, in the end, to be honest, is worthless."2 There is anger and frustration in this piece. It is evident that he did not know what was about to happen to his writing career one year later, with the publication in Argentina of One Hundred Years of Solitude.

By 1992, García Márquez's health was failing. His many years as a chain-smoker were taking their toll. In May, he underwent lung surgery to have a tumor removed. The operation was a success, but there was more to come as the decade elapsed. He was a 63-yearold with many projects and ambitions to fulfill. In a special issue of Time magazine, published in Los Angeles in October, to the question "What should mankind aim to accomplish in the coming decades?", he answered that the only new thing we can possibly attempt to save humanity in the twenty-first century is to have women take control of the world.3 He seemed convinced men would be incapable of stopping the degradation of the environment and the end of humanity in the new millennium. He reasoned that men are unable to put aside their own personal interests.4 His opinion, at that time, was reinforced by the strong female characters he had developed in his fiction, and the affirming answers regarding women in his many interviews. Historically, women have been at the forefront at times, controlling their worlds. One cannot ignore queens Cleopatra in Egypt, Isabella of Castile, Elizabeth I of England, and Catherine the Great of Russia, among others. The rule of Prime Minister Margaret Thatcher, during modern times, is yet another case that cannot escape our memory.

Strange Pilgrims, a spellbinding book of 12 short stories, was published in 1992. Of all of his fictional books, this was the first ever to take place outside Colombia. All the short stories are set in Europe. Plots, however, revolve around Latin Americans either living or traveling in Europe. The first edition was published simultaneously in Argentina, Spain, Mexico, and Colombia. Edith Grossman's English translation was published the following year. The publication in Spanish coincided with the release of Ruy Guerra's film I Sell My Dreams, which is, in fact, one of the 12 short stories in Strange Pilgrims. Inspired by García Márquez's own dream, in which he attends his own funeral, the storyline is of particular interest because his long-time friend, Pablo Neruda, is developed within the story as a fictional character. While the book of short stories, Strange Pilgrims, and the film I Sell My Dreams were both released in 1992, the tale itself was written in March of 1980. Along with the book and the film, García Márquez must have been pleased to see that Eréndira underwent a musical adaptation as a chamber opera by music professor Violeta Dinescu. The libretto was by the composer, but follows Gabo's writing of the long short story. The Romanian-born Dinescu has been an Executive Board member of the International League of Women Composers since 1987.

Difficult or not, García Márquez's fiction continued to be adapted to different genres. In 1992, the Repertorio Español Theater in New York successfully adapted Eréndira as The Innocent Eréndira, under the direction of Jorge Alí Triana, founder of Teatro Popular in Bogotá. The theater review by the New York Times spoke highly of the theater version, unlike the previous adaptation, in 1990, of Chronicle of a Death Foretold. "At times, the elegant Gramercy Arts Theater seems about to burst from the sweeping grandeur and exciting energy of this play; its successful compression into such a small space is testimony to the skills of everyone involved, especially the 16 members of the Repertorio Español, who make all of the gritty, sometimes spectral, characters in this hallucinatory tale vivid, harsh and strangely beautiful."5 Eréndira had seen a film adaptation, an opera treatment, and a theatrical version. The film adaptation, however, had been done a decade earlier.

1992 was a significant year for the Spanish-speaking world, because it was the 500th anniversary of the discovery of the New World. Among the many books, films, and TV specials that surfaced, Carlos Fuentes' The Buried Mirror: Reflections on Spain and the New World was among the most popular in the United States. In film, the most breathtaking was 1492: Conquest of Paradise, starring Gérard Depardieu as Columbus, and Sigourney Weaver as Queen Isabella I. There were both large-and-small-scale celebrations and publications throughout the Spanish America and Spain alike. In December, the University of Zaragoza, Spain, organized a congress at which more than 400 specialists participated in a discussion on One Hundred Years of Solitude. The congress was appropriately titled "500 Years of Solitude." According to many, and García Márquez in particular, one of the reasons for the state of affairs in the development of the Spanish America is the solitude and isolation this part of the hemisphere has endured through the ages. The celebrations of 1992 were to commemorate the 500 years of the discovery; the Zaragoza Congress, however, celebrated the 25th anniversary of the publication of One Hundred Years of Solitude.

In 1993, García Márquez was awarded an honorary degree from the Autonomous University of Santo Domingo in the Dominican Republic. Later, he attended the III Zócalo Book Fair in Mexico City, one of the most important book events in Mexico. He became involved in a campaign in Colombia to protect the rights of authorship. The Caro and Cuervo Institute, a highly regarded university-styled Colombian institution involved in scientific research, higher education, and publication, named him an honorary member. In the political arena, he voiced his opinion about the drug treaties between the United States and Colombia. In a newspaper article, he recounted 11 years of effort between the two governments and pointed out that the results "are high-scale delinquency, blind terrorism, an industry of kidnappings, generalized corruption, and all of the above in an atmosphere of unprecedented violence."6 His concern was as valid as any morally mindful citizen of Colombia, the United States, or any other country. In 1993, the drug culture and its side effects were completely out of control. His firsthand knowledge of this problem was going to surface in his writing with the publication, three years later, of the beyond-belief events in the shocking book News of a Kidnapping. It was in October of 1993 when the book began to take shape, after the victim of abduction, Maruja Pachón, and her husband, asked Gabo to write about her six-month-long kidnapping experience.

By October of 1994, his lifelong passion for journalism had led to the creation of the New Ibero-American Journalism Foundation (Fundación Nuevo Periodismo Iberoamericano, FNPI). It is a nonprofit organization with headquarters in Cartagena, Colombia. García Márquez's vision in creating the foundation was to promote hands-on workshops and seminars where young journalists learn the craft from selected senior reporters, press officers, and columnists. The fruition of his vision was possible with the help of his younger brother, Jaime García Márquez, an engineer and the Foundation's vice-president. Jaime Abello Banfi, an integral part of the organization, is the executive director of the institution. Abello Banfi, a lawyer, had a strong background in the TV and film industries. An additional influential name in launching the journalist foundation was the Argentine novelist, short-story writer, essayist, journalist, and scholar Tomás Eloy Martínez, a close and longtime friend of García Márquez. Located within the historical walled city of Cartagena, where Gabo keeps a house that is referred to by tourist guides as "the house of the poet," the journalist institution has offices, a library, and two meeting rooms, which bear the names of two important names in the developmental stages of García Márquez's journalistic career:álvaro Cepeda Samudio and Clemente Manuel Zabala. álvaro Cepeda Samudio was a member of the Barranquilla Group. Cepeda Samudio was so dear to García Márquez that his name (simply as álvaro) appears in One Hundred Years of Solitude in the last part of the novel. Once again, always faithful to his long-time friends, Gabo was honoring him by naming a room after him. Clemente Manuel Zabala, on the other hand, was a mentor to García Márquez when Gabo was an apprentice at Cartagena's El Universal daily. They met in 1948. The FNPI is sponsored by private foundations and the United Nations Educational, Science and Cultural Organization (UNESCO).

As in 1993, at the Autonomous University of Santo Domingo in the Dominican Republic, in 1994, the University of Cadiz, Spain, awarded him an honorary degree. In that year he published the novel Of Love and Other Demons, an intricate story of love that takes place during Colombian colonial times in Cartagena. In the plot, the protagonist, a 12-year-old girl named Sierva María de Todos los Angeles, is bitten by a rabid dog. The Spanish publication of the book was distributed simultaneously in Spain, Argentina, Mexico, and Colombia. The English version was published the following year. A synopsis of the book reads, "Young Sierva Maria [of All Angels] speaks of strange dreams and stranger premonitions (a vision of snow on the Caribbean coast, and a cluster of magical grapes that contain the secret of her death), and she is soon hustled off to a local convent. There, the nuns not only blame her for bewitching the livestock and polluting the water, but also subject her to all manner of cruel and unusual punishments. Suddenly, however, the man who has been appointed to act as Sierva Maria's exorcist, a learned priest named Cayetano DeLauro, will unexpectedly fall in love with her, a development that promises the possibility of redemption (and eternal damnation) for them both."7 Hyperbole, the dream world, and the supernatural come together in the novel to recreate a fictional event in which the narrative voice is that of a journalist. Today, García Márquez's home in Cartagena is located right across from the old convent where the fictional events take place. He, in contrast, is supposed to have learned about the events in 1949, when he worked as a journalist for the city's daily, El Universal. The 1950 short story "Eyes of a Blue Dog," dealing with the dream world and unfulfilled desire within a couple, was turned into a short film in 1994. Gabo's film adaptation was both directed and adapted to the screen by Lorenzo Shapiro. Shapiro's film adaptation sets García Márquez's short story plot in New York Crty.

García Márquez's literary production in 1995 would have to wait until the following year. Meanwhile, however, Gabo's reading public enjoyed Gustavo Arango's publication, A Forget-Me-Not Bouquet (Un ramo de nomeolvides). The book is an homage to García Márquez's first two years as a journalist (1948 and 1949), when the 20-year-old came to Cartagena. The book is not available in English translation. Gabo's journalism in 1995 included a revealing piece about Federico Mayor, a Spaniard who was Chair of UNESCO at the time. In the article "The Insatiable Optimism of Federico," we read that the United States stepped out of the organization, a move that effectively translated to a 25% loss in the operational budget. Among the remaining contributors, the Soviet Union was one of the strongest, but their own economy was rather shaky, García Márquez argued. Without mentioning the sources, however, the article praises UNESCO Chair Federico Mayor, who managed to find contributors to support UNESCO's agenda.8

The violence experienced in the 1980s was considered terrorism in the 1990s. In a study on global terrorism, the U.S. Department of State reported, "Twice during 1995, President Samper declared a 'state of internal commotion,' invoking exceptional measures because of increased violence nationwide and the assassination on November 2 of Conservative Party patriarch álvaro Gómez Hurtado. On that date, President Samper announced that he was empowering the military, governors of the 32 departments (states), and all mayors to authorize the evacuation of civilians from municipalities to combat illegal armed groups, including the guerrilla organizations operating in Colombia." The State Department's report, as an official publication, might not have reached all four corners of the world, but Gabo's publication of News of a Kidnapping in 1996 probably did. In all languages, the book starts with an acknowledgment of those who provided the Nobel Laureate with all facts and circumstances. His literariness, however, takes away some of the crudeness of what he calls "a biblical holocaust that has been consuming Colombia for more than twenty years."9 The U.S. Department of State put it more bluntly: "Colombia continued to be wracked by violence in 1995, suffering numerous terrorist bombings, murders, and kidnappings for ransom. Drug traffickers, paramilitary squads, and common criminals committed scores of crimes with impunity, killing their targets, as well as many innocent bystanders. Although most of the politically motivated violence was directed at local targets, Colombia recorded 76 international terrorist incidents during 1995; the highest number in Latin America and nearly twice the 41 such incidents in 1994."

To keep his ties with the cinema, García Márquez's screenplay collaboration on Sophocles' Oedipus the King was released as Oedipus Mayor (Edipo Alcalde) in 1996. Sophocles is an influential author in García Márquez's literary career, particularly in his early years. The film was directed by Jorge Alí Triana, a Colombian director, producer, actor, and writer familiar with Gabo's work (in 1985, he directed the remake of García Márquez's Time to Die). Spanish actress Angela Molina won the Silver Photogram Award (Premios Fotogramas de Plata) in Madrid, for best actress in her role of Jocasta (Oedipus' mother and wife).
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In March of 1997, the Film Festival in Cartagena, Colombia, celebrated García Márquez's cinematic work and showed six of his screenplays; Oedipus Mayor was one of them. The festival organizers wanted to celebrate Gabo's 70th birthday, his 50th anniversary as novelist, the 30th of the publication of One Hundred Years of Solitude, and the 15th as a Nobel Laureate. Gabo, however, did not attend the tribute. He celebrated his birthday in Mexico instead. This time, unlike his exile during the 1980s under suspicion of aiding the M-19, it was a self-imposed exile. He was saddened, disheartened, and sick of the lies and corruption of the Colombian government.10 Dasso Saldívar published García Márquez: The Journey to the Seed (El viaje a la semilla), a 611-page biography (a large collection of photos, end notes, and index included) that unfolded the fine points in the creation of One Hundred Years of Solitude, revealing the historical and cultural components that surround the novel, as well as the family ties that breathe through the epic tale.

On April 7, 1997, García Márquez gave the opening speech at the First International Congress of the Spanish Language, celebrated in Zacatecas, Mexico. His address was followed by Camilo José Cela and Octavio Paz, both Nobel Prize winners, the former from Spain and the later from Mexico. After their presentations were King Juan Carlos I of Spain, and Mexican President Ernesto Zedillo. The International Congress of the Spanish Language takes place every three years in one of the many Spanish-speaking countries. The second was held in Valladolid, Spain; the third took place in Rosario, Argentina; and the fourth occurred in Cartagena, Colombia, in 2007, where the attendees paid tribute to Gabriel García Márquez for the 40th anniversary of the publication of One Hundred Years of Solitude, for his 25 years as a Nobel Laureate, and for his 80th birthday. Despite having once been denied entry to the United States, in September of 1997, García Márquez met with President Bill Clinton at the White House.

On January 25, 1998, García Márquez was in Cuba. Pope John Paul II was making a pastoral visit to the Caribbean island at the same time. The papal address, which was more than three hours, was listened to by thousands of Cubans in Havana's Revolution Square. The televised mass showed Gabriel García Márquez sitting alongside his longtime friend, Fidel Castro.

In April of the same year, Gabo was at Princeton University to run a literary workshop. Around that time, Gabo intended to meet with President Clinton at the Oval Office. García Márquez contacted Bill Richardson to arrange a private visit with President Clinton to discuss the Colombia situation. The meeting, however, did not take place. Meanwhile, when Kenneth W. Starr was investigating President Clinton, Gabo and other intellectuals wrote a letter of protest, calling Starr "a fanatical prosecutor with unlimited power." The letter, presented in Paris, was "signed by an international roster of writers, scholars, and actors, including Bishop Desmond Tutu, the Nobel Peace Prize winner from South Africa; Gabriel García Márquez and William Styron, Pulitzer-Prize winning authors; the actresses Emma Thompson and Lauren Bacall and the singer Jessye Norman."11 The New York Times report added, "The statement, co-written by Jack Lang, the former minister of culture of France, is being faxed to movie stars and other prominent people around the world. Vanessa Redgrave said yesterday that she was raising money to have the letter printed in newspapers throughout the United States and the world."12 Gabo's sympathy for and friendship with President Clinton has been no secret. His political involvement was obvious. The ClintonLewinsky affair, if there was one, was more of a travesty than a political affair. The investigation against Clinton started in 1995, and by 1998, was still not over.

In 1998, García Márquez's wealth allowed him to become one of the owners, and Chair, of the editorial board of the Colombian magazine Change (Cambio). Change, which has enjoyed wide circulation from the start, in hard print as well as on the Internet, is a news magazine dealing with multiple subjects of interest, both local and international. Its main focus, however, is a strong emphasis on internal Colombian affairs: its economy, political matters, culture, and entertainment.

In 1998, Fidel Castro published a book of his memoirs as a child, youth, and his political involvement, titled Fidel: My Early Years (Fidel en la memoria del joven que es). Gabo wrote the introductory essay, "A Personal Portrait of Fidel." Castro, García Márquez wrote, "is a man of austere ways and insatiable illusions, with an old-fashioned formal education, of cautious words and simple manners and incapable of conceiving any idea which is not out of the ordinary."13

His journalistic work keeps him active at all times. Even in 1999, 72-year-old García Márquez, despite his battle against lymphatic cancer, kept active. On January 24, 1999, he published the newspaper article "Metal Fatigue" ("La fatiga del metal") for the Madrid-based Spanish daily, El País. The article was both a remembrance of the first time he had met President Clinton in August of 1995, at a dinner get-together at William Styron's Martha's Vineyard summer home, and an expression of strong support for the President. The title of the article, as is typical of García Márquez, captured the image he wanted to communicate. "Metal fatigue" was his analogy for President Clinton as he, Gabo, perceived him at a White House dinner celebration, given for Colombian President Andrés Pastrana in September of 1998. Clinton was no longer the youthful, impartial, fair college graduate he had met in Martha's Vineyard, Gabo wrote, but more of an uncertain convict who had lost weight and could not hide, behind his professional smile, the same organic wearing-away that destroys airplanes: metal fatigue. The prose and tone of the article show Clinton as a weary, "metal-fatigued" man.

By the summer of 1999, García Márquez had enjoyed the success of having one more of his novels turned into a film. No One Writes to the Colonel was shown at the Cannes Film Festival. The movie director, Mexican Arturo Ripstein, was nominated for the Golden Palm Award. In Spain, the film adaptation was nominated for The Goya Award. The following year, the film was shown at the Sundance Film Festival in Utah, and it was then that Ripstein won the award for best director.

At this time, García Márquez's journalism work was compiled in an additional volume. The book, For Freedom: Journalistic Work 4 (1974–1995), included selected articles from 1974 to 1995. None of his work in journalism is available in English or any other language than Spanish.

That summer, after being hospitalized for physical exhaustion, García Márquez was treated for lymphatic cancer. Surrounded by myth, the rumors of his worsening health gave way to a popular hoax of worldwide circulation of a poem titled "The Puppet" ("La marioneta"). Countless followers believed the poem was indeed García Márquez's farewell. It was not. Gabo, however, did not comment on it. The poem had been written by Mexican ventriloquist Johnny Welch, for his sidekick puppet, Don Mofles. García Márquez, in fact, was later photographed with the famous ventriloquist.

CODA

For Latin America in general, with a few exceptions, the 1990s were less violent than the previous decades. Organized guerrilla movements continued in Colombia, Guatemala, and Peru, but in the rest of Latin America were not a threat to the social, political, and economic stability. Crime in Colombia was related more to the drug cartels than the counter-insurgent groups, although the later were as active as ever. In the 1990s, Gabriel García Márquez wrote a book to denounce the escalating violence Colombia was undergoing, in News of a Kidnapping. Colombia and Peru continued to be a major problem in the region. Chile, on the other hand, held free elections and enjoyed a rather prosperous economy during the democratic government of presidents Patricio Aylwin and Eduardo Frei. In Mexico, President Ernesto Zedillo was the last Mexican head of state whose political party, the Institutional Revolutionary Party, had ruled Mexico for 70 years without interruption. This apparent change of political power has lasted two terms. After President Vicente Fox, whose political party is called National Action Party (Partido de Acción Nacional), one more member of the Party was elected to power in the controversial, contested 2006 election of President Felipe Calderón.

García Márquez, often consulted for answers, was invited to become part of the Colombian National Assembly, but continued to decline any and all such offers. Was he trapped in his own labyrinth? On the other hand, Peruvian Mario Vargas Llosa, an internationally known novelist, essayist, playwright, short-story writer, and considered one of the best writers in the Spanish language today, must have thought differently: in 1990, Vargas Llosa ran for Peru's presidency, only to be defeated by Alberto Fujimori. Does a man of letters have to get involved in politics, and hold government posts, as many Latin American writers have done? Whatever the answer, García Márquez kept himself disenfranchised from any political affiliation, but active in his own right. One cannot help seeing him as the conscience of Colombians, the one who could provide guidance for social change. All these people have always forgotten that he is a writer, a journalist, not a philosopher, and definitely not a professional politician. He might be able to address the problems, talk to national and international audiences, but no more than that.

If, in the 1980s, García Márquez sought asylum in Mexico, in the 1990s, he was self-exiled to Mexico, and declined to attend a ceremony in his honor in Cartagena in 1997. His love for Colombia, however, is unquestionable. He does much more for the country than the general public knows. Among his contributions in the 1990s was the creation of the above-mentioned New Ibero-American Journalism Foundation for young journalists. As if everything were circular, as in One Hundred Years of Solitude, in the 1980s, he was at the Vatican to meet Pope John Paul II. In García Márquez's fiction, in the multilayered short story "Big Mama's Funeral," the Pope comes to Macondo to Big Mama's funeral; in 1986, Pope John Paul II visited Colombia. In the 1990s, García Márquez was in Cuba to listen the Pope's mass in Havana. His health, however, was no longer what it had been in the 1980s. The 1990s began to show the decay of a great writer who, at times, had scared his followers with the possibility that he might die. To the joy of millions around the globe, however, he continued thriving.

His life is complicated for being who he is, the most popular writer alive in the Spanish language. Yet, for almost 30 years, he could not get a visa to visit the United States. In 1990, Congress passed a bill that prohibits the Immigration and Naturalization Service from keeping individuals out of the country because of their ideology. The bill, however, leaves room for interpretation. In 1992, after landing in New York City from Paris, he and his wife were detained and interrogated for no reason other than his name. "Mr. García Márquez said his name had been put on the list of people to be excluded [from entry to the United States] when he worked as a correspondent for four months in 1961 for Prensa Latina, the Cuban news agency. He left the agency after the Bay of Pigs invasion, when, he said, 'I was a leftist liberal, but not a Communist.'"14
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Chapter 9
THE NEW MILLENNIUM

Books are a part of man's prerogative;

In formal ink they thoughts and voices hold,

That we to them our solitude may give,

And make time present travel that of old.

—Sir Thomas Overbury, in James Parr, Don Quixote: An Anatomy of Subversive Discourse

He is the son of Aracataca's telegrapher, the man of Macondo, a master of the short story, one-of-a-kind journalist, the most-read Latin American novelist, a magician of words, a key essayist, the 1982 Nobel Prize winner, and one of the world's most fascinating authors in any language. He is also a movie critic, and a script and screenplay writer. Gabriel García Márquez now belongs to the ages.

The octogenarian Gabriel García Márquez spent the year of 2007 literally in the spotlight. No other author, dead or alive, had more worldwide attention that year than he. Not even J. K. Rowling, whose popularity and book sales are unimaginable, or Doris Lessing, who received the Nobel Prize in Literature that year. In 2007, no writer enjoyed more popularity than the Colombian writer whose readers around the world, not just his close friends and family, now call simply "Gabo." J. K. Rowling dominated the headlines during the months of July and October with her new book, Harry Potter and the Deathly Hallows, and a new film, Harry Potter and the Order of the Phoenix. Yet, Nobel Laureate Lessing was merely a reference, who came and went almost unnoticed by most readers. Gabriel García Márquez, however, was in the limelight nearly the whole year.

From March 26 through 29, 2007, Colombia was the host country for the 4th International Congress of the Spanish Language. The theme of the Congress, "The Present and Future of the Spanish Language: Unity amongst Diversity," attracted world personalities from all walks of life: presidents, the King and Queen of Spain, scholars, and many of Gabriel García Márquez's friends. According to the Instituto Cervantes, today Spanish is spoken by more than 400 million people, making it the fourth most-spoken language after Chinese, English, and Hindi. Among the attendees were two hundred delegates representing all the Spanish-speaking countries. There were experts from countries other than Spanish-speaking countries, over 1,200 scientists, businessmen, writers, journalists, philosophers, professors, Hispanists, filmmakers, artists, linguists, sociologists, historians, politicians, architects, and publishers, members of the language academies and the Instituto Cervantes, plus a large number of students from Colombian universities. The Congress, however, on behalf of the 22 language academies of the Spanish Language, was dedicated to Gabriel García Márquez, to thank him for his oeuvre, to celebrate his 80th birthday, the 40th anniversary of the publication of One Hundred Years of Solitude, and his 25th anniversary as a Nobel Laureate. His magnum opus, One Hundred Years of Solitude, as Argentine Tomás Eloy Martínez described it, opened all doors and windows of our imagination in Spanish. It enriched and continues to enrich our worldview, and lastingly influences writers of other cultures and languages. Carlos Fuentes reminisced about how he met Gabo in 1962, a friendship that has lasted for over four decades. The Mexican novelist was one of the first to compare One Hundred Years of Solitude to Cervantes' Don Quixote. Today the comparison is not new, but 40 years ago, it was. In a letter written to Julio Cortázar, Fuentes wrote, "I just finished reading One Hundred Years of Solitude: an exciting and sad chronicle, prose full of life with liberating imagination. I feel invigorated after reading this book, as if I had just shaken the hands of all my friends. I have just read the Latin American Quixote—a Quixote captured between the jungle and the mountains, without the flat dry land, a cloistered Quixote who must invent the world from within his four tumbled walls. What a brilliant re-creation of the universe, invented, and reinvented! What a prodigious image of existence, as if in Cervantes' style, turned into literary discourse, in a continuous passage from the real to the divine and the imaginary."1 The International Congress of the Spanish Language, three days in length, is the biggest international event of its kind. This newborn tradition is 10 years old and takes place every 4 years.

When it was time for Gabriel García Márquez to address the assemblage at the opening ceremony in Cartagena, his words were of gratitude for such a significant event. Not in his wildest dreams could he have imagined that his 1967 novel, One Hundred Years of Solitude, would ever have a printing of a million copies. "To think that one million people [in Spanish] could read something written in the solitude of my room, with the 28 letters of the alphabet and two fingers as my total arsenal, under any circumstances, would have been madness." He continued, "Today, the language academies do it both for a novel that has been read by 50 million people already, and for an insomniac artisan like me who never ceases to be surprised by everything that has happened."2

The celebrations began 20 days earlier in March, in Aracataca, the town where the Nobel Laureate was born. The mayor of the town, Pedro Javier Sánchez Rueda, and the townspeople organized a military parade, a special Roman Catholic mass and 80 fireworks set off at 5:00 a.m. to celebrate the author's 80th birthday. This was the town's biggest event since the banana fever of the early 1920s had ended, as the New York Times put it: "But the most painful absence on Tuesday was that of Gabriel García Márquez, the native son for whom Aracataca was the inspiration for Macondo, the fictional setting for his epic novel, One Hundred Years of Solitude."3 The rumor was that he was either in Cuba with his friend Fidel Castro, or at his Mexico City residence. The belated visit to his boyhood town took place on May 30, 2007. He and his wife, Mercedes Barcha, arrived in a vintage train called "Yellow Train of Macondo." The train ride began in Santa Marta, a coastal city and capital of the Magdalena Department, and progressed to Aracataca (Macondo), where the townspeople, journalists, and fans welcomed the town's favorite son. He toured the municipality for no more than an hour and a half and then left by bus with the entourage that had arrived with him by train. The train-project is one that Magdalena Department hopes will help the town's economy, by carrying hundreds of literary pilgrims.

As 2007 came to an end, the 80-year-old Gabriel García Márquez seemed to have a burst of energy. He was literally on and off airplanes as if he were reliving his younger years. It was as if his fight with lymphatic cancer were completely over. In November, he attended the opening ceremony of the 21st edition of the weeklong International Book Fair in Guadalajara, Mexico. Colombia, his country of birth, was honored, and Colombian author álvaro Mutis received a special tribute throughout the week. Although Colombia has a rich literary heritage, it has a rather low level of literacy.

On November 16, with great expectation throughout the United States, the film adaptation of his novel, Love in the Time of Cholera, opened at movie theaters nationwide. The screen adaptation was done by Academy Award winner Ronald Harwood, who is best known for the Holocaust film, The Pianist (for which he won the Oscar in 2003), and the film adaptation of Oliver Twist; both pictures were directed by Roman Polanski. The South African-born Ronald Harwood has an impressive career in literature. Among several other honors, he was made a Fellow of the Royal Society of Literature in 1974; President of English PEN (poets, playwrights, essayists, editors, and novelists), 1989–1993; and President of International PEN, 1993–1997. The director of Love in the Time of Cholera, however, was Mike Newell. Mr. Newell's work as film and television director is rather extensive, but to date, he has not won any significant awards. His work as director prior to Love in the Time of Cholera was 2005's Harry Potter and the Goblet of Fire. The soundtrack for Love in the Time of Cholera includes songs by Colombian-born singer/songwriter Shakira, who has won two Grammys and eight Latin Grammys. The cast, led by Javier Bardem as Florentino Ariza, Benjamin Bratt as Dr. Juvenal Urbino, and Giovanna Mezzogiorno as Fermina Daza, all praised the hospitality of the people of Colombia, where the forty-five-million-dollar movie was filmed.

The film critics, however, were obsessed with the greatness of the novel and considered the film inferior to it. Writing for The New Yorker, David Denby was prompt to make an analogy with Dante and his obsession with Beatrice before relating the film to another film. "[Mike Newell] doesn't paint with the camera; he doesn't seize on certain visual motifs, as he should, and turn them into the equivalent of a lover's devotion to fetishes. He's a realist handling comically extravagant material, and he does little more than competently frame a mixed set of performances." But not all is lost, Denby adds: "It's a well-crafted, handsome period piece, and pleasant to watch."4

On December 5, the 80-year-old García Márquez arrived at José Martí International Airport in Havana to attend Havana's 29th International Festival of New Latin American Cinema. His presence at the event was as president and one of the founders of the celebration. The gala coincided with the 40th anniversary of the death of legendary Che Guevara, member of the July 26 Movement and instrumental in the triumph of the 1959 Cuban Revolution. Che Guevara was killed in Bolivia in 1967. Among other celebrities attending the film festival were two famous Latin actors, Spaniard Javier Bardem and Mexican Gael García Bernal. The former is best known for his roles in Before Night Falls and the 2007 films Love in the Time of Cholera and No Country for Old Men.5 His presence at the festival, however, was not related to any of the above films, but rather as producer of the film Invisibles. Gael García Bernal, on the other hand, was at the film festival as a debutant movie director. Famous in the United States for his most recent roles in Babel and The Motorcycle Diaries, his directorial view was for the film Deficit (Déficit). The festival, which ran through December 14, opened with Redacted, a film by Brian De Palma that caused a great deal of controversy in the United States. The motion picture, shown at several film festivals, has in fact been redacted due to its subject (anti-Iraq War), and De Palma wants the film to be shown uncensored. De Palma had won the Silver Lion prize as best director at the Venice Film Festival, but he could not attend the Cuban Fête because the U.S. Department of State denied his visa. About 500 films were shown, with a tribute and special presentations: the former for Luis Buñuel; the latter for Fritz Lang, whose film The Spiders was restored and shown. The film fest closed on December 14 at the Theater Karl Marx in Havana, with a speech delivered by Alfredo Guevara. The film to close the festival was Earth (Tierra), a British-German co-produced documentary.

Seven years earlier, at the turn of the new millennium, García Márquez found himself recuperating from lymphatic cancer. Typical of García Márquez's approach to life, he saw it as a stroke of luck. Similar to the popular Buddhist saying, "through the cracks, the light comes in," he found time to be by himself and began writing the first of his three-volume memoirs. His treatment for the lymphoma lasted for over a year. The book, Living to Tell the Tale, was published first in Spanish in 2002. The English translation, by Edith Grossman, appeared in 2003. There were many reviews soon after the book was published. Most of them stated that the writing style of the memoir, reminiscent of his fiction, traced the chronological Colombian historical facts, the family affairs that helped to shape his writing, and his literary influences. Living to Tell the Tale, wrote one of the reviewers, is "the first volume of a planned autobiographical trilogy. But its most powerful sections read like one of his mesmerizing novels, transporting the reader to a Latin America haunted by the ghosts of history and shaped by the exigencies of its daunting geography, by its heat and jungles and febrile light. The book provides as memorable a portrait of a young writer's apprenticeship as the one William Styron gave us in Sophie's Choice, even as it illuminates the alchemy Mr. García Márquez acquired from masters like Faulkner and Joyce and Borges and later used to transform family stories and firsthand experiences into fecund myths of his own."6 The upcoming two volumes are underway. The second one is supposed to cover his life as a writer after 1955, where Living to Tell the Tale ends, and up to the publication of One Hundred Years of Solitude in 1967. The third and last volume is alleged to cover his friendships, some of which are with world leaders like Fidel Castro, Françoise Mitterrand, Bill Clinton, and Omar Torrijos, and with writers like Pablo Neruda, Carlos Fuentes, Julio Cortázar, álvaro Mutis, Graham Greene, and others. Then, of course, there are those friends of his youth and humble beginnings who most likely will not be ignored.

His self-imposed isolation and solitude were due both to his medical condition and his will to write. He was diagnosed with lymphatic cancer in the summer of 1999. When he was finally seen in public, in 2000, it was for the inauguration of Mexican President Vicente Fox. García Márquez was seen in the company of Cuban President of the Council of State Fidel Castro, and U.S. Secretary of State Madeleine Albright. As mentioned earlier, Mexico City is where he has lived longer than anywhere else, and Mexicans think of Gabo as one of them. Moreover, Mexico is the only country in the region that never broke relations with Cuba, something imposed by Washington on all other Spanish-speaking nations during the 1960s, after the triumph of the Cuban Revolution in 1959.

In 2001, his youngest brother, Gabriel Eligio García Márquez, published an important work tracing the ins and outs of the writing of One Hundred Years of Solitude. The book, printed in Spanish, was titled In Search of Melquíades' Secrets: The History of One Hundred Years of Solitude (Tras las claves de Melquíades: Historia de Cien años de soledad). The same year, Rubén Pelayo published his text, in English, Gabriel García Márquez: A Critical Companion. The former was a personal and detailed look at the production of what is without question the most important book written by García Márquez. The latter was an educational text that provides an accessible explanation of the Nobel Laureate's most representative works, short stories and novels, prior to the new millennium. In 2001, one of García Márquez's best friends of all time, Colombian álvaro Mutis, was awarded the Cervantes Award. To celebrate the event, the Madrid-based newspaper El País, the largest daily newspaper in Spain, published an article García Márquez had written eight years earlier, in 1993, when the Colombian government paid tribute to álvaro Mutis on the occasion of his 70th birthday. In the article, "Homage to a Friend," we gain insights into both authors, for they have known each other since 1949, and have cultivated the friendship ever since. It is worth noting that it was Mutis who introduced García Márquez to the Mexican writer Juan Rulfo. The latter, according to critics, became one of the influences on Gabriel García Márquez's writing style.7 Mutis and García Márquez's friendship is both long and legendary. álvaro Mutis was the first to read the manuscript when One Hundred of Years of Solitude was finished and ready to be sent to Buenos Aires for publication. While a copy of the first edition in English of One Hundred Years of Solitude can sell for a modest three thousand dollars, in September of 2001, when the galley proofs of the original, the 1967 edition by Editorial Sudamericana, were auctioned in Barcelona, the opening price was ninety-five million pesetas, approximately half a million dollars. Prior to the September auction of the galleys, in July, García Márquez himself published an article in El País newspaper titled "The Literary Odyssey of a Manuscript" ("La odisea literaria de un manuscrito"). In it he included many known details about the writing of One Hundred Years of Solitude. What is new, however, was the revelation that he had given the only existent galleys of the novel to filmmaker and dear friend Luis Alcoriza and his wife, Janet. He dedicated the galley proofs to them: "From the friend who loves you most in this world" ("Del amigo que más los quiere en este mundo"), and signed it "Gabo." The inscription was signed in 1967. The Alcorizas kept the galley proofs for years. Eighteen years later, however, at yet another gathering at the Alcorizas', someone said the galleys were worth a large amount of money. Gabo adds in his newspaper account that Luis Alcoriza stood up and, in theatrical fashion, exclaimed, "Well, I would rather die than sell this jewel signed by a friend!" It was then that Gabo, seeing the manuscript again after all this time, wrote on it "confirmed," "1985," and signed again as Gabo. The newspaper article recounts that Alcoriza died in 1992, at 74 years old, without ever selling the galley proofs; his wife, Janet, died six years later. Their heir, Hector Delgado, was responsible for the auction. The required minimum bid was so high that no one bid on the proofs.

Although the luck of the galley proofs, and Alcoriza's sole heir, did not have a happy ending, the rights to Living to Tell the Tale were astounding. Rumor has it the rights were sold for ninety million dollars. Bear in mind that whether true or false, not the whole amount went to the author. However, 2003 was another "fever year" for Gabo in the English-speaking world. Many readers do not realize that the content of Living to Tell the Tale is not fiction, but fact. This, of course, was the same reaction many readers had when reading News of a Kidnapping. Fiction and reality, more and more, continue to confuse García Márquez's readers in any language, even though Living to Tell the Tale was on the New York Times "Reader's Choice" list of 2003 as one of three nonfiction books.

In 2004, García Márquez's popularity in the United States increased many times over when Oprah Winfrey included One Hundred Years of Solitude as her book club choice for the month of January 2004. Oprah's Book Club is unquestionably the most watched and the richest in the United States, and, one must add, a rather serious approach to books for a popular TV show. As Caryn James wrote, regarding the way the acclaimed novel was dealt with on Oprah's TV show: "There are features like 'Understanding Gabo's Masterpiece' and 'Gabo and Faulkner,' an interactive family tree to keep the characters straight, and a section in which a college professor answers readers' questions weekly."8 James' review is accurate, pointing out that the success of the novel (and Oprah's Book Club) with the reading public is based on how carefully the work is presented, for the work itself can always be intimidating and not easy to follow: "As beautiful and accessible as it is, such a sprawling novel can also be intimidating and confusing. It runs 448 pages in the paperback with the 'Oprah' sticker; time is fluid, and ghosts appear; there are so many Aurelianos and José Arcadios that it's no wonder readers need an Oprah to guide them. Extending her television personality to the Web, she takes readers by the hand and leads them through features that seem enthusiastic and not—that dreaded word—educational."9 While we popularized One Hundred Years of Solitude in the United States at the start of 2004, this time by way of television, before the year ended, we had learned that after 15 years of refusing to sell the rights for his 1985 novel, Love in the Time of Cholera, García Márquez had finally changed his mind. The love triangle story of the fictional Florentino Ariza, Fermina Daza, and Juvenal Urbino, loosely based on the author's parents' love story, was headed to the big screen. Scott Steindorff, movie and television producer, is said to have been so persistent in seeking the rights that García Márquez finally accepted to make a deal and sold him the rights for $1 million for the film adaptation. Other than his Florentino-like, relentless determination—insisting for over three years—Steindorff had experience in producing film adaptations from books. In 2003, Steindorff produced The Human Stain, the film adaptation of Philip Roth's novel by the same title, with a very impressive cast, including, among others, Anthony Hopkins, Nicole Kidman, Ed Harris, and Gary Sinise. The screenplay adaptation, as mentioned earlier, was done by Ronald Harwood, who won an Oscar for his 2002 film script for The Pianist. The 2004 Spanish publication of Memories of My Melancholy Whores provoked all types of reactions, as is the case with anything published by García Márquez. There were those who saw it as an irresponsible piece, dealing with child abuse, and even as a stimulus for violence against women. There were those who criticized it as sensationalist, and as a sheer commercial stunt. No fiction by the Nobel Prize winner had been published in 10 years, since the publication of the young, female protagonist named Sierva María de Todos los Angeles who is bitten by a rabid dog in Of Love and Other Demons. After the enormous sales of Living to Tale the Tale (nonfiction), the first print of Memories of My Melancholy Whores sold a million copies in Spanish alone. The title itself is shocking; the plot is scandalous. Was the novella worth waiting for? While the individual reader has the last word, one can always look at it as a literary text and find that "the plot shows no rough edges or cracks, the characters are portrayed with superb irony. If one pays attention to style, one cannot help noting the lexical precision and the craftsmanship in the treatment of expressions. García Márquez continues to be the best writer in the Spanish language today. The precision with which he uses the lexicon, the tone and gleaming characteristic of his prose have no model; it's all his own."10 In the world of cinema, the movie In Evil Hour, homonymous with García Márquez's 1962 novel, was released in 2004. Directed by Ruy Guerra, the film won nominations at the Brazilia Festival of Brazilian Cinema in Brazilia, the Cinema Brazil Grand Prize in Rio de Janeiro, and the San Sebastián International Film Festival, in San Sebastián, Spain, but only won an award at the Havana Film Festival, known as the International Festival of New Latin American Cinema, for best cinematography.

In 2005, as mentioned above, the English translation of Memories of My Melancholy Whores made headlines for Gabriel García Márquez. However, Rodrigo García Barcha, his oldest son, also had top billing in his own right. Normally known as Rodrigo García, he cannot be seen as the alter ego or the shadow of his Nobel-Prize-winning father simply because of his love for the cinema. He is doing what his father never did: direct. But like his father, he also writes screenplays. In 2005, he wrote and directed the film Nine Lives. He lives in Los Angeles, with his wife and two daughters, and during an interview in Hollywood, he made an interesting comment about himself as the son of García Márquez: "My father's legacy has daunted me. I did not want to be the mediocre writer son of a famous writer." He added, "So, I did not write."11 But, in fact, he does. He does not write literary fiction, but he writes fiction for the big screen. Not necessarily the same, but writing, by any means. The following year, at 79 years old, Gabriel García Márquez had the privilege of seeing one more adaptation of his work, this time a dance production of his previously adapted short story, "A Very Old Man with Enormous Wings." The dance adaptation was directed by Hiroshi Koike, and had its United States premiere at the Japan Society in New York City. Hiroshi Koike is well known for his avant-garde dance-theater adaptations of literary works such as The Three Sisters by Chekhov.

In 2006, just before his 80th birthday celebrations, García Márquez teamed up with his longtime friend, Fernando Birri, co-founder with García Márquez of the International School of Cinema, Television and Video in San Antonio de los Baños, in Cuba, and released the documentary ZA 05. The Old and the New (ZA 05. Lo viejo y lo nuevo). García Márquez wrote the script in collaboration with Birri, Julio García Espinoza, and Orlando Senna. The documentary is a filmed tribute to screenwriter Cesare Zavattini. Zavattini is remembered as the leading figure of the Italian neorealist film movement. He was also a poet, painter, and novelist. As a screenwriter, he worked with celebrated directors Vittorio De Sica, Michelangelo Antonioni, Federico Fellini, and Luchino Visconti, to name just four.
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CODA

There was no point in explaining that the new millennium would not start until the year 2001. The arrival of the year 2000 was celebrated all over the globe. In 2000, Gabriel García Márquez, like thousands of people in the United States, Cuba, and elsewhere, got involved in what was ultimately called the "Battle for Elián," the question of "extradition" of a six-year-old freedom boat survivor en route to Florida. Gabo wrote an article that was a combination of politics, journalism, and anecdotal literature, accurately titled "Shipwreck on Dry Land" ("Naufragio en tierra firme"). The turn of events had more of a political overtone. In the end, Elián was returned to his biological father, Juan Miguel González, in Cuba. The whole affair seemed more like a montage from a virtual reality show.

The terrorist attacks of September 11, 2001, on the World Trade Center and the Pentagon changed the way we live today. "Bioterrorism" became a familiar word in the vocabulary of the general public. In the Spanish-speaking world, the economy in South America was worsening in Argentina. In Venezuela, students and members of the middle classes organized massive protests against President Hugo Chávez, but he remained extremely popular among the poor. The armed conflicts of Colombia, on the other hand, have continued to escalate. álvaro Uribe, a lawyer, was elected Colombian President in May. His promise to fight the drug cartels and the revolutionary armed forces, the paramilitary, was echoed immediately. During his inauguration, the Presidential Palace suffered a grenade attack and 14 were killed in a nearby neighborhood. The Colombian diaspora found displaced civilians, fearful of guerrilla abuses, fleeing to Ecuador, Panama, Venezuela, Costa Rica, Mexico, Spain, the United States, and other countries.

In Aracataca, where Gabriel García Márquez was born, the townspeople rejected a proposal to change the town's name to Macondo to honor the Nobel Prize winner. It was not, however, an outright rejection of the referendum. True, there were not enough votes in favor, but the abstentions were larger than those who voted in favor. Those who voted to support the name change were fewer than the expected 7,400 votes required. According to a newspaper article, "Despite a campaign to whip up support, Mayor Pedro Sánchez did not have the backing needed for the name change, which he said would have brought tourism to this down-at-the-heels town of 53,000 in Colombia's northern banana-growing country."12 My own visit to Aracataca in July of 2007, however, showed large road signs reading "Aracata-Macondo" as we entered the town to see the house where Gabriel García Márquez was born, the telegraph office where his father worked, the downtown church of San José of Aracataca, the Montessori School where he learned to read, the railroad station, the main street, the few wooden houses with zinc rooftops still standing, the cemetery, and the Aracataca river that gives its name to the town.
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Chapter 10
THE READINGS AND THE FRIENDSHIPS

Aristotle says that there are three kinds of friendship: friendship out of interest or usefulness, friendship out of pleasure, and "perfect friendship, that of good men of similar virtue, because each equally desires the good for the other."

—Octavio Paz, The Double Flame: Love and Eroticism

Gabriel García Márquez has captured the attention of readers around the world as a magical realist. Some booklovers see him as synonymous with the term. He, however, is in the company of well-established Latin American writers like Alejo Carpentier from Cuba and Miguel Angel Asturias from Guatemala, who were writing in this style before he did, and whose works were not unfamiliar to García Márquez. They too wrote of a reality where the separation between the rational and the irrational was blurred, and their work is also considered magical realism.

As a child, García Márquez did not enjoy the idyllic experience of having a parent who would read to him before going to bed. Nevertheless, one of his greatest recollections is his first contact with the written word as a five-year-old. As a result of an argument with a bystander, while at a circus tent in town, his maternal grandfather, Colonel Ricardo Márquez Iguarán, gave him a dictionary. "This book[his grandfather told him] not only knows everything, but it is also the only one that is never wrong."1 The impact of such a gift, we know now, was immeasurable. His grandfather was then the most important person in his life. It is no wonder that scholars like Joaquín Marco have said, "If one pays attention to style, one cannot help noting the lexical precision and the craftsmanship in the treatment of expressions. García Márquez continues to be the best writer in the Spanish language today. The precision with which he uses the lexicon, the tone and gleaming characteristic of his prose have no model; it's all his own."2 Carlos Fuentes summarized the above quote when he said García Márquez's writing is "a prose full of life with liberating imagination."3

During García Márquez's childhood, he started to read school assignments under the direction of teacher Rosa Elena Fergusson. Poetry interested him most, all through his childhood and teenage years. At the Colegio San José, a boarding school in Barranquilla, he began writing poetry. His poetry reading continued at the Liceo Nacional of Zipaquira, yet another boarding school, where he wrote sonnets under the pseudonym Javier Garcés. It was here, as a teenager, that his interest in Marxism and left-wing leanings began. He read Friedrich Engels' The Origin of the Family, Private Property, and the State, became familiar with the writing of Karl Marx, but also read William Shakespeare, Sigmund Freud, Saint John of the Cross, and Jules Verne's Twenty Thousand Leagues Under the Sea and Around the World in Eighty Days. He would read anything he could: short stories by Mark Twain, The Magic Mountain by the 1929 Nobel Prize winner Thomas Mann, or The Man in the Iron Mask by Alexandre Dumas. During these years, Dumas' The Count of Monte Cristo was one of García Márquez's favorite books. He read the works of Rubén Darío, José Martí, Pablo Neruda, and other poets, novelists, short-story writers, and essayists, under the guidance of his teacher, Carlos Calderón Hermida, who encouraged García Márquez to write.

Although seldom mentioned, his readings included work prescribed by the Colombian Ministry of Education: the canon of classical Spanish readings and selected texts from different periods of Spanish and universal letters. Among many others was Colombia's own José Eustasio Rivera, author of The Vortex; The Literary Experience, by Mexican poet and essayist Alfonso Reyes; novels by Venezuelan Rómulo Gallegos; and works by Garcilazo de la Vega, Francisco de Quevedo, Lope de Vega, Juan Ramon Jiménez, and Federico García Lorca. In his spare time, he came into contact with the sensuous poetry of French poet Paul Valéry. When he finished high school, he was awarded what he considered an unforgettable book: Lives of Eminent Philosophers, by Diogenes Laertius. While his love for literature was intrinsic to his persona, algebra and mathematics were of least interest to him.

When he enrolled in college, at 20 years old, his readings and friendships reached a new level. It was as if his friends from high school had vanished. Their images and names flicker in and out of his memoir, Living to Tell the Tale. Once in college, he read Franz Kafka's The Metamorphosis and met Camilo Torres Restrepo. Reading Kafka would trigger his ambition to write, and, according to many critics, would influence his writing. This influence is most visible in the short stories compiled in his book Eyes of a Blue Dog. The Metamorphosis affected him because of the strong connection he felt with the stories he had heard from his grandmother during his childhood. Camilo Torres was one of the first of the lifelong friends he would make at a young age. Their solid friendship led García Márquez to ask Camilo Torres to baptize his firstborn son, Rodrigo.

After the Czech-born Franz Kafka, whose novels depict the alienation of mankind, García Márquez began to move from reading poetry to reading novels. It was around this time that his literary fascination embraced the Russians, Fyodor Dostoevsky and Leo Tolstoy, among other authors dealing with the theme of the double. This theme is visible throughout García Márquez's oeuvre. Dostoevsky's ability to write about the divided self in novels like The Double or Poor Folk must have sparked García Márquez's desire to experiment with the subject. Both Dostoevsky and Tolstoy are considered among the most influential writers of the Western world. They are considered the best Russian novelists of all time. Imagine García Márquez reading Tolstoy's War and Peace and Anna Karenina while a freshman in college, and it is easy to picture the 20-year-old Colombian not having time to read the assignments for his law courses.

His literary thirst, his desire to be conversant with his friends and acquaintances, drove him to read Flaubert and Stendhal. Gustave Flaubert's masterpiece, Madame Bovary, was a self-imposed obligatory reading, as was Stendhal's The Red and the Black. It was then, García Márquez wrote in Living to Tell the Tale, that he started to read the Argentines Jorge Luis Borges, Felisberto Hernández, and Julio Cortázar, and the English writers Aldous Huxley, D. H. Lawrence, and Graham Greene. The latter was to become his friend at a time when Gabriel García Márquez was more famous than Graham Greene ever was. Greene, nevertheless, was influential in García Márquez's depiction of the Caribbean dictator in his novel The Autumn of the Patriarch. While the theme of "the double," for García Márquez, can be traced as far back as his readings of Dostoevsky, Borges also wrote and developed the theme to perfection. As a 20-year-old, in 1947, reading the abovementioned authors must have been challenging for García Márquez. But in spite of this, he read James Joyce's Ulysses and Finnegans Wake. All titles were in translation, of course. The only language he spoke then was Spanish. With the passage of time and having lived in Europe, he learned Italian and French, and is also conversant in English.

In the 1940s, in Latin America, poetry was still at the forefront in the world of letters. The leading authors were Vicente Huidobro and Pablo Neruda, both from Chile, but there were others, like Peruvian poet César Vallejo and Cuban Nicolás Guillén. In the mid-1950s, while García Márquez was living in Paris, he became friends with Nicolás Guillén and, years later, in the 1970s, with Pablo Neruda. His friendship with Neruda, 1971 Nobel Prize winner, became legendary as they traveled together. Neruda would introduce Gabo to people of great power in the world of politics, art, and letters. One of them was President François Mitterrand. Neruda brought them together at a dinner party at Neruda's home in Paris, years before Mitterrand became president. Pablo Neruda was then ambassador for Chile to France under the government of President Salvador Allende. Gabo's friendship with Mitterrand lasted through the years. When Mitterrand was inaugurated as French President in 1981, Gabo and his wife, Mercedes, were special guests. His friendship with heads of state other than Mitterrand and Castro included Salvador Allende and Omar Torrijos, and years later, President Bill Clinton. That friendship began in the summer of 1995, at William Styron's summer home in Martha's Vineyard.

As a freshman in college, in 1947, his voracious reading would lead to absenteeism and eventually to dropping out of school without completing his sophomore year. That year, however, his close friend Camilo Torres introduced him to journalist Plinio Apuleyo Mendoza. The friendship with Apuleyo Mendoza would not only stand the test of time, but also lead García Márquez to find a lifelong passion for journalism. Years later, the young friends would confirm the strength of their friendship when Father Camilo Torres baptized García Márquez's son, Rodrigo, and Apuleyo Mendoza became the baby's godfather.

The following year, in Cartagena, García Márquez landed his first job as a journalist when he was hired to write for El Universal. What García Márquez found in Clemente Manuel Zabala, in 1948 at El Universal, was more of a mentorship than a friendship, although the two were not mutually exclusive. Zabala was the first to read and edit all the original drafts of Leaf Storm.4 From his work at El Universal, we know that he had, in fact, read Aldous Huxley's Brave New World and Point Counter Point, that he was familiar with the Irish dramatist George Bernard Shaw, and had read some of the works of William Faulkner: As I lay Dying, The Sound and the Fury, and Light in August. In the same category as Clemente Manuel Zabala—boss and friend at El Universal and another important figure Gabo met and with whom he remained friends—was Víctor Nieto Núñez. The latter celebrated García Márquez's 80th birthday in 2007, at the Cartagena Film Festival, with a tribute to the Nobel Prize-winning author. Víctor Nieto Núñez is the director of the festival.

Gabo's newspaper commentaries in El Universal, in 1949, confirmed his familiarity with the writings of the Americans Edgar Allan Poe, Nathaniel Hawthorne's The House of the Seven Gables, and Moby Dick by Herman Melville. He was also familiar with the English essayist Thomas De Quincey, and the detective stories of Americans Willard Huntington Wright—better known by his pseudonym S. S. Van Dine—and Ellery Queen, pseudonym of Frederic Dannay.

In Barranquilla, Colombia, at the end of 1949, he met two mentors and friends who would affect his life forever: José Felix Fuenmayor and Ramón Vinyes (the Wise Catalan who is referenced in One Hundred Years of Solitude). Along with Vinyes, there were three other seminal friends with whom he would retain close ties forever: álvaro Cepeda Samudio, Germán Vargas, and Alfonso Fuenmayor (son of José Felix Fuenmayor). In literary circles, these friends are referred to as the Barranquilla Group. These were friends with a much more ample literary formation than García Márquez and helped shape his literary worldviews. Their meeting places were two bars, Bar Happy, and The Cave. In 2004, The Cave reopened as a museum, restaurant, and cultural center in Barranquilla.

It was there that his friends provided the young García Márquez with copies of A Journal of the Plague Year by Daniel Defoe, and The Counterfeiters by the 1947 Nobel Prize winner, André Gide. álvaro Cepeda gave him Virginia Woolf's Mrs. Dalloway as a gift. No longer attending law school, García Márquez's voracious reading included works by John Dos Passos, Ernest Hemingway, John Steinbeck, and Erskine Caldwell. Influenced by his reading of Virginia Woolf's Mrs. Dalloway, while he was working for the Barranquilla newspaper El Heraldo and spending his time drinking rum with friends at The Cave, García Márquez signed his journalist work with the name "Septimus."

His reading around this time included Arthur Rimbaud, Paul Verlaine, Alain-Fournier, and American novelist Truman Capote. Fournier's only novel, Le Grand Meaulnes, became one of Gabo's favorite books. In high school, he had read Homer's epic poems, the Iliad and The Odyssey. On the other hand, influenced by the members of the Barranquilla Group, he took a strong and special interest in reading Sophocles' Antigone and Oedipus the King. In the early 1950s, the two friends who helped García Márquez expand his scattered literary foundation were indeed members of the Barranquilla Group: Alfonso Fuenmayor and German Vargas. Ramón Vinyes had died in 1952. To honor the memory of Ramón Vinyes, "The Wise Catalan," an auditorium bearing his name is being built at the back of the House Museum where Gabriel García Márquez was born. His literary readings, on the other hand, were complemented with his readings and reviews about film during 1953 and 1954.
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The following year, a 28-year-old García Márquez left for Europe for the first time. He traveled to Switzerland and then moved to Italy. He lived in Rome for a short time. It was enough time, however, to study film at the Centro Sperimentale di Cinematografia, where he forged a lasting friendship with Argentine Fernando Birri. Fernando Birri is co-founder with García Márquez of the International School of Cinema, Television, and Video in San Antonio de los Baños, in Cuba. Birri has worked with Gabo on many film projects and adaptations.

In 1955, García Márquez traveled to Poland and Czechoslovakia, and then moved from Rome to Paris. Once in Paris, he found himself unemployed. His friends from the Barranquilla Group sent him money from time to time, and Apuleyo Mendoza gave him the opportunity to write, from Paris, for Elite magazine in Caracas. Apuleyo Mendoza was the editor in chief of the magazine.

Plinio Apuleyo Mendoza is among the friends Gabo made in his early years and the one who helped him the most during the two and half years of García Márquez's first stay in Europe. Plinio has witnessed the passage of time through the new millennium. He is among the few friends still left from the late 1940s and 1950s. His friendship with Gabo might be legendary, but when García Márquez married Mercedes Barcha on March 21, 1958, Plinio Apuleyo Mendoza was not at the wedding.

García Márquez came to live in Mexico City in July of 1961. He was a relatively unknown writer, married, and the father of a two-year-old son. His good luck, once again, upon arrival, was having a friend as close as Colombian writer álvaro Mutis, who was then living in the Mexican megalopolis. The two had been friends since Gabo was 20 years old, over 60 years ago. Mutis introduced García Márquez to Carlos Fuentes the following year. Fuentes was, at that time, one of the movers and shakers of culture in Mexico, both in cinema and literature. Gabriel García Márquez could not have hoped for a better entrance into the Mexican milieu of arts and letters. Carlos Fuentes, as he recalled in the tribute speech he gave in Cartagena, at the 4th International Congress of the Spanish Language in 2007, had already read García Márquez's first novel, Leaf Storm. Their friendship started right there and then, in 1962, in Mexico City. As Carlos Fuentes had put it, their friendship began "with the instantaneity of the eternal."5 The friendship Gabo had with Carlos Fuentes and Alvaro Mutis would lead him to many other friendships and, eventually, to the fulfillment of García Márquez's ambition of making films and writing without having to hold down a different kind of job. Carlos Fuentes was also directly responsible for García Márquez's reception in the English-speaking world, before One Hundred Years of Solitude was published in English in 1970.

Among the friends and acquaintances Gabo met through Carlos Fuentes and álvaro Mutis are Juan Rulfo, Manuel Barbachano, Carlos Monsiváis, José Emilio Pacheco, Elena Poniatowska, Homero Aridjis, and Luis Buñuel, among many others. Carlos Fuentes has remained one of Gabriel García Márquez's closest friends. Fuentes, along with Juan Rulfo and Manuel Barbachano, were influential in García Márquez's ambition to make films during the 1960s in Mexico. García Márquez's talent was recognized by his Mexican friends, but their power and connections accelerated Gabo's success. Among the many memorable events that took place in Mexico City, where García Márquez still keeps a house and spends more time than anywhere else, were the birth of his second son, Gonzalo, and the writing of One Hundred Years of Solitude.

Before 1967 was over, the year when One Hundred Years of Solitude was published, García Márquez had met Peruvian writer and essayist Mario Vargas Llosa. They met in Venezuela, at an International Congress where Vargas Llosa was awarded the Rómulo Gallegos International Novel Prize for his novel The Green House. By 1971, Vargas Llosa's friendship with García Márquez was showcased in Vargas Llosa's book García Márquez: Story of a Deicide, considered one of the most complete works about Gabriel García Márquez and One Hundred Years of Solitude. The book, in fact, was Vargas Llosa's doctoral dissertation. Both García Márquez and his wife, Mercedes, provided Vargas Llosa with personal information for the book. Theirs was a friendship that became newsworthy around the globe in 2007, when García Márquez turned 80 years old, but the reason for this was not pleasant. Thirty-one years earlier, in 1976, the two had had a feud over accusations of betrayal and adultery on the part of Gabo.

When Gabo lived in Barcelona, American writer William Kennedy visited him in his apartment. Kennedy's interview confirms some of the authors mentioned above, but also adds new ones: Polish-born English novelist Joseph Conrad, Greek biographer Plutarch, Austrian poet, essayist, and short-story writer Stefan Zweig, Scottish novelist A. J. Cronin, François Rabelais, and British author Frederick Forsyth. When asked about his influences, García Márquez mentioned Graham Greene and William Faulkner as foremost. We can add that Sophocles is also a visible influence in his work, particularly in the apprenticeship years and up to 1967.

During the 1970s, García Márquez was almost as famous as Fidel Castro. Throughout the 1980s and 1990s, the two were photographed at all sorts of public functions. It is obvious that García Márquez sees Fidel Castro as a friend. He sees him as a whole person, not just as a politician and head of state. An example of this can be found in the introduction García Márquez wrote for a book Castro published, called Fidel: My Early Years. Fidel Castro, he said, "is a man of austere ways and insatiable illusions, with an old-fashioned formal education, of cautious words and simple manners and incapable of conceiving any idea which is not out of the ordinary."6

When Gabriel García Márquez was in Stockholm in 1982 to receive the Nobel Prize, 40 of his close friends accompanied him. Other thanálvaro Mutis, Alfonso Fuenmayor, and Germán Vargas, his longtime friend, "vallenato" musician Rafael Escalona, attended the Nobel celebration with him. Escalona later wrote a song to honor García Márquez, titled "Stockholm" ("Estocolmo").

A friend for whom García Márquez felt special affection was Julio Cortázar. The two traveled together, along with Carlos Fuentes, and spent quality time in Barcelona, Paris, and other European cities. He once wrote that Julio Cortázar "was the most impressive person I had the chance to meet."7 While Cortázar did not work on any special projects with Gabo, his longtime friend Tomás Eloy Martínez did. He helped García Márquez launch the New Ibero-American Journalism Foundation in 1994, headquartered in Cartagena, Colombia. Faithful to his long-time friends, Gabo gave two reading rooms of the journalistic institution the names álvaro Cepeda Samudio and Clemente Manuel Zabala. álvaro Cepeda was a member of the Barranquilla Group. Clemente Manuel Zabala, on the other hand, was a mentor for García Márquez while Gabo was an apprentice at Cartagena's El Universal daily newspaper.

He has many more friends than those listed here; there are those he has done business with and with whom he kept ties, but are seldom reported. There are those who are not necessarily in the political arena or whose names would be unrecognizable to the average reader. Two of these friends were filmmaker Luis Alcoriza and his wife, Janet. He gave them the only existing galleys of One Hundred Years of Solitude. The inscription he wrote reads: "From the friend who loves you most in this world, Gabo." The dedication was signed in 1967.

NOTES

1．García Márquez, Living to Tell the Tale, 90 (see chap. 1, n. 1).

2．Marco, "Memoria de mis putas tristes" (see chap. 9, n. 10). (The translation of the quote is mine.)

3．Fuentes, "Para darle nombre a America" (see chap. 9, n. 1).

4．Arango, Un ramo de nomeolvides, 107–6 (see chap. 2, n. 10).

5．Fuentes, "Para darle nombre a America" (see chap. 9, n. 1).

6．García Márquez, "A Personal Portrait of Fidel," in Fidel: My Early Years, back cover (see chap. 8, n. 15).

7．García Márquez, Notas de prensa, 607 (see chap. 7, n. 1).
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第一章
起源：阿拉卡塔卡——马孔多

母亲叫我和她一起去把房子卖了。［……］她不必告诉我是卖哪栋或哪里的房子，因为对于我们来说，世上仅存的房子只有一栋：我外祖父母在阿拉卡塔卡的老房子。

——加夫列尔·加西亚·马尔克斯，《活着为了讲述》，第3页

早在加夫列尔·加西亚·马尔克斯出生之前，他的家族史便为他丰富的想象力播下了种子。加西亚·马尔克斯有着不同寻常的童年与鲜活的记忆，并且由于他在六岁之前是一个老年家庭中唯一的小孩，这让他形成了敏锐的认知，以上这些都塑造了他极富创造力的文学才能。没有人知道他确切的出生日期，这或是因为有关他出生和洗礼的记录已无法查询，或是因为从他出生起便一直抚养他长到七岁的外祖父母有意混淆。但无论怎样，加夫列尔·加西亚·马尔克斯的一生终究非同寻常。在他的童年、少年、青年以及他三十多岁的日子里，欢乐、爱意、渴望、孤独和寂寞一直牢牢占据着他生命中重要的位置。

加夫列尔·加西亚·马尔克斯是埃利希奥·加西亚和路易莎·圣蒂雅嘉·马尔克斯·伊瓜兰夫妇的长子。他的母亲路易莎·圣蒂雅嘉·马尔克斯·伊瓜兰是尼古拉斯·里卡多·马尔克斯·梅希亚上校和特兰基利娜·伊瓜兰·科特斯最小的女儿。加西亚·马尔克斯的外祖父尼古拉斯·里卡多·马尔克斯·梅希亚上校是其西班牙家族在哥伦比亚的第三代后裔。就像梅希亚的父亲和祖父一样，这位上校也算是一位珠宝商。他年轻时辍学加入由战争英雄拉斐尔·乌里韦将军指挥的一支自由党军队，参加了千日战争。战争结束后，他带着上校军衔退伍，从此在阿拉卡塔卡定居。尽管在千日战争中自由党被保守党击溃，但上校在奉行自由主义的阿拉卡塔卡仍享有很高的声誉。

就像《百年孤独》中马孔多的缔造者何塞·阿尔卡迪奥·布恩迪亚一样，加西亚·马尔克斯的外祖父娶了他的表姐，在一场决斗中杀了一个朋友，一辈子养育了许多孩子，并且也是一名珠宝商。小说中的虚构人物阿尔卡迪奥·布恩迪亚也参加了千日战争，并且也成了一名上校。不过，千日战争在哥伦比亚史上确实存在，它是自由党与保守党之间爆发的一场内战。这场战争可以说令整个国家血流成河，百业萧条，1903年巴拿马也由此脱离哥伦比亚获得独立。

加西亚·马尔克斯的外祖父母在阿拉卡塔卡有一栋大房子。这栋木房子很大，屋顶由锌皮制成，房子与广场仅隔着两条土街。他的外祖父在阿拉卡塔卡是个重要人物，他是镇上的收租员。无论去镇上的哪个地方，老人总会带着他的外孙加比托。20世纪20年代末，当加夫列尔·加西亚·马尔克斯还是个孩子的时候，阿拉卡塔卡就已沦为一个贫穷小镇，镇上只有一些商人和小店主，几乎没有专业人员，唯一的电影院还没有屋顶。小镇的经济在联合果品公司搬离后遭受严重打击。20世纪初，联合果品公司雇用了镇上超过80％的居民。镇上很少有人有车，而有车的大部分是在联合果品公司工作的美国人。那时，汽车可谓小镇一景，有些讲英语的人还开着敞篷车。但由于纽约股市的崩盘和1929年的经济大萧条，联合果品公司关闭并迁离了小镇。公司一迁离，阿拉卡塔卡便开始衰落。

如果镇上曾经有贵族，那么加西亚·马尔克斯的外祖父母定会被列入其中。他们是镇上最早的一批定居者。联合果品公司在阿拉卡塔卡引发了香蕉热，外国人为此蜂拥而至，加西亚·马尔克斯的外祖父母在那之前便来到了小镇。

加西亚·马尔克斯父母的爱情故事反映出一个常见的社会悬殊主题，即他们的婚姻遭到新娘家人的反对。他的父亲加夫列尔·埃利希奥·加西亚背负着双重耻辱：他既是非婚生子，又是镇上新来的人。他的姓氏中只有他母亲的姓——加西亚。他的母亲阿尔赫米拉·加西亚·帕特尼纳同三个男人生了孩子。他未来的姻亲可能不知道他是非婚生子，但加夫列尔·埃利希奥·加西亚是个外来人这一点却毋庸置疑。他显然不是这个小镇的人，他只是因联合果品公司掀起的香蕉热而跑到阿拉卡塔卡寻求更好生活的众多人中的一员。然而，与许多人不同的是，他没有获得财富，而是找到了爱情。外来人的身份对这个一见钟情的单身汉来说是个十分沉重的打击，同时他与他爱的人也不是一类人。不过，他是镇上的电报员，就这座小镇和当时的历史环境来说，这是一份相当受人尊敬的工作。然而，在他未来的姻亲——马尔克斯——伊瓜兰一家的眼里，这份工作还不够好。为了维持家族显赫的地位，他们不想让女儿嫁给一个外来人。

年轻的电报员爱上了路易莎·圣蒂雅嘉·马尔克斯·伊瓜兰。路易莎是家中最小的女儿，她的家庭在这个小镇上虽然不太富裕，但地位十分显赫。这个家庭是镇上最受人尊敬的家庭之一，路易莎的父母看不起从远方来的人，他们用一切手段阻止他们的女儿与这个男人——加夫列尔·埃利希奥·加西亚——这个电报员、小镇的外来人有任何瓜葛。作家加夫列尔·加西亚·马尔克斯在他创作的许多短篇和长篇小说中都探索了镇上的外来人这一主题。

父母的努力毫无效果。路易莎·圣蒂雅嘉毅然决然地爱上了这个电报员，这个外来人，这个被镇民称为“垃圾”群体中的一员。这群被香蕉热吸引至阿拉卡塔卡的外来人被视作“落叶”，这是对加夫列尔·加西亚·马尔克斯第一本小说的英文书名《枯枝败叶》的类比。电报员与小镇最美的姑娘疯狂相爱了，他绝不允许有任何事情阻止他们。加夫列尔·埃利希奥·加西亚与路易莎·圣蒂雅嘉·马尔克斯·伊瓜兰如《霍乱时期的爱情》中的那对恋人一般，他们违背新娘父母的意愿，冲破重重困难，承受住了世间的一切非议。两人于1926年6月11日结婚，但这对年轻夫妇不得不离开小镇，在里奥阿查定居。里奥阿查是哥伦比亚北部的一个港口城市，位于瓜希拉省的大西洋海岸。但当他们结婚快要九个月时，怀孕的路易莎·圣蒂雅嘉独自回到阿拉卡塔卡生下了他们的第一个孩子，不久后她便离他而去。这个新生儿暂住在他外祖父母在阿拉卡塔卡的房子里，他的母亲则回到了里奥阿查。

加夫列尔·加西亚·马尔克斯的传记可以从他的出生日，也就是1927年3月6日开始。然而，他的作品还包含了他父母、外祖父母的生活，甚至在很大程度上包含了哥伦比亚的一些历史。这充满矛盾的开始与不同寻常的童年时光给他留下了难以磨灭的印象，并且对他的写作产生了巨大影响。他祖先的生平可以与世界上最具想象力的小说媲美，因为他的外祖母声称，家里那两间上锁的屋子里因为曾经死过人所以有鬼魂飘荡，这让这个可怜的孩子害怕黑暗，害怕亡灵的出现。

难道马尔克斯——伊瓜兰外祖父母或孩子的亲生父母在一段时间里真的忘记了这个新生儿的出生日期吗？几十年来，加夫列尔·加西亚·马尔克斯的读者一直误以为他生于1928年而非1927年。

这个男孩在哥伦比亚的阿拉卡塔卡受洗，取名加夫列尔·何塞·加西亚·马尔克斯。与他父亲不同的是，这个孩子的名字有两个姓：父姓加西亚和母姓马尔克斯。我们要记得，在某些情况下，拉美人和西班牙人通常有两个姓，第一个姓是父亲的姓氏，第二个则是母亲的姓氏，但不是所有拉美人都遵循这一传统。事实上，大多数拉丁美洲作家仅使用他们的父姓，比如卡洛斯·富恩特斯、奥克塔维奥·帕斯、巴勃罗·聂鲁达、胡利奥·科塔萨尔、伊莎贝尔·阿连德和罗萨里奥·费雷；但还有一些人的名字则是父母的姓都有，如费德里科·加西亚·洛尔卡和马里奥·巴尔加斯·略萨。西班牙文学史上最伟大的作家也遵循这一传统，我们经常称他为塞万提斯，就像我们提及莎士比亚或但丁那样，但他的全名是米格尔·德·塞万提斯·萨维德拉。他是小说家、剧作家、诗人和《堂吉诃德》的作者。不过，加夫列尔·加西亚·马尔克斯从出生起就一直被称为加博或加比托，这两个名字都是加夫列尔的昵称。

加西亚·马尔克斯依然记得1931年他四岁时认识足球的经历，也记得参加天主教弥撒的经历。五岁时，他第一次见到了死人（死亡将成为他作品中反复出现的一个主题，尤其是在他最初的几篇短篇小说中），他喜欢加勒比音乐和探戈舞曲，也喜欢唱歌。也是在五岁时，他展现出天才般的绘画才能。

他五岁时第一次接触书面文字，这是他人生中最美好的记忆片段之一。他的外祖父曾送给他一本字典，起因是在镇上的一个马戏团帐篷里，外祖父和一个旁观者就骆驼和单峰驼的不同产生了分歧。加比托看着单峰驼问外祖父“那个动物”是什么。外祖父回答，那是骆驼。然而，一个旁观者却纠正他说那是单峰驼。“这本书［外祖父告诉他］不仅通晓一切，而且是唯一永不出错的东西。”

如果说阿拉卡塔卡的大房子里所有女性给他讲述的死亡形象与鬼魂故事都成了他后来写作的特点，那么他从外祖父那里得到字典的那一刻必定被铭记在他的心里与他未来的生活中。他注定会成为一位语言魔术师、一位语言大师。看起来，从那以后他的生命里再也没有比书面文字、阅读和写作更重要的事了。

他后来隐约想起，1932年，还是小孩子的他听到有人反复呼喊：“哥伦比亚万岁，打倒秘鲁！”这是哥伦比亚和秘鲁就亚马孙河边界问题的一场争端。这场争端引发了关于莱蒂西亚领土问题的战争，最终哥伦比亚战败。

1933年，六岁的加西亚·马尔克斯成了一名辅祭并参加了他的首次圣餐礼。加夫列尔·加西亚·马尔克斯的读者可能注意到，他在处理宗教图像、名字、礼拜仪式以及奇迹、神父与教会时会有明显的偏好，这归因于他从小生长的家庭环境与他截至中学时接受的学校教育。他有四个妹妹，其中一个是艾达·罗莎，她后来成了一名修女。不过在经历了22年的宗教生活后，罗莎改变了想法，抛弃了她关于贞洁、贫穷与顺从的宗教誓言。

当他六岁时，他的父母带着另外两个孩子，小他一岁的弟弟路易斯·恩里克和妹妹玛戈特搬回了阿拉卡塔卡。不过，加比托仍是外祖父最宠爱的孩子。那时，他已经习惯了跟着外祖父去镇上的任何地方，他敬爱的外祖父也扮演了对加西亚·马尔克斯最有影响力的父亲角色，远远胜过马尔克斯的亲生父亲。童年时的他会叫外祖父“爸爸外祖父”，这是一个加比托用西班牙语中的“爸爸”和“外祖父”两个词组成的合成词。这一点也不奇怪，在一定程度上，所有小孩，无论说哪种语言，都是语言学家。他还管外祖母特兰基利娜叫“米娜”。

他对讲故事的热爱大约从这个时候开始。与外祖父一起看完电影回家后，他会在餐桌上把他们在镇上电影院一起看的电影叙述一遍。他有这个本事：那时的他已是个讲故事的高手了。

加西亚·马尔克斯在学校学习的头两年是在阿拉卡塔卡的蒙台梭利小学度过的，他在那里学会了阅读。1935年，八岁的他已经开始在罗莎·埃莱娜·费尔古桑老师的指导下进行阅读。在这位老师的培养下，他爱上了诗歌。事实上，在他上大学之前，诗歌一直是他的最爱。他读的诗歌最初都是以在拉美使用的文字写成的，直到20世纪下半叶才有所改变。蒙台梭利的教学方法鼓励孩子学会独立并承担责任，这一方法在20世纪初深受欢迎。这种教学方法可以让孩子们了解自身的感觉官能，并且老师可以对个别学生而非整个班级给予特别关注。

加西亚·马尔克斯一生的独立意识可以追溯到他的早年。没有多少小孩是几乎从出生的那刻起就学着在没有母亲的陪伴下生活的。人们很容易认为他在作品中不断使用的孤独主题可以追溯到早年父母对他的抛弃。他五岁时第一次见到母亲，七岁时第一次见到父亲。如果作家的确会写个人经历的话，那么对于马尔克斯来说，孤独成为贯穿他全部作品的主题之一的原因也就显而易见了。他笔下的大多数人物最初作为原型出现在他的早期作品中，最终在《百年孤独》中成为丰满的人物形象。书中所有的人物都基于真人，所有的主旨话题也基于真实事件。

加西亚·马尔克斯对1936年记忆深刻，这并不是因为阿纳斯塔西奥·索摩查将军在这一年接任成为尼加拉瓜的独裁统治者，也不是因为弗朗西斯科·佛朗哥将军在这一年发动了西班牙内战，而是因为对他一生影响至深的外祖父在这一年去世了。胖乎乎、面色红润、独眼的外祖父离世后，加西亚·马尔克斯一家搬离了阿拉卡塔卡。这栋见证了加夫列尔·加西亚·马尔克斯纯真的黄金时光的大房子就这样被他们抛在了身后，房子里空空荡荡。一家人只把门一锁就离开了。14年后，他们再次回到阿拉卡塔卡，但他们只是想将这栋房子卖掉。加西亚·马尔克斯当时已经22岁了。准确地说，他的回忆录《活着为了讲述》开门见山地描述了这一场景：“母亲叫我和她一起去把房子卖了。［……］她不必告诉我是卖哪栋或哪里的房子，因为对于我们来说，世上仅存的房子只有一栋：我外祖父母在阿拉卡塔卡的老房子。”

以外祖父的离世和搬离阿拉卡塔卡为标志的1936年确实是加西亚·马尔克斯一生中的转折点。他们一家带着外祖母特兰基利娜一起搬到了苏克雷省的北部小镇辛塞，那里是他父亲的出生地。如果没有这次搬家，加夫列尔·加西亚·马尔克斯也许不会成为如今这样一位作家。不过，他能取得今天的成就也得益于他走过的地方、读过的书、幸存的经历以及一路结识的朋友，最后一点最为重要。

许多作家也是如此。如果没有伦敦的敌意，T. S. 艾略特和埃兹拉·庞德会变成什么样？想到拜伦勋爵，我们难道不会想到他在意大利和希腊的旅行吗？如果巴勃罗·聂鲁达在皮诺切特独裁统治时期没能及时返回他在智利的家，他还能写出那样的作品吗？然而，加西亚·马尔克斯说，他自外祖父去世后就再也没有经历什么有趣的事情了。这个说法后来被人们多次引用。对加西亚·马尔克斯来说，这是一个时代的结束。他说，外祖父离世后，他疲倦不堪。“成长、学习、旅行，没有一样特别吸引我。从那之后，我身上再也没有发生过什么有趣的事。”他的父母从辛塞搬到了苏克雷，马尔克斯就像个大人一样帮着父母打理搬家的事情。这是1939年，加西亚·马尔克斯12岁。

他的父母在苏克雷居住时，加西亚·马尔克斯被送到了巴兰基亚的寄宿学校。虽然一家人都知道这意味着加西亚·马尔克斯将独自一人，但巴兰基亚是更适合他求学的地方。巴兰基亚一直是哥伦比亚加勒比海地区工业化程度最高并且最发达的城市。对大多数哥伦比亚人来说，这个港口城市被认为是哥伦比亚的金门。他开始在巴兰基亚的圣何塞学校创作诗歌。人们对他的小学生活知之甚少，他的回忆录《活着为了讲述》似乎也模糊了这段时期，就好像他小时候在寄宿学校所感受的孤独一样，这是一段他只愿藏在心里的时光。

贝尔—比利亚达是关于加西亚·马尔克斯的英文作品写得最全面的作家之一。她指出，加西亚·马尔克斯20世纪60年代之前的传记内容出人意料地混乱。我们一致认为，这种混乱是由于缺乏可获得的真实材料，包括他兄弟姐妹的人数、他的出生日期以及加西亚·马尔克斯本人在不同访谈中就他的书与爱好的回答，并且1936年至1940年的信息也几乎不存在。不过，我们可以想象，1936年时，他因其性情和气质被朋友们称为“老头儿”，而那时他年仅9岁，还是个十分纤瘦、性格内敛、沉默寡言的孩子。那些年里，加夫列尔·加西亚·马尔克斯了解到了众多作品和作家。哥伦比亚的小学教育体制是五年制，1939年，这个12岁的小男孩小学毕业了，未来他将成为世界上最有名的西班牙语畅销书作家。哥伦比亚人没有初中的概念，他们之后是去上中学（西语称bachillerato或liceo）。我们要记得，这两种说法可以换算成美国学制，相当于美国的6到12年级。

1940年，13岁的加西亚·马尔克斯经历了他年轻生命中最漫长并且最悲伤的一次旅行。刚进入青春期的他又一次离开了家，再次去往一所寄宿学校——锡帕基拉国立中学。1982年5月，普利尼奥·阿普莱约·门多萨——哥伦比亚小说家、新闻记者、加西亚·马尔克斯的挚友——出版了一本他与加夫列尔·加西亚·马尔克斯的谈话录，这本书是流传最广、被引用最多的马尔克斯谈话录之一。该书一面世便被译成英文，并于次年在英国以《番石榴飘香》的名字出版。1940年，在离哥伦比亚首都波哥大约30英里1外的一所寄宿学校里，13岁的马尔克斯开始了他的中学生涯。

如今，从他当时住的加勒比沿海地区到他上学的地方乘飞机大约需要一个小时。但在20世纪40年代，这段路程需要花至少一个星期甚至更长的时间，这主要取决于天气情况和乘坐的交通工具。那次旅行在当时可以算是一次漫长而艰难的旅行。他应该是从马格达莱纳河（哥伦比亚最大的两条河流之一，另一条是位于哥伦比亚西南部的考卡河）启程，乘坐蒸汽船抵达安第斯山脉东部山麓丘陵地带的萨尔加港，随后搭乘火车继续前行。随着火车在山脉间爬升，外面的气候逐渐由炎热转为寒冷，人们的着装由非正式变为正式，言谈举止也由幽默轻松变为克制礼貌。这趟火车载着他从沿海人的生活驶向卡恰克人的生活：从沿海的生活方式转变为城市的生活方式。卡恰克人是对在波哥大及周边地区生活的人的统称，这是一个略带鄙夷与嫉妒色彩的词。卡恰克人都是城市居民，是旧时西班牙传统、制度、财富和文化的接受者。对年轻的加西亚·马尔克斯来说，这是他自外祖父离世后经历的最难过的变化。波哥大安第斯人的生活方式令从小在加勒比地区长大的他感到陌生与格格不入。他在看到波哥大的第一眼时不禁放声大哭。

然而，随着年岁的增长，他开始期待这样的旅行。在一年两次乘船往返学校的时候，沿海的学生（沿海人）往往会提前安排并举行各种聚会。正如加西亚·马尔克斯的典型做法，这些记忆重现在他的作品中。他将马格达莱纳河写进小说，最明显的一次便是他在《霍乱时期的爱情》一书中将其称为“爱河”的那条河。

这部小说的大部分内容都围绕马格达莱纳河展开，加西亚·马尔克斯从他个人的少年时光和父母的爱情故事回想起他对马格达莱纳河的印象。在锡帕基拉寄宿学校的那些年令他慢慢成熟，形成了他独有的一部成长小说。正如典型的成长小说中的主人公一样，年轻的加西亚·马尔克斯从锡帕基拉回家后已不是从前的那个他了。

安第斯大草原的生活方式、社会交往、文学阅读、烟草、酒以及地理环境都对他的成长产生了深远影响。学校为他提供了良好的教育，但他去寄宿学校后不久便发现自己一点也不喜欢自然科学。他对数学没有丝毫兴趣，但他显然对人文学科很有热情。不过，他的老师们都很喜欢他。他就是在这个学校对马克思主义产生了兴趣，并发展出左翼倾向。

1946年毕业前，还在中学读书的加西亚·马尔克斯遇到了一位思想极为激进的老师。这位老师向他介绍了哥伦比亚诗歌的新浪潮以及被视为拉丁美洲现代主义文学运动领袖的尼加拉瓜诗人鲁文·达里奥的作品。这个哥伦比亚团体被称为“石头与天空”，这个名字似乎暗示这个团体渴望创作出宏大而又贴近现实的作品。卡洛斯·马丁老师是这个诗人团体中最年轻的成员，不过他后来丢了工作并被学校开除了。加西亚·马尔克斯的西班牙语老师卡洛斯·卡尔德龙·埃米达则鼓励马尔克斯创作短篇小说和诗歌，同时指导他的文学阅读。

1946年，即将19岁的加西亚·马尔克斯完成了中学学业，他带着对未来的迷茫回到了在苏克雷的家。时至今日，他的回忆录《活着为了讲述》可以帮助我们追溯他的一生。但即便在这本书里，比起分享自己的生活，加西亚·马尔克斯对为后代写作更感兴趣。他所有的小说都在以某种方式讲述着他自己的人生，而这次，当我们以为他将专注记录他的生活点滴时，他的回忆录却以小说的形式呈现。这本书是一部杰作，由八个章节组成，记录了马尔克斯从童年到1955年他第一次去欧洲旅行（依旧是独自一人）这段时间的事。

毫无疑问，加西亚·马尔克斯的童年成就了他今天的作家人生。忠实的读者很容易就能发现，他笔下的一切都来自他的童年早期。在阿拉卡塔卡、锡帕基拉、圣玛尔塔、卡塔赫纳等哥伦比亚的某处风景（特别是在加勒比乡村）中可以频频找到图像、声音、背景、人物甚至主题的原型，因为他自称加勒比人。他的作品不说全部，但绝大多数都可以追溯到他的个人生活。小说中的人物都代表了真实的人物。他根据亲身经历写下他了解的一切，他的作品都经过了最精心的打磨。

20世纪50年代中期，美国的文学评论家称他作品中体现的诗意化现实为魔幻现实主义。不过，这个术语早在1948年便在拉美语言中被使用，当时超现实主义似乎影响着文学评论界。德国评论家弗兰兹·罗在1925年首次用这个术语评论视觉艺术，但拉丁美洲的评论家和作家则迅速用它描述一种现实，其中包括美洲原住民的古老信仰。作为一名魔幻现实主义者，加西亚·马尔克斯吸引了全世界读者的注意。有些读者甚至将他等同于魔幻现实主义这个术语。不过，早在他之前便有作家一直以这种手法创作，如古巴的阿莱霍·卡彭铁尔与危地马拉的米格尔·安赫尔·阿斯图里亚斯，他们笔下的现实也没有理性和非理性的分界。委内瑞拉作家阿图罗·乌斯拉尔·彼得里（卡彭铁尔和阿斯图里亚斯共同的朋友）被公认为是第一个将魔幻现实主义作为一种流派应用于拉美文学的人。

正如我们已经提到的，若要更好地理解加夫列尔·加西亚·马尔克斯的作品，读者必须了解他的家族，因为他的小说暗含了他的父母、外祖父母还有他的朋友的传记性描述。在他的作品中，神话与现实的结合让他能够囊括他所经历的、所读到的和所观察到的有关哥伦比亚社会政治生活的方方面面。除了短篇小说集《异乡客》，他所有作品的背景都在哥伦比亚。即便如此，他笔下的人物面临的困境都是爱，他们寻找爱，也缺少爱。他的小说世界是一部人间喜剧，大多数人都能从中找到与其产生共鸣的人物角色、有强烈认同感的主题或者是单纯令人愉悦的故事。他的作品看似本土化或带有乡土色彩，实则具有普遍性。他创造出的一个个微观世界永恒不朽。抱负与挫折、对羞耻与敏感的焦虑、对爱与权力的渴望以及小说人物所感受到的巨大孤独都完完全全地通过他的文字展现出来。他创造了一个真正可以流传后世的世界。

对哥伦比亚以外的人来说，阿拉卡塔卡因加夫列尔·加西亚·马尔克斯的出生而闻名。哥伦比亚是南美洲继巴西、阿根廷和秘鲁之后的第四大国，其人口在拉丁美洲位列第三，仅次于巴西和墨西哥。哥伦比亚以省为行政区划，这和美国以州为行政单位是一个道理。阿拉卡塔卡属于马格达莱纳省，是一座位于哥伦比亚北部的河边小镇，就建在阿拉卡塔卡河岸边。这座小镇始建于1885年，属于热带气候，气温高，终年潮湿，每年4月至6月和8月至11月的暴雨季节是加勒比地区的典型气候。

小镇连绵不断地下着暴雨，洪水泛滥，这一景象后来被记录在短篇小说《伊莎贝尔在马孔多观雨时的独白》中。这个书名再贴切不过了。小镇的倾盆大雨常常会达到难以想象的程度，就像《圣经》中描述的大洪水一样，房屋被暴风雨卷走也一点不稀奇。在书中，铁轨被冲走，人和牲畜被淹死，但这对洪水可怕的描述读起来却好像只是一场我们需要了解的热带雨而已。这一切都超出了我们的想象。在书的结尾处，全知的叙事声音告诉我们，这一切可能只是伊莎贝尔的想象。故事的结尾是开放式的，给读者留下了许多解读的可能性和一些可供讨论的主题。

马孔多小镇、暴雨、铁路和人物，这一切似乎都在宣告他未来作品的内容。现在我们知道，事实上，这篇短篇小说要么是从《枯枝败叶》中摘出来的，要么是独立于《枯枝败叶》的作品。不管怎样，两者互为补充。《伊莎贝尔在马孔多观雨时的独白》中那场压倒一切的暴风雨在《百年孤独》中达到顶峰，雨下了整整四年十一个月零两天。然而，马孔多——这个加夫列尔·加西亚·马尔克斯将一手缔造的世界却让作为作家的他经历了种种漫长难熬的挫折与失望。

今天，农业、畜牧业、小型家族企业和贸易构成了阿拉卡塔卡的主要经济来源。但在20世纪初，美国联合果品公司的香蕉种植园才是整个镇上住户的主要经济来源，小镇居民也只是简单地把这个小镇称为卡塔卡。人们现在还可以看到出现在加夫列尔·加西亚·马尔克斯的短篇小说（如《礼拜二午睡时刻》和上面提到的《伊莎贝尔在马孔多观雨时的独白》）以及长篇小说《百年孤独》中的铁路，但它已不再作为公共交通工具。不过，火车仍满载着煤一日两次从小镇呼啸而过，驶向马格达莱纳省的省会城市圣玛尔塔。今天，人们通过45号国道进出阿拉卡塔卡。

今天的阿拉卡塔卡共有33个被称为“区”的街区。有趣的是，其中有一个区是以“马孔多”命名的。虽然这个区的名字得到了认可，并且它也与加西亚·马尔克斯有关，他在这里度过了他的童年，但小镇居民却拒绝为小镇更名投支持票。小镇镇长佩德罗·桑切斯最希望小镇更名，他认为改名会带动旅游业，进而推动小镇的经济发展。尽管令人难以置信，但在2006年举行的公投中，没有足够的选票支持小镇更名为马孔多。

虽然那些为了寻找加西亚·马尔克斯出生的小镇而去阿拉卡塔卡的人不多，但还是有一些人从世界各地经过漫长的朝圣之路赶赴此地。据说，在20世纪60年代末到70年代初，许多来自世界各地的游客来到哥伦比亚寻找马孔多，仿佛这是一个真实存在的地方。

在今天阿拉卡塔卡的一个入口处，有一面印着加西亚·马尔克斯半身像的巨型墙，墙上是一幅颇具乡村特色的业余彩绘画。墙的右上角画着老加博，他戴着眼镜，拍着手，满脸微笑，故意蓄着已经灰白的胡子。墙上还画着黄蝴蝶（使人联想到《百年孤独》里的马乌里肖·巴比洛尼亚）、火车站、小镇的教堂和一辆老式燃煤火车。这辆火车的呼啸声曾为小镇居民报时；它也多次出现在加西亚·马尔克斯的许多作品中；无论是在小说中还是现实生活里，它还是载着1928年香蕉罢工事件中遭到残酷屠杀的人的尸体离开的那辆火车。不过，罢工期间的被害人数至今仍是个难解的谜。广告牌上写着“和来自任何一个拉丁美洲国家的人一样，我也是一个拉丁美洲人，我永不舍弃对我的家乡——阿拉卡塔卡的思念之情。一回到这里我就意识到，我所有作品的精髓是我对阿拉卡塔卡介于现实与思念之间的感情”。这面墙也许将来会倒塌或是被换掉。它当时是为庆祝马尔克斯2007年3月6日的80岁寿辰而建。墙的底部有一句政治标语：“打造马孔多的精彩未来”。当然，是用西班牙文写的。从左到右以横幅的形式，用蓝色的字写着：“1927我们庆祝他著述颇丰的80年岁月2007”，这句也是西班牙文。

今天，去阿拉卡塔卡的游客会发现这里已是一座鬼城，街上几乎空无一人，也几乎没有一辆车。通向阿拉卡塔卡的路绕过了小镇，穿过小镇的边缘地带。

结　语

从1927年出生至1935年，加夫列尔·加西亚·马尔克斯一直住在阿拉卡塔卡。他与家人离开阿拉卡塔卡15年后，即1950年的2月18日，他才再次回到这里。也许这次逗留打开了他脑海里储存记忆的围墙，因为正是在这首次的阿拉卡塔卡之行后，他打破了这些围墙，开始疯狂地写作，劲头比起两年前更为狂热。当他再次回到阿拉卡塔卡时已是1983年，也就是他获得诺贝尔文学奖的第二年。

阿根廷、墨西哥、哥伦比亚、华盛顿哥伦比亚特区、纽约以及全球许多其他地方的报纸曾经报道了2007年5月那场“魔幻的还乡之行”。当时，80多岁的加博再次回到了他出生的小镇。2007年5月30日，他搭乘一辆名为“马孔多的黄色火车”的老式火车载誉而归。对阿拉卡塔卡小镇来说，有一位像加夫列尔·加西亚·马尔克斯这样土生土长的大作家可不是一件小事。事实上，对整个哥伦比亚来说也肯定不是一件小事。哥伦比亚人视他为国家财富。毫无疑问，哥伦比亚以及西班牙语世界的每个人都敬仰他。在美国，他是获得关注度最高的西班牙语作家。自1967年《百年孤独》出版后，他就一直是全球读者最多的拉丁美洲作家。

全世界不计其数的报纸、学者和新闻记者都对他做过与没做过的事情感兴趣。有些人来找他，想请他就哥伦比亚持续不断的暴力问题发表意见，仿佛他可以解决那些困扰他祖国的复杂的政治、社会和经济问题。2007年5月，他的阿拉卡塔卡之行的目的是帮助这个承载着他童年记忆的贫穷小镇发展经济，而他乘坐的“马孔多的黄色火车”将被用来搭载来阿拉卡塔卡参观他出生的小镇和房子的游客。

哥伦比亚旅游局透露，2006年，有3000名“文学游客”前来参观他的房子和小镇。临时博物馆的留言簿上的签名显示，这些人中有来自欧洲和美国的游客。目前，哥伦比亚政府计划投资超过50万美元重建他出生时住的房子，到2008年正式把它变成博物馆。这座离主广场只有两个街区距离的博物馆将以他的名字命名。在今天的非官方博物馆（他那当过小镇电报员的父亲的房子）里，来自世界各地的游客可以看到他的第一台打字机，还有一些他与其家人以及其整个家族的老照片。

注释

1．编辑注：1英里约合1.61千米。


第二章
“波哥大事件”与巴兰基亚文学小组

1947年2月25日，加西亚·马尔克斯正式被哥伦比亚波哥大国立大学录取。在大学的第一学年，他通过了所有课程的考核，除了统计学和人口学。从中学到大学是一个相当大且具有挑战性的过渡。许多年轻人都觉得这段时期困难重重、不好过、不近人情，甚至有时候很令人讨厌。对于大学期间新获得的自由与面对的主要责任，一些学生往往因无法适应而选择辍学。此外，钱也是一个问题，年轻人通常可以解决，但也不总是如此。然而，对于那些独立的年轻人来说，职业问题可能是他们最大的一个难题。有些年轻人对上大学的决定不满意，加夫列尔·加西亚·马尔克斯便是其中之一。原因之一是读大学违背了他本人的意愿。这不是他自己的决定。就像全家没有一人有大学学位的中产阶级家庭中经常发生的那样，他的父母希望他能成为家里第一个读大学的人。一方面，他的父亲当时因为经济上的原因从大学辍学；另一方面，加博是家里11个孩子中的老大，有了大学学位，他就可以帮助父母照顾全家。他决定让父母高兴，所以他注册成为首都波哥大国立大学的一名学生。1947年2月，他被法学院正式录取。

在哥伦比亚和其他拉丁美洲国家，大学本科设置了诸如法学、医学和建筑学这三个专业方向的学位。加西亚·马尔克斯那年20岁，这位来自加勒比海的年轻人对波哥大没什么好感。对他来说，波哥大的天气太阴沉，风俗习惯过于呆板。有趣的是，他感觉自己在波哥大像个外来人。加西亚·马尔克斯来自一个自由党家庭，尤其他还在哥伦比亚沿海地区长大，因而他很自然地将波哥大与集权和独裁统治联系起来。哥伦比亚与拉丁美洲大多数国家一样，从殖民时期开始便一直饱受集权统治之苦。在拉丁美洲国家，只有首都拥有本国最多的人口、最大的经济中心、最好的大学，同时还是政府所在地。国家所有的重要功能——无论是政治、文化、经济还是其他方面——几乎无一例外，都汇聚在首都。波哥大市民会用某种轻蔑的目光看待哥伦比亚其他地区的人，其他地区的人则把波哥大的市民称为卡恰克人或罗洛人，就好像这些称呼既能表达他们对波哥大市民的漠视，又能显示他们对波哥大市民讲究的服装、良好的教育及行为举止的一种承认。年轻一代的波哥大人被称为罗洛人，50岁及以上的波哥大人则通常不用罗洛这个新造的词，因为他们有专门的称呼——卡恰克人。哥伦比亚人按照地区和政治派别或社会阶层被划分，他们就此形成独具风格的言语方式（包括措辞和语调），词汇也不尽相同。例如，麦德林人被认为是派沙人，像加西亚·马尔克斯那样来自北大西洋沿海地区的人则是沿海人，不过加西亚·马尔克斯自称加勒比人。1982年，加西亚·马尔克斯出版了一本书，该书包含了他1954年至1955年的新闻工作，并给这本书取了一个贴切的名字——《卡恰克人的故事：新闻作品第二卷（1954—1955）》。

贝尔—比利亚达这样描述加西亚·马尔克斯的大学生活：“他长期处于慢性抑郁症的状态，大学期间基本上就在教室、住宿公寓和附近的咖啡馆这些地方呆着，他手里拿着书，常常一副胡子拉碴、衣着邋遢的样子。”相比之下，我们对他的印象却是他对写作坚定而执着的强烈追求，这种追求在他中学时便有所展现。他中学时期的大多数作品都已遗失，但他在《活着为了讲述》一书中说，那些年他一直在写诗。

1947年，这个20岁的年轻小伙子很快便开始发表他的作品，这让他的朋友以及那些认识他的人感到十分惊讶。不过，与中学时一样，他对文学的热爱依旧是诗歌，而非短篇或长篇小说。每到周末，他就放下大学各门课程的学习，去搭乘波哥大的有轨电车，只是为了消磨时光和读诗。“（那时）我最愉快的消遣方式就是每个星期天花上五分钱，坐在装有蓝色玻璃窗的有轨电车里，从玻利瓦尔广场到智利大街来回兜风。”大约在那个时候，他接触到了一本小说，它将对他从诗歌转向散文起到重要作用，他也通过这本小说结识了一位卓越不凡的挚友。

这本小说就是1951年弗兰兹·卡夫卡发表的《变形记》。弗兰兹·卡夫卡出生于捷克，是一位德国籍犹太作家。对加西亚·马尔克斯来说，卡夫卡《变形记》的开头段落读起来几乎像是他在听小时候外祖母给他讲的故事。那位他结识的挚友是卡米洛·托雷斯·雷斯特雷波。卡米洛·托雷斯神父出生于波哥大的一个显赫家族，他比加西亚·马尔克斯小两岁。“卡米洛·托雷斯为加西亚·马尔克斯的长子罗德里戈施洗礼，并因其将神职变为一种反抗形式而成为知名人物。1966年2月5日，他被哥伦比亚武装部队杀害。”他仅仅活了37岁。

《活着为了讲述》这本回忆录突出展现了卡米洛·托雷斯对加西亚·马尔克斯这位诺贝尔文学获得者的影响。描述卡米洛·托雷斯的片段都富有启发性。卡米洛·托雷斯神父的形象似乎跃然纸上，比加西亚·马尔克斯短篇和长篇小说中的所有神父都更有感染力。卡米洛·托雷斯是否是马尔克斯作品中众多神父形象的原型呢？尽管加博的大多数崇拜者都知道两人之间的友谊，但不曾有人问过加西亚·马尔克斯这个问题。

单《变形记》一本书便奠定了弗兰兹·卡夫卡在世界文坛中的地位。另一方面，加夫列尔·加西亚·马尔克斯仅仅因为读了这本书便获得了足够的自信和灵感来创作他的第一篇短篇小说。人们经常引述他对当时阅读情景的描述。刚读完《变形记》的开头段落，他便合上了书，激动得浑身颤抖。《变形记》的开篇是这样写的：“一天清晨，格雷戈里·萨姆萨从不安的睡梦中醒来，发现自己变为一只巨大的甲虫，躺在床上。［……］与庞大的身躯相比，他那数量惊人的腿真是细得可怜，它们无助地在他眼前挥舞着。［……］‘我怎么啦？’他想。这不是梦。”“‘天哪，’［加西亚·马尔克斯］想，‘你也可以这么干。’第二天，他便写了自己的第一篇小说。”虽然阿普莱约·门多萨在提及这篇短篇小说时没有说书名，但它其实就是《第三次忍受》。这篇小说首次刊登在波哥大的《观察家报》上。

对这个来自加勒比地区的年轻大学生来说，波哥大是个寒冷又遥远的地方。这座城市海拔8700英尺1。这个地方一年到头白天都相当凉爽，对于不习惯低温的人来说，晚上则冷得很不舒服。这个城市白天的年平均气温是57华氏度，晚上是48华氏度2。4月至10月大雨滂沱，但7月和8月有时也细雨霏霏。加西亚·马尔克斯那时是个烟鬼，因此波哥大的高海拔令他感觉喘不过气来。虽然波哥大这座城市的社会氛围消除了他童年时感受到的超自然力量，但卡夫卡《变形记》的出现成了他与其幼儿期关系的强大纽带。这座城市的节奏与动态正是哥伦比亚最重要城市的节奏与动态。整座城市弥漫着欧洲风情，国家总统在这里办公，哥伦比亚所有的重要机构及组织似乎都在这里设立中心。加西亚·马尔克斯曾说，波哥大“是一座令我印象最深刻的城市，也是对我影响至深的城市。我到波哥大的那天下午，这座阴郁的城市正下着雨，一辆辆有轨电车在雨中拐过街角时火星四溅，每个人都挂在车上。男人都穿着黑衣服，戴着帽子，没有一个女人”。他说这番话的时候54岁，离刚上大学时已经好多年了。那时他已是一名环球旅行家，不说走遍了全世界所有重要的城市，但也去过了大多数地方，他还曾在其中的一些城市安家。

但在大学的第一年，他身无分文，也对法律不感兴趣，并且第一篇小说的出版出乎他的意料。这篇小说刊登在《观察家报》的每周文学增刊《周末》上。他还记得，那时候他身上连买报纸的5分钱都没有，身边也没有能借给他钱的朋友。那时增刊的主编是爱德华多·萨拉梅亚·博尔达，他是哥伦比亚备受尊敬的记者、政治家、小说家、批评家。萨拉梅亚·博尔达对加西亚·马尔克斯的第一篇短篇小说颇有兴趣，并将《第三次忍受》发表在了1947年9月13日的文学增刊上。不过，这件事以及在市中心咖啡馆对艺术和文学的“学习”经历却丝毫没有改变他对波哥大这座城市的看法。

他曾写道：“我总是让服务员把我安排在尽量挨着大师莱昂·德·格雷夫的位置，［……］他总是喝着廉价酒，他的茶话会从黄昏时与一些当时最著名的作家攀谈开始，直到与他的象棋学生聊到午夜才结束。”知性诗人莱昂·德·格雷夫那年52岁，以诗人、音乐人和画家为友，而加博20岁。德·格雷夫是哥伦比亚诗歌与文学圈中一位举足轻重的人物。爱德华多·萨拉梅亚·博尔达则是坐在德·格雷夫桌旁的知识分子之一。德·格雷夫是个有西班牙、德国和斯堪的纳维亚血统的哥伦比亚人，出版过数本诗集。与20世纪20年代的许多拉丁美洲诗人一样，他深受法国超现实主义和智利诗人维森特·维多夫罗的影响。

加西亚·马尔克斯那时几乎身无分文，但他已经开始与哥伦比亚的顶级知识分子接触。不过最重要的是，加博决定将精力放在阅读与写作上，忽视国立大学的法律课程作业。在众多其他作家的作品中，他读了被认为是俄罗斯文学最杰出的小说家费奥多尔·陀思妥耶夫斯基和列夫·托尔斯泰的作品，以及法国小说家古斯塔夫·福楼拜和笔名为司汤达的马里——亨利·贝尔的作品。大约也是在那段时间，他开始接触阿根廷作家豪尔赫·路易斯·博尔赫斯和英国作家奥尔德斯·赫胥黎、D. H. 劳伦斯以及格雷厄姆·格林的作品。他一定是觉得他好像有作业要做，并且是文学作业而非法律作业。只要他的朋友愿意将书借给他，他简直把每个作家的作品都读了个遍。

在1947年这关键的一年里，加夫列尔·加西亚·马尔克斯还第一次接触到了爱尔兰作家詹姆斯·乔伊斯的作品。詹姆斯·乔伊斯以实验性作品《尤利西斯》和《芬尼根的守灵夜》而为人称道。加西亚·马尔克斯喜欢读小说，但在20世纪40年代通用西班牙语的拉丁美洲国家，诗歌仍处于文学的最前沿。在智利的维森特·维多夫罗和巴勃罗·聂鲁达、秘鲁的塞萨尔·巴列霍、古巴的尼古拉斯·纪廉、墨西哥的奥克塔维奥·帕斯以及其他西班牙语世界的诗人的推动下，一种新的诗歌形式正在形成。巴勃罗·聂鲁达原名里卡多·埃列塞尔·内夫塔利·雷耶斯·巴索阿尔托，因诗歌、语言的运用以及政治主张而广受欢迎。“巴勃罗·聂鲁达”开始只是他的笔名，但后来成了他的法定名字。多年后，聂鲁达和加西亚·马尔克斯相遇，两人成了非常亲密的朋友。在加西亚·马尔克斯自己看来，巴勃罗·聂鲁达是20世纪最伟大的诗人。也许这个说法夸张了些，但聂鲁达在1971年获得了诺贝尔文学奖。

《第三次忍受》给加西亚·马尔克斯带来了成为出版作家的喜悦。不过，他的喜悦与他对继续写作的恐惧一样多。在第一篇小说发表的六周后，加西亚·马尔克斯发表了他的第二篇短篇小说《夏娃钻进猫肚里》。萨拉梅亚·博尔达写道：“［这］不是所有年仅20岁刚开始写作的小伙子都能做到的事。［……］一位异常出众的新作家诞生了，他就是加西亚·马尔克斯。”1947年10月25日，《夏娃钻进猫肚里》刊登在了同一家报纸——《观察家报》上。那时，萨拉梅亚·博尔达和年轻的加西亚·马尔克斯还素未谋面。这两篇刊登在《观察家报》的小说都配有插图。萨拉梅亚·博尔达当时对这两篇短篇小说的看法与1970年以后美国评论家们的意见截然不同，1970年时马尔克斯最著名的小说《百年孤独》的英译本已经出版。这两篇故事和紧随其后的作品是即将成为作家的他迸发的灵感。他痴迷于小说的结构，虽然他那时还只是个学徒。模仿卡夫卡对他来说野心太大，而他的读者基础也相当薄弱。毕竟我们必须记得，他那时迷恋的是诗歌，不是散文。

大学的第一年是他在波哥大国立大学唯一修完的一年，这段时光就像他的童年一样给他留下了一段如海般深沉的记忆。唯独这次，这段记忆里充满了文学性与政治性，并将充实他那极其深奥而又以自我为参照的作品。尽管他的作品看似虚构，但所有的故事都与现实紧密相连。他因为对小说痴迷而长期旷课。大一时，他参加过各种聚会和舞会，也去过妓院，和朋友一起备战期末考试，也为了应考临时抱佛脚，最终他还是通过了大部分的课程。有趣的是，那时他丝毫没有显现对政治的兴趣。1947年，他经人介绍进入了新闻行业。事实上，介绍他进新闻业的正是他的朋友卡米洛·托雷斯，他将加西亚·马尔克斯介绍给了记者普利尼奥·阿普莱约·门多萨。普利尼奥又将他介绍给了自己的妹妹，她反过来令加西亚·马尔克斯对新闻业产生了兴趣。普利尼奥·阿普莱约·门多萨后来成了加西亚·马尔克斯的干亲3，12年后，他当了加夫列尔·加西亚·马尔克斯的长子罗德里戈的教父。罗德里戈的洗礼在波哥大的巴勒莫医院举行，仪式由卡米洛·托雷斯神父主持。

1948年，21岁的加西亚·马尔克斯从苏克雷的父母家返回波哥大，开始大二的学习。父母以他为傲，于是给他买了他人生中的第一台打字机。如果说9岁离开阿拉卡塔卡是他生命中的一个转折点，那么对年轻的加夫列尔·加西亚·马尔克斯来说，1948年将是他人生路上的一块垫脚石、一个十字路口。实际上，这关键的一年对所有哥伦比亚人来说都是一次重击。对于21世纪的年轻读者来说，我们今天听到的有关哥伦比亚国内的暴力事件似乎就是在这关键的一年前后开始的。不过，保守党与自由党之间的政治争斗可以追溯到19世纪，哥伦比亚爆发的诸多内战也是因为这两个政党彼此对立。1948年4月9日，一名自由党候选人在光天化日之下遭到暗杀，两党之间的争斗卷土重来。被暗杀的人是两年前总统竞选时败给马里亚诺·奥斯皮纳·佩雷斯的豪尔赫·埃列塞尔·盖坦，遇刺地点是波哥大的市中心，时间大约是中午。

对加西亚·马尔克斯来说，这场暗杀事件猛然唤醒了他被其无限文学兴趣掩盖的政治信念。那天，数百名愤怒的民众纷纷走上街头，发动暴乱，以此抗议对他们支持的总统候选人的暗杀行为。暴动从波哥大开始迅速蔓延至整个国家。有人接着说，若是那年哥伦比亚举行总统竞选，埃列塞尔·盖坦就赢了，但选举两年后才举行。这场“波哥大事件”持续了整整三天三夜，该事件中的被害人数与行刺者的名字从未因取悦公众而对外披露。虽然将此次暗杀与约翰·F. 肯尼迪总统的暗杀事件类比可能看起来有点大胆鲁莽，但没有多少人相信这是一个人就能干成的事。“即使在今天，胡安·罗亚·谢拉这个枪手单枪匹马在第七大道的人群中向他开枪的说法也没有得到所有人的认同。”这场暗杀导致的暴乱持续了三天，但其引发的争斗和造成的死亡却一直持续到20世纪60年代中期。死亡人数至今仍是个谜。哥伦比亚政府称，共有二十万人失去生命，其他方面则称有三十万。历史学家与民众将这次保守党与自由党的不宣而战称为“暴力时期”。哥伦比亚人那些年经历的仇恨也反映在了加西亚·马尔克斯的《恶时辰》《没有人给他写信的上校》和诸如《寡妇蒙蒂尔》的短篇小说中。最荒谬的是，1950年，也就是两年后，哥伦比亚人在总统竞选中再次把票投给了保守党候选人——示威者似乎曾经反对过的人选。他们选举劳雷亚诺·戈麦斯这个保守党右翼极端分子为总统，这位总统在1950年至1953年任职期间一直实行铁腕统治。事实上，由于当时整个国家正经受着一波暴力，自由党在领袖埃列塞尔·盖坦被暗杀事件之后决定不再参与总统竞选。自由党候选人达里奥·埃昌迪亚也因总统竞选不会给自己所属党派带来任何好处而拒绝参与总统选举。

波哥大到处是火海，一片废墟，枪声和爆炸声在城里四处回荡，加西亚·马尔克斯不得不搬到卡塔赫纳，这是一座有着高耸城墙的港口城市，以西班牙穆尔西亚自治区的卡塔赫纳命名。虽然他在卡塔赫纳大学继续学习法律，但他显然对写作更感兴趣。卡塔赫纳是玻利瓦尔省的省会，这将是一个比波哥大更为和善亲切的地方。如今，只需要五至六个小时的车程就可以从这里到达他出生的小镇。虽然他在卡塔赫纳依然过着和在波哥大时一样朝不保夕的生活，但在1948年5月21日这天，他的名字出现在当地报纸《宇宙报》的工资名单上。没有接受过正规训练的他继续从事着新闻行业，并从前一年的文学阅读中获得巨大的回报。

毫不夸张地说，他不得不白天在卡塔赫纳大学学习法律，晚上到报社工作，力图平衡两者。他在报社的专栏《句号，换行》工作，而他在卡塔赫纳大学的学业近乎不及格。然而在那时，加西亚·马尔克斯得到了他的一位教授——马里奥·阿拉里奥·迪·菲利波的支持和指导。马里奥是一名律师，也是哥伦比亚有名的知识分子。1975年8月6日，迪·菲利波成了哥伦比亚语言学会的成员。加西亚·马尔克斯的新闻工作最终从记者变为文学性新闻撰稿人，这离不开克莱门特·曼努埃尔·萨瓦拉对加博稿子的审核和指导，他也曾在新闻写作技巧上帮助年轻的加博。不过多年之后，萨瓦拉的教导发展成为文学性新闻。文学性新闻这一写作手法与美国欧内斯特·海明威和杜鲁门·卡波特将新闻融入文学的手法有些相似。在美国，杜鲁门·卡波特因非虚构小说《冷血》被许多人誉为文学性新闻之父。尽管加西亚·马尔克斯的几部重要作品都属于这个体裁，但只有《一桩事先张扬的凶杀案》为他赢得了全世界的认可。这个体裁的其他作品还有《落难海员的故事》《米格尔在智利的地下行动》以及《一起连环绑架案的新闻》。

《宇宙报》在卡塔赫纳的办公室位于圣胡安——德迪奥斯大街上。报纸的主编是克莱门特·曼努埃尔·萨瓦拉。他曾读过加西亚·马尔克斯发表在波哥大《观察家报》上的短篇故事，对马尔克斯的写作印象颇深。不过，加西亚·马尔克斯在文学和新闻领域还有许多东西要学。必要时，萨瓦拉实质上还是加西亚·马尔克斯的编辑。他是短篇小说《枯枝败叶》所有原稿的第一个读者和编辑。那段日子里，当《宇宙报》关门后，加西亚·马尔克斯常睡在办公室的一捆捆报纸上。他的父母住在苏克雷，可加博连一套公寓或一间宿舍都住不起。运气好时，他能付得起一个旅馆房间的费用，而旅馆常常兼作妓院。他对妓女生活的一手资料就来源于这段时光。这些经历后来成了他作品中反复出现的一个主题。妓女作为被剥削的象征不时在他之后的作品中出现。这些作品中最大胆的便是《难以置信的悲惨故事——纯真的埃伦蒂拉和残忍的祖母》与《苦妓回忆录》。

他于1948年撰写的专栏《句号，换行》更像是一部卡塔赫纳编年史，不过他也写过关于乔治·伯纳德·萧的评论文章、奥尔德斯·赫胥黎最著名的小说《美丽新世界》的评论文章以及一则关于美国电影业的介绍。1948年5月至同年12月，加夫列尔·加西亚·马尔克斯以他的名字在卡塔赫纳《宇宙报》的专栏一共发表了36篇文章。他在萨瓦拉的密切关注下学习新闻，同时他仍狂热地尝试创作自己的短篇小说。1948年7月25日，他的第三篇短篇小说《死亡的彼岸》在波哥大的《观察家报》上发表。他很幸运地接触到了卡塔赫纳的当权者，他们是上层中产阶级，也都是自由党成员，但他写下去的动力却是他对写作的热爱。

1948年他第一次在卡塔赫纳逗留期间，克莱门特·曼努埃尔·萨瓦拉对他的影响最深。那段时间，加博还认识了维克托·涅托·努涅斯，他是卡塔赫纳的重要公众人物，也是无线电广播、广播新闻和电影的先驱。维克托·涅托·努涅斯比加博年长近10岁，如今两人都是卡塔赫纳电影节的核心人物，涅托·努涅斯还是该电影节的主席。2007年，这个拉丁美洲历史最悠久的国际电影节对加西亚·马尔克斯为电影做出的贡献以及关于他本人的纪录片都给予了赞誉。

1949年，卡塔赫纳经历了几场重大变化，仍在《宇宙报》当记者的加西亚·马尔克斯见证并报道了这些变化。他的小说《爱情和其他魔鬼》的序言就是从1949年10月26日这天开始的。初看上去，我们在序言中读到的事实具有历史价值，读者由此可能会认为随着西埃尔瓦·玛丽亚·德·托多斯·洛斯·安赫莱斯的故事徐徐展开，这本小说是基于现实的。然而，加西亚·马尔克斯本人曾公开否认序言中提到的这些事实曾经发生过。据古斯塔沃·阿朗戈所说，1949年10月是卡塔赫纳发生重要宗教和政治事件的一个月，它可能影响了加西亚·马尔克斯多年后创作的小说《爱情与其他恶魔》。身为记者、小说家和评论家的古斯塔沃·阿朗戈写道，1949年10月，加西亚·马尔克斯只在《宇宙报》10月7日的一篇文章上署了全名，这是一篇纪念埃德加·爱伦·坡逝世一百周年的说明。这位美国诗人兼短篇小说家于1848年10月7日去世，年仅39岁。文章的题目是《坡的生平与小说》，这篇文章为我们提供了一个了解这位22岁作家的人生的绝好机会，这位作家对他笔下的主题有强烈的主见。他写道，坡的一生，“是一段悲惨的旅程。与同时代的美国人纳撒尼尔·霍桑和赫尔曼·梅尔维尔一样，坡的每一句话都透露出他的焦虑和恐惧，这些情绪掌控了他心理世界的方方面面”。他还称自己是侦探小说这一体裁的忠实读者。他补充说，如果没有坡对神秘与恐怖主题的描述和像《莫格街凶杀案》这样的短篇小说，我们就不会有像托马斯·德·昆西这样被许多人誉为侦探小说之父的作家，柯南·道尔、S. S. 范·达因以及埃勒里·奎因也不会享有如今的声誉。在文章的结尾，他以第一人称单数代词表达了他的心愿：“我希望，埃德加·爱伦·坡逝世一百周年纪念日能够成为公正评价其作品的开始。”

1949年底，加西亚·马尔克斯从卡塔赫纳大学辍学，他搬到了巴兰基亚，当时年仅22岁。搬家的钱是卡塔赫纳大学教授马里奥·阿拉里奥·迪·菲利波给的，他认为加博是个天才。当加博动身前往巴兰基亚时，据他年轻时的朋友卡洛斯·阿莱曼说，“梅塞德丝那时已经在巴兰基亚了。她的父亲在波士顿区开了一家药店。加比托总是密切注意着她，也经常跑去看望她。他离开卡塔赫纳一方面是因为梅塞德丝，一方面也是因为他们［《先驱报》］给的报酬更多”。如今，开车从卡塔赫纳出发，沿着一条路面相对平整的双车道柏油路行驶两个小时就可以到达巴兰基亚。巴兰基亚是一座比卡塔赫纳工业化程度更高、经济更稳健的城市。然而，从美学角度来看，在哥伦比亚没有地方比得上卡塔赫纳：这座城墙高耸的城市美得举世无双。

正如加博一生中所有的搬家一样，搬至巴兰基亚成为这位心怀抱负的年轻作家的发展路上一块不错的垫脚石。虽然现在住在了巴兰基亚，加西亚·马尔克斯仍继续在波哥大的《观察家报》上发表文章。1949年，他在该报发表了两篇短篇小说——《镜子的对话》和《三个梦游者的苦痛》，这两篇短篇小说是他发表的第四篇和第五篇作品。雅克·吉拉尔说，加博在《镜子的对话》的写作风格仍带有卡夫卡对他的影响，而《三个梦游者的苦痛》则带有从福克纳的《喧哗与骚动》一书中获得的灵感。

加博在巴兰基亚为《先驱报》供稿。何塞·费利克斯·富恩马约尔和拉蒙·宾耶斯成了他生活里的中心人物并对他产生了重大影响。富恩马约尔是记者、小说家和知识分子，宾耶斯是剧作家、记者兼商人。贝尔—比利亚达说，对加西亚·马尔克斯而言，宾耶斯更像是他文学道路上的父亲。另一方面，吉拉尔认为，这位即将成为加博生命中重要人物的加泰罗尼亚人事实上于1939年在法国读过福克纳，并在1940年读过弗吉尼亚·伍尔夫。宾耶斯曾为《先驱报》的一个文学专栏《钟楼》写稿。尽管加西亚·马尔克斯认识拉蒙·宾耶斯的时间极短，但宾耶斯给他留下了难以磨灭的印象。房屋博物馆重建时，哥伦比亚政府准备在阿拉卡塔卡马尔克斯出生的房子后面修一个以“睿智的加泰罗尼亚人”拉蒙·宾耶斯命名的小礼堂。这群由年轻记者阿尔瓦罗·塞佩达·萨穆迪奥、赫尔曼·巴尔加斯、阿方索·富恩马约尔和年纪稍长的费利克斯·富恩马约尔和拉蒙·宾耶斯组成的文学小组成为另一个让远离大学课堂的加西亚·马尔克斯快速提升文学素养的群体。加博其实成了一个通过朋友自学成才的文人。在巴兰基亚这座海滨城市，加博与这些朋友聚在名为“欢乐”的波希米亚风格咖啡馆工作与讨论。他们的谈话总是关于政治，其中穿插一些文学的话题，或是在文学交流中穿插政治话题。

当时，哥伦比亚的总统是来自保守党的工程师马里亚诺·奥斯皮纳·佩雷斯，他在1946年的总统竞选中胜出。豪尔赫·埃列塞尔·盖坦在1948年声名狼藉的波哥大事件中被杀害，马里亚诺则幸免于难。在这群被一些文学批评家称为巴兰基亚文学小组的朋友之中，加西亚·马尔克斯主要喜欢提及三个人的名字：阿尔瓦罗·塞佩达·萨穆迪奥、赫尔曼·巴尔加斯和阿方索·富恩马约尔。阿方索·富恩马约尔是何塞·费利克斯·富恩马约尔的儿子。阿尔瓦罗、赫尔曼和阿方索这三个人及拉蒙·宾耶斯都成了小说人物，他们的名字与马尔克斯的妻子梅塞德丝一样都出现在《百年孤独》的结尾部分。

大约也是在这个时候，受巴兰基亚朋友的影响，加西亚·马尔克斯开始接触或者说更加痴迷于笛福、大仲马、梅尔维尔和霍桑的文学作品。他是这群朋友中唯一还没读过英国作家丹尼尔·笛福的《瘟疫年纪事》和法国亚历山大·仲马的《基督山伯爵》的人。阿尔瓦罗·塞佩达送给他一本弗吉尼亚·伍尔夫的《达洛维夫人》作为礼物，这本书是他那段读书日子里引用过的唯一一本女作家的作品。他还读了赫尔曼·梅尔维尔的《白鲸》与纳撒尼尔·霍桑的《带七个尖角阁的房子》。他在回忆录《活着为了讲述》中说，霍桑的这本书令他一生难忘。这确实是一个强有力的说法，但他并没有说这本书怎样令他难忘，也没有说它为什么令他难忘。在这张名单上，吉拉尔还添上了美国作家约翰·多斯·帕索斯、欧内斯特·海明威、约翰·斯坦贝克、厄斯金·考德威尔和英国作家奥尔德斯·赫胥黎。当加西亚·马尔克斯在苏克雷的父母的家生病并且没有任何东西可读的时候，巴兰基亚文学小组的朋友们给他寄去了一箱书。

1950年1月5日，他开始为《先驱报》撰稿，他有了一个名为《长颈鹿》的社论专栏。这次，23岁的他没有用真名写作，而是用了一个笔名——塞普蒂默斯。他选择塞普蒂默斯这个名字最有可能是因为他受到新了解到的弗吉尼亚·伍尔夫的小说《达洛维夫人》的启发。不过有趣的是，在伍尔夫的小说《达洛维夫人》中，塞普蒂默斯这个人物焦虑不安、抑郁狂躁，最后选择自杀。

巴兰基亚报纸《先驱报》的工作令他忙碌不休。仅1月一个月，他就以塞普蒂默斯的笔名写了14篇专栏文章；2月14篇；3月27篇。1950年3月和5月是他文章写得最多的两个月，每月各27篇。塞普蒂默斯笔名下的文章涉及各种问题：埃娃·庇隆的阑尾切除术、英格丽·褒曼、诺斯特拉达穆斯、杜鲁门总统、兰波以及魏尔伦。在那一年他写的所有文章中，4月有一篇是关于诺贝尔文学奖的，标题是《再来一次诺贝尔奖》。有传闻说生于委内瑞拉的作家、政治家罗慕洛·加列戈斯可能是1950年的诺贝尔奖得主，马尔克斯在文章中坚决为这种说法辩护。这位1948年2月当选委内瑞拉总统的委内瑞拉籍作家当时没有获得诺贝尔奖，或者说从未得到过。在加夫列尔·加西亚·马尔克斯的专栏中，他认为，智利诗人加夫列拉·米斯特拉尔没资格获得1945年的诺贝尔奖，因为那时已经有巴勃罗·聂鲁达了。他补充道，令他明显感到惊愕的是，威廉·福克纳可能永远也得不到这个奖了。他激动地写道：“在美国，有一个叫威廉·福克纳的人，他是世界上最伟大的当代小说家之一，一分不多，一分不少。”这篇文章暴露出加博没有时间仔细研究自己写的新闻。事实上，威廉·福克纳在一年前就获得了诺贝尔文学奖！后来，他于同年11月为纠正这个错误写了一篇名为《福克纳，诺贝尔奖得主》的文章。不过，这次他把福克纳的家说成了密苏里州的牛津，而不是密西西比州的牛津。

加西亚·马尔克斯对许多问题都有着强烈的态度。他发表了有关福克纳与他为什么可能永远得不到诺贝尔奖的文章，他还于同月写了一篇有关哥伦比亚小说现状的文章，标题是《小说的问题？》。总而言之，他认为哥伦比亚的小说所面临的危机是缺乏一本受到类似乔伊斯、福克纳以及伍尔夫这样的作家影响的小说。让他这样一个非专业人士进行文学分析为时过早，但他做到了。他对文学痴迷，同时他长期与比他年长的朋友（主要是巴兰基亚文学小组成员）为伴，这些似乎令他可以从容地分析杜鲁门·卡波特的短篇小说《米里亚姆》和欧内斯特·海明威的小说《过河入林》。他认为，卡波特的这篇短篇小说因为太长所以不够好，海明威的这本小说则是他努力探寻自我写作风格的一个好例子。“海明威最后几年的生活似乎是一种策略性告别，他像自杀一样自愿结束他的文学生命，但当然更真实，也更合理。”两年后，海明威出版了《老人与海》并于1953年荣获普利策小说奖。1954年，欧内斯特·海明威荣获诺贝尔文学奖。然而，他在饱受焦虑之苦、抑郁消沉之时于1961年7月2日自杀了，时年61岁。

也许是受知识分子雄心抱负的驱使，巴兰基亚文学小组开始创办小报杂志《记事》，用于报道有关文学和体育的新闻消息。《记事》是周刊，于1950年4月29日首次发行。阿方索·富恩马约尔是杂志主任，加西亚·马尔克斯是主编，两人共同承担每周出版的大部分事务。巴兰基亚文学小组的其他成员则是董事会成员，他们也为周刊供稿。周刊的董事会成员在为他们的文学兴趣与他们当时正在读的作品撰写文章时，也是对他们个人写作的一种自我提升。何塞·费利克斯·富恩马约尔发表了7篇短篇小说，加西亚·马尔克斯6篇，阿尔瓦罗·塞佩达·萨穆迪奥4篇。不过，雅克·吉拉尔写道，《记事》成了哥伦比亚当时同类杂志中的佼佼者。鉴于豪尔赫·萨拉梅亚主编的《文学评论》当时正在波哥大发行，《记事》的成功是个不小的胜利。豪尔赫·萨拉梅亚在当时是一位颇具影响力的作家、散文家、评论家和诗人，时至今日也是如此。另一方面，《记事》也让加西亚·马尔克斯大展绘画才能。杂志里的许多专题故事都配有他自己画的插图。《杓鹬之夜》是他发表在《记事》上的短篇小说之一。该杂志于1951年6月停刊。

1951年2月，加西亚·马尔克斯已经搬回卡塔赫纳，但他继续以合作伙伴的身份为《先驱报》工作。这次搬家可能是因为他父母从苏克雷搬到了卡塔赫纳。我们说“可能”仅仅是因为出于各种原因，加西亚·马尔克斯每次和父母在一起住的时间都非常短暂。他们搬到卡塔赫纳可能并不足以导致《记事》停办。加西亚·马尔克斯也可能打算继续在卡塔赫纳大学的学业，但事实并非如此，因为他那时候一直想要做的事只有写作。

1951年间，住在卡塔赫纳的他再次为《宇宙报》工作，以便维持生计。不过，他的名字再也没有出现在任何一篇发表的文章上。为什么？一个合理的解释是他那时还在继续为巴兰基亚的《先驱报》写文章，以偿还他当初为了帮搬至卡塔赫纳的家人买家具而向报社借的钱。

1952年2月，加博回到了巴兰基亚，一切就好像他从未离开过一样。在卡塔赫纳时，他一直将他的文章寄给巴兰基亚的《先驱报》发表，以便用稿费偿还借款。如今，他再次回到报社工作，撰写他的专栏《长颈鹿》。这家巴兰基亚报社给他的报酬是一篇文章3比索。1952年里，加夫列尔·加西亚·马尔克斯经历了塑造他性格的两大重要事件：一是他的导师兼文学路上的“父亲”拉蒙·宾耶斯在巴塞罗那去世，二是阿根廷洛萨达出版社拒绝出版他的小说手稿《枯枝败叶》。洛萨达出版社计划出版一部哥伦比亚小说以提高其在哥伦比亚的销量，于是加西亚·马尔克斯提交了《枯枝败叶》的手稿。洛萨达出版社当时的主任是吉列尔莫·德·托雷，他选择了哥伦比亚作家爱德华多·卡瓦列罗·卡尔德龙的《耶稣放弃了我们》。这部现实主义小说涉及哥伦比亚的暴乱，该暴乱在1948年波哥大事件之后达到了难以想象的程度。

1952年结束之前，加西亚·马尔克斯就已经离开了《先驱报》。该报纸在圣诞节的特别版刊登了他的短篇小说《冬日》。这个故事就是后来人们熟悉的《伊莎贝尔在马孔多观雨时的独白》。

1953年6月，古斯塔沃·罗哈斯·皮尼利亚将军通过政变夺取政权，并从发动政变之日起至1957年5月10日一直担任哥伦比亚总统。他实行独裁统治，残酷镇压任何形式的反抗或起义。

1953年，加西亚·马尔克斯得到了一份卖书的工作，这可能令人难以想象。然而，这份经历却让他在试着销售百科全书的同时近距离地观察大西洋哥伦比亚地区的城镇。

结　语

在第一篇短篇小说发表后的数月里，加西亚·马尔克斯一直在海滨城市卡塔赫纳和巴兰基亚当记者。正如评论家所指出的那样，如果没有他写的那些短篇小说和长篇小说，可能今天都没有人会记得他那些年的新闻工作。尽管如此，他至今仍从事着记者的工作。这份工作不仅为他提供了发表短篇小说的机会，也给予了他润色作品的必要工具。他为报纸撰写的很多文章与新闻报道都是展现出他文学抱负的严肃文稿。他独有的写作风格与幽默感，对语言的运用方式和对现实进行夸张虚构的偏好，这些他文学风格的典型特征早在1948年他21岁进入新闻行业时开始撰写的文章中显露出来。他在卡塔赫纳和巴兰基亚的工作、结交的朋友、巴兰基亚文学小组以及周游大西洋沿海地区的机会赋予了他强烈的独立意识，也形成了他在波哥大无法获得的那种反传统的写作方式。1948年至1953年期间的新闻工作以及他在那些年发表的短篇小说见证了他身为一名作家的学徒生涯。

注释

1．编辑注：1英尺约合0.30米。

2．编辑注：57华氏度约合13.89摄氏度，48华氏度约合8.89摄氏度。

3．编辑注：指小孩的教父与生父、母的关系或生父与教父、母的关系。


第三章
电影、欧洲、婚姻

若要编写哥伦比亚电影史，我们应为加西亚·马尔克斯为电影事业所做出的一切专设一章。不是因为那些［在20世纪50年代］他没机会拍的电影，而是因为他作为电影评论家所做的贡献。

——雅克·吉拉尔

1954年，每月900比索的薪酬足以说服加西亚·马尔克斯迁回波哥大为日报《观察家报》工作。迁居波哥大之前，他曾供稿的巴兰基亚《先驱报》只付给他每篇文章3比索，相较之下，每月900比索确实是很大一笔钱。即使他每月在《先驱报》发表多达27篇文章，所获的酬劳总额也远不及他在《观察家报》的新工资：这可增加了九倍多啊！

对年轻的加夫列尔·加西亚·马尔克斯来说，这完全是一笔意外之财，于是他再次来到了哥伦比亚的首都。七年前，也就是1947年2月，他注册入读国立大学的法学院时曾在波哥大居住过。现在，他又与卡恰克人同在这座阴郁的城市。他一度认为卡恰克人举止呆板，自己在他们中间格格不入。不过，他这次去波哥大是为了他自己，而不再只是为了取悦他的父母。当初他们送他到波哥大是期望他能拿一个大学学位，但他却连大学学业都没完成。这次，他完全是为了他自己。26岁的他还是个单身汉。虽然文学是他唯一的爱，但他所写的文章还是以新闻为主。在他人生的这个新阶段，新闻继续为他提供维持生计、周游全国乃至最后周游欧洲的方法。可这个常在俱乐部、酒吧、社交聚会出没，并且略有薄名的年轻人还没有一个关系稳定的女朋友。等他有女朋友以后，这个女朋友却像幽灵一样，几乎不怎么和他一起出现。这个人就是梅塞德丝·巴尔查·帕尔多。

他在《观察家报》的工作是为每周的电影专栏写稿，这是哥伦比亚的第一个每周电影专栏。这份新工作始于1954年2月22日，刚好是他27岁生日的前一周。报社董事会相信他一定能办好新创立的专栏，这无疑是对他过去新闻工作的肯定。自1948年大学辍学后，他已经当了6年的记者。对加博来说，写电影评论不完全是新鲜事，但是对这个年轻的沿海人来说，在一家全国发行的报纸上拥有自己的每周专栏似乎是一件想都不敢想的事。他似乎总与卡恰克的思想观念不和：主流观点是凡是来自波哥大的，便是哥伦比亚最好的。加西亚·马尔克斯是否已经准备好拥有自己的电影专栏呢？毕竟，他对电影制作、导演、编剧以及电影艺术又了解多少呢？让一个年纪轻轻的记者兼短篇小说家负责一个全新创立的电影专栏是否意味着这家哥伦比亚报社有些天真呢？

我们知道，他对电影的热爱在某种程度上可以说是与生俱来的，几乎嵌在他的骨子里。当他还是个小男孩时，他的外祖父尼古拉斯·里卡多·马尔克斯·梅希亚上校就经常带着他到他的出生地——阿拉卡塔卡小镇上那家唯一的电影院里看电影。加西亚·马尔克斯一直是个讲故事的高手，也一直是个电影迷，但他对这门学科的研究方法与他对文学性材料的研究方法不同。我们知道，他二十岁出头时一直在尽可能多地阅读小说，尤其是希腊经典著作以及19世纪和20世纪欧美重要作家的作品。我们对他20世纪50年代前半期在电影方面接受的训练知之甚少。不过，他直到1955年才在罗马开始正式学习电影。

在加夫列尔·加西亚·马尔克斯1948年5月至1952年12月的新闻作品汇编中，有迹象表明，他对电影有着非常浓厚的兴趣。他早在1948年9月就写过电影评论。那时，为卡塔赫纳《宇宙报》写稿的他一直支持小查尔斯·斯宾塞·卓别林爵士（即世界闻名的查理·卓别林）对美国电影业的看法。著名的哑剧演员卓别林十分不满电影评论家对他的电影《凡尔杜先生》的评论。这部电影是卓别林与奥森·威尔斯共同创作的剧本，由卓别林亲自导演，他本人在电影中也出演与电影同名的主人公。加西亚·马尔克斯与卓别林的看法一致，认为相较于电影给观众带来的享受而言，好莱坞对电影票房的表现更感兴趣。卓别林和加西亚·马尔克斯两人都对好莱坞的赚钱哲学持批评态度，时至今日，我们依然能感觉到好莱坞的这种观念。1948年9月，正好是加西亚·马尔克斯当专栏作家的五个月后，他发表了新闻专题文章《北美电影业》，这是他的第一篇电影评论文章。

1949年间，他几乎没有干任何与新闻有关的事；他写了几篇关于文学的文章和关于哥伦比亚名人的评论，但就是没有关于电影的东西。不过，1950年1月，他写了一篇关于当时阿根廷第一夫人埃娃·庇隆的讽刺文章。加西亚·马尔克斯认为阿根廷当时的政事与一部浮华的电影颇为相似。在这部电影中，被阿根廷人民唤作小埃娃的人不过是“一部平庸电影里一个模糊的影像”罢了。

他在这一时期写的电影评论似乎只是在重复《观察家报》从美国合众社、美国联合通讯社或其他渠道收到的电报新闻。加西亚·马尔克斯在1950年一共评论了五部电影，其中一部引起了他的特别注意。他提到了两个原因：第一，这是阿根廷国内拍摄的第一部英语电影；第二，理查德·赖特既是电影的主角，又是小说的作者。不过，这本与电影同名的小说被年轻的加博错误地说成了《黑血》，而理查德·赖特的小说题目是《土生子》，但这部电影在布宜诺斯艾利斯首映时的名字确实是《黑血》。可能加博犯的唯一错误就是他在为《宇宙报》写稿时接受了来自电报的错误信息。我们可以说，这仍是他记者学徒生涯的一部分。无论是调查研究报道、电影评论还是其他的新闻形式，他都没有接受过任何正规训练。但一路走来，他学会了娴熟的技巧。1954年，这个自学成才的记者成了波哥大的电影专栏作家。与他年轻时毫无组织的文学基础一样，加博能胜任电影评论家这个新角色再次得益于他从巴兰基亚文学小组成员那里获得的丰富知识，尤其是从阿方索·富恩马约尔和赫尔曼·巴尔加斯那里。这两个人的名字在20世纪50年代总是与加西亚·马尔克斯联系在一起，他们与马尔克斯的友谊延续了一生。1994年，富恩马约尔在他的家乡巴兰基亚去世，而赫尔曼·巴尔加斯在20多年前离开了人世。

1954年，加夫列尔·加西亚·马尔克斯开始在《观察家报》担任专栏作家的工作，那时政治动荡的哥伦比亚正处于古斯塔沃·罗哈斯·皮尼利亚的独裁统治之下。1953年6月13日，这名军事独裁者在一场政变中夺取政权。国内的动荡以及与政府军的冲突造成大量人员伤亡。政治压迫、滥用职权和贪污腐败影响了公共生活的方方面面。在文学史上，这段时期被称为“暴力时期”。然而，加西亚·马尔克斯作品的关注点是文学，不是暴力。他在多年之后才打算写这个话题，那时他在巴黎。他的作品与电影和调查性新闻报道有关。正是通过这两种作品形式，他的更多文学作品才最终得以发表。尽管如此，1954年，《观察家报》刊登了他的短篇小说《星期六后的某一天》。这篇小说没有反映当时整个国家普遍遭受的暴力，而是反映了一场隐藏在这篇小说中的文学暴力。虽然他在1954年发表的一些调查记录由于文笔犀利而值得一提，但除了《星期六后的某一天》之外，他只发表了另外一篇短篇小说——《雨中来人》。这两篇短篇小说连同他的电影专栏都刊登在了《观察家报》的周日版上。

同年，他的朋友、巴兰基亚文学小组成员阿尔瓦罗·塞佩达·萨穆迪奥发表短篇小说集《我们曾一直在等待》。塞佩达·萨穆迪奥也对电影感兴趣。1954年，他拍摄了一部实验性的黑白电影《蓝色龙虾》，人们一直错误地将其与加西亚·马尔克斯联系在一起。加博与这部电影毫无关系。不过，对于有机会观赏这部电影的人来说（这部电影几乎不可能找到），阿尔瓦罗·塞佩达·萨穆迪奥与加夫列尔·加西亚·马尔克斯确实作为导演和编剧出现在了影片的演职人员表中。“《蓝色龙虾》的原作者事实上完全是阿尔瓦罗·塞佩达，他既是编剧，也是导演，还是主演。电影拍摄期间，加西亚·马尔克斯在波哥大。”顺便说一句，阿尔瓦罗·塞佩达的这本短篇小说集不论在当时还是今天，都被誉为哥伦比亚文学史上的一部重要作品。阿尔瓦罗·塞佩达比加西亚·马尔克斯小一岁，于1972年在纽约去世，享年46岁。他说着一口流利的英语，在哥伦比亚大学学习新闻，并且这位文学大师和电影爱好者在加西亚·马尔克斯的成长之路上扮演了重要的角色。

1954年年底，加西亚·马尔克斯已成为哥伦比亚全国知名的记者，这主要归功于《观察家报》在全国的发行。吉拉尔指出，虽然马尔克斯的诸多见解对提升专栏读者的思想境界颇有价值，但他的观点对电影历史学家研究哥伦比亚的电影发展史更有帮助。不过，加西亚·马尔克斯在1954年的稿件略欠深度。他对电影的强烈热情并不总是能弥补他有限的电影理论知识。他清楚他的读者大众对电影只有一些了解。最可能的是，他的兴趣在于引导大众应该看什么电影与忽略什么电影。他带着这个目的写文章，但经常写着写着又超过了这一意图。和大多数作家一样，他最后是为了他自己和他的朋友而写作。

雅克·吉拉尔在审视加西亚·马尔克斯在《观察家报》做电影专栏作家的第一年时写道，加西亚·马尔克斯在1954年犯的那些大错主要归结于他的美学观点以及对电影知识的缺乏。加博对电影的看法只流于表面。虽然吉拉尔一直谈论的是加西亚·马尔克斯在那段时间里创作的作品，但他把重点放在了加博年终时在报纸上发表的一篇文章上。加西亚·马尔克斯曾写过一篇名为《波哥大年度电影批判回顾》的长文。他认为，让·德拉努瓦的《上帝需要人类》是该年度的最佳电影。他写道，那年的高质量影片都是法语片。加博认为，这一切都始于朱利安·杜维威尔的《亨丽埃塔的节日》。不过，吉拉尔认为，那年加西亚·马尔克斯在波哥大观看的法国电影水平一般，让·德拉努瓦的《上帝需要人类》更是部垃圾片。两人截然不同的看法令读者纷纷猜测这两位评论家中到底哪位的反应更情绪化。不过，加西亚·马尔克斯认为，德拉努瓦的电影胜过意大利的米开朗基罗·安东尼奥尼、维多利奥·德·西卡和阿尔贝托·拉图阿达，西班牙的路易斯·加西亚·贝尔兰加与路易斯·布努埃尔，美国的约瑟夫·L. 曼凯维奇与约翰·福特，英国的阿尔弗雷德·希契科克，奥地利裔美国人弗里茨·朗以及其他导演的作品。

加博赋予这位导演的重要性是否真的名副其实呢？这位研究加西亚·马尔克斯的法国专家补充道，无论是对看他专栏文章的哥伦比亚读者大众还是对加博本人作为作者而言，他的诸多看法在某种程度上都带有说教意味。他那时正在努力学习如何跟随相机镜头、理解电影剧本以及人物对白。撰写电影专栏文章的这段经历对他影响很大。撰写电影评论为他提供了一种像透过相机镜头一样写作短篇小说的能力，他的调查性报道也让他直面现实——处于罗哈斯·皮尼利亚独裁统治之下的哥伦比亚。这些特征，不说全部，起码将部分地反映在他次年的第一部小说《枯枝败叶》中。

他的调查记者生涯始于1954年8月，当时他写了一篇由三部分组成的报道，标题是《安蒂奥基亚大灾难的重建与平衡》。加西亚·马尔克斯向全国报道了人们（同时包括他自己）所不了解的这个国家的地方。哥伦比亚是一个多元化的国家，有不同种族的人。1954年间，在他的众多发现中，他意识到自己报道的正是哥伦比亚的乔科省。哥伦比亚拥有南美洲第二大黑人人口，仅次于巴西。他对乔科省的报道是一篇由四个部分组成的文章，他准确地将其取名为《不为哥伦比亚所知的乔科》。他写这篇文章的目的是支持乔科省的人谴责他们在20世纪50年代期间遭到的抛弃、漠视和侮辱。他也写过大学教育与公共交通方面的话题。报社的董事会认为哪里有新闻可报道，就把他派到哪里去。在他所有的调查性报道中，被谈论最多的是他在1955年3月写的一篇文章，它讲述了遭遇海难的哥伦比亚水手路易斯·亚历杭德罗·贝拉斯科的故事。

这篇文章首次出现在报纸上的时候有一个冗长而耸人听闻的标题：《海难幸存者在脆弱的救生筏上的11天》，并配有副标题《水手贝拉斯科的女友和父母是如何得知这个消息的》。这篇故事令报纸的销量激增，也大大提高了加博的知名度。记者身份带来的人气让他的名字极具辨识度。《观察家报》是一份由自由党创办的全国性刊物。这个关于海难水手的故事被连载刊登，分成14篇文章，外加一篇周日特别增刊作为故事的终篇。这个故事虽没有令哥伦比亚陷入停顿，但它的确使读者为之痴迷了一个多月！另一方面，他的政治理念将这位海难水手漫长而充满风险的经历视为一次机会，一次公开强烈批评罗哈斯·皮尼利亚领导的腐败独裁政府的机会。在八名遭遇海难的人中，只有水手路易斯·亚历杭德罗·贝拉斯科在“卡尔达斯号”的残骸中活了下来。“卡尔达斯号”是一艘哥伦比亚的海军驱逐舰，从美国亚拉巴马州的莫比尔驶出，目的地是哥伦比亚的卡塔赫纳。“这艘船的行程带有肮脏交易的性质——船上载着超重的违禁品和未配备食物和水的救生筏。”贝拉斯科将他的故事告诉了加西亚·马尔克斯。新闻媒体与政府之间的敌对因故事最后一篇里包含的图片而恶化。加博大多数的调查性报道都是内容翔实、精心设计、带有谴责色彩的文章。不管是为了保护他免受罗哈斯·皮尼利亚政府的凌辱，还是为了保护《观察家报》所有者的利益，加夫列尔·加西亚·马尔克斯被派往欧洲报道1955年7月的日内瓦“四巨头”会议。当时那里还有一千名来自世界各地的记者。这次会议的目的是讨论如何结束第二次世界大战后开始的冷战。四巨头指的是美国、英国、法国和苏联。这是十年来东西方首次聚在一起，尝试和平谈判。

1955年的第一次欧洲之旅为加西亚·马尔克斯评估自己的世界观打开了又一扇机会之窗。无论他的思想观念多么坚定，在异国他乡回顾过去将会影响他的思维方式。他工作的报社——波哥大《观察家报》宣布他将去往日内瓦，并附上了一张这位28岁青年的照片。加西亚·马尔克斯报道完7月份在瑞士举行的日内瓦“四巨头”会议后，又去了意大利。他在罗马和威尼斯继续为《观察家报》写稿，并且参加了威尼斯电影节。他的文章在哥伦比亚深受好评，但他在欧洲所能接触的新闻都是二手的。在某种程度上，他报道的都是新闻行业那些一流记者所报道的内容，还有他对这些内容的看法以及他个人的阐释。在哥伦比亚，他的报道都是一手的采访和新鲜出炉的新闻。单凭他的名字加上报社的头衔，他就能拿到重大新闻。不过，与《观察家报》在欧洲的境遇一样，他在欧洲只是一个无名小卒。这两个事实可能极大地影响了他的思考和写作方式。如果他身处事件中心，像在日内瓦会议或威尼斯电影节那样，他的角色则更像一名“观察者”，而且他发给《观察家报》（他工作的报社的名字刚好准确地表达了这层意思，这是多么有趣的一件事）的报道大多结合了他个人对新闻的诠释与评论。例如，在罗马时，他写过教皇夏天在自己的甘多尔福堡度假的事。教皇的城堡坐落于与它同名的甘多尔福堡的小村庄，离罗马约15英里。加西亚·马尔克斯把这些有关教皇的片段写进了自己的短篇小说《格兰德大妈的葬礼》，这是他一贯的创作风格。在这个故事里，教皇到哥伦比亚参加女族长格兰德大妈的葬礼。“奔波的教皇”（有些历史学家这样称呼他）约翰·保罗二世于1986年访问哥伦比亚，这令加西亚·马尔克斯的这篇小说成为现实。

对加西亚·马尔克斯来说，1955年一定是令他觉得纷乱喧嚣的一年，他在语言不通的情况下从一个国家游历至另一个国家。1955年10月，他去了波兰和当时的捷克斯洛伐克，这是来年一段更长旅程的前奏。1955年12月，加西亚·马尔克斯已经离开罗马去了巴黎，不过在去巴黎之前，他先完成了罗马电影实验中心的课程。当时，意大利新现实主义流派的电影拍摄手法十分流行。“新现实主义”追求让普通人扮演经验丰富的演员，努力再现现实生活，并且试图用任何形式描绘人类的生存状况，只要这种形式是原始的、天然的，甚至在必要时可以是粗糙的。走在新现实主义运动最前列的是当时颇具影响力的维多利奥·德·西卡、罗伯托·罗西里尼和费德里科·费利尼。

加西亚·马尔克斯想学导演，但那时并没有这个领域的课程。最后他只能勉强接受学习声画编辑机，也正是在电影实验中心学习摄影的时候，他结识了阿根廷人费尔南多·比利。多年后，比利将在古巴导演加西亚·马尔克斯的电影《巨翅老人》。当时加西亚·马尔克斯只在电影实验中心学习了一小段时间，而比利则从那里毕业。今天，人们将拉丁美洲第一个专攻纪录片的电影学校的建立归功于费尔南多·比利。

加博在普利尼奥·阿普莱约·门多萨的陪伴下度过了1955年的圣诞节和新年前夜，给自己的第一次欧洲之旅画上了圆满的句号。

新年后不久，在巴黎的加西亚·马尔克斯通过读《世界报》了解到，他工作的报社已经停业了。1956年开年不利。突然间，他失业了，虽然这只持续了很短的时间。不到一个半月的时间，《观察家报》的所有者开始发行另一份与先前的报纸风格类似的《独立报》。《观察家报》的停业不是因为受到罗哈斯·皮尼利亚总统独裁统治的压迫，而是该报纸对其独裁抗议的一种方式。所以，加西亚·马尔克斯转为《独立报》工作，不过这份报纸只发行了不到两个月的时间，随后于1956年4月15日停刊。读者在翻看加西亚·马尔克斯的《欧洲和美国：新闻作品第三卷（1955—1960）》时可能会注意到，里面没有当年1月、2月和3月的文章。他在之后的人生和冒险经历中经常提及的贫困和牺牲时期就是从这个时候开始的。不过，加西亚·马尔克斯靠着好运气、密友以及他的笔，勉强可以维持生计。突然间，他有大把时间可以写作了。令他没想到的是，他体验到了自己小说中的人物所经历的巨大孤独。1956年将是他的高产之年。他会时不时地收到巴兰基亚的朋友寄来的少量的钱。他的朋友普利尼奥·阿普莱约·门多萨给他提供了一个为《精英》周刊写稿的机会。《精英》周刊是一家非常有名的刊物，在委内瑞拉的首都加拉加斯发行出版，当时的主编是普利尼奥。尽管这份工作报酬少，但加西亚·马尔克斯可以通过这个地方挣点钱，以便继续在巴黎生活。加博为委内瑞拉的《精英》周刊写作，就像他为那家哥伦比亚报社工作一样，记录欧洲当时发生的事、他的见闻以及他根据评价欧洲人的生活方式而创作的故事。他既没有机会去采访，也没有机会参加晚会、记者招待会或者参与政治事务。与此同时，他一直忙于创作《没有人给他写信的上校》、《格兰德大妈的葬礼》中的短篇故事以及《恶时辰》。

到1957年1月，他已经完成了《没有人给他写信的上校》。人们无从得知他那年是以什么方式并且和谁一起庆祝了他的生日。那年他刚满30岁。不过，他的好友普利尼奥·阿普莱约·门多萨5月上旬再次来到巴黎。普利尼奥这次是同妹妹索莱达一起来的，他已辞去了委内瑞拉《精英》周刊主编的工作。5月11日，普利尼奥和加西亚·马尔克斯在一起，两人得知，哥伦比亚独裁者古斯塔沃·罗哈斯·皮尼利亚将军已经逃往国外。可以想象，当时两人以及数百万的哥伦比亚人有多么高兴。事件发生的第二天，欧洲便报道了这则消息。罗哈斯·皮尼利亚在哥伦比亚编年史中的词条是这样写的：1953年6月13日至1957年5月10日任哥伦比亚总统，军事独裁者，1975年1月去世。与数百名哥伦比亚人一样，加西亚·马尔克斯和普利尼奥一直过着自我流放的生活。

到1957年年底时，普利尼奥·阿普莱约·门多萨已是委内瑞拉《时刻》周刊的主编。他成功说服出版部主任卡洛斯·拉米雷斯·麦格雷戈聘用加西亚·马尔克斯为《时刻》工作。加博在平安夜的前一天飞往加拉加斯。他的首次欧洲环游耗时两年半。1958年1月，又一个拉丁美洲的独裁者倒台：1958年1月23日，委内瑞拉独裁统治者马科斯·佩雷斯·希门尼斯总统逃往国外。

数月后，哥伦比亚的《观察家报》于6月再次发行。虽然加西亚·马尔克斯每天生活的重心仍然是新闻工作，但他于1958年完成了三篇短篇小说：《寡妇蒙蒂尔》《巴尔萨扎的精彩午后》和《总有一天》。

但在1958年发生的所有事中，大概没有哪件事比他结婚更重要。1958年3月21日上午11时，31岁的加夫列尔·何塞·加西亚·马尔克斯与梅塞德丝·拉克尔·巴尔查·帕尔多结婚了。这场宗教仪式在沿海城市巴兰基亚的永恒索科罗教堂举行。新娘穿着铁蓝色连衣裙，加博一身黑色礼服。这场婚礼办得近乎保密，外界可以说没有关于这场婚礼或求婚经过的任何信息。不过，他们这些年来一直履行着结婚誓言——除了对彼此忠诚，有人可能会这样说。2007年庆祝加博80岁生日的时候重新引发了这一猜疑。墨西哥报纸《劳动报》莫名其妙地刊登了摄影师罗德里戈·莫亚在1976年拍摄的一张照片。在这张照片里，加西亚·马尔克斯挂着黑眼圈，表面上看是被秘鲁作家马里奥·巴尔加斯·略萨揍的。虽然这中间的前因后果从来没有完全解释清楚，但据说两人间的不和是因为加博的背叛和婚外情。然而，不论这是否是谣言，2007年，西方世界的所有报纸都在谈论这件事。《纽约时报》也刊登了前面提到的那张照片。但是，加西亚·马尔克斯与梅塞德丝·巴尔查的婚姻依旧完好。尽管他的私生活经常被他编进作品里，但在现实中却一直远离公众视线；毫无疑问，他是有意这样做的。

回顾加西亚·马尔克斯的一生，人们可能会认为普利尼奥·阿普莱约·门多萨是他最好的朋友之一，但他并没有参加加西亚·马尔克斯的婚礼。加博自己是否会在《活着为了讲述》的下一卷谈及这个问题呢？当他们在婚礼结束后返回加拉加斯时，普利尼奥在加拉加斯的迈克蒂亚机场（即常说的西蒙·玻利瓦尔国际机场）迎接了他们。普利尼奥形容加西亚·马尔克斯的妻子梅塞德丝·巴尔查是个三天都不说一个字的女人。关于她的外貌，他的描述是“皮肤黝黑、身材苗条，有着一双小鹿般怯怯的黑眼睛”。她“骨瘦如柴，一双丹凤眼却大得出奇”。普利尼奥说，她就像是“一个幽灵女孩，一条神圣的鳄鱼”，并且他发现很难用语言去描述她。

加博和梅塞德丝·巴尔查的初次见面是在苏克雷镇的一次学生聚会上，当时她只有13岁。她刚从小学毕业，而他是一名中学三年级学生。达索·萨尔迪瓦描述，加西亚·马尔克斯当时毫不犹豫地向梅塞德丝求了婚。不过，这个年轻女孩对他如此冗长的求婚根本就不在意。这件事后来被改写成《百年孤独》中的一个虚构故事。现实生活中，这两家是朋友，但在小说中却不是。在现实生活和小说中，新郎都是家里年纪最大的孩子，是长子；新娘家里都有七个兄弟姊妹。无论是在现实生活还是在小说中，这样的婚姻似乎都令人难以理解。在现实里，这对男女等了13年才携手走进婚姻殿堂；而在小说中，在那个年轻女孩还在尿床的时候，他们就结婚了。但是，不管是在现实生活还是小说中，这两对都是在同一个月结的婚。小说中，那位传奇的奥雷利亚诺·布恩迪亚上校和雷麦黛丝·摩斯科特结婚的日子是“3月里的一个星期天，他们站在尼卡诺尔·雷纳神父在客厅里搭起的祭坛前，［那时］小雷麦黛丝已进入青春期，却还没有摆脱小孩的习惯”。小说中举行婚礼的时候，奥雷利亚诺·布恩迪亚上校还没成为传奇。现实生活中的婚礼是在3月的一个星期五举行的，加西亚·马尔克斯也还没成为传奇。在《百年孤独》的奇妙故事里，这对夫妻没有自己的孩子，但风流的奥雷利亚诺·布恩迪亚上校和17个不同的女人生了17个私生子。所有的孩子都叫奥雷利亚诺，另外还有一个叫奥雷利亚诺·何塞。加西亚·马尔克斯和梅塞德丝·巴尔查只生了两个儿子，并且没有一个叫奥雷利亚诺。

“神圣的鳄鱼”梅塞德丝·巴尔查在这段婚姻中一直非常低调。她于1932年11月6日在哥伦比亚的马甘格出生，她的祖父埃利亚斯·巴尔查是埃及移民。“他活了将近一百岁。除了经商，他真正的职业是根据一杯咖啡的残渣给人算命。”梅塞德丝的父亲和她的祖父一样，也是商人。加西亚·马尔克斯在苏克雷镇认识他们的时候，他们家已经开了一家药店。八个兄弟姐妹中，梅塞德丝排行老大。尽管她渴望去大学学习细菌学，但她的学业在中学毕业后就结束了。

加西亚·马尔克斯从最开始就规划好了他的生活和事业。在哥伦比亚办完婚礼后，他回到加拉加斯继续为《时刻》周刊工作，并继续撰写政治文章，仿佛他就是一名委内瑞拉公民。总的来说，在拉丁美洲大地上刮起的变革之风和政治调整之风非常明显。随着前文提及的两国独裁统治者的下台，哥伦比亚和委内瑞拉两国都在经历政治变革。另一方面，自1956年起，因为菲德尔·卡斯特罗和高级将领领导的革命军、劳尔·卡斯特罗以及阿根廷医生埃内斯托·格瓦拉（通常被称为切·格瓦拉），古巴一直是国际新闻报道的话题。

时任美国副总统的理查德·尼克松访问加拉加斯，这一举动造成了巨大的社会动荡、骚乱与反抗。4月27日，尼克松开始了包括八个拉丁美洲国家在内的副总统之行。5月13日，他在加拉加斯短暂停留。媒体将这场因他的造访而引起的混乱戏称为“恐怖的12分钟”。尼克松自己也形容这是他人生中最糟糕的经历之一。涌上街头发起暴乱的委内瑞拉工人、大学生和部分中产阶级都认为尼克松是以马科斯·佩雷斯·希门尼斯为代表的暴行政府的支持者。马科斯·佩雷斯·希门尼斯于同年1月逃往国外后，却发现只有美国给予其庇护。尼克松的车队被石头砸了。谨慎起见，德怀特·艾森豪威尔总统派美国海军前往加勒比各基地。尼克松车队被石头砸的情形与他几日前在秘鲁首都利马的遭遇十分相似。从这些骚乱至少可以判断，人们十分反对美国国防部对拉美的政策；但《西语生活》与拉美一些主要报纸的民意调查结果却恰恰相反，加拉加斯的《时刻》也不例外。由于普利尼奥·阿普莱约·门多萨与加西亚·马尔克斯都不支持《时刻》周刊主任刊登的那篇社论，两人立即辞职。“普利尼奥·阿普莱约·门多萨记得，那天早上，加西亚·马尔克斯和保罗·德·加勒特都还没到报社办公室。这场激烈争吵的唯一见证人是埃雷拉·坎平斯。普利尼奥·阿普莱约·门多萨被《时刻》周刊主任的独裁主义和对政治的盲目弄得心烦意乱，最后叫他‘去吃屎！’，然后把门猛地一摔，走出了办公室。他离开的时候撞见了加西亚·马尔克斯。他［加西亚·马尔克斯］当场决定离开杂志社，然后他们一起走了出去。”

据普利尼奥·阿普莱约·门多萨说，和《时刻》主任结束争吵一个多月后，1958年6月27日，所有从《时刻》辞职的人员都去《委内瑞拉影像》工作了。普利尼奥戏谑地写道，加拉加斯的每个人都认为它是《委内瑞拉色情》。显然，拥有一份工作比就业质量更重要。加西亚·马尔克斯要养活并照顾一个家，因此他接受了这个职位，但决定不在任何他写的文章上署名。在此期间，美国停止了对古巴的军事援助。新年那天，富尔亨西奥·巴蒂斯塔流亡海外。拉丁美洲的独裁统治者好像无论如何都注定要倒台：1955年阿根廷的胡安·多明戈·庇隆下台；1956年独裁者曼努埃尔·A. 奥德里亚同意秘鲁举行全国大选；1957年哥伦比亚人将古斯塔沃·罗哈斯·皮尼利亚赶下台；1958年马科斯·佩雷斯·希门尼斯逃离委内瑞拉。1959年古巴革命的胜利给拉丁美洲带来了一股新鲜空气，民主胜利的兴奋和喜悦无处不在。

到1961年时，全世界已有许多国家和知识分子与古巴断绝关系。墨西哥是唯一一个没有与之断交的拉美国家。那时候，加西亚·马尔克斯还不是菲德尔·卡斯特罗的密友，直到20世纪70年代卡斯特罗才与马尔克斯成为朋友。

卡斯特罗政府带来的众多变化之一是古巴建立了自己的新闻媒体。在阿根廷记者豪尔赫·里卡多·马塞蒂的想象力与其新闻技巧的运用下，拉丁美洲通讯社诞生了。拉丁美洲通讯社的主要目标之一是抗衡主要来自美国的国际新闻界的统治地位。1959年2月底，普利尼奥·阿普莱约·门多萨设立了在波哥大的第一家拉丁美洲通讯社。不过，加西亚·马尔克斯飞回加拉加斯，继续为《委内瑞拉影像》工作。然而，5月，加西亚·马尔克斯飞往波哥大，与普利尼奥·阿普莱约·门多萨一起为拉丁美洲通讯社工作，加博的妻子梅塞德丝·巴尔查那时已有身孕。对加西亚·马尔克斯来说，1959年发生的一连串事件差不多就像小说一样。在他第一个儿子出生的那个月，哥伦比亚书展展示了他的首部长篇小说《枯枝败叶》的第一个再版版本。1959年8月24日，如今已是电影导演的长子罗德里戈在波哥大出生了。他的洗礼仪式在他出生的医院举行，普利尼奥·阿普莱约·门多萨是他的教父，这让他成了加夫列尔·加西亚·马尔克斯的干亲。这场宗教仪式是临时举行的，按照传统本该在教堂举行。主持这场仪式的不是别人，正是卡米洛·托雷斯神父。一个月前，里卡多·马塞蒂在波哥大短暂停留，目的是看看普利尼奥和加博一起工作的情况。最后，马塞蒂决定，拉丁美洲通讯社负担不起两人一起工作的开销，他们需要在其他地方另设一个办公室。加西亚·马尔克斯和马塞蒂飞回了古巴。他很高兴能接受三个月的培训，这是一个可以让他近距离接触鲁道夫·沃尔什的机会。鲁道夫·沃尔什是阿根廷短篇小说家，加博读过他的作品，十分钦佩他。沃尔什负责拉丁美洲通讯社的特别服务部。加博在哈瓦那为期三个月的培训是为在蒙特利尔开设办事处做准备。培训结束后，他飞到波哥大去接他的妻子梅塞德丝与还是婴儿的罗德里戈。在去纽约的路上，一家人在墨西哥城短暂停留，他想拜访已经五年没见的朋友阿尔瓦罗·穆蒂斯。加西亚——巴尔查一家人一到纽约便在等待他们的签证，但他们的加拿大签证一直没有办下来！

结　语

对加西亚·马尔克斯来说，20世纪50年代的后半段是确定他思想观念与写作风格的时期。他在欧洲两年多的停留证实了他对哥伦比亚的看法，但也给了他一个更广泛的视角，让他不再只关注哥伦比亚，而是整个拉丁美洲。1955年《枯枝败叶》的出版并没有确立他小说家的地位，充其量是令他可以开始在1959年《枯枝败叶》的再版上签上他的名字。也是在那年，他与第一个对他作品感兴趣的文学评论家爱德华多·萨拉梅亚·博尔达合了影，这位文学评论家在1947年9月13日刊登了加博的第一篇短篇小说《第三次忍受》。尽管这是加西亚·马尔克斯人生中的一个伟大时刻，尽管他去了欧洲又回来，人们对他的印象依旧首先是一个记者，然后才是一个短篇小说家。他的名声也只限于哥伦比亚和一些特定的圈子。

他的第一部巨著《没有人给他写信的上校》之所以能发表，正是因为他人生中经历的风波、在巴黎的孤独以及对相同主题与相同小说人物一次又一次不厌其烦地精心描绘。《没有人给他写信的上校》最初于1961年发表在波哥大的《传奇》杂志上，但没有人想过要将它以书的形式出版。第二年它以单行本出版时，只卖出800本，但这本书当时印刷了2000本。不过，哥伦比亚和委内瑞拉两国独裁统治的倒台和古巴革命的胜利将激发他的想象力，让他在两股对抗的力量、爱与缺爱、无边无际的孤独、对权力的追求以及死亡的话题范围里继续写作。作为一个男人、丈夫以及父亲，他仍在成长。他与梅塞德丝·巴尔查的婚姻毫无疑问影响了他的写作，但没有影响他的写作风格。尽管在欧洲的那些年里他似乎生活窘迫，并且这段经历也常常因夸张的描述而充满传奇色彩，但它确实展现了一个因生活方式而得以到处旅行的男人形象。此外，20世纪50年代的政治影响也如他经历的冒险一般影响深远。


第四章
纽约、墨西哥城、电影制作

命运那可怕的力量啊，

是金钱无法收买、武力难以抗衡、

堡垒不能阻挡、快船无法匹敌的。

——索福克勒斯，《安提戈涅》

20世纪60年代，加夫列尔·加西亚·马尔克斯的文学之路一波三折，也正是受这段经历和儿时记忆的影响，他才最终成为写出绝世佳作《百年孤独》的作家，仿佛他的好运气与命运以他从未预料的方式峰回路转了。1961年，在纽约待了一段时间后，他决定搬到墨西哥城。他在纽约停留的时间很短，只有五个月。然而，1月至5月这几个月十分动荡。那时，他担任拉丁美洲通讯社主编豪尔赫·里卡多·马塞蒂的助手。该社的总部设在古巴的哈瓦那，它至今仍是一家新闻机构。阿根廷记者豪尔赫·里卡多·马塞蒂是这家新闻机构的主任兼创始人。作为切·格瓦拉的密友，马塞蒂希望通过拉丁美洲通讯社播送新成立的卡斯特罗政府领导下的古巴。

阿根廷人鲁道夫·沃尔什、哥伦比亚人普利尼奥·阿普莱约·门多萨以及加夫列尔·加西亚·马尔克斯都是当时致力于建立拉丁美洲通讯社的记者。在菲德尔·卡斯特罗领导下，新生的自由古巴政府希望全世界都能读到从古巴的视角播报的古巴时事。如今，拉丁美洲通讯社的网络版支持多种语言，包括英语。

1961年初，为了为拉丁美洲通讯社工作，加夫列尔·加西亚·马尔克斯搬到了纽约。不过，他在该年5月辞职了。辞职前，他在3月去了一趟哈瓦那。他后来写道，这趟哈瓦那之行让他成了拉丁美洲通讯社里一个飘忽不定或者说四处游荡的记者。他表面上突然离职的原因至少有两个。一方面，他不断收到流亡的反卡斯特罗政府的古巴上层阶级发来的死亡威胁。另一方面，拉丁美洲通讯社的主任兼创始人豪尔赫·里卡多·马塞蒂当时也决定离开通讯社，马尔克斯想支持他。除此之外，加西亚·马尔克斯还得顾及他刚组建的家庭，长子罗德里戈那时还没满两岁。马塞蒂决定离开拉丁美洲通讯社是因为他想和他的朋友切·格瓦拉以及鲁道夫·沃尔什一起在古巴工作。马塞蒂后来为了帮助组织一场游击运动回到了他的出生地阿根廷，之后于1964年在阿根廷遇害。

对加夫列尔·加西亚·马尔克斯来说，回到祖国哥伦比亚是绝对不可能的。由于1948年4月9日自由党政治领袖豪尔赫·埃列塞尔·盖坦遇刺，1948年爆发的哥伦比亚暴乱从最初的波哥大逐渐蔓延至整个国家，眼下仍在继续。

鉴于哥伦比亚混乱动荡的局势，墨西哥显然是一个更宜居的目的地。在那里，加西亚·马尔克斯可以继续追求他的理想。与哥伦比亚相比，墨西哥更安全、更先进，也是更适宜工作和生活的地方（墨西哥的游击战争直到1967年才爆发）。那时，墨西哥的经济与社会稳定，常被称为“墨西哥奇迹”。墨西哥电影业在当时的西班牙语世界一直遥遥领先。文化方面，一些新成立的出版社，如1960年成立的ERA和1962年成立的华金·莫迪斯，步入图书行业里最知名出版社的行列，这些最知名出版社包括波鲁亚和经济文化基金，还有一些由墨西哥一流大学发行的刊物。

加西亚·马尔克斯决定从纽约坐大巴车前往墨西哥城。他渴望看到威廉·福克纳在密西西比州北部虚构出的约克纳帕塔法郡，福克纳的短篇及长篇小说都将这里作为背景。因此，34岁的加博带着妻子梅塞德丝·巴尔查和年幼的儿子坐着大巴车，穿过南北卡罗来纳州、佐治亚州、亚拉巴马州、密西西比州、路易斯安那州、得克萨斯州进入墨西哥境内，最终抵达墨西哥的首都墨西哥城。美国南方腹地对他来说不再只是一个典故。毫无疑问，在这次旅行中，他受到了美国种族隔离的残酷侮辱，特别是所有的汽车站都为白人以外的民众设了单独的候车室、卫生间、自动饮水器和小卖部，如果有的话。我们很想知道，当时这个拉美家庭在大巴车上和汽车站可能会坐在哪里。这是否令他想起20世纪50年代他在巴黎时常被误认为是摩洛哥人的事呢？这只有他自己知道。

1961年5月，由学生积极分子组织的“自由乘车者”运动遭到了愤怒的白人暴徒的野蛮攻击，国内外均对这些暴力事件进行了报道。南方腹地的种族隔离、暴力以及偏见构成了美国历史上令人悲伤的一章。亚拉巴马州和密西西比州必定给加西亚——巴尔查这个家庭留下了极深的负面影响。

加夫列尔·加西亚·马尔克斯及其家人的这次旅行耗时20天。马里奥·巴尔加斯·略萨在写到这次旅程时，引用了加西亚·马尔克斯本人的话：“我们路上花了20天时间，每天都吃汉堡喝奶昔。在亚特兰大，我们看到了美国粗暴的一面（我们路过的许多旅馆都不愿意让我们入住，因为他们以为我们是墨西哥人）。在南部的另一个小镇上，我们还看到一个写着‘狗与墨西哥人不得入内’的牌子。”有趣的是，尽管这段引言清晰地表明他们一家人曾于1961年在美国受到某种恶毒的种族歧视，但马尔克斯的评论却没有过多地提及南方腹地当时更为宏观的种族问题状况。

人们可能想知道，如果他的第二卷回忆录发表的话，他可能会写些什么，不写什么。在回忆录第一卷的结尾处，他讲述了两件事，一件私事，一件公事。私事是他收到了那时还是他女朋友的梅塞德丝·巴尔查写给他的第一封信。公事是他以《观察家报》记者的身份前往日内瓦报道日内瓦政府首脑会议，也就是1955年的“四巨头”会议，出席会议的有：美国第34任总统德怀特·D. 艾森豪威尔、苏联总理尼古拉·布尔加宁、法国总理埃德加·福尔以及英国首相安东尼·艾登。

加西亚——巴尔查一家在一个炎热的夏日抵达墨西哥城。那一天是1961年7月2日，刚好是欧内斯特·海明威自杀的日子。海明威在爱达荷州的凯彻姆用一把猎枪结束了自己的生命。一家人到墨西哥城后不久，加西亚·马尔克斯便开始了记者的工作。为了养家糊口，他做了好几份工作，新闻工作只是其中之一。他的第一篇文章发表在《永远！》杂志上。《永远！》是一家相当有声望的杂志，在墨西哥各地广泛发行。该杂志由终身记者何塞·佩姬斯·劳尔戈于1953年6月创办，何塞·佩姬斯·劳尔戈任该杂志主任，直到1989年12月逝世。这本杂志至今仍在发行，有纸质版和网页版。

有意思的是，加西亚·马尔克斯为他在墨西哥发表的第一篇新闻文章选的标题是《一个自然死亡的人》。这篇文章在他抵达墨西哥城的当天写成，并于一周后的7月9日发表。这篇评论文章写的是海明威的自杀，带有黑色讽刺意味的标题显得意味深长。他想表达什么意思呢？这是他对像海明威这样的人的期望吗？很难说，因为加西亚·马尔克斯从未见过海明威本人。

加西亚·马尔克斯的职业是报社记者，但这个哥伦比亚作家真正想写的是电影剧本，而不是每日或每周新闻。鉴于他在哥伦比亚、委内瑞拉、罗马以及巴黎的记者生涯以及在纽约拉丁美洲通讯社短暂做主编助手的经历，他的记者身份已经确立，但他想成为一个成功小说家的愿望还没有实现，充其量不过是仍在实现的路上。但是，墨西哥城即将成为他依次实现电影制作和写作这两个理想的合适地点。

在墨西哥城，加博很快结识了墨西哥的一些杰出的知识分子和艺术家，尤其是那些同情墨西哥政治左派的人。他们中的一些曾经并且现在依旧是墨西哥文化的推动者和颠覆者：卡洛斯·富恩特斯、胡安·鲁尔福、曼努埃尔·巴瓦查诺、卡洛斯·蒙西瓦伊斯、何塞·埃米利奥·帕切科、埃莱娜·波尼亚托夫斯卡、奥梅罗·阿里德希斯等。在这群人中，卡洛斯·富恩特斯可能是帮助加西亚·马尔克斯最多的，也一直是他最亲密的朋友之一。加西亚·马尔克斯能实现拍电影的梦想多亏了富恩特斯、鲁尔福和巴瓦查诺三个人。在这些朋友中，卡洛斯·蒙西瓦伊斯是著名的编年史家、记者以及文学和电影评论家，他的观点常具讽刺意味，屡屡被奉为权威，帕切科和阿里德希斯两人则是备受推崇的诗人。帕切科既是诗人也是小说家，他于2006年成为墨西哥语言学会的成员。阿里德希斯在墨西哥环境事业中扮演着非常重要的角色，他和富恩特斯一样，也是一位政治人物，曾先后担任墨西哥驻荷兰和瑞士的大使。波尼亚托夫斯卡最初是一位报社记者，后来逐渐成为拉美文学史上的代表人物之一。在这样一群朋友的影响下，加上他本人对拍电影和写作的内驱力，加西亚·马尔克斯如鱼得水。他在1967年夏天之前的那几年生活常常被许多写他的人浪漫传奇化，那时的他可能身无分文，但远算不上贫穷。他家雇了名女仆帮忙干家务活，这是墨西哥中产阶级家庭的典型做法。实际上，他的生活方式反映了墨西哥中上层阶级的生活方式，而他也一直与这些人保持着密切联系。

加西亚·马尔克斯有拍电影的决心早已不是什么新鲜事。早年在波哥大《观察家报》做记者时，他就写过电影评论专栏，那时电影评论专栏在那家报纸上还是首次出现。50年代中期，他一边继续为该报写文章，一边在意大利学习电影。对他来说，拍电影和创作一部完美的小说同等重要。他有机会在罗马电影实验中心学习电影，尽管时间非常短暂。另外，他的记者身份也让他作为一名电影评论家间接地参与电影业工作。1955年9月，身为《观察家报》海外记者的他参加了意大利威尼斯举办的第十六届电影博览会，并对为期16天的博览会进行了全程报道。正是在这次博览会之后，也就是12月晚些时候，他去往罗马学习电影。那时候，格雷戈里·佩克、柯克·道格拉斯、索菲亚·罗兰以及吉娜·洛洛布里吉达是当红巨星，那时还没有“超级巨星”这个词。

虽然他在墨西哥的大都市结识的主要都是文学圈的朋友，但他们也对电影感兴趣。加西亚·马尔克斯的天赋与个人魅力，加上朋友们的力量，加速推动了他在文学和电影业的职业发展。不过，1961年至1962年间，他主要还是从事记者工作。他凭借自己的能力，决定担任《社会事件》和《家庭》这两家发行量很小的杂志的主编，不过这两家墨西哥刊物和文学毫不沾边。他之所以同意担任主编，是因为他不需要为这两家刊物写文章。巴尔加斯·略萨记录下了这样一个事实，即在那两年里，加西亚·马尔克斯的办公室里甚至没有一台打字机。是因为加西亚·马尔克斯羞于在那里工作吗？《社会事件》完全比不上《永远！》，他曾在《永远！》发表过关于海明威自杀的文章，虽然他的名字并不在《永远！》的工资单上。《社会事件》是一家新闻与分析周刊，关注各类时事。譬如，古巴便是它的主要兴趣之一。另外，它也关注墨西哥电影业发生的事。杂志的头版新闻紧跟这个国家和整个大陆的时事。另一方面，《家庭》则差不多是一本医生候诊室里的杂志，内容多是关于家庭护理、时尚以及日常琐事。

这两家杂志都无法与《永远！》相提并论。因为《永远！》这本刊物由墨西哥最优秀的记者供稿，并且常常得到墨西哥政府的经济支持。加西亚·马尔克斯在塑造自己的公众形象时总是小心翼翼，也正是出于这层考虑，他决定不为《社会事件》和《家庭》写文章。

1961年，他只创作了一篇新文学作品，那就是发表在《墨西哥文学杂志》上的短篇小说《虚度年华的海洋》。他只发表了一篇短篇小说，但与他之前的出版物不同，这篇小说发表在一本久负盛名的文学杂志《墨西哥文学杂志》上。该杂志由奥克塔维奥·帕斯和卡洛斯·富恩特斯两位墨西哥文化精英于1954年共同创办。奥克塔维奥·帕斯于1990年获得诺贝尔文学奖。

《虚度年华的海洋》讲述了小镇里的一个陌生人赫伯特先生，他是构建故事的两股对抗力量中的一股，另一股力量是小镇的居民。小说的背景设在瓜希拉半岛上的一座贫穷的沿海小镇。一位全知叙述者讲述着每个人物，这些人物似乎勾勒出一个规模更为宏大的故事，他们也似乎比加西亚·马尔克斯之前那些短篇小说中的人物更加成熟。故事一共分为“三个部分：四处弥漫着海上徐徐飘来的玫瑰芳香；镇上来了一个身材高大、脸色红润的赫伯特先生，他带着自己的慈善计划；他游了很长时间到达海底，发现了一座沉没在海底的鲜活城市和一个到处都是完好尸体的‘死亡之海’。”

评论家指出，这篇短篇故事实际上是《百年孤独》的前奏。“譬如，在这个短篇故事里，加西亚·马尔克斯描写了一个第一次带妻子看冰的男人、一个能漂浮空中的高级教士和一个梦幻世界般的小镇。这个小镇与何塞·阿尔卡迪奥·布恩迪亚缔造的马孔多是如此相似，故事的结尾也与《百年孤独》的结尾类似。”确实，这个故事与《百年孤独》从人物到形象的描绘都存在很多相似之处，但是与上文引述的不同，故事中的人物第一次坚持要看到的东西不是冰。在《虚度年华的海洋》里，故事中的人物第一次看到的是钱的图像。故事叙述的中心人物托比亚斯“带克洛蒂尔德去看钱是什么。他们假装正在轮盘赌上押下巨额赌注，然后开始清点假装赢来的所有的钱，感觉自己无比富有”。

显然，这个图像来自加西亚·马尔克斯儿时的记忆，来自他从外祖父母家里听来的那些故事，当时阿拉卡塔卡的男人们从香蕉热中赚了成捆成捆的钱。不过，那艘似乎围攻整个贫穷沿海小镇的庞大船只、赫伯特先生以及花香都强烈地使人想起他在1961年3月第二次古巴之行后写的那篇新闻报道。在报道里，启发这篇短篇故事的船很明显不是别的船，正是“美国牛津号”。它在1960年至1969年间一直是美国海军的间谍船。加西亚·马尔克斯的第二次古巴之行的时间很明显是在他搬去墨西哥城之前，即美国对古巴实行封锁的两年后。数年后，同样的故事更名为《难以置信的悲惨故事——纯真的埃伦蒂拉和残忍的祖母》并再次发表。对于这艘被小说中那艘船替代的真船，加西亚·马尔克斯这样描述：“‘牛津号’这艘中央情报局的船上配备了各种间谍装置。数年来，它一直在古巴海域巡逻，以确保除了极少数胆大的国家外，没有一个资本主义国家敢突破美国对古巴的封锁。”

1961年，《恶时辰》以哥伦比亚最佳小说获得埃索文学奖，该奖项由哥伦比亚语言学会主办。不过，《恶时辰》这个书名并不是加西亚·马尔克斯原稿的标题，而是埃索文学奖评委取的，替换了这本书的原名《这个糟糕的小镇》。此外，这个奖项的组织者还将小说送到西班牙出版。马德里的路易斯·佩雷斯图形艺术出版社的编辑们还是保持一贯的殖民主义思维，完全不与作者商量就决定修改。他们对所有他们认为是拉美主义或是晦涩难懂的措辞全部进行了修改。不仅如此，他们还“用勘误表来败坏这本小说。1962年，当马尔克斯收到《恶时辰》的第一本印刷品时，他意识到，这本印刷品不过是对他原作的拙劣模仿。因此，他拒绝了这本印刷品。1966年，墨西哥出版了该书的第二版，加西亚·马尔克斯在这本书里补充道：‘这一次，本书作者以其个人主权和自由意志的名义，允许将合乎语言习惯的错误放回原处。因此，这是《恶时辰》的首次出版。’”

这本书有两个印刷版本，这一插曲很好地说明加西亚·马尔克斯在使用语言时总是极其慎重。因此，他从不承认早期的那个版本。《恶时辰》是一本现实主义小说。1956年，当时他还在巴黎，这部小说逐渐成形，起初它只是一篇短篇小说。随着这个故事发展成一部长篇小说，他渐渐对它失去了兴趣，将其置于一边，优先创作《没有人给他写信的上校》。基于哥伦比亚国内当时正在发生的暴乱，《恶时辰》描绘了居民们忍受的恐惧。小说中的小镇看似虚构，但应该就是指苏克雷。苏克雷是与苏克雷省同名的一个镇。这部小说的价值之一便是展现了小镇居民在被公开暴力包围时的力量与不屈。小说的冲突在于镇上人物代表的两种政治派系。

《没有人给他写信的上校》不仅比《恶时辰》先写完，而且也比《恶时辰》先出版，该书由麦德林的阿吉雷出版社首次出版。麦德林是安蒂奥基亚省的省会，人口全国第二，仅次于波哥大。这部小说被公认为是他在发表《百年孤独》之前所有作品中最有条理、语言最精美的作品。小说的主人公是一名老上校，他向我们展示，他强大的内心远胜于政府施加在其身上的所有苦痛。他是个参加过内战的老兵，数十年如一日地等待着政府发给他的退休金，然而这笔退休金却遥遥无期。小说中的小镇与《恶时辰》中的小镇非常相似。这两部小说彼此互补，相辅相成。老上校唯一的儿子因秘密分发具有破坏性的传单而被敌对政治派系的人杀害，他本人也遭受该政治派系的压迫与统治。老上校是个理想主义者，几乎是个空想家，他的妻子则似乎是一个头脑冷静的理性派。

这两部小说可以看作是对自1948年豪尔赫·埃列塞尔·盖坦暗杀事件之后席卷整个哥伦比亚的暴乱的谴责。在这两本小说中，《没有人给他写信的上校》更像是一本传记。一只公鸡在小说中起着重要的作用。这可能看似荒诞，但正是这只公鸡将整个小镇串联起来。小学生和镇上的居民把这只公鸡视作力量与尊严的象征。这些人生活在极其动荡不安的环境里，尊严是他们唯一拥有的东西。小说的情节、叙述视角以及精练的语言令评论家注意到加西亚·马尔克斯这位技巧熟练的作家。然而，这本书的销量却很惨淡。小说出版的时候，马尔克斯还没想过把它拍成电影，不过阿图罗·利普斯坦于1999年把它拍成了电影并在戛纳电影节上展播。加西亚·马尔克斯对把书翻拍成电影很有自己的想法。他曾说过：“我想不出有哪部电影是在一部好小说的基础上加以改进的，但我却能想出好多改编自差小说的好电影。”

他似乎可以随心所欲地畅谈他的想法，但是我们还是可以猜测，《没有人给他写信的上校》之所以在《恶时辰》之前发表，是因为这场危机的罪魁祸首在20世纪50年代中期依然执掌着国家大权，正如小说表明的那样。在那段岁月里，哥伦比亚的总统是古斯塔沃·罗哈斯·皮尼利亚将军，他就是《观察家报》停业的原因。这家报社当时正派加西亚·马尔克斯赴欧洲报道新闻。这部小说影射了罗哈斯·皮尼利亚1953年至1957年的独裁统治。“这个虚构故事中的市长应该是以马尔克斯的妻子梅塞德丝的一名亲戚为原型创造的。这名亲戚是个真正的罪犯，他想杀死梅塞德丝的父亲。因此，梅塞德丝的父亲［加西亚·马尔克斯的岳父］总是随身携带武器。”虚构与现实又一次缠绕交织在一起。不过另一个事实是，虽然《恶时辰》的西班牙版和墨西哥版都得到了一些文学评论家的青睐，但都没有获得商业成功。

有关这两本小说的事件和小争执确实值得一提，不过加西亚·马尔克斯在1961年就只写了《虚度年华的海洋》这一篇短篇小说。像加西亚·马尔克斯这样的作家居然只发表了那样一篇短篇小说，原因实在是令人难以理解。不知什么缘故，收录他新闻报道的四卷书目直接略过了20世纪60年代。第三卷《欧洲和美国》中收录了截至1960年5月的文章，《为自由：新闻作品第四卷（1974—1995）》则选择性地收录了1974年至1995年刊登在报纸上的文章。因此，20世纪60年代早期，即他在墨西哥城的那些年，的确是他文思枯竭的一段时期。他自我折磨地打定主意，绝不写任何自己不认可的东西。不过，短篇小说《虚度年华的海洋》讲述的故事无疑更接近他一直想创作的巨著，他原打算将那部巨著取名为《老屋》。他的想法没错，但最终的书名并不是这个。

1962年，加西亚·马尔克斯的个人生活里发生了两件大事。35岁的他第二次当上了父亲。4月16日，次子贡萨洛在墨西哥城出生。同一年，据他最小的弟弟加夫列尔·埃利希奥（家里人都叫他伊约）说，加西亚·马尔克斯经人介绍认识了卡洛斯·富恩特斯。富恩特斯在这一年出版了他蜚声国际的小说《阿尔特米奥·克罗斯之死》。加西亚·马尔克斯饱受文思枯竭之苦的同时，卡洛斯·富恩特斯却不断出书。直到今天，卡洛斯·富恩特斯依然是最高产的墨西哥作家之一。《阿尔特米奥·克罗斯之死》同样与福克纳1930年的小说《我弥留之际》有关，当《阿尔特米奥·克罗斯之死》被华金·莫蒂斯出版社隆重推出时，加西亚·马尔克斯也把过去几年创作的短篇故事集结成《格兰德大妈的葬礼》一书出版了。尽管韦拉克鲁斯大学出版社当时只印刷了两千本，但马尔克斯的这本出版物卖了很多年。这本故事集里的短篇小说《咱们镇上没有小偷》后来被拍成了电影。

不管是否是疏忽，值得一提的是，虽然加博于1961年很快就海明威自杀一事撰稿成文，但一年后的他似乎忽视了他心中的大师——密西西比人威廉·福克纳的去世。1962年7月6日早晨，威廉·福克纳因心脏病在密西西比州拜黑利亚的赖特疗养院逝世，享年65岁。他的葬礼在其去世后第二天举行。小说家威廉·斯泰伦在《生活》杂志7月20日这一期上发表了一篇报道葬礼的文章，文章配有插图，共有四页。《纽约时报》《时代周刊》《新闻周刊》《星期六晚邮报》等美国和全球其他知名的报纸杂志都纷纷报道了福克纳去世的消息。

在《社会事件》和《家庭》当了两年主编后，加西亚·马尔克斯辞职了。显然，这并不是他想做的事。1963年，36岁的他在沃尔特·汤普森代理机构的公关办公室工作时——这在当时只不过是另一种谋生方式——得到了一个创作电影剧本的机会。集电影制作人、电影导演和编剧于一身的曼努埃尔·巴瓦查诺负责拍摄根据胡安·鲁尔福的短篇小说改编的电影《金色公鸡》。富恩特斯和加西亚·马尔克斯受邀参与剧本的改编。这部电影于1964年发行。在曼努埃尔·巴瓦查诺之前，也曾有其他人尝试拍摄这部电影，但都未获得成功。这部新拍的电影也没有获得成功，这一幕让人颇有似曾相识的感觉。电影到底哪里出了问题呢？《咱们镇上没有小偷》的改编电影也失败了，不过这一点加西亚·马尔克斯要到1965年才知道。也许问题在于从一个媒介到另一个媒介的转换。马尔克斯认为，他应该将电影当作一种体裁来写，将文学当作另一种体裁来写，将二者区分开。他也这样做了。不过，他的失败可能与两种体裁之间的转换相关，也可能无关。那年，亨利·菲尔丁的小说《汤姆·琼斯》被编剧约翰·奥斯本改编成电影，该片获得了四项奥斯卡奖。1963年的另一部著名改编电影是《埃及艳后》，片中伊丽莎白·泰勒饰演埃及艳后克娄巴特拉，理查德·伯顿扮演马克·安东尼。毫无疑问，加西亚·马尔克斯去看了这两部电影。我列举这两部电影并不是在比较，而是将它们作为参考。毕竟，经费预算和男女演员在电影制作中都极为关键。

除了上面提到的两部电影，1963年美国最具标志性的事件便是11月22日约翰·F. 肯尼迪总统在访问得克萨斯州的达拉斯时遭到暗杀，全世界都为之震惊。一年前，墨西哥人民以前所未有的纸带游行欢迎了肯尼迪总统，150万名观众组成7英里长的队伍热烈欢迎他和第一夫人杰奎琳·布维尔·肯尼迪。

1964年，加西亚·马尔克斯创作了电影剧本《大限难逃》。与他之前的电影创作不同的是，这部剧本的成绩更为喜人。一年后，墨西哥的利普斯坦兄弟——阿图罗和小阿尔弗雷多导演并制作了这部电影。另一方面，剧本最初并不打算被改成文学作品，不过它还是刊登在了《美术期刊》上，就好像马尔克斯是被迫把事情做完一样。《大限难逃》是一部西部片，目的是既吸引墨西哥人，又吸引国际大众。多年后，加西亚·马尔克斯表示，他对结果并不满意。他并没想过把电影拍成西部片，但他对此无能为力。这个暴力故事发生在一个乡村，主题是复仇和荣誉，《没有人给他写信的上校》和《恶时辰》的主题框架也是这样。这部电影深受电影评论家的好评，但不知为何，这部电影还是缺了点东西，没能吸引更多观众。他的一些朋友认为，他不了解观众的喜好。他对文学和电影的处理也有待完善；他既没有抓住读者的心思和眼球，也没有抓住观众的心思和眼球。不过，他还是继续在同样反复出现的背景中写着同样的主题。

《大限难逃》的主人公因在一场决斗中杀了人而被判入狱，18年后才刑满释放（取材自一段传记描述）。被杀的人的两个儿子想为他们的父亲报仇。哥哥一直在挑衅这个有前科的犯人，直到这个犯人最终同意与他决斗一场。哥哥同他的父亲一样，也被杀死了。随后弟弟从这个所谓的坏人背后开枪杀死了他。这部电影是作者对最后将集中在《百年孤独》中的主题的又一次尝试。这些出现在看似虚构故事中的情节其实都源自真实生活。加西亚·马尔克斯自己的外祖父就曾在一场决斗中杀过一个人。

1965年，根据《咱们镇上没有小偷》改编的电影已准备好迎接对它的考验。该电影成功在意大利洛迦诺电影节上展播。马尔克斯还写了其他几部电影剧本，但没有一部获得商业成功。即便是他和卡洛斯·富恩特斯合作将西班牙著名作家胡安·鲁尔福的小说《佩德罗·巴拉莫》改编成电影，也没有获得成功。鲁尔福也创作了短篇小说《金色公鸡》，那是加西亚·马尔克斯的第一次电影冒险。从1961年至1965年，在电影业的失利令他沮丧万分，同时他也为自1948年起创作的《老屋》找不到准确的风格而心烦意乱。20世纪60年代的前半期似乎是一座他不得不攀爬的险峻高山，这个比喻一点也不魔幻。改编自同名小说的电影《咱们镇上没有小偷》中满是在各自领域成就斐然的闪耀明星，但他们都不是演员。对任何一个喜欢西班牙语美洲文学的影迷来说，能在大荧幕上看到路易斯·布努埃尔、卡洛斯·蒙西瓦伊斯、胡安·鲁尔福以及胡安·何塞·古罗拉的身影，绝对是一场视觉盛宴。加西亚·马尔克斯本人也在电影里扮演了一个售票员。用他自己的话说，艺术界和文学界所有的大人物都出现在了那部电影里。这个评价很夸张，是典型的加西亚·马尔克斯式夸大。不过，西班牙语世界内外公认的重量级的电影导演之一、西班牙人路易斯·布努埃尔确实在电影里饰演神父一角。


第五章
《百年孤独》的神话

尽管事实上我作品的每一行都取材于现实，但其获得的最大赞誉却在于想象力，这一点总让我觉得好笑。问题就在于，加勒比的现实与最疯狂的想象不相上下。

——加夫列尔·加西亚·马尔克斯

1967年，《百年孤独》在阿根廷的布宜诺斯艾利斯出版。在出版后的四十年里，全世界的读者一直将它视为一种文学现象，对它的解读不计其数。从单纯对小说本身的文本阅读——关于布恩迪亚家族六代人的故事——到用各种严谨的文学理论从政治、社会、心理、历史以及神话的角度进行的众多研究，对该书的解读方式五花八门。“《百年孤独》内容之丰富翔实，足以让一代代读者继续为其已有的海量评论添砖加瓦。”作为一部小说作品，任何不熟悉拉丁美洲现实的读者（如果有强烈的意愿读完它）都会欣赏到一个最令人叹为观止的故事。这个故事是以一种看似线性和老式的讲故事风格写成的。事实上，这正是作者的本意。他希望能够毫不犹豫地讲述最奇妙的故事，就好像一切都是在陈述事实，这样的结果就是我们今天所知道的《百年孤独》。

这部小说的实际创作始于1965年。尽管如此，加西亚·马尔克斯却喜欢说他真正动笔是在好多年以前。这似乎是一个富有诗意的夸张说法，但许多学者判断，他花了18个月才写成这本书。《百年孤独》的书名本该是《老屋》。“我原打算让整个小说都发生在那栋房子里。后来我放弃了《老屋》这个书名，不过当故事发展到马孔多小镇后，便再也没有往外发展了。”在这一章里，我们将从这部举世公认的巨著的创作开始，一直到美国出版这本书之后的那一年来追溯他的生活。

1965年，38岁的加西亚·马尔克斯依旧住在墨西哥城。他几乎没有时间去独自品味他全部作品中弥漫着的那种孤独。他不喜欢在墨西哥的《社会事件》和《家庭》两家杂志做主编工作，他当初接受这份工作的条件是他不需要为这两家杂志写一个字。最糟糕的是他写不出东西来。他来到墨西哥后，数年都面临文思枯竭的困境。1961年，他抵达墨西哥城，四年后仍无意离开。墨西哥城一直是拉美的一个文化极点，另一个是阿根廷的布宜诺斯艾利斯。墨西哥城这个地方很好，可惜他的境况不好。

《百年孤独》面世前，加博已出版了四本书：《枯枝败叶》《没有人给他写信的上校》《格兰德大妈的葬礼》以及《恶时辰》。这最早的四本书可以看作是他为写《老屋》所做的尝试。《枯枝败叶》这本小说讲述了一个家庭为了给一个被小镇居民排斥的人举行基督教葬礼而与小镇居民产生不和的事。所有的情节都是虚构的。故事的时间跨越了医生去世前的25年，通过老上校、他的女儿及其外孙这三代人的意识流展现出来。今天，加西亚·马尔克斯的书迷们可以将《枯枝败叶》看作是《百年孤独》的一部分，《格兰德大妈的葬礼》中的短篇故事以及《没有人给他写信的上校》和《恶时辰》这两本小说也是如此。

故事背景的全名出现在《伊莎贝尔在马孔多观雨时的独白》的标题里，这个短篇故事反过来可以看作是《枯枝败叶》的草稿，也可以视为从《枯枝败叶》中分出的一篇文章。《枯枝败叶》的故事背景也是马孔多。在小镇没有明确地被称作马孔多之前，它只是简单地被称为“小镇”。在《格兰德大妈的葬礼》中，三个短篇故事发生在马孔多，四个发生在“小镇”。这样的情况反复出现，让一些读者觉得他行文就算不乏味也有些重复。但这四部早期作品并不只是些简略的草稿，也不只是宣布《百年孤独》创作进展的灵感。每部作品都刻画了热带地区的现实生活，也揭示出书中人物与处于地球其他纬度（无论是在西班牙语世界还是在其他地方）的各民族都具有的弱点。作者并不是简单为了掌握写作技巧而重复自己的作品。不同故事里的人物在以现实世界为原型的小说世界中重复出现。书迷进入加西亚·马尔克斯一手创造的虚构世界中时，会认出那位神父、那个坚强的母亲、那个孩子以及那位骄傲的老上校，去寻找关于他们的所有蛛丝马迹，就好像置身于一个连续的统一体中。加博想塑造一个有血有肉、形象丰满的老上校，这个愿望最终在《没有人给他写信的上校》中实现了，不过他是在《枯枝败叶》中初次尝试塑造这个人物。

1965年7月，加西亚·马尔克斯在开车前往墨西哥的阿卡普尔科途中，突然萌生了创作他一直想写的那部小说的念头。20世纪60年代中期，从墨西哥城开车到阿卡普尔科需要10至12个小时。这段路是泛美公路的一部分，是电影、文学和现实生活中的一条著名路线。它始于阿拉斯加州的费尔班克斯，一直延伸到阿根廷的南端。即便当时车里还载着两个孩子，12个小时的车程已足够加西亚·马尔克斯将拼图的碎片拼凑起来，构思出小说的全貌。那时，在哥伦比亚降生的长子罗德里戈已经6岁，而在墨西哥出生的小儿子刚刚3岁。他五年不光彩的文思枯竭期终于结束了。如果有人向他提及《没有人给他写信的上校》，他会针扎般难受，因为这部小说当时被认为是一部技巧精湛的作品，而他却写不出与之类似或相当的作品来。不过，他的文学前途即将于1965年发生改变。

1965年前，他的小说和短篇故事一直销量不佳，他也从未拿到过任何属于作者的版税。20世纪60年代的上半期，他在墨西哥更多是作为编剧与政论作家而为人所知。在墨西哥和哥伦比亚，他发表的文学作品虽在他的朋友和一些文学评论家中间受到推崇，但受众有限。实际上，要不是他与卡洛斯·富恩特斯的亲密友谊，他也不会被收录进路易斯·哈斯那本著名的《在主流中》一书中。

1964年，哈斯正着手为哈珀与罗出版公司撰写《在主流中》一书，这本书包括了那些对美国和欧洲产生哪怕微弱影响的作家。不过，当时并没有太多关于他想写的作家的文学评论可供参考，因此个人采访就成了准备此书的最佳方式。他漫长的采访之旅始于法国巴黎，因为当时全拉美最前卫的作家胡利奥·科塔萨尔就住在巴黎。科塔萨尔1963年的实验性小说《跳房子》被视为杰作，并且是上世纪最优秀的西班牙语作品之一。1966年，这部作品被翻译成英文《跳房子》。

1965年，哈斯为了他的书来到墨西哥，采访卡洛斯·富恩特斯和胡安·鲁尔福两人。富恩特斯和鲁尔福拥有大量读者，他们的书也都是“畅销书”，销量超过五千册。今天看来，这个数字似乎有点少得可笑，但加西亚·马尔克斯自己那时并不是一名畅销书作家，并且他的书也只是由一些小出版商印刷，而哈斯的书预计先由布宜诺斯艾利斯的南美出版社出版西班牙文版。卡洛斯·富恩特斯希望哈斯能把加西亚·马尔克斯也收录到这本书中，但是他这样做并不只是出于对朋友的夸赞。富恩特斯确信，每完成一部作品，加西亚·马尔克斯都在朝更好的作家前进。《枯枝败叶》和《没有人给他写信的上校》之间有明显的差别。富恩特斯不仅说服哈斯相信加博在写作方面与众不同，还给了他加博当时已出版的四本小说。哈斯的确相信了富恩特斯不是在单纯地赞美他的朋友。不过，加西亚·马尔克斯那时不在城里，哈斯打算采访完他之后再离开墨西哥。

哈斯设法采访到了加西亚·马尔克斯，但他必须沿墨西哥城朝西开车两百英里前往米却肯州的帕茨夸罗镇。该镇以其湖泊、古老传统和民间艺术著称。哈斯在《在主流中》一书中这样描述加西亚·马尔克斯：“他体格敦实但脚步轻快，留着硬胡髭，长着花椰菜似的鼻子，牙缝里塞满了东西。他身穿一件运动开衫，一条褪色的蓝色牛仔裤，肩膀上还搭着一件笨重的夹克。”马尔克斯当时正在外景地拍电影。等到路易斯·哈斯离开墨西哥飞往阿根廷时，他已经被加西亚·马尔克斯在《没有人给他写信的上校》中的精湛技巧折服。两年后，当哈珀与罗出版公司出版《在主流中》时，哈斯的这本书很快在美国成了一些人的“参考资料”，他们想了解正在改变拉美文学现状的作家。在关于加西亚·马尔克斯的那一章里，哈斯不仅仔细研读了马尔克斯的四部小说，还给这位哥伦比亚小说家写了篇小传。

在1965年的美国，人们若是想读拉美作家的作品，通常会选择阿根廷作家豪尔赫·路易斯·博尔赫斯和胡利奥·科塔萨尔、古巴作家阿莱霍·卡彭铁尔、墨西哥作家胡安·鲁尔福和卡洛斯·富恩特斯、危地马拉作家米格尔·安赫尔·阿斯图里亚斯、乌拉圭作家胡安·卡洛斯·奥内蒂、秘鲁作家马里奥·巴尔加斯·略萨以及巴西作家若昂·吉马朗伊斯·罗萨这些人的作品。他们中的大多数人会在随后的一年里作为拉丁美洲文学爆炸时期的作家而为人所知。不过，加西亚·马尔克斯是那时唯一一个作品未被译成英文的作家。实际上，他那时名不见经传。他的名字不仅在美国无人知晓，甚至在拉丁美洲也是如此。直到1970年，《百年孤独》才被译成英文。

围绕《百年孤独》的神话始于1967年9月的首次出版方式。一方面，这本书原本应由另一家出版社出版，最有可能是墨西哥城新成立的ERA出版社，但不知什么原因，最终由布宜诺斯艾利斯的南美出版社出版。另一方面，1965年，南美出版社的文学主编弗朗西斯科·波鲁亚准备竭尽全力争取一本尚未创作的小说的出版。但波鲁亚对加西亚·马尔克斯所知甚少，或者说是一无所知。他通过路易斯·哈斯才知道有这么一个人。那时，路易斯·哈斯正打算将这位不出名的作家写进他的书里，这本书就是《在主流中》，波鲁亚是这本书的编辑。

卡洛斯·富恩特斯在墨西哥城向哈斯极力夸赞加西亚·马尔克斯在文学方面的独特性和技巧，哈斯在布宜诺斯艾利斯也是这样。哈斯将加西亚·马尔克斯到那时为止写过的四本书都借给了波鲁亚。波鲁亚立刻就被说服了。与他之前的许多人一样，哈斯认为，《百年孤独》之前的这四本书在某种程度上相互关联。他写道：“他所有的书都有同一个出处，这个出处与他并肩成长，就像一个基本形象的不同方面。实际上，［……］所有的作品差不多是在一起写的，每部都是对其他作品的回应，是对后续故事的提示，或恰恰相反，是前面故事的后续。”因此，通过哈斯——这位曾听从富恩特斯意见的人，1966年9月10日，南美出版社签订了《百年孤独》的出版合同。一个月后，《在主流中》的西班牙文版出版。

另一方面，加西亚·马尔克斯那时正与他的朋友和新闻记者分享这本书的一些零碎片段，还把小说的两章分享给了南美出版社的弗朗西斯科·波鲁亚。有趣的是，哈斯那本书的英文版与它的西班牙文原版毫无关系。尽管如此，哈斯在这一点上显然没有反对哈珀与罗出版公司。不过，当他在自己的文章中引用该书时，用的是自己的译文。他用《没有给上校的信》来代替颇富诗意的书名《没有人给他写信的上校》。

据加夫列尔·加西亚·马尔克斯最小的弟弟加夫列尔·埃利希奥（请注意这个重名现象，家里最小的孩子是用他们父亲加夫列尔·埃利希奥的名字命名的）说，加西亚·马尔克斯肯定是从1965年7月开始写《百年孤独》的，最终的完成时间不晚于1966年8月。这本小说耗时大约12个月，而不是包括加西亚·马尔克斯在内的许多人经常说的18个月。不过，他的确是在载着妻子和两个孩子驱车前往墨西哥的阿卡普尔科时，立刻获得了这本小说的灵感。一个颇具浪漫色彩但错误的说法是他们当时立刻就调转方向，回到了墨西哥城的家。其实他们并没有！加西亚·马尔克斯开车把全家带到了墨西哥的港口。等到一家人抵达世界著名的墨西哥海滩小镇阿卡普尔科时，他几乎已经在脑海中构思好了小说的整个框架。

正如加博对许多采访者说的那样，他那时完全可以将它全篇口述给一名打字员。一家人来到阿卡普尔科后，加博在旅店房间的桌前坐下，写下了小说开篇的第一句话：“多年以后，当奥雷利亚诺·布恩迪亚上校站在行刑队面前时，一定会想起父亲带他去看冰的那个遥远的下午。”毫无疑问，这是有史以来除了《堂吉诃德》外最受欢迎的西班牙语小说的开头。

整部小说在他位于洛马街19号的家中完成。洛马街位于墨西哥城圣天使旅馆的上层中产阶级街区。尽管是在同一条街、同一个街区，作家威廉·肯尼迪却把19号改成了6号。按照肯尼迪的说法，加西亚·马尔克斯在从墨西哥城开车前往阿卡普尔科的路上就已经构思好了第一章的内容。据肯尼迪说，要是加博当时随身带着录音机的话，他可以当场口述一整章的内容。不过，众多记者和学者在日期及事件的说法上存在一些小分歧，因为加西亚·马尔克斯的自相矛盾是众所周知的。在《在主流中》一书中，马尔克斯告诉路易斯·哈斯，他是在读完福克纳的小说后才有了当一名作家的想法，但在《番石榴飘香》中，他却对普利尼奥·阿普莱约·门多萨说，自己是在看完卡夫卡的作品后才想当作家的。在他自己的回忆录《活着为了讲述》里，他又说自己一直以来都想当一名作家。

“加西亚·马尔克斯先生［采访者克劳迪娅·德赖弗斯说］，关于您的文章有很多，但只有一小部分是真的。”这种暗示与他当时的政治信念和对20世纪80年代主要发生在萨尔瓦多、危地马拉和尼加拉瓜等中美洲国家的内战的评论，以及对阿根廷与英国关于福克兰群岛1的争端的评论有关。当不宣而战的危地马拉内战还未被美国媒体大肆报道的时候，尼加拉瓜反政府武装和残酷血腥的萨尔瓦多内战便被广泛关注。在每个国家，最要紧的事是为了一个更好的政府形式和结束对人权的践踏而斗争。这场斗争没有在20世纪80年代停止，而是贯穿了整个90年代。

死亡人数可能看似夸张，但在拉丁美洲通常就是这样，现实超越了大多数形式的想象。成千上万的受害人数足以吓退任何人，也足以促使人们去努力解决中美洲地区各国的国内及国际问题。只要一点点想象力和相关政党的一点点社会意识本来可能有助于结束这场斗争，但事情却并非如此。杀戮、绑架、酷刑、处决、强奸以及抢夺平民财产在萨尔瓦多、危地马拉和尼加拉瓜这三个国家司空见惯，完全是卡夫卡式的现实。

福克兰群岛战争，又称马尔维纳斯群岛战争，同样是一场不宣而战的战争。20世纪让我们长了记性，知道我们没能力认识到战争的意义是什么。这一次，1982年，涉及的国家是阿根廷和英国。据媒体报道，这场争端持续的时间很短，双方死亡人数总和也没超过一千。最终，英国重获1982年4月2日遭阿根廷争夺的岛屿的控制权。不管怎么样，坏事总有好的一面。阿根廷的战败令其军事政府名誉扫地，而这有助于这个国家恢复自1983年至今的文官统治。

加夫列尔·埃利希奥·加西亚·马尔克斯被家人和朋友亲切地称为伊约，他于2001年发表的记述与已存的一些有关《百年孤独》的虚构文章相矛盾。不可否认，他的记述是史上关于《百年孤独》的诞生最透彻全面的研究之一，他的报告涉及若干信件、一份广泛的参考书目和小说创作过程中与众多参与者直接接触的内容。和《百年孤独》的作者一样，加夫列尔·埃利希奥也听过加博笔下的那些故事，但他不是从他的外祖父母那里听来的，而是从他的父母那里听来的。埃利希奥有时候间接获悉他的大哥加夫列尔·加西亚·马尔克斯所经历的事情和他正创作的作品。没有哪个写加西亚·马尔克斯的传记作家能比他收集到更多的信息并记录成书。我们通过他了解到，在《百年孤独》创作过程中，加西亚·马尔克斯用了40张信纸，他用上面密密麻麻的小说结构帮自己梳理写作的头绪，这些信纸后来全都被加西亚·马尔克斯和妻子梅塞德丝在他们位于墨西哥城洛马街的家里烧了。但加夫列尔·埃利希奥在630页的书里称，没有任何文本可以确定这本小说开始与结束创作的确切时间。我们赞同他的许多记录，但也不忽视在他之前其他人写的作品。

小说的书名是加夫列尔·加西亚·马尔克斯开始创作之后的某个时刻想到的。我们知道，他最初给这本小说取名为《老屋》，但在1965年10月30日他写给南美出版社文学主编的信中，他用的却是这些年大家都知晓的书名。那时，他已经写了大约400页，这部小说的英文版总共有448页。请记住，我们这里的400页指的是单面打印的页数。这部小说将近完成一半了；西班牙文版与英文版的页数大致相同，不过这要看是哪个版本。事实上，正如他对采访者所说，这本小说快要出版了。

另一个围绕《百年孤独》的神话与该小说的创作时间有关。许多人写道，他在创作这部小说时一直待在墨西哥城的家里，没有离开过。然而，1966年3月，39岁的他为了参加卡塔赫纳的第七届电影节前往哥伦比亚的卡塔赫纳，那是他父母居住的地方。他作为墨西哥代表团的一员出席，代表团的参展电影是《大限难逃》，他是这部电影的编剧。卡塔赫纳电影节的评委们将这部电影评为优胜电影。这部电影的导演是当时21岁的墨西哥人阿图罗·利普斯坦。事实上，这部电影是利普斯坦作为电影导演的处女作。多年后，他于1999年导演了改编自加博的小说《没有人给他写信的上校》的电影，广受赞誉。1966年的哥伦比亚之行让加西亚·马尔克斯有机会近距离接触他正创作的小说《百年孤独》中的场景。他回到了他深爱的阿拉卡塔卡，他的出生之地，虚构的马孔多所依托的现实世界。

如前所述，《百年孤独》的萌芽已在前几部作品中显现出来。今天，我们大多数人可以清楚地看到，在《百年孤独》出版前，加西亚·马尔克斯好像一直在一遍又一遍地写着同一本书，直到那个决定性日子的到来。当他驱车前往阿卡普尔科时，《百年孤独》随之而来。前面的四部小说都为《百年孤独》的背景、人物、主题、风格和语言埋下了伏笔。“《百年孤独》囊括了马孔多与小镇居民的开始与结束、所有的来龙去脉，是一部创世记也是一部末世录。”加西亚·马尔克斯之前在每本书中尝试的一切都在这部小说中达到了巅峰。缔造马孔多这个虚构世界确实是一部创世记：“马孔多是一个小村庄，只有二十座沿着河岸修盖的土坯房。河水清澈透亮，顺着河床里光滑、洁白、史前巨蛋般的石头流淌而去。这块天地刚开辟出来，因此许多东西都没有名字，要说明这些就必须用手指。”不过，小说的基调是全新的。

小说的成功离不开加西亚·马尔克斯朋友们的宣传，朋友们对这部小说的评论对他来说无疑是琼浆玉露。那时，加西亚·马尔克斯一方面似乎在《没有人给他写信的上校》出版后面临文思枯竭的窘境，另一方面他又想在电影业取得成功。没有人比墨西哥小说家卡洛斯·富恩特斯更期待这部小说大获成功。富恩特斯在《永远！》上发表了文章《加西亚·马尔克斯：〈百年孤独〉。墨西哥文化》，不久之后，《百年孤独》的片段便开始出现在别处。秘鲁小说家马里奥·巴尔加斯·略萨在哥伦比亚波哥大的《回声》、法国巴黎的《新世界》、墨西哥的《对话》，以及秘鲁利马的《阿马鲁》上都提到了这本小说。

正如巴尔加斯·略萨所指出的那样，人们对这本小说产生了极大热情并对其寄予厚望。“继《包法利夫人》［法国作家古斯塔夫·福楼拜的作品］之后，还没有任何一本书能像《百年孤独》一样，既受到大众的喜爱又赢得评论界的好评。”卡洛斯·富恩特斯的文章后来被多次引用。英文译文如下：




我刚刚读完《百年孤独》前七十五页，简直是大师之作……所有“虚构”的历史与“真实”的历史交织、梦幻与史实融合，糅合民间传说、杜撰、夸张、神话……马孔多被塑造成为一块世界领土。这个故事里有圣经般的创始、兴盛和衰落，它讲述了人类时代的起源和命运，以及那些终将毁灭人类的梦想与渴望。




1967年6月，这部小说紧接着在布宜诺斯艾利斯出版了。第一版的封面上画着一只漂浮在树丛中的帆船剪影，背景为蓝色，与封面前景下方的三朵几何形状的黄花构成鲜明的对比。这个封面此后再也没有被重复使用过。

阿根廷诗人、散文家和短篇小说家豪尔赫·路易斯·博尔赫斯认为，《百年孤独》是一部“像宇宙一样深邃，可以有无限解读”的书。另一方面，哈罗德·布洛姆说：“我读《百年孤独》时的第一印象是，这是一种审美上的战斗疲劳，因为每一页都塞满了生命，其容量远超任何一位读者的吸收能力。”布洛姆对这部小说的评价模棱两可，没有博尔赫斯那么高的赞许。没有一本书是绝对能让所有人都觉得好并且都愿意读的，《百年孤独》也不例外。就像胡利奥·科塔萨尔的《跳房子》、卡洛斯·富恩特斯的《阿尔特米奥·克罗斯之死》、詹姆斯·乔伊斯的《尤利西斯》以及威廉·福克纳的《押沙龙，押沙龙！》一样，《百年孤独》需要坚毅的读者。以上这些小说都需要读者意志坚定，不轻易被现代主义文学技巧的复杂困扰。

1967年，40岁的加夫列尔·加西亚·马尔克斯既快乐又得意。他的第五部小说取得了非凡的商业成功。第一版仅两周就卖完了。不久，阿根廷新闻界将头版奖颁给了他。1967年6月20日，《百年孤独》出版的数周后，加博与妻子去了布宜诺斯艾利斯。当晚，两人在迪特利亚剧院观看了一场戏剧的首演。数周前，他在这座城市还默默无闻，而现在，他感到非常惊讶：“他们两人进场时，全体观众都站了起来。那一刻，加西亚·马尔克斯心想：‘这就像名利裹在层层令人目眩、翅膀般飞舞的被单里，从天堂掉下来砸在我身上，特别像俏姑娘雷麦黛丝’［出自《百年孤独》］。”

1967年结束之前，加西亚·马尔克斯已然决定举家迁往西班牙的巴塞罗那，因为他突然在任何拉丁美洲国家都毫无隐私可言。当加西亚·马尔克斯因名人身份引起的关注痛并快乐的时候，他在搬去巴塞罗那前参加了第十三届伊比利亚与拉丁美洲文学国际大会，该大会在委内瑞拉的加拉加斯举办。久负盛名的罗慕洛·加列戈斯国际小说奖在委内瑞拉颁发。那年，《绿房子》作者马里奥·巴尔加斯·略萨获得该奖。这两位从未谋面的作家一同成为众人注目的焦点：马里奥·巴尔加斯·略萨是那年的年度最佳小说家，加西亚·马尔克斯则是《百年孤独》这部巨著的作者。两人自那之后成了好友。不过，他们的友谊之路并非一帆风顺，两人曾有一次轰动全世界的绝交。

不过，把家搬到巴塞罗那并没有什么差别：在那里也很难有个人隐私。西班牙人也想要他的亲笔签名，电视、广播和报纸都想采访他。加博完全没有独处的时间。美国小说家威廉·肯尼迪这样描述加西亚·马尔克斯在巴塞罗那的家：“公寓里放着现代化的家具，地上铺着地毯，挂着落地窗帘，整体色调是米色、棕色和橙色。房间里的一件重要物品是一套高保真音响，这套音响也是加西亚生命中的重要物品，只有他一个人可以使用。他十分爱惜他的唱片，仿佛它们是精美的水晶。”肯尼迪还提到了起居室里的书架和加西亚·马尔克斯的藏书。这些书的作者我们都耳熟能详：出生于波兰的英国小说家约瑟夫·康拉德，希腊传记作家普鲁塔克，弗兰兹·卡夫卡，弗吉尼亚·伍尔夫，奥地利诗人、散文家、短篇小说家斯蒂芬·茨威格，苏格兰小说家A. J. 克罗宁（全名为阿奇博尔德·约瑟夫·克罗宁），豪尔赫·路易斯·博尔赫斯，弗朗索瓦·拉伯雷以及英国作家弗雷德里克·福赛斯。

肯尼迪的这次采访极其重要，它记录了加夫列尔·加西亚·马尔克斯的读物以及他对那些他认为影响了自己写作的作家的看法。格雷厄姆·格林与福克纳并列第一位。尽管肯尼迪的采访在拉丁美洲及其作家的问题上暗示出我们在美国经受的狭隘主义，但他了解到，要翻译《百年孤独》还得等整整一年，因为加西亚·马尔克斯心仪的译者是格雷戈里·拉瓦萨，而拉瓦萨当年的日程已排满了。“我愿意等。”加西亚·马尔克斯对他的出版商说。肯尼迪补充道：“这是一个让所有了解英译本的人都必定心存感激的决定。”他这么说完全正确。可以想象，加西亚·马尔克斯那时正谨慎地精心计划他在美国图书市场的盛大登场：格雷戈里·拉瓦萨因1966年胡利奥·科塔萨尔的小说《跳房子》的英译本而荣获1967年的国家图书奖。

另一方面，他的文学经纪人——加泰罗尼亚人卡梅尔·巴尔塞尔斯已为加西亚·马尔克斯的前四本小说——《枯枝败叶》《格兰德大妈的葬礼》《恶时辰》以及《没有人给他写信的上校》——安排好了英译本。所有的努力都在拉瓦萨的翻译完成后得到了回报。加夫列尔·加西亚·马尔克斯那时已是全球知名的作家，有趣的是，自1961年起，美国因为他的政治信仰禁止他入境。他的书在美国各地都有读者，《百年孤独》在一些大学里还有一批狂热的追随者，但作者本人却不被允许踏上美国的土地，因为他被指称是共产党。尽管没有找到他的党籍记录，但他曾作为记者在拉丁美洲的新闻机构——拉丁美洲通讯社短暂工作过一段时间，而这家新闻机构属于古巴政权。

1967年创作《百年孤独》这样一部天才作品所需的那股干劲依然支配着加博后续的作品。他沉迷于写他的童年，写那些他认识的人以及他见过的加勒比各地，他对这些内容的迷恋从来不曾消失。1968年是西方世界文化史上的一个断裂，不过在他的作品中，这一年乍看就好像只是简单地来了又去，尽管我们都清楚事实并非如此。怎么可能有人没有察觉到这场横扫世界的社会动荡呢？

在美国，我们目睹了越南战争因北越被轰炸而进一步升级。全世界到处都是反对这场战争的抗议活动，学生反战运动也在西班牙、墨西哥、布拉格、巴黎和美国爆发。很多国家都忙于应对世界秩序的改变和国内的社会与政治问题，上述只是一些例子。那年3月，林登·B. 约翰逊总统宣布，他将不再追求也不会接受民主党总统连任的提名。一个月后的4月4日，小马丁·路德·金在田纳西州孟菲斯洛林汽车旅馆的阳台上被枪杀。民权活动家小路德·金生于1929年，仅比加西亚·马尔克斯年长两岁。同年晚些时候，不可思议的事情再次发生：6月15日，参议员罗伯特·肯尼迪在加利福尼亚州洛杉矶大使酒店的大厅遭到暗杀。

加博骨子里仍是一名记者，他本可以撰写关于这些世界事件的专栏文章，甚至可能还会写杰奎琳·肯尼迪与亚里士多德·奥纳西斯的爱情故事和婚礼。从关于他喜欢听的音乐的那些采访问题中，我们可以想象，加博非常清楚披头士乐队《嘿朱迪》这首歌的发行与嬉皮士运动。这场反主流文化运动影响了时尚界与美国人的生活方式，并且以同样的程度影响了其他西方国家的人。旧金山是这场运动的中心，而1968年的夏天对那些追随改变的人来说是“爱之夏”。我们知道，加博对流行文化的共性并不陌生，因为他无论是作为记者还是小说作家，都要以此为生。

在巴塞罗那时，加西亚·马尔克斯每天都生活在弗朗西斯科·佛朗哥将军的独裁统治之下。佛朗哥漫长的独裁统治对西班牙新闻业的管制极为严格，加泰罗尼亚语与巴塞罗那的加泰罗尼亚地区无疑也在管制范围之内。除了不断与警察发生冲突的大学生之外，西班牙人对独裁政府的抗议手段总体是温和的。不过，加博也不会写这些。据加西亚·马尔克斯所述，他想写一本遵循拉丁美洲“独裁小说”这一文学传统的书，这本书就是《族长的秋天》，而佛朗哥的独裁统治与这本书中构想的独裁截然不同。加西亚·马尔克斯认为，这本书完全是在描述历史。“我曾意识到，”他说，“我自己从未在独裁统治下生活过，因此我认为，如果我在西班牙写这本书，我就能亲自观察独裁统治下的生活氛围到底是怎样的。然而我发现，佛朗哥统治之下的西班牙的气氛与加勒比地区独裁统治之下的气氛迥然不同。”他的言辞是否过于得体和挑剔呢？读者是否能发现阿根廷独裁者胡安·多明戈·庇隆、多米尼加独裁者拉斐尔·特鲁希略或智利的独裁者奥古斯托·皮诺切特与这名西班牙独裁者弗朗西斯科·佛朗哥存在相似之处呢？答案取决于读这部小说的人。书中复杂的写作技巧令它成了一本连评论家都很难读懂的小说。我们都知道，《族长的秋天》这部小说是他在西班牙创作的，但这部小说同时也是他呕心沥血数年的成果。他个人对这部小说有着非常深厚的感情，但美国的文学评论家却认为这本书不如《百年孤独》。

他于1968年创作的作品可以看作是对《百年孤独》的重复。他似乎打定了主意，只写那片他成长的土地以及那片土地上他熟悉的人。据巴尔加斯·略萨称，加西亚·马尔克斯在1968年写了五篇短篇小说，不过第五篇本来打算拍成电影。之前电影《大限难逃》的成功激发了他对电影的兴趣。这五篇短篇小说分别是：《巨翅老人》《世上最美的溺水者》《兜售神药的好人布莱克曼》《幽灵船的最后一次航行》以及《难以置信的悲惨故事——纯真的埃伦蒂拉和残忍的祖母》。这五篇作品的西班牙文版和英文版的出版日期都不同。他要等十六年才能将《难以置信的悲惨故事——纯真的埃伦蒂拉和残忍的祖母》拍成电影《埃伦蒂拉》，《巨翅老人》则要再等四年，尽管《巨翅老人》最初本没打算拍成电影。

在《巨翅老人》《世上最美的溺水者》以及《幽灵船的最后一次航行》中，以马孔多为背景的魔咒被一座海边小镇取代，不过这五篇作品里充满了各种魔幻现实主义的形象。如前所述，这五篇作品显然都受到了《百年孤独》的影响。此外，这五篇作品一致运用了对政治、社会以及宗教的讽刺。讽刺是叙事文中描述日常生活的基本技巧之一，无论是他的长篇小说还是短篇小说，我们在读过之后都会逐渐意识到，讽刺与反讽都是检验并质疑道德与伦理价值观评判的基础。这一点在这五篇作品中无疑是正确的。不过，这个观点不是从作者的角度，而是从读者的角度出发的。

在这五篇作品中，因其创新的写作技巧而令读者惊讶的作品是《幽灵船的最后一次航行》。一方面，整个故事从头到尾只用一句话来讲述。另一方面，故事的叙事口吻从全知叙述者转到小说人物，然后又回到全知叙述者，这令读者对文本本身产生怀疑。这个故事与《难以置信的悲惨故事——纯真的埃伦蒂拉和残忍的祖母》《巨翅老人》以及《世上最美的溺水者》不同，它最终消失在虚无中。高水平的写作实验让这个故事的情节毫无构思可言。当然，这正是作者的本意，即假装没有构思。这种手法类似于我们从梦中醒来，自以为能记住梦中的一切，但事实上我们没有记住也无法记住。标点符号的缺失让读者迷惑，一口气到底的句子在无声地淡出、消失。故事的开头，谁是那个宣布我们将找出他到底是谁的人？故事开头的构思——第一次看见某物——也令人联想起《百年孤独》的第一句话。在那本书中，我们看到的是一个孩子，而这本书中是一个男人。

五篇作品中有两篇是为儿童写的，它们是《巨翅老人》和《世上最美的溺水者》。尽管如此，当《巨翅老人》被搬上荧幕时，这一特点却为了追求高票房而被丢弃。短篇小说中本不存在的性暗示使这部电影粗俗下流，完全不适合小孩观看。这五篇小说十年后在美国出版，一起被编入《纯真的埃伦蒂拉与其他故事》一书中。虽然《巨翅老人》这篇短篇小说的情节从道德角度来看不难读懂，但《纯真的埃伦蒂拉》的故事情节却截然相反，原因是读者根本不愿意或不能透过表面解读文本。虽然《纯真的埃伦蒂拉》（故事主人公一点也不纯真）这个故事可以从剥削的几个不同角度来解读，但读者首先看到的却是儿童卖淫、对儿童的剥削，接着便产生厌恶之情。一位祖母把她14岁孙女的贞节卖给了一个出手阔绰的鳏夫，这个讽喻冒犯了许多读者。不过，故事的主题只是加西亚·马尔克斯利用的一种文学工具，因为他对女性的看法与这里完全不同。

1969年，时年42岁的他已从版税中挣了许多钱，成了一名全职作家。他不用再操心生计问题，每日只需忙着写作、旅游以及参加各种以他的名义举办的典礼。在这些典礼上，他要么领取颁发给《百年孤独》的奖项，要么只是作为荣誉嘉宾出席。《百年孤独》首次出版便在布宜诺斯艾利斯一举成名，同年又相继在意大利和法国大获成功。1969年，《百年孤独》在意大利获得评论家授予的意大利基安恰诺奖，在法国获得评论家颁发的最佳外文书奖。在美国，《百年孤独》于1970年被译成英文，以获得更多读者的青睐。美国文学评价家将其列为当年最佳的12本书之一。由此可见，这个关于布恩迪亚拉丁美洲家族的故事吸引了美国人、意大利人、法国人以及许多其他国家的人。

截至1971年，这本书仅在西班牙语国家就已销售近五十万册，他早期的四部作品也都重印出版，以满足想读更多关于这位马孔多创造者的大众。拉丁美洲读者读起他的这部作品来更是如饥似渴。许多爱读书的人发现，书中的人物在言行举止、悲观情绪以及悲哀伤痛等方面与他们一些人的父母很像，其他人则认为这是对各种拉丁美洲政府的影射。这部小说的情节大多都笼罩在悲伤之下，但在故事快结束的时候，布恩迪亚家族的两名成员——奥雷利亚诺和阿马兰塔·乌尔苏拉找到了爱情。阿马兰塔·乌尔苏拉是奥雷利亚诺的姨妈，但她完全不知道他们的亲属关系。他们之间产生了纯洁的爱情，这是布恩迪亚前几代人极力否认的情感。正如《圣经》中暗示的那样，她生完孩子就死了。他们的孩子被蚂蚁吃掉，孩子的父亲是布恩迪亚家族的最后一个人，也是又一个奥雷利亚诺。他逐渐意识到，他一直在翻译的梵文手稿正是百年前写成的他整个家族世世代代的故事。“他开始解读他当下的生活，一边生活一边解读，在解读羊皮纸手稿的最后一页时预见自己的命运，就像凝视着一面会讲话的镜子似的。”手拿小说、处于文本之外的读者对小说高潮部分的感悟与小说中的人物感受相同。我们同时在读他正在解读的东西。他知道他自己，奥雷利亚诺·巴比洛尼亚，是家族的最后一个人，注定会从地球表面被彻底抹去，而我们也知道这一点。因为“它［羊皮纸手稿］上面记载的一切将永远不会重现，因为注定经受百年孤独的家族不会再有第二次机会在这片大地上出现”。这就是小说的结尾。这部小说自1970年首次在美国以英文出版后，这个如宝石般熠熠生辉的经典结尾就已宣布，无论小说大获成功之后会发生什么事，这本小说都不会再有续集，也不会被拍成电影，只有小说。

全世界的出版社闻风而动，1970年前后与马尔克斯签订了18份翻译合同，签订合同的出版社分别来自美国、法国、意大利、芬兰、巴西、瑞典、德国、苏联、挪威、波兰、罗马尼亚、捷克斯洛伐克、南斯拉夫（该国出版社与他签订了两份翻译合同，一份是塞尔维亚——克罗地亚语，一份是斯洛文尼亚语）、英国、丹麦、日本以及匈牙利。尽管现在说它是一部经典小说还为时过早，但加夫列尔·加西亚·马尔克斯享誉世界的名声却是当之无愧的。《百年孤独》出版四十年有余，经受住了众多考验。每次阅读依旧令人耳目一新，时间可以证明这一点。一些评论家称之为“一部瞬间即为经典的作品”。

1971年，加西亚·马尔克斯在犹豫是否接受哥伦比亚大学的荣誉博士学位。他会因接受这个学位而被世人误解吗？这是否会损害他的信誉呢？毕竟自1961年起，他就被禁止踏上美国的土地。加西亚·马尔克斯最后获得了美国的特别签证，接受了哥伦比亚大学的荣誉学位。他会说，颁发学位的是大学，而不是政治家。

结　语

今天，《百年孤独》拥有数百万读者与超过四十种语言的译本。为庆祝该小说出版40周年，西班牙皇家语言学院与通用西班牙语的拉丁美洲国家的各语言学院经过仔细审校出版了它的特别纪念版。作者本人在付印前参与了校对工作。2007年3月6日，该书的印刷版在哥伦比亚出版，那天正好是他80岁的生日。

这一特别纪念版的内容简介之后是哥伦比亚诗人、小说家及散文家阿尔瓦罗·穆蒂斯撰写的引言。阿尔瓦罗·穆蒂斯是加博二十岁时结识的朋友，他们的友谊持续了六十多年。穆蒂斯不仅是这位有抱负的年轻作家的朋友，也是他文学艺术事业的慷慨资助者，并且陪伴了加博一生。加西亚·马尔克斯获得诺贝尔奖时，两人都在斯德哥尔摩，他们的庆祝活动也充满了传奇色彩。他们有共同的朋友，共同喜爱的书和音乐，还曾一起在三大洲旅行。穆蒂斯的引言后紧接着是卡洛斯·富恩特斯的文字，他写了一篇名为《给美洲一个名字》的颂词。对大多数拉丁美洲人来说，美洲从阿拉斯加开始，一直到阿根廷位于南极的最南端结束。这位墨西哥小说家也谈及了他与加博的友谊。1962年，两人在墨西哥城相识。正如本章与第四章中所指出的那样，两人之间的友谊为加西亚·马尔克斯赢得国际认可，特别是来自英语世界的认可起到了重要的作用。

为表达对这部小说的敬意，在穆蒂斯与富恩特斯之后是马里奥·巴尔加斯·略萨的长篇巨作《加西亚·马尔克斯：弑神者的历史》的摘要。加西亚·马尔克斯和妻子梅塞德丝·巴尔查在巴尔加斯·略萨创作这本巨作时曾与他合作过。巴尔加斯·略萨对《百年孤独》的评论首次发表于1971年，紧随其后的是维克多·加西亚·德·拉·孔查和克劳迪奥·纪廉的一些评论。德·拉·孔查是一名西班牙语语言学家，从1998年开始一直担任西班牙皇家语言学院的主席。纪廉是国际著名的加泰罗尼亚诗人，曾任哈佛大学的名誉教授，于2002年溘然长逝。

《百年孤独》的特别纪念版是全世界的书迷必须拥有的一本书。2007年3月，该书在哥伦比亚卡塔赫纳举办的第四届西班牙语国际大会上被赠予加夫列尔·加西亚·马尔克斯。为此，许多学者、朋友、政治家以及新闻人士在那天齐聚一堂。卡洛斯·富恩特斯便是其中一员。除此之外，还有西班牙国王与王后以及美国前总统比尔·克林顿。

为什么人们会如此喜爱《百年孤独》呢？我认为，人们之所以如此长久地喜爱这本书，是因为这本小说可能是除《堂吉诃德》外所有西班牙语现代主义小说中最能真实体现人类本性的一部作品。

注释

1．编辑注：英国称福克兰群岛，阿根廷称马尔维纳斯群岛。


第六章
1973年9月11日——举世闻名之日

卡波特和梅勒从自己的小说作家生涯中发展出对纪实小说或新新闻主义的兴趣，加西亚·马尔克斯则走上了一条与之截然相反的道路——从新闻转向了文学。

——格洛丽娅·珍妮·博德托尔夫·克拉克，《风格的协同作用》，第22页

1970年，43岁的加夫列尔·加西亚·马尔克斯将他最初写给《观察家报》的一篇调查性报道出版成书。《观察家报》是一份面向哥伦比亚全国发行的报纸，总部在波哥大。虽然在今天，加西亚·马尔克斯的作品通常在出版后不久便有译本，但那时《落难海员的故事》并没有。这部作品于1955年以新闻报道的形式首次发表时曾极大地提升了加博的人气和声望。不过这篇新闻特写于1970年出版成书时在西班牙和西班牙语世界反响平平。16年后，《落难海员的故事》的英译本面世，但并未引起巨大反响。

20世纪70年代上半期，加西亚·马尔克斯已经成为家喻户晓的名人，靠着《百年孤独》带来的名誉、声望与财富生活。早在1971年，埃内斯托·冈萨雷斯·贝尔梅霍就注意到，加西亚·马尔克斯已被视为“最伟大的作家之一，或最伟大的西班牙语作家，拉丁美洲的阿马迪斯，哥伦比亚的塞万提斯，《百年孤独》——这本最重要的现代小说之一的作者”。不管夸张与否，《百年孤独》吸引了全世界的读者。每个人都在谈论着《百年孤独》。事实上，这本书自1967年出版至今已有40多年了，但大多数人似乎从未停止过对它的讨论。不过，这部作品直到1970年才有英译本。即便如此，美国的一些学者、评论家以及众多大学生却在该书于1967年出版后不久就读了它的西班牙语原著。那时，一群受过大学教育的美国民众就已在读阿根廷作家豪尔赫·路易斯·博尔赫斯和胡利奥·科塔萨尔、智利作家玛丽亚·路易莎·邦巴尔和巴勃罗·聂鲁达、墨西哥作家卡洛斯·富恩特斯和胡安·鲁尔福以及其他作者的西班牙语作品了。

1971年，乌拉圭记者埃内斯托·冈萨雷斯·贝尔梅霍代表古巴媒体拉丁美洲通讯社采访了这位哥伦比亚语言魔术大师，两人的对话主要围绕《百年孤独》展开。当冈萨雷斯·贝尔梅霍问“哪里对《百年孤独》的评论水平最高？”时，加博回答道：“虽然这样说令人尴尬，但确实是美国的评论水平最高。美国的读者专业、自觉、训练有素，他们中有些人思想先进，有些人则如料想的一样保守。但作为读者，他们都很了不起。”为什么说《百年孤独》的最好读者是美国人是一件很尴尬的事呢？《百年孤独》所要表达的观点、传递的信息以及使用的隐喻是针对某一特定群体还是不同群体呢？苏联人如何评价这部作品呢？日本人、希腊人以及非洲各民族又如何评价呢？他说尴尬是因为当时在美国，对《百年孤独》这一主题发表文章并继续进行文学评论的读者要么是古巴人，要么是古巴裔美国人或其他在美国生活的拉美裔吗？这些人中有些是当时美国一流大学的文学教授，并且有些现在依旧是。事实上，他们或许就是加西亚·马尔克斯所称赞的《百年孤独》“最了不起的读者”。当然，还有一群在过去四十年里经常被允许采访加西亚·马尔克斯的美国记者，他们中的一些人本身也是作家。

20世纪70年代，无论是加西亚·马尔克斯主动谈及的还是选择避开的话题，人们对他的看法都非常重视。若话题涉及古巴，他的措辞总是经过精心构思，也许还带着巧妙而谨慎的不妥协态度，就如前文引述的那样。他做的采访是为古巴民众准备的。

到1971年时，仅加西亚·马尔克斯的名字就足以成为新闻。从政治角度来说，到了70年代，他的话有着极大的影响力。我们很快会发现，他的沉默同样有着重大的意义，“帕迪利亚事件”的出现便能证明这一点。埃维尔托·帕迪利亚是一位古巴知识分子、古巴革命的拥护者和诗人，他在古巴革命胜利之前一直住在美国。革命一胜利，他立即回到了祖国。当我们在美国经常耳闻的流散在外的古巴人纷纷离开这座小岛时，帕迪利亚却飞了回去。“1959年，时年27岁的帕迪利亚先生带着对革命的满腔热情从美国回到祖国，从事广播评论员和翻译官的工作。他成为文学杂志《革命星期一》的创始编辑之一，同时还兼任古巴的新闻机构拉丁美洲通讯社和古巴共产党报纸《格拉玛报》驻莫斯科和伦敦的外国记者。”

不过，在古巴以外的地方，埃维尔托·帕迪利亚只是一个名不见经传的诗人。1971年，他因批评古巴政府遭到监禁并被指控为反革命分子，他的名字到那时才得到国际社会的广泛关注。1971年，他与妻子贝尔吉丝·库萨·马莱双双被捕。其中，马里奥·巴尔加斯·略萨、西班牙作家胡安·戈伊蒂索洛、卡洛斯·富恩特斯和奥克塔维奥·帕斯、普利尼奥·阿普莱约·门多萨、胡利奥·科塔萨尔以及让——保罗·萨特等国际著名作家纷纷对此次逮捕表示抗议，并与他们曾经支持的古巴革命断绝了关系。共计54名学者在一封名为《给菲德尔的第一封信》的公开信上签名，要求古巴政府对此次逮捕事件给予解释，并重新考虑逮捕一事。传言说，那封信上缺了加夫列尔·加西亚·马尔克斯的签名。他有没有在那封信上签名呢？无论怎样，这都很重要吗？在某些圈子里，他是否在那封写给菲德尔·卡斯特罗的公开信上签字确实有着举足轻重的结果。如果这封信的副本或原件还在的话，这些将会是历史学家的任务，我们现有的也只是矛盾的观点。有些人说他签了，有些人说他没有，还有一些人说普利尼奥·阿普莱约·门多萨代他签了。

帕迪利亚事件被确认为是拉丁美洲文学爆炸时期拉美作家开始分裂的原因之一。但在1971年，除了帕迪利亚事件，加西亚·马尔克斯还被卷入了许多其他事件中。有些事件涉及政治、社会和电影，有些却只有他自己、家人和他最好的朋友才知道。当然，至于后一种，我们可能永远都不会知道。另一方面，他的朋友本身在当时就是世界新闻。通过像巴勃罗·聂鲁达这样的朋友，加博得以继续与一些世界名人保持联系，并与他们建立友谊，法国总统弗朗索瓦·密特朗便是其中之一。1971年，加博在聂鲁达位于巴黎的家中与密特朗相识，当时聂鲁达担任智利的驻法大使。那时，密特朗是法国社会党的领袖，还不是总统。聂鲁达在获得诺贝尔文学奖提名时邀请加博及其妻子梅塞德丝到自己的家中做客。不过，密特朗只是加博在那晚认识的有影响力的人物之一：“聂鲁达不仅将加博第一次介绍给密特朗，还将他的哥伦比亚友人介绍给两位法国名人和一位瑞典官员。”这两位法国名人是雷吉斯·德布雷和亨利·卡蒂埃——布雷松，瑞典官员则是诗人、小说家及文学评论家阿图尔·伦德奎斯特。

伦德奎斯特于1991年离世，当时《纽约时报》在他的讣告中谈到了他在瑞典学院这个诺贝尔文学奖颁发机构的影响力。“他的同事之所以会注意到许多西班牙和拉美作家的作品，是因为他在其中起到了很重要的作用，他本人就经常翻译这些作品。”讣告中还提到了巴勃罗·聂鲁达和1990年诺贝尔奖获得者、墨西哥诗人奥克塔维奥·帕斯，南非作家内丁·戈迪默以及法国作家克劳德·西蒙，但没有提到加西亚·马尔克斯。聂鲁达邀请的客人都是与社会主义事业有关联且颇具影响力的人物。因为与切·格瓦拉的关系，德布雷一年前才从玻利维亚的一所监狱被释放。

在这些备受瞩目的法国客人中，密特朗在当选法国总统后任命德布雷为第三世界事务顾问。在任何人的职业生涯中，经人介绍结识著名且有影响力的人物都是一件非常重要的事情，但能否发展出一段友谊却取决于共同的努力。密特朗成为法国总统是十年后的事。加博与这位政治家的友谊将会经受住时间的考验。在下一章关于20世纪80年代的内容里，我们将谈到密特朗的就职典礼以及陪伴在他左右的朋友们——加西亚·马尔克斯当然也在其中。

20世纪70年代，这位来自阿拉卡塔卡的电报员之子、四十多岁的哥伦比亚作家突然之间备受全世界关注。1971年5月，加西亚·马尔克斯正准备前往美国，单这一举动就将他置于风暴的中心。帕迪利亚事件一直被高调宣传为代表左翼知识分子（他们曾支持古巴革命）的反政府举动，这一事件已经过去十多年了。因此，加博必须慎重考虑去美国这件事。他不希望国际媒体臆断他与菲德尔·卡斯特罗政权已经断绝关系。“对那些不知道我早就做出这一决定［去哥伦比亚大学］的人来说，这可能会让他们以为我去美国是因为我与卡斯特罗断绝了关系。因此，我向新闻界发表了一份声明，以彻底澄清我在卡斯特罗、博士学位以及重返12年来一直拒绝给我签证的美国这几个问题上的个人立场。”他不敢相信哥伦比亚大学选择了他。“在这个世界上，我最不抱希望的事就是拿一个文学博士学位。我的道路总是与学术背道而驰。［……］我问自己：‘要是我此刻在文学院里戴着博士帽、穿着博士服，那么我应该在做什么呢？’我是在朋友的一再坚持下才接受了荣誉博士的头衔。”虽然他和卡斯特罗的关系对于他赢得全球读者的认可颇为重要，但仅仅卡斯特罗一人还不够。萨尔瓦多·阿连德、奥马尔·托里霍斯、卡洛斯·富恩特斯、格雷厄姆·格林以及许多其他知名公众人物也是加西亚·马尔克斯的朋友。但部分新闻媒体、一些学者和许多大众却似乎对他与卡斯特罗的友谊有着超乎寻常的兴趣。不过，20世纪70年代，加西亚·马尔克斯还支持过智利人民阵线、尼加拉瓜桑地诺民族解放阵线以及阿根廷蒙特内罗城市游击队。在上述同一采访中，加西亚·马尔克斯补充说：“智利即将发生突如其来的激烈事件。”

他对智利即将发生突如其来的激烈事件的预言是正确的。萨尔瓦多·阿连德当选智利总统后不久，一场称得上是内战的战争在智利爆发了。一个重要变革就是国家矿业的国有化。虽然这个变革对矿工和国家经济有利，但涉及国际业务的私有部门却会遭受沉重打击。那时智利的铜矿由阿纳康达、肯纳可和切罗三家美国公司掌控。这场席卷全国的社会动乱立即成了世界新闻。大学生、知识分子和中产阶级人士为支持政府的行动纷纷走上街头游行，但上街游行的并不只有他们，还有那些支持旧统治阶级和外国利益的人。据《时代周刊》杂志报道，1971年1月，“在智利的一百五十多家美国公司没有一家放弃和离开。尽管对大多数公司（若非所有公司）的征收似乎只是一个时间问题，但在不知道阿连德下一步什么时候或向什么地方出击的情况下，没有一家公司愿意做出不必要的对抗。”1971年7月26日，萨尔瓦多·阿连德在铜矿国有化的修正案通过后宣布，智利是“未来的主人”。“报纸、广告牌和墙壁上都写满了这个口号：‘智利已穿上长裤！铜最终是我们的。’”智利当时正在经历民族自豪感与社会动荡的双重境况，但随着巴勃罗·聂鲁达荣获诺贝尔文学奖，智利民众及其支持者皆认为，他们在历史上的地位是正确的。聂鲁达在1971年12月13日的诺贝尔获奖演讲题目恰恰是《走向辉煌之城》。不过这位诗人的宴会演讲与加西亚·马尔克斯不祥的预言“智利即将发生突如其来的激烈事件”一样，也提到了即将发生的不祥之事。在谈及他的诗人身份时，他说：“我要致以谢意，回归我的工作，回归那每日等待我们这些诗人用鲜血和痛苦填满的空白页，因为只有用鲜血和痛苦写就的诗歌才应被称为真正的诗歌。”但聂鲁达和加西亚·马尔克斯都没有想到1973年的智利将会发生什么。

另一方面，加西亚·马尔克斯的文学事业暂时搁浅了。1972年，除了先前作品的译作外，加西亚·马尔克斯没有发表任何文学作品，无论是短篇还是长篇小说。那年，美国出版了他的《枯枝败叶和其他故事》。《百年孤独》在1972年带来的连锁反应便是加西亚·马尔克斯获得罗慕洛·加列戈斯国际小说奖。这个奖项以委内瑞拉前总统、小说家罗慕洛·加列戈斯的名字命名，每两年评选一次，颁给最佳小说。该奖项设立于1964年，设立时间并不长，但第一次颁奖是在1967年。该奖的第一位得主是马里奥·巴尔加斯·略萨，他因小说《绿房子》获得该奖。卡洛斯·富恩特斯、阿根廷作家曼波·贾尔迪内里和智利作家罗贝托·波拉尼奥也曾获得该奖项。最初设立这个奖项时，备受瞩目的奖励是十万玻利瓦尔、一枚金牌和一张证书。

1972年，《百年孤独》从来自18个国家的139部小说中脱颖而出。奖项于8月颁发，当时恰逢罗慕洛·加列戈斯的生日。同年，加西亚·马尔克斯在美国获得纽斯塔特国际文学奖。这个奖设立于1969年，两年颁发一次，由俄克拉荷马大学和《今日世界文学》赞助。奖品包括5万美元、一件银铸老鹰羽毛的复制品和一张证书。1972年纽斯塔特国际小说奖的11名候选人包括奥克塔维奥·帕斯（1990年诺贝尔奖获得者）和波兰作家切斯瓦夫·米沃什（1980年诺贝尔奖获得者）。米沃什在获得诺贝尔奖的前两年获得纽斯塔特国际文学奖，奥克塔维奥·帕斯则在1982年胜出。时至今日，唯一获得该奖的美国人是生于马萨诸塞州的诗人伊丽莎白·毕晓普，她于1976年获得该奖。

1973年3月8日，哥伦比亚卡塔赫纳的《宇宙报》成立25周年之际，加西亚·马尔克斯从巴塞罗那给洛佩斯·埃斯考里亚萨博士写了一张便条，他正是从这里开启了他的记者生涯。“尊敬的洛佩斯博士，”他写道，“我相信，当我想起今天是您一手创办的报刊的25周年纪念日时，很少有机会像今天这样令我意识到时光的流逝。在您的报社，大师萨瓦拉曾随心所欲地工作，我则开始学习在这世界上我所做的唯一有用的事：记者工作。请接受我最诚挚的拥抱。加夫列尔·加西亚·马尔克斯。”他对那些曾在早年帮助过他的人怀有真挚的感激之情，这是他的众多优良品质之一。20世纪70年代后不久，加西亚·马尔克斯便不再写信，也不在信上署名。他因自己的一些信件在那时被售卖而变得完全心灰意冷。

和前一年一样，他没有任何新的文学作品发表。1973年，《纯真的埃伦蒂拉与其他故事》的英译本出版。这本书有十一个短篇故事和一部中篇小说，书名由这部中篇小说而来。正如原文章名《难以置信的悲惨故事——纯真的埃伦蒂拉和残忍的祖母》所示，这是一个关于侮辱与剥削的故事。尽管这个故事可以从不同层面进行解读，但读者无法避开埃伦蒂拉被祖母卖为娼妓时忍受的压迫。虽然十四岁的埃伦蒂拉并不是真的纯真（她计划杀死祖母），但她确实是被那个老妇人给利用了。小说中描述的剥削形象粗暴残忍。《纯真的埃伦蒂拉》于1972年首次发表。那时，加夫列尔·加西亚·马尔克斯的超高人气足以让他出版几乎任何作品，虽然他只会出版他想要出版的作品。全世界的读者大众都想读这个哥伦比亚“魔幻现实主义”作家更多的作品。在某种程度上，他已是一个能轰动世界的人。他的短篇小说和前几部作品在此之前还无人问津，现在却备受欢迎。此外，读者和影迷还有机会在电影中感受埃伦蒂拉的不幸。电影版于1983年面世，故事情节围绕着一个被迫卖淫的十四岁女孩展开。埃伦蒂拉卖身，但不同于《六点钟来的女人》中那个因强大父权制而卖淫的妓女“女王”，她是被她的祖母剥削，因此这是从父权制到母权制的彻底颠覆。读者可能会把这篇小说看作是性别歧视、沙文主义、偏执、不公以及所有其他可能给那些虐待女性的男人贴上标签的词语，但他们也可能不会这样做。故事情节和故事中的祖母一样恐怖（她的血是绿色的）。为了结束这种痛苦，埃伦蒂拉杀死了她的祖母。这个故事表达的象征意义读者可能理解，也可能不理解。表面上看，故事描述的是一个对孙女毫不讲道德伦理的老妇人，一个无耻、恋童的女家长。加博在影片中说道：“我认识这个叫埃伦蒂拉的女孩，也认识这个祖母。但我不认为她是她的祖母。她只能算是一个移动妓院的老鸨，从一个城镇到另一个城镇。”因此，随着故事恶意满满地展开，我们既在读小说，又在读某种形式的现实。那个残暴的老妇人，无论是否与女孩有血缘关系，都是一个真实存在的人，那个年轻的女孩也是。

不管怎样，这个故事确实可以从不同角度进行解读。一旦读者深入到表层之下，那么他在读这部作品时就需要思想活跃、求根究底、有旺盛的好奇心。他可以把这个故事看作是一篇充满诗意的散文，其中的引证和人物都有隐含意义（象征意义）。尽管意义是含蓄的，但那些将作品拼凑完整所需的元素就在故事中。不过，读者必须从自身角度来解读它们。拉丁美洲三百年的殖民统治立刻浮现于脑海之中。殖民地时期很容易被拿来与作品对应：《纯真的埃伦蒂拉》代表被西班牙和葡萄牙及之后的法国剥削统治的年轻殖民地。如果读者选择从这一点来解读的话，埃伦蒂拉遭受的剥削与所谓新世界遭受的剥削统治非常相似。这部电影由葡萄牙电影导演、编剧及演员鲁伊·格拉执导，他在镜头前说：“整个拉丁美洲就是由剥削构成的。人们在政治、经济、人权、男人与女人之间以及种族层面上都受到了剥削。”不过，格拉很快又补充说：“但你们永远也不能让我说它［《纯真的埃伦蒂拉》］含有隐喻，即使这些隐喻真的存在。这不应该由我来说，而应该由你们自己去发现。”格拉不是在推卸责任，因为读出什么、从哪个角度解读应当交给读者自己决定。

我们在前面提到了智利在萨尔瓦多·阿连德执政期间经历的经济和政治变革，以及对外国公司掌握的产业实行国有化。阿连德在1973年9月11日被奥古斯托·皮诺切特将军领导的智利军队杀害。9月11日这天发生的事件及其后果让整个世界一片哗然，对智利人、拉美人以及有着左翼理想的民族来说尤为如此。皮诺切特的政变是一场血腥大屠杀。在这场屠杀中，为了推翻阿连德和他的政府以及任何支持其理想的人，四支智利武装部队袭击了他们的同胞。尽管一些拉丁美洲国家在20世纪60年代摆脱了本国的独裁统治，智利却结束了它的民主政权，开始了奥古斯托·皮诺切特·乌加特将军长达17年的极权主义独裁统治。

加西亚·马尔克斯以他最熟悉的方式——写作来回应这些事件。“他与倾向社会民主和思想进步的自由党派人士保持着非常密切的联系。这片大陆上出现了各种形式的反动主义、军国主义、亲美右派思想和强硬的亲苏左派思想，他则更喜欢其他受大众欢迎的民主思想。由于拉美右派几乎总是支持军事独裁统治，他们对他怀有敌意是很自然的。”他新闻工作集第四卷的第一篇就是《智利、军事政变及外国佬》。难怪他首先将自己视为一名记者，或者如上文引用的那句话——“在这世界上我所做的唯一有用的事：记者工作”。他的小说有多迷人，他的新闻就有多吸引人。在他的报道中，政变始于1969年年底在华盛顿哥伦比亚特区五角大楼举行的晚宴。这篇新闻调查报道令人毛骨悚然，因为他在这篇报道中披露的信息只有极少数人才会知道。文章提到了参加晚宴的宾客名单、地点、时间，甚至他们晚宴吃的东西。加博提到亨利·基辛格时，人们几乎可以听到这位在生于德国后加入美国国籍的前美国国务卿在讲话。随后，这篇报道转而描述智利发生政变之前的历史状况——它的经济、历史上的民主政体、文学史，直到1970年9月4日社会党兼医生的萨尔瓦多·阿连德当选总统。

他的这篇报道让人们注意到中央情报局在此次政变中扮演的角色、智利面临的经济封锁以及智利上层阶级为反对阿连德而进行的破坏活动。在描述智利军队时，他用了副标题《世界上最嗜血的军队》。他引用了萨尔瓦多·阿连德的话：“如果有人认为在智利发动一场军事政变就像在拉美其他国家那样，只需要换掉拉莫内达宫［新古典主义风格的总统府，智利的白宫］的守卫，那他就大错特错了。在这里，如果军队的行动合法，那么将会发生一场大屠杀。这个国家就将成为另一个印度尼西亚。”

加博在文章中追溯了智利武装力量从17世纪到20世纪的历史，还提供了令人不寒而栗的史实，并在该文章的结尾部分放了一串数字。如果放到真实生活而非虚构的小说中看，这些数字远远超出人们的想象。这些是智利军队杀害的智利平民人数。他写道：“政变后的四个月，局面令人震惊：近两万人被杀害，三万政治犯被处以酷刑，两万五千名学生被学校开除，二十多万工人失业。不过，最坏的情况尚未到来。”这篇调查文章以副标题《总统的真正死亡》作为结束。这篇报道既真实又令人悲痛。为了表达总统萨尔瓦多·阿连德在总统府邸被逼得走投无路的最后几分钟，他精心打磨每一句话，仿佛通过相机镜头，一寸一寸缓慢推进。当一个作家像加西亚·马尔克斯那样细致入微、一丝不苟时，没有哪种设备能和他的想象力媲美。阿连德在与强行闯入他办公室的军队巡逻队交火时身亡。他一死，“所有官员像在种姓仪式上一样再次向他的身体开了一枪。为了杀死他，一个下级官员用来复枪的枪托把他的脸砸得稀烂。这张照片留了下来，拍摄者是《信使报》的摄影师胡安·恩里克·利拉。他是唯一获准拍摄尸体的人”。总统的妻子获许去看棺材中的尸体，但不准看他的脸。加西亚·马尔克斯用以结束这篇新闻报道的历史宣言世世代代回荡在人们心中：“这场悲剧发生在智利，是智利人民的不幸，但对我们所处时代的所有人来说，它将作为真实发生过的事件载入史册，无可挽救，并永远镌刻在我们的生命中。”

1974年，在其他哥伦比亚知识分子（主要是奥兰多·法尔斯·博尔达和恩里克·桑托斯·卡尔德龙）的帮助下，47岁的加夫列尔·加西亚·马尔克斯创办了《抉择》。这是一本左翼杂志，发行于1980年，它被认为是对国家掌控的现有传媒形式的反抗。该杂志的文章通俗易懂，因此任何人都可以读懂文章中带有政治导向的议题，这些内容通常涉及工人阶级和政府事务。《抉择》，顾名思义，代表另一种声音，也是一次对多元化的最大尝试。依照这种方式，《抉择》有志传播哥伦比亚游击队各派系以及别处有意建立其他自由思想体系的各游击队的声音。虽然这本杂志现已停刊，但加西亚·马尔克斯的读者却可以在他的书《为自由：新闻作品第四卷（1974—1995）》中找到一些他曾发表在《抉择》杂志上的最优秀的新闻文章。

虽然《抉择》是一本面向大众读者的哥伦比亚刊物，但还住在巴塞罗那的加西亚·马尔克斯在1974年却没有发表一部新小说。不过在那年，多才多艺的加博参加了在西班牙圣塞巴斯蒂安举办的圣塞巴斯蒂安国际电影节。该电影节已有五十多年的历史，吸引了无数电影界人士。电影导演费德里科·费利尼、弗朗西斯·福特·科波拉、路易斯·布努埃尔和佩德罗·阿尔莫多瓦就曾参加过该电影节。参与该电影节并被授予荣誉的男女演员名单的长度与自1953年电影节创立起最优秀的影迷们可能记得的电影名单的长度不相上下。圣塞巴斯蒂安位于巴斯克自治区。

然而，加西亚·马尔克斯不仅是以观众的身份参加此次电影节。那年是1974年，他以电影编剧的身份与路易斯·阿尔科里萨一同出席了这次电影盛会。路易斯·阿尔科里萨生于西班牙，后加入墨西哥国籍。他导演的电影《预兆》获得特别提名并于次年发行。阿尔科里萨作为导演本身及其与路易斯·布努埃尔的合作得到了广泛认可，如今人们依然记得他拍摄的《民族机械工》这部电影。1992年，阿尔科里萨于墨西哥的库埃纳瓦卡与世长辞。

1975年，加西亚·马尔克斯出版了人们期待已久的小说《族长的秋天》。这是自1967年《百年孤独》出版近八年来他发表的第一部大型长篇小说。如果有人曾担心加西亚·马尔克斯只是靠着一本书昙花一现的话，那么这部小说将改变这一看法。雷蒙·威廉斯写道，小说的情节并未按连贯的方式发展；小说中的趣闻轶事也并没有按时间顺序来写，有时候还包括像克里斯托弗·哥伦布与美国海军出现在同一场景这样严重的时代错乱。即便如此，他仍然认为这部小说是加西亚·马尔克斯以及当代拉美小说的一部重要作品。另一方面，按加西亚·马尔克斯本人的话说，《族长的秋天》在创作过程中受到了音乐（尤其是贝拉·巴托克和加勒比流行音乐）的影响，以及哥伦比亚加勒比沿岸使用的流行语的启发。加西亚·马尔克斯认为，《族长的秋天》“从文学角度来看是最重要的一部作品，让我不至于被人淡忘”。那时，他处于他能期望的最好境遇。经济上的成功和声望使他能够舒适地写作，甚至为了能更顺畅地进行创作，他还可以寻找合适的地方和国家居住。最重要的是，他说这部小说是他一直想写的书。

为了更好地理解《百年孤独》和《族长的秋天》之间这段漫长的时间跨度，我们必须考虑他创作《族长的秋天》的时间。他花了整整17年才完成《族长的秋天》。在那段时间里，他不得不放弃了两个版本，然后才找到我们今天所读版本的语调和语言。

这本书完全不能与《百年孤独》相提并论，也没有被评论家和读者大众欣然接受。事实上，对一些人来说，这本书实在太令人失望了。但他并不打算去迎合评论家或读者的期望。时间已经证明，比起他的其他作品，广大读者和评论家更青睐《百年孤独》，而《族长的秋天》在今天依然被认为只是一部次要的杰作，尽管《没有人给他写信的上校》和《一桩事先张扬的凶杀案》也得到了这样的评价。《族长的秋天》很容易令人联想到拉丁美洲的众多独裁者，但实际上，这部小说的想法是加西亚·马尔克斯住在委内瑞拉时产生的。据阿普莱约·门多萨所述，加博在1958年1月23日起草这部小说，令人畏惧与憎恶的委内瑞拉军事独裁统治者马科斯·佩雷斯·希门尼斯将军在那天逃离了这个国家。那时，加西亚·马尔克斯31岁，他开始研究弗朗索瓦·杜瓦利埃等独裁者的生平。弗朗索瓦·杜瓦利埃于1957年当选海地总统，1964年他宣布自己为终身总统，直至1971年去世前他一直统治着海地。他曾是一名医生，海地人称他为“爸爸医生”。他死后，他的儿子“宝宝医生”让——克洛德·杜瓦利埃接任。

情节如迷宫般的《族长的秋天》在成书之时，书中的独裁者形象受到这些以及其他拉美统治者形象的影响，如巴拉圭那位经常被称为“最高领袖”的独裁者何塞·加斯帕尔·德·弗朗西亚。加西亚·马尔克斯曾明确表示过，小说中的独裁者形象主要取材于——虽然不完全是——委内瑞拉独裁者胡安·比森特·戈麦斯。这名独裁者从1908年到1935年去世前一直统治着委内瑞拉。“我最初的打算，”加博曾说过，“是把所有拉丁美洲的独裁者做一个综合，特别是加勒比地区的独裁者。然而，戈麦斯的个性过于鲜明强烈，让我不禁深深痴迷，因此相较其他独裁者而言，小说里的族长身上确实包含了更多他的个性。”因此，本质上，读者对独裁者有多少种解读，他们对这本书就可能有多少种解读。小说中的独裁者“是骨子里带着紊乱、醒着时即使在自己的特权空间里也会留下毁坏痕迹的人”。这一解读无疑是开放式的，既可以包括胡安·比森特·戈麦斯和上文提到的所有其他独裁者，也包括那些紧随其后出现但没有被提及的统治者：新千年更迭之际的独裁者们。

1976年，加西亚·马尔克斯再次成为公众关注的焦点，但这次不是因为他发表了任何小说，而是因为一则实为追求轰动且更宜放在小报上报道的事件。那时候，加博在巴塞罗那呆了很长一段时间后回到了墨西哥城。大约在情人节的时候，他曾经的好友、秘鲁作家马里奥·巴尔加斯·略萨在墨西哥城的一家电影院里朝加西亚·马尔克斯的脸上猛击过去。这场不和起源于对加博单方面背叛和对婚姻不忠的指控。不过，这件事在当时几乎没人知道，直到三十一年后才被公之于众。在这三十多年里，两人没有再联系过。有人猜测两人是因为政治问题才打起来的。然而，当时加西亚·马尔克斯找了一名摄影师拍下了自己带黑眼圈的照片。事实上，加博这样的照片有两张，其中一张照片上，他面带微笑。用这位墨西哥摄影师的话说，“起因是一个女人——确切地说，是巴尔加斯·略萨先生的妻子，加西亚·马尔克斯先生曾在她婚姻中的一个困难时期里安慰过她”。无论情况如何，作家之间这样离谱、丢脸的争执是常事。“马里奥·巴尔加斯·略萨与加夫列尔·加西亚·马尔克斯在文学圈子里直接撕破脸的行为可与莉莲·赫尔曼与玛丽·麦卡锡、弗拉基米尔·纳博科夫与埃德蒙·威尔逊以及诺曼·梅勒与戈尔·维达尔等人之间最著名的世仇宿怨相提并论（当梅勒先生和维达尔先生之间的交锋升级为打斗时，如果这还不算血腥的话，据说维达尔先生已经躺在地板上回应：‘诺曼·梅勒再次说不出话来。’）。”

1976年，美国几乎没有人留意到两人之间出现又消失的不和，当时大众大都有机会购买《族长的秋天》的英译本。这本书的译者格雷戈里·拉瓦萨与之前将《百年孤独》翻译成英文的译者是同一人。

同年，加西亚·马尔克在西班牙语报纸的文学副刊上发表了短篇小说《雪地上的血迹》和《富比士小姐的幸福暑假》。这两篇小说都关于爱情和死亡，都将平凡寻常变为怪诞荒谬。小说里没有他早期小说的魔幻现实主义，反而有种对平凡事物和日常琐碎的无能为力。

新闻记者的职业成了他工作的重心。他为自己的《抉择》杂志撰稿，也为古巴《美洲人之家杂志》、哥伦比亚报纸《观察家报》、美国《华盛顿邮报》以及其他地方的报纸和杂志写稿。这些文章总是指向通用西班牙语的拉丁美洲国家正在发生的左翼革命运动，无论是阿根廷的蒙特内罗城市游击队还是尼加拉瓜的桑地诺民族解放阵线。阿根廷当时正处于豪尔赫·拉斐尔·魏地拉将军的独裁统治下，尼加拉瓜则处在索摩查家族最后一代统治者的铁靴之下，索摩查家族政治王朝统治时间已超过三十年。就像重复《百年孤独》中不断循环的人名一样，索摩查家族的尼加拉瓜独裁统治始于1937年至1956年的阿纳斯塔西奥·索摩查·加西亚，结束于1979年的阿纳斯塔西奥·索摩查·德瓦伊莱。阿纳斯塔西奥·索摩查·加西亚死后（他遭到枪击，一周后在巴拿马的一家医院去世），其子路易斯·索摩查·德瓦伊莱在其时任国民警卫队总司令的弟弟的帮助下就职，统治时间为1957年至1967年。在这个家族王朝的邪恶独裁统治结束之前，另一位阿纳斯塔西奥执掌大权。他就是自1967年至1979年统治尼加拉瓜的阿纳斯塔西奥·索摩查·德瓦伊莱（世人称他为塔切托）。1979年，他逃离了这个国家，先是去了迈阿密，随后到了巴拉圭。在巴拉圭的首都亚松森，他被恩里克·戈里亚兰·梅洛领导的左翼游击队枪杀。

1978年4月，加西亚·马尔克斯创作了《流光如水》和《我只是来打个电话》两篇短篇小说。1979年，已经52岁的他将《我只是来打个电话》改编成剧本，只是他这次在改编时没有与导演进行任何沟通。这部电影的导演是墨西哥人海梅·温贝托·埃莫西约，片名是《我心爱的玛丽亚》。改编遵循了原短篇小说的故事情节。在这个故事中，一通普通的电话突然将一切变得荒谬。主人公玛丽亚搭乘了一辆运送病人去精神病院的公共汽车，最后却无法从那家精神病院逃离。所有她试图证明自己精神正常的举动让所有人认为她精神不正常，就像精神病院里的其他病人一样。

1979年，除了为这部电影写剧本外，加西亚·马尔克斯还写了《玛丽亚·多斯·普拉泽雷斯》。几年后，这篇小说以英文出版，但标题没有翻译，可能是标题中的葡萄牙语“Prazeres”和西班牙语“Placeres”以及对应的英语“Pleasures”拼写太相似了。这个短篇故事的情节围绕着一个只有一条小狗陪在身边、名叫玛丽亚的妓女的生活展开。

在70年代即将结束之前，加西亚·马尔克斯就已开始创作《一桩事先张扬的凶杀案》。

结　语

对西班牙语世界的国家来说，20世纪70年代是一段艰难的岁月。政治方面，几乎所有国家都经历了动荡和社会动乱，智利民主的垮台也许是其中最血腥的。人们争相拜访加西亚·马尔克斯是为了寻找解决问题的答案，而不是问有关这些危机的问题。然而，他却花了大量时间来回答关于最终推翻索摩查王朝的尼加拉瓜桑地诺民族解放阵线的问题。

如果20世纪70年代对通用西班牙语的拉丁美洲国家来说总体上是一段困难时期的话，那么这段时间对加西亚·马尔克斯来说却是一帆风顺。他享有声望，身体健康，经济状况良好；或者就像他说的那样，“我是个有钱的穷人”。奖项和采访应接不暇；世界各地的追随者都在求他的亲笔签名；他的书被译成其他语言，一些还被改编成电影；他在50年代和60年代写的东西现在也陆续出版。他后来还成了商人、企业家以及不止在一个国家拥有住房的富人。作为作家，他的名字在西方世界以及其他地方随处可见。在被禁止十年之后，他重返美国，恰逢《百年孤独》在美国大受欢迎。马里奥·巴尔加斯·略萨的博士论文《加西亚·马尔克斯：弑神者的历史》和路易斯·哈斯的《在主流中》均是读者进入他小说中既吸引人又难以把握的魔幻现实世界所需的“签证”。尽管如此，当等待已久的新小说《族长的秋天》面世时，由于这位语言大师的文风改变如此之大，以至于读者之前为了理解他的作品而掌握的密码再也不够用了。即便是娴熟的评论家和学者要理解它也要费一番功夫。世界各地的读者不得不再次努力跟随故事情节，尽力去理解那个残暴的主人公。

然而，20世纪70年代的拉美文学现象并不仅仅基于加西亚·马尔克斯一个人的作品。截至1972年，丽塔·吉伯特将所有间接或直接与加西亚·马尔克斯的成功相关的拉美作家的许多访谈结集成书。身处美国的我们在了解他之前，已经了解了阿根廷作家豪尔赫·路易斯·博尔赫斯和胡利奥·科塔萨尔、诗人巴勃罗·聂鲁达和奥克塔维奥·帕斯（两人都是诺贝尔奖获得者）和危地马拉作家米格尔·安赫尔·阿斯图里亚斯（他也是诺贝尔奖获得者）。米格尔·安赫尔·阿斯图里亚斯在加西亚·马尔克斯的独裁小说之前就写了同一体裁的《总统先生》。吉伯特名为《七个声音：七位拉丁美洲作家与丽塔·吉伯特的访谈录》的书为了凑齐七个人，还包括了古巴作家吉列尔莫·卡夫雷拉·因方特。然而，一些文学大家却被漏掉了。吉伯特不是在做修订，而是更多地关注美国文坛当时的状况。对博尔赫斯和科塔萨尔的采访分别从1968年和1969年开始。这些拉美作家都是当时的先锋人物。

回顾这段历史，20世纪70年代的暴力不仅对通用西班牙语的拉丁美洲国家而言是艰难困苦的，最糟糕的是，我们曾经目睹的战斗似乎与21世纪的第一个十年一样动荡不安，对自由世界的其他地方也是如此。在美国，国民警卫队第一次在大学校园里开枪，造成4人死亡，11人受伤。这次枪击事件发生在1970年5月4日俄亥俄州肯特的肯特州立大学校园内。两年后，巴勒斯坦解放组织领导下的黑色九月恐怖分子组织入侵慕尼黑奥运村，杀害了两名以色列运动员并劫持了七名人质，奥运会被鲜血蒙上了阴影。美国国内的政治分歧日益突出。1973年，美国军队被迫撤离越南，但尼克松总统却批准了对柬埔寨的入侵。1974年，尼克松辞去总统一职。然而，对于通用西班牙语的拉丁美洲国家而言，1973年9月11日，智利总统萨尔瓦多·阿连德的死令首都圣地亚哥成了屠宰场，并为军人集团领导的极权政府铺平了道路。这些独裁者中一些被杀，一些逃离了他们曾肆意掠夺的国家，还有一些像西班牙的弗朗西斯科·佛朗哥将军一样死于1975年。但由于智利的皮诺切特与阿根廷的魏地拉依然在位，这个独裁传统一直延续着。因此，为了更好地理解《族长的秋天》，读者必须了解那片饱受独裁者折磨的大陆，了解那些帮助加夫列尔·加西亚·马尔克斯塑造这部小说主题的真实人物。


第七章
诺贝尔奖、电视、电影

也是在像今天这样一个日子里，我的导师威廉·福克纳说：“我拒绝接受人类末日的说法。”他在三十二年前拒绝接受的世界末日的说法，如今已首次被证明只是人类史上一种可能的科学判断。假若我未能充分认识到这一点，我便不配站在这个他曾站过的地方。

——加夫列尔·加西亚·马尔克斯，1982年诺贝尔文学奖获奖发言

1980年，53岁的加夫列尔·加西亚·马尔克斯关闭了他的左翼杂志《抉择》。该杂志无疑是20世纪70年代最知名的哥伦比亚自由主义刊物，它能享有这样高的声望和好评不仅因为它是加博与奥兰多·法尔斯·博尔达和恩里克·桑托斯·卡尔德龙一起创办的，还因为它代表了不落俗套的思维方式和独特新颖的写作风格。该杂志关注持续不断的民生问题和反对哥伦比亚政府及其机构的人民阵线思想，它是当时反主流的新闻媒体。一些新闻记者和评论家认为，该杂志实际上在1977年就已停刊，但这种说法并不完全正确。这本杂志确实在1977年停过刊，但只停了四个月。那年的头几个月里，与加博共同经营该杂志的同事们在考虑是否要将其改为日刊。由于经费紧张，这个想法遭到了反对。然而，到了1977年5月，参与经营《抉择》的各方一致决定，继续两周出版一次刊物。加西亚·马尔克斯随后在该杂志上发表文章说：“唯一的新变化是我将不再参与该杂志的所有活动。不过每隔一周，我会在这个‘小天地’里写我的个人专栏，说我想说的话，一切由我做主。”读者若想更好地理解他的这句话，可能需要考虑这样一个事实，即该杂志不受任何政党或独立机构、基金会或其他组织的支持。杂志上刊登的每篇文章都不受外部兴趣的影响，只纯粹代表作者的兴趣。直到今天，对加夫列尔·加西亚·马尔克斯的公共生活感兴趣的研究人员和历史学家依然会参考《抉择》这本杂志。

1981年，住在墨西哥城的加西亚·马尔克斯接受了彼得·H. 斯通的采访，这次采访后来在2007年被《巴黎评论·作家访谈2》转载。根据斯通的描述，1981年的加博“身体结实健壮，身高只有大约五英尺八九英寸1的样子，胸膛宽阔，但可能腿有点细，他看上去就像一个优秀的中量级拳击手，一头自然卷曲的深棕色头发，留着浓密的小胡子”。岁月改变了加西亚·马尔克斯的面容，但即便到了今天，80岁出头的他依然留着斯通提到的那撇胡子。斯通的这次采访分三个下午进行，每次两小时。斯通娴熟地根据情况调整发问，加上他还有机会重新考虑第二天下午要问的问题，使这场特别的采访后来成了众多研究者的参考资料。

在随后的一年里，加夫列尔·加西亚·马尔克斯即将成为诺贝尔奖得主，如果说过去他因为他的书和他本人的传奇魅力而出名，那么他得奖后的名气比过去还要大。斯通曾写道，加西亚·马尔克斯那时的英语“相当不错”，但他更喜欢说西班牙语。加博的两个儿子在采访中给斯通当翻译。长子罗德里戈那时22岁，小儿子贡萨洛19岁。罗德里戈曾在哈佛大学学习，研究中世纪历史，因此他的英语一定很好，他对这次采访帮助不少。在《巴黎评论·作家访谈2》登载的这篇采访中还包括了一张加西亚·马尔克斯本人对1975年首次出版的《族长的秋天》手稿的修改样页。能看到他的笔迹真是一件很有意思的事。众多书迷在读了这么多关于他的书之后，开始将他的生活及其儿子们与书中的内容确切地关联起来。斯通采访时问他：“你是如何开始写作的呢？”加博是这样回答的：“画画，画漫画。我在会读会写前就常常在学校和家里画漫画。”他的小儿子贡萨洛继承了父亲的绘画天赋，他拿到了纽约帕森斯设计学院的艺术学士学位，成了一名平面设计师，其艺术作品包括为众多书籍和杂志制作的封面设计，油画与素描作品，以及为《九条命》《小公主》和《远大前程》等电影制作的平面设计图。

此次采访的要点包括，加博承认自己的作品里有新闻与小说相互影响的痕迹，他非常讨厌理论家与评论家，但十分敬佩翻译家（要是他会意大利语和法语的话，他很想翻译康拉德和圣埃克苏佩里的作品），并且他十分自律。他说：“我想，我一直苛求自己与他人，是因为我不能容忍错误。”到1981年时，他依然每天上午九点开始写作，到下午两点半才停笔。他对斯通说，《百年孤独》永远不会拍成电影。他的读者要是在2007年听到这个说法一定非常高兴，因为那年《霍乱时期的爱情》的改编电影在美国反响不佳，收到了许多负面评价。斯通的这次采访发生在加博获得诺贝尔奖的前一年。加博认为，获得诺贝尔奖将会是一场灾难，因为他的名气会越来越大。他在采访结尾还对斯通说了两个事实：一是有了两个儿子后，他希望能有个女儿；二是他确信自己将在未来几年创作出他这一生中最伟大的作品，但不知道是什么时候。除了出版的四卷新闻作品集，他在1981年还发表了《一桩事先张扬的凶杀案》，所以他最伟大的作品肯定不是这本书。1983年，《一桩事先张扬的凶杀案》的英译本在美国出版。

《一桩事先张扬的凶杀案》首次出版时出乎意料地得到了读者的欢迎。该小说在西班牙、阿根廷、哥伦比亚以及墨西哥的各大出版社的印刷量总计达到了一百万册。在当时的西班牙语世界，一本书首次出版时的印刷量通常是在五千到三万册之间。新千年的第一个十年快要结束了，除非在新千年里有另一部作品问世，不然他在《巴黎评论》的采访中提到的最伟大作品无疑是《霍乱时期的爱情》。这本书于1985年首次以西班牙语出版。一位著名的评论家兼加博的朋友曾这样评价：“就算《百年孤独》没能确保加西亚·马尔克斯前往斯德哥尔摩摘得诺贝尔文学奖，他也可以凭借《霍乱时期的爱情》获得该奖项。”该评价得到许多人的赞同，这些人中甚至包括普通读者。根据加西亚·马尔克斯自己在1981年《巴黎评论》中的说法，《霍乱时期的爱情》可能的确是他写的最伟大的作品，不过学者和知识分子等依然将《百年孤独》视为他的代表作。

对于这位生于哥伦比亚、已拥有非凡人气的作家来说，1981年是充满惊喜的一年。然而，并不是所有事情都令人愉快。虽然加博获得了法国政府授予的法国荣誉军团勋章，也参加了他的老朋友弗朗索瓦·密特朗的总统就职典礼，但胡利奥·塞萨尔·图尔瓦伊·阿亚拉执掌下的哥伦比亚政府却下令逮捕他。当时，他和妻子正住在位于波哥大的公寓里。他被指控与哥伦比亚反政府革命武装力量，也就是M—19组织勾结。

一年前，M—19组织接管了多米尼加共和国驻哥伦比亚的大使馆，并劫持多国外交官为人质长达两个多月，其中就包括罗纳德·里根总统就职期间派遣到哥伦比亚的数名美国外交官，该组织也因此成了那年全世界头条新闻争相报道的对象。然而让哥伦比亚国内外的许多人感到惊讶的是，哥伦比亚总统图尔瓦伊向逃亡古巴的M—19成员做出了让步。加西亚·马尔克斯曾被怀疑为该组织成员提供资金支持。他真的给M—19组织提供过资金援助吗？

不过，这位作家和他的妻子在被捕前向墨西哥驻波哥大的大使馆寻求并获得了政治庇护。早在1961年，夫妇两人就在墨西哥城买了一套房子并偶尔住在那里。加西亚·马尔克斯出于对祖国的忠心，从来没有加入墨西哥国籍，即便他的儿子贡萨洛就出生在那里。他们在墨西哥居住的时间比在哥伦比亚以外的任何一个国家居住的时间都要长。

1982年5月，他应邀成为戛纳电影节评审团的一名评审委员。在这一年，科斯塔——加夫拉斯导演的《失踪》与塞里夫·格仁导演的《自由之路》荣获金棕榈奖。戛纳电影节的海报正是由电影界的权威费德里科·费利尼亲手设计。同年5月，加西亚·马尔克斯与朋友普利尼奥·阿普莱约·门多萨的对话录《番石榴飘香》出版。该书印刷了二十万册，第一版随附了加博与朋友在20世纪70年代和80年代的合照、一张他2岁时的照片以及一张15岁时的照片。与《番石榴飘香》类似的另一本纪念性质的书《桑地诺万岁》也在1982年出版。这本书出版于尼加拉瓜，是一本描述奥古斯托·塞萨尔·桑地诺生平及革命斗争的传记。桑地诺的革命斗争催生了我们所熟知的桑地诺阵线，即桑地诺民族解放阵线。

10月，即戛纳电影节结束后的第五个月，世界各大媒体公布了诺贝尔文学奖得主，他就是短篇小说家、小说家兼记者的加夫列尔·加西亚·马尔克斯。这位早已举世闻名的55岁哥伦比亚人如今终于获得了瑞典诺贝尔基金会的一致认可，将诺贝尔文学奖收入囊中。不可否认的是，这位获奖者非常年轻，这令许多作家感到沮丧。实际上，那时由于他的年龄和为数不多的作品，这些作家都认为他没有资格获得该奖项。毕竟，截止到那时，只有在1957年，44岁的阿尔及利亚裔的法国作家阿尔贝·加缪曾以比马尔克斯更小的年龄获得诺贝尔文学奖。1982年10月21日，整个西班牙语世界，尤其是哥伦比亚人，欢呼雀跃、激动不已，简直高兴极了。就在诺贝尔奖得主宣布的同一天，何塞·洛佩斯·波蒂略总统领导的墨西哥政府授予加西亚·马尔克斯阿兹特克雄鹰勋章。阿兹特克雄鹰勋章始设于1933年，是墨西哥政府颁给外国公民的最高荣誉。一年前还想逮捕他的哥伦比亚政府，在新总统贝利萨里奥·贝坦库尔的领导下，希望这位享誉全球的哥伦比亚之子回归祖国。

马尔克斯所著书籍的特别版立即在哥伦比亚及其他地方出版。“这位来自阿拉卡塔卡的电报员之子”收到了世界各地发来的贺电，其中有来自法国的密特朗、来自古巴的卡斯特罗等朋友发来的贺电，也有卡米洛·何塞·塞拉（之后的1989年诺贝尔奖得主）以及1968年日本诺贝尔文学奖得主川端康成等作家同行发来的贺电。不过，1967年获得诺贝尔奖的危地马拉作家米格尔·安赫尔·阿斯图里亚斯并不同意瑞典学院的这一决定。1982年诺贝尔奖的提名名单中还有63岁的多丽丝·莱辛（不过在2007年，88岁的她获得了该奖项）。加博的朋友格雷厄姆·格林也是候选人之一。（事实上，格林曾多次角逐诺贝尔奖，但从未得奖。）著名的女权主义者西蒙娜·德·波伏娃与勒内·夏尔和亨利·米肖也进入了提名名单。最重要的是，瑞典学院那时在讨论是否将该奖项颁给豪尔赫·路易斯·博尔赫斯，但最后加西亚·马尔克斯成了那年诺贝尔奖的赢家。

与墨西哥政府为庆祝加博获得诺贝尔奖提名特授予他阿兹特克雄鹰勋章的做法一样，古巴政府将象征着学术成就最高荣誉的费利克斯·巴雷拉勋章颁给了他。书的销量是他名望的最好证明：“任何一本加西亚·马尔克斯的书，即使一次的印刷量高达13万册，24小时内也会销售一空。”

那时，《百年孤独》受到了全世界读者前所未有的热情追捧，即便是今天依然如此。不过就像他在那年12月获得诺贝尔奖时的感言所证实的那样，小说标题的魅力不仅在于它的诗意。他的获奖感言和这部小说一样，着重讲述了弥漫在拉丁美洲这片土地上的孤独。这篇获奖感言的标题是《拉丁美洲的孤独》。在获奖感言的结尾处，他巧妙地将他1967年发表的这部小说中的结尾颠倒了顺序。读者在阅读《百年孤独》时逐渐明白，“遭受百年孤独的家族，注定不会在大地上第二次出现”。马孔多小镇上的人们及其后代都难逃灭亡的结局。加西亚·马尔克斯却在获奖感言的结尾处颠覆了故事的结局，将演讲带入高潮。他说：“遭受百年孤独的家族终会并将永远享有存在于世的第二次机会。”这篇诺贝尔获奖感言是加西亚·马尔克斯在斯德哥尔摩举行颁奖典礼的前几天才在古巴写好的。写好后，他把这篇发言稿录了下来，反复地听，直到记住为止。这段录音在费费·迭戈的家中录制。他还“记得，他［加博］是个非常腼腆的人，在这样的正式场合里通常会感觉浑身不自在，所以他不得不努力克服面对如此多的听众时内心涌上的极度焦虑”。

几乎所有其他男性作家在接受诺贝尔奖时都会身着传统的正式燕尾服，但马尔克斯在发表获奖感言时并没有。那天，似乎为了表达他更忠于自己的家乡，他穿了一身哥伦比亚北部（以及委内瑞拉平原）农民日常所着的便装，这在前文也描述过。这种传统的便装通常由同色的长袖衬衫和宽松的长裤搭配而成，颜色多为白色、黑色和棕色。1982年12月10日，在这场为每个诺贝尔文学奖得主准备的盛大晚宴上，加西亚·马尔克斯便穿着这样一身白色便装。“他拿着一朵黄玫瑰，这是一朵幸运之花，不仅能祛除寄身在人体、物体以及各场景中的邪灵，还可以激励他继续创作。”他怀着对家乡的忠心，还带着他最好的朋友苏莱塔兄弟、拉斐尔·埃斯卡洛纳、阿尔瓦罗·穆蒂斯以及年轻时就结交的朋友阿方索·富恩马约尔、赫尔曼·巴尔加斯。“在一群加勒比乐师和舞者的载歌载舞中，四十位好友陪着他一起进入宴会大厅。瑞典女王按照传统和他一起走上颁奖台。菲德尔·卡斯特罗送上了一份特别礼物：一千五百瓶古巴朗姆酒，以供他和朋友在那天享用。”与《国家报》对1982年这场盛事中的趣闻轶事的报道方式相比，引文里的朗姆酒瓶数量似乎有些夸张。按他们的说法，这就是一场由古巴朗姆酒引发的盛况。他们转而提到了瑞典的媒体，说这位来自哥伦比亚的诺贝尔奖获得者教瑞典人如何参加这样的聚会，因为这场庆祝活动没有丝毫华丽盛大的排场。他打破了传统的正式着装要求，演奏的音乐也是加勒比的节奏（巴耶那多音乐）和鼓声。《国家报》又加了一句说明，在某种程度上描述了加西亚·马尔克斯在读者心中的形象，即他身上那种真挚谦逊的风度。对他来说，仅仅是他成为诺贝尔奖获得者这个事实就将激励新一代作家努力奋斗。如果像他这样收入不高、非名门大家且没有名校学历的人都能获得诺贝尔文学奖，那么很多人也能获得。加西亚·马尔克斯获奖的当天，哥伦比亚大约有两百五十万人为他庆祝。当时的哥伦比亚总统贝利萨里奥·贝坦库尔还说：“伟人就应像加博一样。”

1982年对加夫列尔·加西亚·马尔克斯、其妻梅塞德丝以及他20出头的儿子罗德里戈和贡萨洛来说，光荣的时刻不断到来，要去的地方一个接一个，接触的风云人物数不胜数。罗德里戈那年23岁，贡萨洛刚满20岁。

年末的时候，身在哈瓦那的马尔克斯和朋友菲德尔·卡斯特罗一起敲响了1983年新年的钟声。他一直渴望可以远离聚光灯，享受不受声名所累的生活，现在这种渴望因诺贝尔奖得主这一新身份成倍增长。事实上，哥伦比亚人都称他为“我们的诺贝尔”，而不是简单地叫他“加博”。

为了帮助改变中美洲及哥伦比亚的政治局势，他更是深入地了解发生在该地区的动荡。2月，他与哥伦比亚主要左翼组织之一——M—19的领导人海梅·贝特曼会面。贝特曼是该组织军事行动的总指挥官。加西亚·马尔克斯的角色是帮助该准军事组织与贝利萨里奥·贝坦库尔总统领导下的政府建立对话，实现和平。然而，此次会面后不久，贝特曼在1983年4月28日飞往巴拿马的途中死于空难。1983年8月6日，这位诺贝尔奖得主在报纸上发表了一篇题目仅为《贝特曼》的文章。“在得到总统的同意后，”他写道，“我们在哥伦比亚境外见了一面。”他认为，贝特曼是一个谨慎精明的人。他又写道，贝特曼犯的唯一错误就是不该乘坐一架只有一个引擎的轻型飞机，让一个没有经验的飞行员带着他迷失在风暴之中。对加博来说，贝特曼并非死于谋杀。虽然没有任何阴谋的蛛丝马迹，但这确是一件离奇的死亡事件。这架拥有哥伦比亚牌照HK 2139P的小型飞机是一架吹笛者PA—28，驾驶员是安东尼奥·埃斯科瓦尔·布拉沃。

1983年，加博在获得诺贝尔奖一年后回到阿拉卡塔卡，但他只待了很短的时间。他逛了几条街，但因为迷信，他拒绝踏进出生时所在的那栋房子。这栋房子虽然自1982年起就被指定为国家保护文物，但在2007年重建工作开始前却一直处于荒废的状态，几乎没人管理。

1983年，他出版了新闻作品的第三卷《欧洲和美国：新闻作品第三卷》，由雅克·吉拉尔编辑。第二卷《卡恰克人的故事》于1982年出版，第一卷《沿海作品：新闻作品第一卷（1948—1952）》则是在1981年出版。这三本书均由雅克·吉拉尔一手编辑，囊括了加西亚·马尔克斯至1960年所写的全部新闻文章，不过随后出版的新闻集中却没有再看到吉拉尔的名字。

在1983年5月的戛纳电影节上，威廉·斯泰伦担任电影评委主席。巴西知名电影制作人鲁伊·格拉借此次电影节放映了《埃伦蒂拉》。马丁·斯科塞斯也携《喜剧之王》参与电影评选环节。最后，由今村昌平导演的《楢山节考》获得该年的最佳影片奖。这次电影节的海报由素有20世纪日本电影巨匠之称的传奇人物黑泽明设计，他曾接受过绘画训练。作为一名电影制作人和编剧，1954年的《七武士》是他最著名的电影之一。他一生获得无数国际电影大奖，其中包括四次奥斯卡奖。他的电影在西方比在他的祖国日本更受推崇。

《埃伦蒂拉》改编自加西亚·马尔克斯的一个短篇故事，它也是把加博的文学作品拍成电影的又一次尝试。鲁伊·格拉曾导演或制作过几部加西亚·马尔克斯的其他作品：1988年的《美丽养鸽人的寓言》、1992年的《为梦献身》（一部六集迷你电视剧中的一集）以及2004年的《恶时辰》。

到1983年时，加西亚·马尔克斯的作品已成为一种流行文学时尚，令几乎所有人趋之若鹜。他接受了《花花公子》的一次重大采访，《时代周刊》杂志评论了《百年孤独》和《一桩事先张扬的凶杀案》。在巴塞罗那，小说家奥斯卡·科利亚索斯出版了《加西亚·马尔克斯，孤独与荣耀：作者生平及作品》一书。当加西亚·马尔克斯已不再忙于写作的时候，有很多人都在写关于他的东西：书籍、期刊论文、评论、杂志文章、漫画以及电视特别节目、电影和访谈等随处可见他的名字；有时候连致辞里都会提及他。“甚至在加西亚·马尔克斯获得1982年的诺贝尔奖之前，写他的文章就已经成了一个‘新兴产业’。他差不多代表了一个品牌、一个产业。鉴于他从一个哥伦比亚小说家突然蜕变成一个世界公众人物，有关他的消息便不可避免地在全世界扩散开来。他的作品被译成三十七种语言（包括希腊语、加泰罗尼亚语和波斯语），在全球享有非凡的声誉。”

他的《新闻稿：新闻作品第五卷（1964—1984）》收录了他在1984年任专栏作家时所写的众多新闻文章，其中两篇有助于我们了解他是一个怎样的人。一篇关于写作艺术，另一篇关于他的好友胡利奥·科塔萨尔。在前一篇文章中，他认为自己是一个作家，注定要努力使我们生活的世界变得更美好，而不是只知道赚更多钱。这篇在报上发表的关于写作的文章就是《小说是如何写成的》。值得一提的是，这篇评论还讲述了一件轶事。他记得，1955年，他告诉过豪尔赫·盖坦·杜兰，在去欧洲前，他没东西给盖坦·杜兰刊登。我们在第三章已经说过，这是加博的第一次欧洲之旅。盖坦·杜兰来为他送行，但也想从他那里找点东西发表。他到的时候，加西亚·马尔克斯正在打包，打算把有用的草稿全部带走，剩下的全扔垃圾桶。盖坦·杜兰从废纸篓里把《伊莎贝尔在马孔多观雨时的独白》这个短篇故事捡了回来。加博又说：“这就是我那篇被文学评论家，尤其是读者们评为最好的短篇小说之一是如何被救回来的。”在关于胡利奥·科塔萨尔的那篇文章中，加博回忆了当时与科塔萨尔以及卡洛斯·富恩特斯一起去布拉格的往事。在这篇刊登在报上名为《这个人人爱的阿根廷人》的文章中，洋溢着他对科塔萨尔的由衷赞许，正如标题一样。他曾说，科塔萨尔“是我有幸遇到的最令我印象深刻的人”。事实上，这篇文章就像一首挽歌。胡利奥·科塔萨尔于1984年2月6日因白血病离世。他的逝世既是他的家人及朋友的重大损失，也是整个世界文坛的重大损失，特别是对拉丁美洲文学界来说损失巨大。胡利奥·科塔萨尔死后葬于巴黎的蒙帕尔纳斯公墓。

1985年，波哥大哥伦比亚新闻记者协会一致同意将40周年奖颁给加西亚·马尔克斯。影迷们有机会在银幕上看到他的电影《大限难逃》的翻拍版。该电影的第一个版本是一部西部片，于1966年发行，导演是阿图罗·利普斯坦。1985年的这部改编电影由豪尔赫·阿里·特里亚纳导演，加西亚·马尔克斯是电影制作人兼编剧，他的儿子罗德里戈·加西亚是摄影师。剧中人物的对白与1966年的一样，仍由卡洛斯·富恩特斯设计创作。图书出版业在巴塞罗那出版了他的作品全集，并且在这年快要结束时，《霍乱时期的爱情》已在整个西班牙语世界内印刷出版。

虽然《霍乱时期的爱情》是根据作者父母的爱情写的一见钟情的故事，但小说的叙事却错综复杂，带着浓浓的实验痕迹，不太容易理解。读者读完小说后才逐渐明白，这个故事从第二章才真正开始。就像电影的典型叙事手法一样，这部小说也运用了开门见山的手法。在《霍乱时期的爱情》这部小说中，加西亚·马尔克斯有意回归19世纪的现实主义手法，与作者有关的彻底的幻想在这部小说里不见了踪影。

如前所述，这部小说是根据他父母的爱情故事创作的。《霍乱时期的爱情》的读者可能还记得弗洛伦蒂诺·阿里萨这位年轻但家境贫穷的电报员。他爱上了来自上流社会的漂亮女孩费尔米纳·达萨。费尔米纳确实美如天仙，行事果决。为了让她忘记弗洛伦蒂诺·阿里萨，她的父亲不得不将她送走。在现实中，尼古拉斯·里卡多·马尔克斯·梅希亚上校也将女儿路易莎·圣蒂雅嘉送走了。无论是在小说中还是在现实中，电报员都找到了与爱人联系的方式（电报）。然而，小说讲述的是一场三角恋，女主人公后来嫁给了出身名门的医生。虽然小说与加西亚·马尔克斯父母的爱情故事存在许多相似之处，但前面提到的小说中的三角恋却是完全虚构的，另一虚构之处是小说中弗洛伦蒂诺在苦等了五十一年九个月零四天后才再次向费尔米纳表白心迹，发誓会永远爱着她，这一时间恰好是在费尔米纳的丈夫去世之后。一些评论家认为《霍乱时期的爱情》比《百年孤独》更好，虽然这个说法尚且存疑。加西亚·马尔克斯的好友兼知名文学评论家卡洛斯·R. 罗德里格斯曾写道：“就算《百年孤独》没能确保加西亚·马尔克斯前往斯德哥尔摩摘得诺贝尔文学奖，他也可以凭借《霍乱时期的爱情》获得该奖项。”《百年孤独》中被称为魔幻现实主义的那种肆意的想象在《霍乱时期的爱情》里已不复存在，但创造和再现想象力的能力却并未消失。《纽约时报》的书评这样写道：“他用慷慨激昂的笔触描绘出了一种疯狂的静谧：我们从另一部小说中认识的加西亚·马尔克斯的特有风格不仅已成熟，而且开辟并发展了新的创作之源，其作品从此兼具古典与流行的特点，在浑浊与纯净之间找到平衡，对所写事物或赞美或诅咒、或欢笑或哭泣、或作为寓言讲述或歌颂，一有需要，便冲天而起、恣意翱翔。”和加西亚·马尔克斯的许多作品一样，《霍乱时期的爱情》也被拍成了电影。但观众的反响并不热烈，并且该片在美国也不受欢迎。

1986年，他希望为通用西班牙语的拉丁美洲国家带去和平的愿望促使他与智利电影、电视导演米格尔·利廷共事，这位导演在1973年的智利政变后便被逐出智利，流亡墨西哥。两人制作了一部电视剧，描述智利人民在皮诺切特统治期间遭受的压迫。不过，这并不是他与利廷的第一次合作。1979年，这位智利电影制作人导演了根据加西亚·马尔克斯的同名短篇小说改编的电影《寡妇蒙蒂尔》。杰拉尔丁·卓别林（查理·卓别林的女儿）在这部电影里扮演女主角。一年后，这部配有英文字幕的电影发行。该电影的剧本由利廷和墨西哥小说家兼短篇小说家何塞·阿古斯丁两人共同改编。加西亚·马尔克斯于1986年发表了《米格尔在智利的地下行动》。该书同时在波哥大、布宜诺斯艾利斯、巴塞罗那以及马德里出版，英译本则在原版出版一年后才出版。与他的重要作品不同的是，这本书的英译本并不是由拉瓦萨或格罗斯曼翻译的。拉瓦萨和格罗斯曼是美国国内将加西亚·马尔克斯的作品由西班牙语译成英语的两位主要译者。无论是翻译还是它自身结构的原因，这本书都没有受到读者的好评。这本薄薄的书讲述了1985年利廷在皮诺切特专制统治之下的智利进行的为期六周的秘访。

1987年5月，在与米格尔·利廷一起拍摄完电视剧之后，加博见证了他的短篇小说《一桩事先张扬的凶杀案》的改编电影的诞生。这部电影由弗朗西斯科·罗西亲自改编并导演，于1987年在戛纳电影节上展播，罗西获得这届金棕榈奖最佳导演的提名。不过，最终获得最佳导演奖的是电影《在撒旦的阳光下》的法国导演莫里斯·皮亚拉。担任这届电影节评委主席的是法国演员伊夫·蒙当和美国小说家诺曼·梅勒。

在墨西哥时，加博完成了《对冷漠男子的爱情咒骂》，这是到目前为止加西亚·马尔克斯创作的唯一一部戏剧。1988年8月，该剧在阿根廷的布宜诺斯艾利斯公演。这座城市曾在1967年首次出版《百年孤独》，这里是他作为小说家锋芒初绽的地方。但这次，人们的评价却是好坏夹杂，而且常常不够大度：加西亚·马尔克斯的这部《对冷漠男子的爱情咒骂》时长90分钟，剧中只有一个女演员，阿根廷戏剧界与文化界中可能最具影响力的报纸《民族报》在评论中将其贬为“一场肤浅、重复、乏味的情节剧”。相比之下，拥有很大发行量的日报《号角报》则称其为一部“美丽的”作品，“挑逗意味十足，充满如诗般的仪式感，富有活力”。作者本人并没有出席该剧的首演之夜，但他的妻子梅塞德丝去了。同年晚些时候，该剧在古巴、墨西哥及其他国家陆续上映，门票销量居高不下。2007年，为庆祝加西亚·马尔克斯的80寿辰，意大利的多个城市将该剧再次搬上舞台。

1988年无疑是这位诺贝尔得主充满尝试的一年。除了上面提及的戏剧，他还坚持制作电视节目。电视剧《危险的爱》是加西亚·马尔克斯为西班牙电视台写的，但最终这部电视剧成为六部主题皆为爱和死亡的独立电影。他为这六部电影分别挑选导演，并与他们合作完成了这几部电影的剧本创作。这六部电影分别是《公园来信》《罗马神迹》《福布斯小姐的夏天》《美丽养鸽人的寓言》《我就是你要找的》以及《快乐的星期天》。他的儿子罗德里戈·加西亚担任电影《福布斯小姐的夏天》的摄影总监。无论是原版电视剧还是改编电影，它们都是加西亚·马尔克斯明智的营销“产业”的见证。不过，这六部电影都没能取得票房佳绩。尽管如此，《罗马神迹》这部电视迷你剧在1989年摩纳哥的蒙特卡洛电视节上斩获久负盛名的金女神奖。

1989年初，加西亚·马尔克斯发表了《迷宫中的将军》，这是一部颇具争议的历史小说，讲述了西蒙·玻利瓦尔离世前最后几天发生的事。这部以西班牙语出版的小说具有他众多作品的典型写作风格，该书同时在西班牙、哥伦比亚、阿根廷、墨西哥和古巴销售。书中讲述了这位伟大的拉丁美洲解放者在完全孤独的情况下踏上死亡之旅的故事。加西亚·马尔克斯的朋友阿尔瓦罗·穆蒂斯被认为是最初想到这个创意的人，因此加博一写完就把这本书献给了穆蒂斯。加西亚·马尔克斯在提及这位历史人物时措辞得体，一律用“将军”称呼。主人公的最后一程是沿马格达莱纳河逆流而上，这条河在《霍乱时期的爱情》中有着举足轻重的作用，它也正是加西亚·马尔克斯记忆中的那条河。在19世纪后半叶至20世纪头20年里，蒸汽船沿着这条河悠然自得地穿梭往来于哥伦比亚的加勒比地区。次年，《迷宫中的将军》的英译本出版。这次的英译本由杰出的翻译大师埃迪特·格罗斯曼完成。《纽约时报》的书评提到了这部小说在西班牙语世界备受争议的现象。“玻利瓦尔是南美洲颇具传奇色彩的解放者，但留在读者脑海里的是一个矛盾且高度幻灭的人物形象，这一形象在拉丁美洲引发了巨大争议。在拉丁美洲，评论家们拒绝接受他们的英雄被塑造成一个有致命弱点的人。与马尔克斯早期塑造的主人公一样，玻利瓦尔是一个幻灭的理想主义者，一个在殉道和享乐主义的快感之间左右摇摆的梦想家，一个游戏花丛的浪子，一个战士眼中和蔼可亲的慈父。”不过，撰写这篇书评的评论家似乎自相矛盾。他写道，英雄玻利瓦尔“像作者早期作品中的主人公”。但他在文章的结尾又写道：“虽然他在早期小说中创造出了令读者惊讶与赞叹的传奇故事，但《迷宫中的将军》却只是将百科全书里偷来的事实巧妙地修饰了一番而已——历史只是身不由己地被杂糅进了艺术里。”

事实上，到了20世纪80年代中期，加西亚·马尔克斯的任何作品都会被首先拿来与《百年孤独》和《霍乱时期的爱情》比较，其次才与《没有人给他写信的上校》以及《一桩事先张扬的凶杀案》比较。

结　语

20世纪80年代的西班牙语世界面临和70年代一样的困境。政治上，中美洲依然内战不断，社会动荡不安。智利无法重建民主选举制度，仍处于皮诺切特的专制统治之下。与20世纪70年代一样，人们向加西亚·马尔克斯寻求解决之道。俗话说，笔杆胜于刀剑，但这位诺贝尔将得主却在缓和哥伦比亚持续存在的游击队问题上无能为力。他与4月19日游击运动（也称M—19）的创始人兼领导人海梅·贝特曼·卡永的会面只是一次善意的举动，仅此而已。贝特曼死后数年，M—19组织于1985年攻占位于波哥大的哥伦比亚正义宫，当场处死了一百人，其中包括被扣为人质的十一名法官。

虽然加西亚·马尔克斯依然在墨西哥城有住所并且周游世界，但他想为哥伦比亚带来和平的愿望一直是他的一个首要的社会政治兴趣。不过，他的兴趣实在太多，认真的书迷要花数年时间才能了解这位当代最著名的拉丁美洲作家。1986年，当几乎所有人都被哈雷彗星再次出现在太阳系的这一事实吸引时，加博在梵蒂冈会见了教皇约翰·保罗二世。这位圣父原名卡罗尔·约瑟夫·沃伊蒂瓦。这次，马尔克斯代表成千上万名失踪得无影无踪的阿根廷年轻男女以及新生儿向他寻求帮助。然而，加博与教皇的会面没有取得丝毫进展。

20世纪七八十年代，马尔克斯享有的声望令人难以想象。世界各地随处可见他的身影。他早年的作品不断再版，所有新版本在出版后便陆续有第二版、第三版、第四版，速度比其他任何一位拉丁美洲作家都要快。加西亚·马尔克斯这个名字确实已经成为一个产业。作为作家，他的名字无处不在；他还把写作技巧运用到了电视与戏剧中，这加深了他对视觉艺术的热爱。到了1989年，62岁的他所拥有的财富和健康达到了顶峰。

正如20世纪70年代的《族长的秋天》一样，加博这位语言魔术师为他的读者尝试了一些全新的东西，并大胆地出版了颇具争议的小说《迷宫中的将军》。全世界的读者都有机会再次从一个全新角度来审视他。不过，对许多人来说，他对待那位伟大的拉丁美洲解放者的态度令人不快。

回顾20世纪80年代时，我们无法回避那时的社会动荡。教皇约翰·保罗二世在1981年躲过了一次暗杀。同年，加博参加了法国总统密特朗的就职典礼。1982年，阿根廷和英国就福克兰群岛的归属问题发动战争。同年，加西亚·马尔克斯获得诺贝尔文学奖。拉丁美洲仍然暴力肆虐。1984年，英迪拉·甘地被自己的两个保镖暗杀，由此引发的骚乱导致两千多名锡克教徒被杀。1985年，《霍乱时期的爱情》出版，米哈伊尔·戈尔巴乔夫成为苏联领导人。两年后，加西亚·马尔克斯与这位苏联国家元首会面。1989年，正当成千上万的柏林人齐心协力推倒柏林墙时，智利人要求民主投票，选举帕特里西奥·艾尔文为总统。加博想把皮诺切特赶出政府的愿望现在终于实现了。选举在这年的12月举行，1990年初，那位智利独裁者搬出了拉莫内达宫（智利总统府）。

20世纪80年代让更多的美国人认识了拉丁美洲及其人民，并一直对那片土地以及那片土地上的作家怀着浓厚的兴趣。阿根廷小说家曼努埃尔·普伊格的小说《蜘蛛女之吻》于1985年被拍成电影。同年，这部电影大获成功，威廉·赫特也因在这部改编电影中扮演主角而获得奥斯卡奖。智利作家伊莎贝尔·阿连德因处女作《幽灵之家》赢得全球赞誉，同名电影由梅丽尔·斯特里普、格伦·克洛斯、杰里米·艾恩斯、安东尼奥·班德拉斯以及其他电影明星担任主演。随后，墨西哥作家劳拉·埃斯基韦尔的《恰似水之于巧克力》面世。这本书及其改编电影都比《幽灵之家》更成功。阿连德和埃斯基韦尔都受到了加西亚·马尔克斯的魔幻现实主义的影响。20世纪80年代的拉丁美洲现象轰动全球，加西亚·马尔克斯是那时人们谈论最多的名字。

注释

1．编辑注：约合1.73米至1.75米。


第八章
新闻、朝圣者、恶魔

《异乡客》中那些更具说服力的故事，就像复杂的折纸建筑一样细细展开，优美精致地勾勒出人物的一生。这些故事着眼于老人的视角，饱含忧郁惆怅的智慧，令人联想到《霍乱时期的爱情》。

——角谷美智子，《纽约时报》

20世纪90年代就像一缕拂过全世界的清风。尼加拉瓜举行了自由选举，但令许多人失望的是，桑地诺派输给了维奥莱塔·查莫罗。在南非，被囚禁27年的纳尔逊·曼德拉于1990年获释。1994年，曼德拉参加了第一次多种族选举并当选南非总统。在欧洲，东德与西德正式统一，结束了德国自二战结束以来的分裂状态。

在文学界，墨西哥作家奥克塔维奥·帕斯获得诺贝尔文学奖，加西亚·马尔克斯颇具争议的小说《迷宫中的将军》的英文版出版。在美国，奥斯卡·希胡洛斯凭借《曼波舞王的爱情之歌》获得普利策奖。

1990年，加西亚·马尔克斯作为电影制作人和拉美新电影运动的一员前往日本参加拉美电影节。途中，加博在纽约停留，为的是与他钦佩的导演伍迪·艾伦见面，伍迪·艾伦已经三次摘得奥斯卡最佳导演奖。同年，黑泽明的电影《梦》发行。这趟日本之行为加博与日本电影导演大师黑泽明的交谈提供了良机。如果说有人能把加西亚·马尔克斯那部雄心勃勃、具有实验性的复杂小说《族长的秋天》搬上大荧幕的话，此人非黑泽明莫属。此前，他已将莎士比亚、陀思妥耶夫斯基、高尔基、托尔斯泰以及当代小说家埃德·麦克贝恩和乔治·西默农的诸多文学作品拍成了电影。黑泽明希望导演《族长的秋天》，并且以日本中世纪为故事背景。遗憾的是，这个计划没有成功。黑泽明于1998年12月6日溘然长逝。

在哥伦比亚，和平遥遥无期，20世纪80年代便在这片土地上肆虐的暴力持续升级。在1990年哥伦比亚的政治舞台上，加博在受邀参加国民议会时拒绝参与职位竞选。他不愿担任官方政治职务的初衷始终坚定不移，并且绝不改变。不过次年，他决定回哥伦比亚生活，但仍保留他在别处的住所。1990年，他在墨西哥——这个他生活时间最长的国家，与墨西哥广播电视记者兼编剧苏珊娜·卡托一起创作了电视剧本《双向镜》。镜子是加西亚·马尔克斯作品中反复出现的一个主题。早在1949年，他就在短篇故事《镜子的对话》里写过这一主题，这篇故事被编入了《蓝狗的眼睛》。在《双向镜》中，安放在新娘屋里的那面古董镜里在婚礼前出现了一名19世纪英俊的革命军人。显然，新娘和军人看得见对方。这部具有魔幻现实主义且充满浪漫的电视剧在墨西哥播出。除此之外，另两个类似的节目也在墨西哥录制，并于第二年播出。加博与古巴小说家、编剧兼诗人耶里谢欧·阿尔贝多一起创作了《天涯海角》。这部作品的体裁也是加博反复使用的书信体。一个婚姻不幸的女人收到了一封大约二十年前寄给她的信，寄信人是那时深爱着她并且想让她跟他私奔的情人。这部作品被策划成《别把爱情当傻瓜》三部曲。第三部作品《周六盗贼》则是由这位诺贝尔得主与墨西哥人孔苏埃洛·加里多合作完成，孔苏埃洛是一名电视广播编剧。《周六盗贼》也是一个爱情故事，荒谬在其中发挥了重要的作用。剧中，一个窃贼在一位中年妇女的房子里被抓。房主是个电台名人，她爱上了这个闯入者；而窃贼发现房主是他最喜欢的电台明星后也爱上了她。《双向镜》和《周六盗贼》的导演是墨西哥人卡洛斯·加西亚·阿格拉斯，《天涯海角》的导演则是古巴人托马斯·古铁雷斯·阿莱亚。

虽然加博只写了《对冷漠男子的爱情咒骂》这一部戏剧，但并不妨碍戏剧公司改编他的作品。在某些圈子里，把他的小说改编成戏剧已经成了惯例。1990年，在纽约举行的拉丁戏剧节上，开场剧目就是根据小说《一桩事先张扬的凶杀案》改编的。《纽约时报》的一名评论家写道：“塔沃拉先生在提炼小说时，虽紧随叙事主线，却删掉了许多人物，对众多事件进行了压缩。他短时地将安赫拉和她的丈夫巴亚尔多描绘成了未来的人物，完全没有抓住书中故事的重点。被遗弃的新娘在长达十七年的时间里对她那位缺席的丈夫热情不减，给他寄了将近两千封信，但他一封都没有打开过。”这名评论家不喜欢这个改编剧本，他继续说：“导演最具破坏性的决定就是将作者从角色中移出，然后让牧师和其他人来发表他的一些言论。在小说中，正是通过加西亚·马尔克斯这一积极参与者的语言和回忆，这个故事才得以散发光芒，读者也才能领略到故事中偶尔出现的怪诞幽默。”由一种体裁改编成另一种体裁本身就常常是一项非常艰巨的任务，改编加西亚·马尔克斯的作品更是如此。1991年，在纽约表演过该剧的剧团还将它搬上了哥伦比亚马尼萨莱斯的舞台。

在第十三届马尼萨莱斯国际戏剧节上，有两部戏剧改编自加西亚·马尔克斯的作品。一部是西班牙塞利维亚戏剧团改编的《一桩事先张扬的凶杀案》，另一部是哥伦比亚一剧团改编的《乌苏拉·伊瓜兰回忆录》。不过，无论是在美国，还是在西班牙语世界，或是其他地方，大部分的改编剧目都来自高校。在马尼萨莱斯国际戏剧节上，来自西班牙、哥伦比亚、智利、阿根廷、秘鲁、墨西哥、哥斯达黎加和巴西的剧院公司相聚一堂，热闹非凡。

1991年，加博还出版了他的《新闻稿：新闻作品第五卷（1961—1984）》。对研究加西亚·马尔克斯的学者及爱好者来说，这是一本必读书，其内容涵盖了加博从1961年至1984年这段相当长时间的新闻作品，读起来几乎像是一本回忆录。书的开篇是他于1961年写的那篇关于欧内斯特·海明威自杀的文章。不过，除了一篇反思自己作家身份的文章以外，再无一篇关于20世纪60年代的评论文章。有趣的是，他在这篇文章中表达了他对诺贝尔奖、作家的收入以及作家作品传世问题的看法。也许是出于玩笑，文章结尾与《一个小说家的不幸》相一致。他在文章结尾处坚称：“［写作］就是一种变形，它很好地解释了为什么这么多因饥饿而自杀的男男女女会对社会如此愤怒，他们想要做一些事情，而这些事情到最后，老实说，毫无价值。”文章充满了作者的愤怒和沮丧。显然，那时的他还不知道，他一年后的写作生涯将会随着《百年孤独》在阿根廷的出版发生何等巨变。

到1992年时，加西亚·马尔克斯的身体每况愈下。常年吸烟对他的身体造成了极大伤害。5月，他进行了肺部肿瘤切除手术。手术很成功，但十年后他会进行更多的手术。他已63岁，还有许多计划没完成，许多抱负没实现。10月，在洛杉矶出版的《时代周刊》杂志特刊中，他就“未来数十年，人类要实现什么目标？”的话题回答道，21世纪，我们唯一可以尝试拯救人类的新举措就是让女性掌控世界。他似乎坚信，在新千年里，男性无法阻止环境恶化和人类灭亡的进程，理由是男性放不下他们的个人利益。他在小说中塑造的坚强的女性角色以及在多次访谈中对女性给予的肯定也加强了他的这一看法。历史上，女性时常走在时代的前沿，掌控着她们所处的世界。人们不会忘记埃及艳后克娄巴特拉、卡斯蒂利亚女王伊莎贝拉、英国伊丽莎白女王一世、俄国叶卡捷琳娜大帝以及其他在历史上有着重要影响力的女性人物。在当代，英国首相玛格丽特·撒切尔夫人的掌权则是另一个我们无法忘记的例子。

1992年出版的《异乡客》是一本引人入胜的书，全书共收录了十二个短篇故事。在马尔克斯所有的虚构书中，这是他第一本不以哥伦比亚为故事背景的小说。书中所有的故事都发生在欧洲。不过，故事的情节依旧围绕在欧洲生活或旅行的拉丁美洲人展开。该书的第一版同时在阿根廷、西班牙、墨西哥和哥伦比亚出版。次年，由埃迪特·格罗斯曼翻译的英译本出版。在西班牙出版的那天刚好也是导演鲁伊·格拉根据《异乡客》中的一个故事拍摄的电影《为梦献身》的首映日。《为梦献身》这个故事的灵感源于加西亚·马尔克斯自己的一个梦，梦中的他去参加了自己的葬礼。故事情节尤为有趣，因为他把他的老朋友巴勃罗·聂鲁达写成了故事里的一个虚构人物。虽然短篇故事集《异乡客》和电影《为梦献身》都在1992年问世，但这个故事本身在1980年3月就写好了。除了这本书和电影《为梦献身》，加西亚·马尔克斯也一定会非常高兴地看到，《埃伦蒂拉》被音乐教授维奥莱塔·迪内斯库改编成室内歌剧。该歌剧的歌词是作曲家根据加博中篇小说的写作进行的创作。迪内斯库生于罗马尼亚，她自1987年起就是女作曲家国际联盟执行委员会的成员。

无论过程艰巨与否，加西亚·马尔克斯的小说都不断地被改编成不同的体裁。1992年，位于纽约的西班牙大剧院成功地将《埃伦蒂拉》改编成《纯真的埃伦蒂拉》，导演是波哥大人民剧场的创始人豪尔赫·阿里·特里亚纳。与1990年对《一桩事先张扬的凶杀案》的改编评论截然不同，《纽约时报》的戏剧评论专栏对这一改编给予了高度评价。“有时，高雅的格拉梅西艺术剧院似乎要因为这部戏剧的宏伟壮丽和激情四溢的活力而爆炸。它成功地将故事压缩在如此狭小的空间，证明了每位参与者高超娴熟的技巧，特别是那十六名西班牙大剧院的成员，他们让这个魔幻故事里所有坚韧不拔且有时如幽灵一般的角色变得生动、残酷，还带着异样的美感。”《埃伦蒂拉》被改编成电影、歌剧以及戏剧，而电影改编版早在十年前就完成了。

对西班牙语世界来说，1992年意义重大，因为这一年是发现新大陆五百周年。这一年出现的众多书籍、电影和电视特别节目中，卡洛斯·富恩特斯的《埋在地下的镜子：对西班牙和新世界的反思》在美国成为最受欢迎的书籍之一，《1492：征服天堂》则是当年最惊险刺激的电影。杰拉尔·德帕迪约在电影中饰演哥伦布，西格妮·韦弗饰演伊莎贝拉女王一世。通用西班牙语的拉丁美洲国家及西班牙还举行了大大小小的庆祝活动，并出版了各种刊物。12月，西班牙萨拉戈萨大学组织了一场大会，四百多位专家齐聚一堂，展开了一番关于《百年孤独》的讨论。大会的题目是《五百年的孤独》，这很切合讨论的内容。会上，许多专家，尤其是加西亚·马尔克斯，认为南半球的这部分长久以来遭受的孤独与隔离是造成通用西班牙语的拉丁美洲国家如今发展态势的诸多原因之一。1992年举行的庆祝活动是为了纪念地理发现五百周年，萨拉戈萨大会则是为了庆祝《百年孤独》出版二十五周年。

1993年，加西亚·马尔克斯获得多米尼加共和国圣多明各自治大学的荣誉学位。随后，他参加了在墨西哥城举办的第三届索卡洛书展，该书展是墨西哥最重要的图书活动之一。他还参与了一场在哥伦比亚举行的保护作者权益的运动。卡洛与奎尔沃学院授予他荣誉成员的称号，该学院在哥伦比亚广受赞誉，主要从事科学研究、高等教育以及出版工作。在政治舞台上，他就美国与哥伦比亚之间签署的毒品条约发表了看法。在一篇新闻文章中，他讲述了两国政府十一年来所付出的努力，指出这些努力的结果导致了“大规模的违法犯罪、盲目的恐怖主义、绑架产业、普遍腐败等问题，并且这所有的问题都发生在前所未有的暴力氛围中”。他的担忧是有理由的，任何一个在道德上严于律己的人都会这样，无论他是哥伦比亚人、美国人还是其他国家的公民。1993年，毒品文化及其副作用已经完全失控。他将这一问题的一手资料写进了举世震惊的《一起连环绑架案的新闻》一书中，并于三年后出版，书中描述的一桩桩事件令人惊诧。这本书是加西亚应绑架的受害者马鲁哈·帕琼及其丈夫的要求，对她长达六个月被绑架经历的记录。该书于1993年10月初具雏形。

1994年10月，他对新闻事业的毕生热情促成了新伊比利亚美洲新闻基金会的创立。该基金会是一家非营利机构，总部设在哥伦比亚的卡塔赫纳。加西亚·马尔克斯创办这个基金会的目标是推广实践工作坊及研讨会，方便年轻记者向资深记者、新闻官员及专栏作家学习技巧。要实现这个目标，他的弟弟海梅·加西亚·马尔克斯的帮助至关重要。他是一名工程师，也是该基金会的副主席。海梅·阿韦略·班菲担任执行董事一职，是该机构不可缺少的成员。阿韦略·班菲是一名律师，在电视电影业有着深厚的背景。另一位在新闻基金会创立过程中极具影响力的人物是阿根廷小说家、短篇小说家、散文家、记者以及学者托马斯·埃洛伊·马丁内斯，他是加西亚·马尔克斯的亲密老友。在卡塔赫纳这座历史古城中，加博一直保留着那套被导游称为“诗人小屋”的房子。基金会也在这座城市拥有几个办公室、一所图书馆以及两间会议室。两间会议室分别以加西亚·马尔克斯新闻事业发展阶段中的两个重要人物——阿尔瓦罗·塞佩达·萨穆迪奥和克莱门特·曼努埃尔·萨瓦拉的名字命名。阿尔瓦罗·塞佩达·萨穆迪奥是巴兰基亚文学小组成员。塞佩达·萨穆迪奥对加西亚·马尔克斯来说非常重要，他的名字（只用了阿尔瓦罗）出现在《百年孤独》这部小说的最后部分。总是对老朋友忠心不二的加博又用萨穆迪奥的名字命名了一个会议室。克莱门特·曼努埃尔·萨瓦拉则是加西亚·马尔克斯在卡塔赫纳《宇宙报》当学徒时的新闻导师，两人于1948年相识。新伊比利亚美洲新闻基金会由多个私人基金会及联合国教科文组织共同赞助。

1994年，西班牙加的斯大学授予马尔克斯荣誉学位，这与1993年多米尼加共和国圣多明各自治大学的做法如出一辙。同年，他的小说《爱情和其他魔鬼》出版，该书讲述了哥伦比亚殖民时期发生在卡塔赫纳的一个复杂的爱情故事。故事中，女主人公西埃尔瓦·玛丽亚·德·托多斯·洛斯·安赫莱斯是一个十二岁的女孩，她被一只染上狂犬病的狗咬伤了。西班牙、阿根廷、墨西哥和哥伦比亚同时出版了这本书的西班牙文版。次年，该书的英文版面世。这本书的梗概这样写道：“年幼的西埃尔瓦·玛丽亚·德·托多斯·洛斯·安赫莱斯总是说着奇怪的梦和比梦更奇怪的预感（在加勒比海岸上她看到了雪，还有一串装着她死亡秘密的神奇葡萄），因此她很快就被驱赶到了当地的一个修道院。在那里，修女们不仅怪罪她对牲畜施妖术、污染水源，还对她施以各种异常残酷的惩罚。然而，突然间，一位名叫卡耶塔诺·德劳罗的教士被任命为西埃尔瓦·玛丽亚的驱魔师，他学识渊博，并且他将意外地爱上这个女孩，这一发展预示着他们两人都可能得到救赎（与永恒的诅咒）。”夸张法、梦幻的世界以及超自然力量在这部小说中有机结合，重建了一个虚构的故事。在这个故事中，叙述声音是记者。今天，加西亚·马尔克斯位于卡塔赫纳的家就在老修道院这个虚构故事发生地的对面。相较之下，他应该非常了解1949年发生的事，因为当时他正在这座城市的《宇宙报》日报当记者。1950年的短篇小说《蓝狗的眼睛》讲述了一个梦幻世界与一对夫妇没有实现的愿望的故事。这个故事在1994年被拍成了短片，导演和编剧都是洛伦佐·夏皮罗。他在改编时将加西亚·马尔克斯的故事背景设在了纽约。

加西亚·马尔克斯于1995年写的文学作品还得再等一年才出版。不过此时，加博的读者正如痴如醉地读着古斯塔沃·阿朗戈的《一束勿忘我》。这本书是对加西亚·马尔克斯头两年记者工作（1948年和1949年）的致敬，那时加西亚·马尔克斯还是一个初到卡塔赫纳的二十岁小伙子。这本书没有英译本。加博于1995年写的新闻报道中有一篇关于西班牙人费德里科·马约尔的文章，此人是当时联合国教科文组织主席。在这篇名为《永远乐观的费德里科》中，我们可以了解到，美国退出了联合国教科文组织，而这一举动导致该机构的运营预算减少了25％。加西亚·马尔克斯认为，在那些未退出的国家中，当时的苏联是最强大的国家之一，但那些国家自己的经济相当不稳定。不过，在未提及消息来源的情况下，这篇文章盛赞了联合国教科文组织主席费德里科·马约尔，是他设法找到了资助联合国教科文组织议程的国家。

20世纪80年代经历的暴力在90年代被视为恐怖主义。美国国务院的一项关于全球恐怖主义的研究结果显示：“1995年，因全国暴力事件增加以及11月2日保守党领袖阿尔瓦罗·戈麦斯·乌尔塔多遭遇暗杀，总统桑佩尔两次宣布全国陷入‘国内骚乱’状态，需采取非常措施。11月2日当天，总统桑佩尔宣布，他授权军队、32个省（州）的省（州）长和市长疏散平民，以打击包括在哥伦比亚活动的游击队组织在内的非法武装力量。”美国国务院的这份官方报告可能无法让世界每个角落的人都能读到，但加博于1996年出版的小说《一起连环绑架案的新闻》却有这个可能。该书在开篇用各种语言向那些为他提供所有事实与情况的人表示感谢。不过，他作品的文学性减去了一些他称之为“折磨哥伦比亚二十多年有如《圣经》中的大屠杀”的残酷。美国国务院的说法更加直截了当：“1995年，哥伦比亚持续处在暴力的严重伤害之下，数不清的恐怖主义炸弹袭击、杀戮和绑架勒索在这个国家已经成了家常便饭。毒贩、准军事队和普通犯罪分子不仅杀害他们的目标，还杀害许多无辜的旁观者；他们犯下了诸多罪行，却免受惩罚。虽然大多数以政治为动机的暴力行为的攻击对象是当地人，但哥伦比亚仅在1995年就发生了76起国际恐怖主义事件。这是拉丁美洲的最高纪录，几乎是1994年41起此类事件的两倍。”

为了保持与电影界的联系，加西亚·马尔克斯与他人合作，将索福克勒斯的《俄狄浦斯王》改编成了电影，该片于1996年以《俄狄浦斯市长》的名字发行。索福克勒斯对加西亚·马尔克斯的文学生涯影响颇深，尤其是早期的文学生涯。《俄狄浦斯市长》的导演是豪尔赫·阿里·特里亚纳，他是哥伦比亚导演、制作人兼演员，也是熟悉加博作品的作家（1985年，他翻拍了加西亚·马尔克斯的《大限难逃》）。西班牙女演员安赫拉·莫利纳凭借在片中饰演的伊俄卡斯忒（俄狄浦斯的母亲及妻子）一角被评选为最佳女演员，在马德里获得银像奖。

1997年3月，哥伦比亚卡塔赫纳电影节表彰了加西亚·马尔克斯的电影工作，并展出了他的六部电影剧本，《俄狄浦斯市长》便是其中之一。这一年，加博70岁，这也是他成为小说作家的第50个年头，也是《百年孤独》出版的第30年以及他获得诺贝尔奖15周年。因此，这届电影节的主办方打算庆祝一番，不过加博没有出席庆典，而是在墨西哥庆祝了他的生日。与20世纪80年代因被怀疑帮助过M—19组织而遭到的驱逐不同，这次加西亚·马尔克斯是自我放逐。哥伦比亚政府的谎言和腐败令他伤透了心，也让他心灰意冷、厌恶透顶。达索·萨尔迪瓦出版了《加西亚·马尔克斯：回归本源》一书，这本长达611页的传记（包含了大量的照片、尾注和索引）详细讲述了《百年孤独》的创作细节，向我们揭示了围绕这部小说的历史、文化要素以及贯穿这部史诗故事的家庭纽带。

1997年4月7日，加西亚·马尔克斯在墨西哥萨卡特卡斯举办的第一届西班牙语国际大会上致开幕词。诺贝尔奖得主卡米洛·何塞·塞拉与奥克塔维奥·帕斯在其之后也相继致辞。卡米洛·何塞·塞拉来自西班牙，奥克塔维奥·帕斯来自墨西哥。西班牙国王胡安·卡洛斯一世与墨西哥总统埃内斯托·赛迪略随后致辞。西班牙语国际大会每三年在一个西班牙语国家举行。第二届在西班牙的巴利亚多利德，第三届在阿根廷的罗萨里奥；2007年举办的第四届则在哥伦比亚的卡塔赫纳。2007年是《百年孤独》出版的第40年，也是马尔克斯获得诺贝尔奖的第25年，并且这一年他年满80岁。因此，在这届大会上，与会者纷纷向加夫列尔·加西亚·马尔克斯致敬。1997年9月，美国总统比尔·克林顿在白宫会见了曾被美国拒之门外的加西亚·马尔克斯。

1998年1月25日，加西亚·马尔克斯正在古巴，教皇约翰·保罗二世当时也在这座加勒比岛屿上进行宗教访问。这位教皇做了长达三个多小时的演讲，成千上万的古巴民众聚在哈瓦那革命广场聆听。在这场电视转播的弥撒中，加夫列尔·加西亚·马尔克斯一直坐在他的老朋友菲德尔·卡斯特罗的身边。

同年4月，加博在普林斯顿大学开设了一个文学工作坊。也大约在那个时候，他打算去美国总统办公室与克林顿见面。加西亚·马尔克斯联系了比尔·理查森，希望他能安排一次与克林顿的私人会面，以讨论哥伦比亚的局势。然而，这次会面没有实现。当时，克林顿正在接受肯尼斯·W. 斯塔尔的调查，加博和其他学者为此写了一封抗议信，信中称，斯塔尔是“一个拥有无限权力的极端检察官”。这封在巴黎提交的抗议信上，“众多国际作家、学者和演员纷纷署名，其中包括来自南非的诺贝尔和平奖获得者德斯蒙德·图图主教、两位普利策奖得主加夫列尔·加西亚·马尔克斯和威廉·斯泰伦、女演员埃玛·汤普森和劳伦·白考尔以及歌手杰西·诺曼”。《纽约时报》的报道中还提到，“这份与法国前文化部长杰克·朗共同撰写的抗议信，正在用传真发给世界各地的电影明星及其他知名人士。瓦妮莎·雷德格瑞夫昨天说，她正在筹集资金，以便将这封信印在美国和全世界的所有报纸上”。加博对克林顿总统的同情和两人之间的友谊早已不是什么秘密，他参与政治事务也毋庸置疑。克林顿与莱温斯基之间的风流事，如果确有其事，与其说是一个政治事件，倒不如说是一出滑稽的表演。对克林顿的调查始于1995年，但到1998年仍无定论。

1998年，加西亚·马尔克斯拥有的财富使他成为哥伦比亚杂志《变化》的老板之一兼编辑委员会主席。《变化》从创刊起就发行广泛，拥有纸质版和网页版。它是一本新闻杂志，内容涉及国内外诸多人们关心的话题，不过它主要关注哥伦比亚国内经济、政治事务、文化以及娱乐等方面。

1998年，菲德尔·卡斯特罗出版了一本名为《菲德尔：我的早年生活》的回忆录，书中记述了他对童年和青年时期的回忆以及他对政治的参与。加博写了一篇介绍此书的文章——《菲德尔的个人画像》。他写道，卡斯特罗“是个生活朴素、充满幻想的人，接受过老式的正规教育，言语谨慎，崇尚简朴，总能想出绝妙的点子”。

新闻工作一直令加西亚·马尔克斯保持活跃。即便到了1999年，已72岁高龄并且与淋巴癌斗争的他依然如此。1999年1月24日，他为总部设在马德里的西班牙日报《国家报》撰写了一篇名为《金属疲劳》的文章。文章回忆了1995年8月他与克林顿在威廉·斯泰伦位于马萨葡萄园岛的避暑别墅里聚餐的情景，同时也表达了他对这位总统的强烈支持。这篇文章的标题体现了加西亚·马尔克斯一贯的风格，即表达了他想要传达的意象。1998年9月，在白宫为哥伦比亚总统安德烈斯·帕斯特拉纳准备的庆祝晚宴上，加博再次见到了克林顿总统，而“金属疲劳”正是加博对克林顿那时状况的贴切比喻。加博写道，克林顿已不再是他在马莎葡萄园岛看到的那个公平、公正的年轻大学毕业生了，他更像是一个体重下降、无处躲藏又不能被确定的罪犯，他的脸上带着职业性的微笑，如同飞机的有机磨损——金属疲劳一样。这篇文章的遣词方式和语调将克林顿描述成了一个疲惫不堪、患有金属疲劳症的人。

1999年夏天，加西亚·马尔克斯的又一部小说成功地拍成了电影，他本人也在享受这部改编电影的成功所带来的喜悦。这部电影就是在戛纳电影节上展映的《没有人给他写信的上校》，墨西哥导演阿图罗·利普斯坦获得金棕榈奖提名。在西班牙，这部改编电影获得了戈雅奖提名。次年，这部电影又在犹他州的圣丹斯电影节展映，导演利普斯坦荣获最佳导演奖。

此时，加西亚·马尔克斯的新闻作品被编入新的一卷。这卷《为自由：新闻作品第四卷（1974—1995）》收集了他从1974年至1995年的精选文章。他所有的新闻文章都是西班牙语，没有英语或其他语言。

那年夏天，因疲劳住院的加西亚·马尔克斯接受了淋巴癌治疗。神奇的是，关于他健康状况日益恶化的谣言居然被一首全世界流传的诗——《木偶》掀起的恶作剧取代了。无数的追随者都以为这首诗真的是加西亚·马尔克斯的告别诗，但事实并非如此。不过，加博对此不予置评。这首诗是墨西哥口技艺人约翰尼·韦尔奇为其木偶伙伴唐·莫莱斯写的。实际上，加西亚·马尔克斯后来还被拍到与这位著名的口技艺人在一起。

结　语

除了个别国家，拉丁美洲总体上在20世纪90年代经历的暴力要比前几十年要少。有组织的游击队运动虽继续在哥伦比亚、危地马拉和秘鲁三国发生，但在拉丁美洲的其他地方，它们已不再对当地的社会、政治及经济的稳定构成威胁。哥伦比亚的犯罪更多是与毒品卡特尔而不是反叛乱组织有关，尽管后者还是一如既往地活跃。20世纪90年代，加夫列尔·加西亚·马尔克斯撰写《一起连环绑架案的新闻》一书，抨击了哥伦比亚不断升级的暴力问题。哥伦比亚和秘鲁仍是拉美地区的主要问题。另一方面，智利举行了自由选举，在总统帕特里西奥·艾尔文和爱德华多·弗雷领导的民主政府的管理下，智利的经济十分繁荣。在墨西哥，总统埃内斯托·赛迪略是革命制度党在墨西哥的最后一任国家元首，该政党已连续执掌墨西哥政权七十年。这场表面上的政权更迭持续了两届。自国家行动党的维森特·福克斯担任墨西哥总统后，该党的另一位成员费利佩·卡尔德龙也在2006年那场争议颇多、竞争激烈的选举中脱颖而出，成功当选墨西哥总统。

加西亚·马尔克斯虽经常被人求教各种解决办法，但他在被邀请成为哥伦比亚国民议会成员时仍果断地拒绝了一切类似的提议。他是被困在自己的迷宫里了吗？另一方面，秘鲁的马里奥·巴尔加斯·略萨，这位被誉为当今西班牙语最好的作家之一的国际知名小说家、散文家、剧作家兼短篇小说家显然不是这样想的：1990年，巴尔加斯·略萨竞选秘鲁总统，不料却被阿尔韦托·藤森击败。一个作家是否应像众多拉丁美洲作家那样，必须参与政事并担任政府职务呢？无论答案是什么，加西亚·马尔克斯一直不加入任何政治派系，而是凭借自身活跃在政坛上。人们不禁将他视为哥伦比亚人的良知，一个可以为社会变革给予指导的人。但这些人已然忘记了他是一个作家，一个记者，而不是一个哲学家，当然也不是一个职业政治家。他也许能够设法解决这些问题并与国内外读者交流，但也仅限于此。

如果说20世纪80年代的加西亚·马尔克斯是为了寻求政治庇护而待在墨西哥，那么90年代的他选择墨西哥则是出于自我放逐，并且他拒绝参加1997年在卡塔赫纳为他举办的庆典。不过，他对哥伦比亚的爱是毋庸置疑的。他为哥伦比亚所做的一切远比公众知道的要多，创立上文提到的新伊比利亚美洲新闻基金会便是他20世纪90年代的众多贡献之一。就好像《百年孤独》中万事万物不断循环一样，20世纪80年代，他曾在梵蒂冈会与教皇约翰·保罗二世会面。在加西亚·马尔克斯以多层叙事结构创作的短篇小说《格兰德大妈的葬礼》中，这位教皇曾出现在马孔多格兰德大妈的葬礼上；1986年，教皇约翰·保罗二世访问哥伦比亚。20世纪90年代，加西亚·马尔克斯还在古巴哈瓦那聆听了这位教皇的弥撒。不过，马尔克斯的健康状况却不再是80年代的样子了。90年代开始，这位伟大作家的身体每况愈下，他可能死去的消息有时会吓坏一众追随者。然而，令全球数百万人感到高兴的是，他依然努力地活着。

他是在世的用西班牙语写作的作家中最受欢迎的，他的一生因努力“做自己”而变得复杂。但在长达将近三十年的时间里，他却无法获得访问美国的签证。1990年，美国国会通过一条法案，禁止移民归化局因其意识形态而将申请者拒之门外。不过，该法案还留有解释空间。1992年，只因为他的名字，他和妻子从巴黎乘飞机抵达纽约时就被拘留审讯。“加西亚·马尔克斯先生说，因为他曾在1961年的古巴新闻机构拉丁美洲通讯社当了四个月的记者，所以他的名字被列入了禁止［进入美国］的人员名单中。猪湾事件后他就离开了这个通讯社，他当时说：‘我是一个左翼自由党派人士，但不是共产党。’”


第九章
新千年

书籍是人类的特权；

它让思想和精神在墨香间存留，

使我们的孤独跃然纸上，

令现在得以纵览历史的卷轴。

——托马斯·奥弗伯里爵士，摘自詹姆斯·帕尔的《堂吉诃德：颠覆性话语的剖析》

他是阿拉卡塔卡电报员的儿子、马孔多的缔造者、短篇小说大师、独一无二的记者、读者最多的拉美作家、语言魔术大师、散文大家、1982年的诺贝尔奖得主以及世界上所有语种的作家中最有魅力的之一，他还是电影评论家和编剧。加夫列尔·加西亚·马尔克斯属于这个时代。

2007年，年过八旬的加夫列尔·加西亚·马尔克斯在这一年里几乎一直生活在聚光灯下。不管是已逝的还是在世的作家，没有一位在这一年如他这般受到全世界的关注。即使是名气和书籍销量令人难以想象的J. K. 罗琳和这年获得诺贝尔文学奖的多丽丝·莱辛也难以望其项背。2007年，没有哪位作家比这位哥伦比亚作家更受欢迎，他的读者不仅包括他的好友和家人，而且遍布全世界。这些读者现在都直接叫他“加博”。这年的7月和10月，J. K. 罗琳凭借新书《哈利·波特与死亡圣器》以及电影《哈利·波特与凤凰社》占据了各大媒体的头条。然而，诺贝尔奖得主莱辛却只是被提了一下，她几乎没有引起大多数读者的注意。但是，加夫列尔·加西亚·马尔克斯却基本全年都处在聚光灯下。

2007年3月26日至27日，哥伦比亚举办了第四届西班牙语国际大会。大会的主题是“西班牙语的现在与未来：求同存异”。此次大会吸引了来自社会各界的世界名人，有各国总统、西班牙国王与王后、学者以及加夫列尔·加西亚·马尔克斯的众多好友。根据塞万提斯学院的调查，如今说西班牙语的人数已超过四亿，西班牙语已经成为继汉语、英语和印地语之后的第四大语种。与会者中有两百人代表所有的西班牙语国家前来参会。除此之外，还有来自非西班牙语国家的专家以及超过一千二百名科学家、商人、作家、记者、哲学家、教授、西班牙语研究者、电影制作人、艺术家、语言学家、社会学家、历史学家、政治家、建筑师、出版商、语言学院与塞万提斯学院的成员以及来自哥伦比亚各大学的众多学生。不过，这次大会是专为加夫列尔·加西亚·马尔克斯举办的。大会代表西班牙语的22个语言学院，感谢他的作品，并庆祝他的80岁生日、《百年孤独》出版四十周年纪念以及获得诺贝尔奖25周年纪念。就像阿根廷的托马斯·埃洛伊·马丁内斯所描述的那样，他的巨著《百年孤独》用西班牙语打开了我们所有想象的门窗。它已充实并将一直充实我们的世界观，同时它也将永远影响那些来自其他文化和语言背景的作家。卡洛斯·富恩特斯与加西亚·马尔克斯已有四十多年的友情，他在大会上回忆起他与加博在1962年的相识过程。这位墨西哥小说家是最早将《百年孤独》与塞万提斯的《堂吉诃德》相提并论的作家之一。今天，这样的比较并不新鲜，但四十年前确实令人耳目一新。富恩特斯在给胡利奥·科塔萨尔的一封信中写道：“我刚读完《百年孤独》，这是一本令人既兴奋又悲伤的编年史，一篇充满自由想象的散文。我读完后感到精神抖擞，就好像刚和我所有的朋友握过手一样。我刚刚读到了拉丁美洲的堂吉诃德——一个囿于没有平坦旱地的丛林与山脉之间的堂吉诃德，一个与世隔绝、必须在四面已倒塌的墙内重塑世界的堂吉诃德。这是多么精彩绝妙的宇宙重造！在创造与重塑间恣意而生！在连续不断地将真实切换到非凡而充满幻想的过程中，文字塑造的是怎样一个奇妙的存在啊！这简直就像塞万提斯的风格！”为期三天的西班牙语国际大会是同类国际活动中规模最大的一个。这个新生的传统每四年举办一次，距现在也只有十年。

当加夫列尔·加西亚·马尔克斯在卡塔赫纳的开幕式上发表讲话时，他的话里充满了对此次盛会的感激之情。即使在最疯狂的梦里，他也从未想过1967年出版的《百年孤独》印刷量能达到一百万册。“在任何情况下都只有二十八个字母和双指作为全部武器的我，想象有一天会有一百万人［说西班牙语的人］来读我独自一人在房间里所写的东西，对我来说那简直就是疯了才会有的念头。”他继续说道，“今天，语言学院这样做，既是为了一部已被五千万人阅读的小说，也是为了像我这样总是对周围所发生的一切感到惊讶的失眠手艺人。”

早在二十天前的3月里，庆祝活动就在这位诺贝尔奖得主的出生地阿拉卡塔卡开始了。为庆祝他的八十岁生日，小镇镇长佩德罗·哈维尔·桑切斯·鲁埃达和小镇的居民组织了一次阅兵仪式、一场特殊的罗马天主教弥撒以及早上五点开始燃放的八十发烟花。这是小镇自20世纪20年代早期香蕉热结束以来举办的最大盛事，不过正如《纽约时报》所说，“但周二最令人难过的是加夫列尔·加西亚·马尔克斯的缺席。他是在阿拉卡塔卡土生土长的儿子，史诗小说《百年孤独》中的虚构背景马孔多的灵感来源正是这座小镇”。有传言说，他要么在古巴与朋友菲德尔·卡斯特罗待在一起，要么在他墨西哥城的住所。2007年5月30日，这座他儿时生活的小镇才迎来了姗姗来迟的加西亚·马尔克斯。他和妻子梅塞德丝·巴尔查乘坐一辆名为“马孔多的黄色火车”的老式火车抵达。火车从马格达莱纳省的首府，也就是圣玛尔塔这座沿海城市缓慢地驶向阿拉卡塔卡（马孔多）。当他们抵达时，小镇的居民、记者和书迷们热烈地欢迎这个小镇最喜爱的儿子。他只花了不到一个半小时便参观完了小镇，随后便与同乘火车的随行人员搭公交车离开了。马格达莱纳省希望通过这个火车项目给小镇带来数百名文学朝圣者，以此扶持小镇的经济。

2007年慢慢接近尾声，80岁的加夫列尔·加西亚·马尔克斯却似乎爆发出了活力。不夸张地说，他出行皆乘坐飞机，仿佛是在重温年轻时的岁月。他与淋巴癌的斗争也似乎完全结束了。11月，他出席了在墨西哥瓜达拉哈拉举行的为期一周的第21届国际书展开幕式。在书展上，他的祖国哥伦比亚获得表彰，哥伦比亚作家阿尔瓦罗·穆蒂斯也在这周被致以特别的敬意。虽然哥伦比亚拥有丰富的文学遗产，但全国的识字水平却非常低。

11月16日，在全美国的万众期待下，根据他的小说《霍乱时期的爱情》改编的电影在美国的电影院上映。电影改编剧本由奥斯卡奖得主罗纳德·哈伍德完成，他最知名的作品有大屠杀电影《钢琴家》（他凭借该电影在2003年获得奥斯卡奖）和改编电影《雾都孤儿》，这两部电影的导演都是罗曼·波兰斯基。罗纳德·哈伍德生于南非，他在文学方面造诣颇深。此外，他于1974年成为皇家文学学会成员，也曾任1989年至1993年英国笔会（成员包括诗人、剧作家、散文家、编辑和小说家）的主席以及1993年至1997年国际笔会的主席。不过，《霍乱时期的爱情》的导演是迈克·纽厄尔。纽厄尔先生导演的影视作品涉猎广泛，但到目前为止，他还没有获得任何重大奖项。在拍摄《霍乱时期的爱情》之前，他导演了2005年的《哈利·波特与火焰杯》。《霍乱时期的爱情》中的电影声带由哥伦比亚裔歌手兼词曲作者夏奇拉制作，她曾获得两项格莱美奖和八项拉丁格莱美奖。这部耗资四千五百万美元的电影由哈维尔·巴尔德姆、本杰明·布拉特以及乔凡娜·梅佐乔尔诺三人领衔主演。哈维尔·巴尔德姆扮演弗洛伦蒂诺·阿里萨，本杰明·布拉特扮演胡韦纳尔·乌尔比诺医生，乔凡娜·梅佐乔尔诺则饰演费尔米纳·达萨。这部电影在哥伦比亚拍摄，剧组的所有演员一致称赞哥伦比亚人民的热情好客。

然而，电影评论家们纷纷被小说的宏大迷住了，认为电影不如原作。戴维·登比在为《纽约客》撰写的一篇文章中迫不及待地拿但丁与他对比阿特丽斯的痴迷做了一番类比，然后才将这部电影与另一部电影进行比较。“［迈克·纽厄尔］既不会用相机作画，也没像他应该做的那样去抓住某些影像的主题，并把这些主题转变成一种恋人对偶像的崇拜。他是一个现实主义者，滑稽可笑地处理着一堆奢侈的素材。他所能做的也不过是将乱七八糟的表演凑在一起罢了。”但这部电影还是有可取之处，登比补充道：“这是一部制作精良、画面优美的历史作品，令人赏心悦目。”

12月5日，80岁的加西亚·马尔克斯抵达哈瓦那何塞·马蒂国际机场，参加哈瓦那第29届拉美新电影节。他是这次电影节的主席，也是庆祝活动的创办人之一。本次电影节恰逢传奇人物切·格瓦拉逝世四十周年。切·格瓦拉是7月26日运动的成员，对1959年古巴革命胜利起着重要作用，于1967年在玻利维亚遇害。西班牙人哈维尔·巴尔德姆和墨西哥人盖尔·加西亚·贝尔纳尔这两位著名的拉丁演员与其他名人一起出席了此次电影节。哈维尔·巴尔德姆因《当黑夜降临》和2007年的《霍乱时期的爱情》《老无所依》中扮演的角色而广为人知。不过，他此次的出席与上述几部电影无关，他是以电影《看见不看见》制作人的身份来参加的。盖尔·加西亚·贝尔纳尔则是作为电影导演在电影节上初次亮相。他最近凭借《通天塔》和《摩托日记》中的出色表演在美国名声大噪，他导演的第一部电影是《赤字》。电影节一直持续到12月14日，开幕电影是由布莱恩·德·帕尔玛导演的《节选修订》。这部电影在美国曾引起很大的争议，虽在好几个电影节上展播，但因为它的主题（反伊拉克战争），每次展映实际上都遭到了删减，而德·帕尔玛希望能完整放映该片。德·帕尔玛曾在威尼斯电影节上获得最佳导演银狮奖，但由于他被美国国务院拒签，无法参加此次古巴盛会。这次电影节共展播了约五百部电影。此外，主办方还组织了两场展映活动，一场是为了向路易斯·布努埃尔致敬，另一场献给弗里茨·朗，展映的电影是他导演的修复后的《蜘蛛》。12月14日，这场电影盛宴在哈瓦那的卡尔·马克思剧院闭幕，阿尔弗雷多·格瓦拉致闭幕词。闭幕电影是《地球》，这是一部英国与德国联合拍摄的纪录片。

七年前，在新旧世纪交替之际，加西亚·马尔克斯发现自己从淋巴癌中恢复过来了。他将其视为好运的眷顾——典型的加西亚·马尔克斯式生活态度，这与通俗的佛家禅语“生命必须有裂缝，阳光才照得进来”类似。他找时间独处，并开始撰写他三卷回忆录中的第一卷。他的淋巴癌治疗持续了一年多。2002年，《活着为了讲述》首次以西班牙语出版。埃迪特·格罗斯曼的英译本于2003年面世。该书出版后不久就收到了许多评论。大部分评论认为，这本回忆录的写作风格让人联想到了他的小说，按时间顺序追溯了哥伦比亚的史实、影响他写作的家庭琐事以及他受到的文学影响。一位评论家写道，《活着为了讲述》是“原定的自传三部曲中的第一卷。但这本书最具感染力的部分读起来就像他写的小说那样令人着迷，它把读者带到一个被历史的幽灵萦绕、由令人生畏的地理环境、高温、丛林和刺眼光线形成的拉丁美洲。这本书给我们描摹了一幅令人难忘的年轻作家当学徒时的肖像画，就像威廉·斯泰伦在《苏菲的抉择》中所做的一样，即便书中阐明加西亚·马尔克斯先生点字成金的本事是从福克纳、乔伊斯和博尔赫斯这几位大师身上学到的，后来他将家族故事与一手资料转化成他自己丰富的神话故事”。即将出版的两卷正在创作中。第二卷本打算讲述马尔克斯作为作家从1955年，也就是《活着为了讲述》结束的年份，到1967年《百年孤独》出版为止的经历。据称，第三卷也就是最后一卷专门讲述他与朋友的友谊，他的朋友包括菲德尔·卡斯特罗、弗朗索瓦·密特朗、比尔·克林顿以及奥马尔·托里霍斯等世界各国领导人，以及巴勃罗·聂鲁达、卡洛斯·富恩特斯、胡利奥·科塔萨尔、阿尔瓦罗·穆蒂斯、格雷厄姆·格林等作家。除此之外，书中当然也包括他年轻初出茅庐时对他影响颇深的那些朋友。

马尔克斯自我强加的隔绝与孤独源于他对其身体状况与写作意愿的考量。1999年夏天，他被诊断出淋巴癌。2000年，他最后一次出现在公众的视线中是在墨西哥总统维森特·福克斯的就职典礼上。当时与他在一起的是古巴国务委员会主席菲德尔·卡斯特罗和美国国务卿马德琳·奥尔布赖特。如前所述，墨西哥城是他居住时间最长的地方，墨西哥人也认为加博是他们中的一员。此外，墨西哥是拉美地区自1959年古巴革命胜利后，在华盛顿于20世纪60年代对所有通用西班牙语国家施压的情况下，唯一一个从未与古巴断交的国家。

2001年，他最小的弟弟加夫列尔·埃利希奥·加西亚·马尔克斯出版了一部重要作品，追溯了《百年孤独》创作的所有细节。这本书以西班牙语出版，书名为《寻找梅尔加德斯的秘密：〈百年孤独〉的历史》。同年，鲁文·佩拉约发表了英文文章《加夫列尔·加西亚·马尔克斯：批判导读》。前者是对加西亚·马尔克斯毫无疑问最重要的作品主观而细致的描述，后者则是一篇具有教育意义的文章，为这位诺贝尔奖得主在新千年前创作的最具代表性的作品、短篇故事及小说提供了一个通俗易懂的解释。2001年，加西亚·马尔克斯一生最好的朋友之一，哥伦比亚人阿尔瓦罗·穆蒂斯荣获塞万提斯奖。为庆祝这一喜事，西班牙发行量最大的日报、总部位于马德里的《国家报》刊登了八年前（即1993年）加西亚·马尔克斯的一篇文章，当时哥伦比亚政府在阿尔瓦罗·穆蒂斯七十岁生日之际向他致敬。在《向友人致敬》这篇文章中，我们对这两位作家有了一些了解，因为他们自1949年起就彼此相识，并从那时起建立了友谊。值得注意的是，正是穆蒂斯将加西亚·马尔克斯介绍给了墨西哥作家胡安·鲁尔福。而鲁尔福，按评论家的说法，成为对加夫列尔·加西亚·马尔克斯的写作风格产生影响的人之一。穆蒂斯与加西亚·马尔克斯之间的友谊既长久又极富传奇色彩。阿尔瓦罗·穆蒂斯是第一个阅读《百年孤独》手稿的人，那时这部作品刚完稿，正准备寄往布宜诺斯艾利斯出版。《百年孤独》的英文首发版可以卖到不过三千美元，而在2001年9月，当南美出版社1967年版的原校样在巴萨罗那拍卖时，起拍价就是九千五百万比塞塔，约合五十万美元。这场校样拍卖会在9月份进行，但在7月，加西亚·马尔克斯在《国家报》上发表了一篇名为《一份手稿的文学奥德赛之旅》的文章。他在这篇文章中写了许多关于《百年孤独》写作的已知细节。不过文章还提供了一条新信息，他把这部小说仅存的校样送给了电影制作人兼好友路易斯·阿尔科里萨和他的妻子珍妮特。他在校样上题词：“这个世界上最爱你的朋友”并署名“加博”，题词写于1967年。阿尔科里萨夫妇将这些校样保存了数年。不过，十八年后，在阿尔科里萨家中的一次聚会上，有人说这些校样能值一大笔钱。加博在这篇文章中又说，路易斯·阿尔科里萨当时站起来，演戏似的大叫：“好吧，我宁愿死，也不会卖掉这件有朋友签名的珍宝。”就在那时，加博再次见到了这份阔别已久的原稿，在上面写上了“属实”和“1985年”，并再次署名“加博”。这篇刊登在报纸上的文章还提到，阿尔科里萨于1992年去世，享年七十四岁，他从未卖过这些校样，他的妻子珍妮特六年后也去世了。他们的继承人赫克托·德尔加多负责这次的拍卖会。但由于要求的起拍价太高了，所以没有人出价。

尽管这对校样而言是一件幸事，但阿尔科里萨唯一的继承人对此却并不高兴，《活着为了讲述》的版权更是高得令人咋舌。有传言说，这本书的版权卖到了九千万美元。需要记住的一点是，无论传言是真是假，作者都没有拿到全部的钱。不过，2003年是加博在英语世界的又一个“发烧年”，许多读者都没有意识到，《活着为了讲述》的内容并非虚构，而是事实。当然，许多读者当年读《一起连环绑架案的新闻》时也是这样的反应。全世界不同语言的加西亚·马尔克斯读者越来越分不清他的作品哪里是虚构哪里是现实，即便《活着为了讲述》是《纽约时报》2003年的“读者选择”书单中三本非虚构类书籍之一。

2004年，奥普拉·温弗瑞将《百年孤独》列入她读书俱乐部2004年1月的书单中，加西亚·马尔克斯在美国的名气也随之提高了数倍。奥普拉读书俱乐部无疑是美国最受关注、最富有的俱乐部，而且，必须补充一点的是，这是一档十分严肃的图书类电视节目，颇受民众欢迎。至于奥普拉的电视节目处理这部备受赞誉的小说的方式，卡琳·詹姆斯这样写道：“有《理解加博的杰作》与《加博和福克纳》两个特别节目，前者是用一张互动的家谱图来理顺人际关系，后者是一位大学教授每周回答读者的问题。”詹姆斯的评价是准确的，他指出了小说（和奥普拉读书俱乐部）吸引读者的成功之处在于精心呈现作品的方式，因为小说本身总是令人生畏，而且不容易理解：“尽管它是如此的美丽且触手可及，但如此庞大的小说也可能令人胆怯与困惑。448页的平装书上贴着‘奥普拉’的小贴纸；时间会流动，鬼魂会出现；有那么多奥雷利亚诺和何塞·阿尔卡迪奥，难怪读者需要奥普拉来导读。同时，奥普拉还将个人的电视风格延伸到网络，通过那些看似热情而不是——那个可怕的词——说教的特别节目牵着读者的手一步步引导他们。”2004年初，《百年孤独》通过电视风靡美国，这年年底前我们了解到，自《霍乱时期的爱情》于1985年出版后，加西亚·马尔克斯这十五年来一直拒绝出售此书的版权，但现在他终于改变了主意。弗洛伦蒂诺·阿里萨、费尔米纳·达萨和胡韦纳尔·乌尔比诺之间的三角恋故事终于要搬上大荧幕了，这个故事大致根据作者父母的爱情故事创作。据说，电影电视制片人斯科特·斯坦多夫曾一直坚持不懈地表示想购买版权，加西亚·马尔克斯这才最终同意以一百万美元的价格卖给他做电影改编。除了弗洛伦蒂诺式的坚持不懈的决心——坚持了三年多——斯坦多夫在把书改编成电影方面经验颇丰。2003年，斯坦多夫制作了《人性的污点》，这部电影改编自菲利普·罗斯的同名小说，演员阵容强大，其中包括安东尼·霍普金斯、妮可·基德曼、埃德·哈里斯以及加里·西尼斯。如前所述，《霍乱时期的爱情》的编剧是罗纳德·哈伍德，他曾凭借2002年《钢琴家》的电影剧本获得奥斯卡奖。与加西亚·马尔克斯其他作品发表时的情况一样，读者对2004年出版的西班牙文版《苦妓回忆录》反响不一。有人认为这是一部不负责任的作品，因为书中涉及虐待儿童，甚至还有对女性施暴的刺激性描述。有人则认为这部作品有哗众取宠之嫌，纯粹是商业噱头。自《爱情和其他魔鬼》这部描述年轻的女主人公西埃尔瓦·玛丽亚·德·托多斯·洛斯·安赫莱斯被疯狗咬了的故事出版以来，这位诺贝尔奖得主已经十年没有发表过一部小说了。《活着为了讲述》（非虚构小说）大卖后，《苦妓回忆录》首次发行时仅西班牙文版就售出了一百万册。书名本身令人震惊，故事情节又下流可耻。这部小说值得一读吗？虽然每个读者都有最终发言权，但读者可以把它看成一本文学读物，并且发现“故事情节没有瑕疵，人物刻画极具讽刺意味。如果读者留意写作风格，绝对不会错过书中精准的用词和独具匠心的表达。加西亚·马尔克斯依然是当今最棒的西班牙语作家。他对词汇的运用、基调和他散文的独特魅力与他人毫无相似之处，都是他独有的”。在电影界，电影《恶时辰》于2004年放映，片名与加西亚·马尔克斯1962年创作的小说同名。该片由鲁伊·格拉导演，获得了在巴西举办的巴西电影节、里约热内卢的巴西电影大奖赛以及西班牙圣塞巴斯蒂安国际电影节的多项提名，但在以拉美新电影节闻名的哈瓦那电影节上只获得了最佳摄影奖。

如前所述，2005年，《苦妓回忆录》的英译本让加夫列尔·加西亚·马尔克斯再次登上头条新闻，而他的长子罗德里戈·加西亚·巴尔查也凭借个人实力成为媒体关注的焦点。人们通常称他罗德里戈·加西亚，但不能仅因为他热爱电影而被看作是他那位获得诺贝尔奖的父亲的另一个自我或影子。他正在做一件他父亲从没做过的事：当导演。不过，和他的父亲一样，他也写剧本。2005年，他自编自导了电影《九条命》。现在他和妻子以及两个女儿住在洛杉矶。在好莱坞的一次采访中，他对自己是加西亚·马尔克斯的儿子这件事做了一番有趣的评论：“我被父亲的遗产吓到了，那时我也不想被人说他的爸爸是一位有名的作家，而他却是一名平庸的作家。”他又说：“所以，当时的我没写任何东西。”但事实上，他写了。他没写文学类小说，但他为大荧幕编剧。两人不一定非得相同，但写作无论如何是一脉相承的。次年，79岁的加夫列尔·加西亚·马尔克斯有幸看到又一部根据他的小说改编的作品，这次是将之前就被改编过的短篇小说《巨翅老人》改编成一出舞剧。该舞剧由小池博史导演，并在美国纽约的日本协会举行了首映礼。小池以将文学作品改编成前卫的舞剧而闻名，比如对契诃夫《三姐妹》的改编。

2006年，在他八十岁生日前，加西亚·马尔克斯和他的老朋友费尔南多·比利合作发行了纪录片《ZA 05.旧的和新的》。比利与加西亚·马尔克斯共同创办了古巴圣安东尼奥·德洛斯巴尼奥斯电影、电视和录像国际学院。加西亚·马尔克斯与比利、胡利奥·加西亚·埃斯皮诺萨以及奥兰多·森纳共同创作了这部纪录片的脚本。这部片子是对电影编剧塞萨·扎瓦蒂尼的致敬。扎瓦蒂尼被认为是意大利新现实主义电影运动的领军人物，他也是一位诗人、画家和小说家。作为编剧的他曾与许多著名导演合作过，如维多利奥·德·西卡、米开朗基罗·安东尼奥尼、费德里科·费利尼以及卢基诺·维斯孔蒂。

结　语

新千年始于2001年，这一点无须解释。2000年到来时，全世界都在庆祝。2000年，就像美国、古巴及其他地方的成千上万的人一样，加夫列尔·加西亚·马尔克斯也参与了被最终称为“为埃利安而战”的讨论。这个讨论是关于一个六岁的自由船幸存者在去佛罗里达州的路上被“引渡”的争议。加博为此写了一篇结合了政治、新闻和轶事文学的文章，并将其准确地命名为《陆地上的沉船》。事态的转变更多地带有了一些政治色彩。最终，埃利安被送回了古巴，回到了他的生父胡安·米格尔·冈萨雷斯的身边。整个事件看上去更像是一场虚拟真人秀的剪辑。

2001年9月11日，世贸中心和五角大楼遭到的恐怖袭击改变了我们今天的生活方式。“生物恐怖主义”成了平民百姓耳熟能详的词汇。在西班牙语世界，南美阿根廷的经济不断恶化。在委内瑞拉，学生和中产阶级成员组织大规模的抗议活动，反对总统乌戈·查韦斯，但他在穷人中间仍极受欢迎。另一方面，哥伦比亚的军事冲突继续恶化。5月，律师阿尔瓦罗·乌里韦当选哥伦比亚总统。他承诺打击毒品卡特尔、革命武装力量和准军事团体，而这一承诺立即遭到了报复。在他的就职典礼举行期间，总统府遭到手榴弹袭击，总统府附近的一个社区内有14人被杀害。流散在外的哥伦比亚人成了无家可归的平民，他们因害怕遭到游击队的虐待纷纷逃往厄瓜多尔、巴拿马、委内瑞拉、哥斯达黎加、墨西哥、西班牙、美国等国家。

在加夫列尔·加西亚·马尔克斯的出生地阿拉卡塔卡，小镇居民拒绝为表达对这位诺贝尔奖得主的敬意而将小镇的名字改为马孔多的这一提案。不过，居民并没有直接拒绝公投。确实，这个提案没有得到足够多的赞成票，但是弃权的人比那些投赞成票的人多得多。那些投票支持改名的人比预计需要达到的七千四百人要少。一篇刊登在报纸上的文章说，“尽管镇长佩德罗·桑切斯发起了一场争取支持的运动，但并没有得到人们对改名的支持。他说，改名可以让哥伦比亚北部种植香蕉的地区中拥有五万三千人的贫困小镇发展起旅游业”。不过，2007年7月我去阿拉卡塔卡时，小镇的路旁立着“阿拉卡塔卡——马孔多”的巨大路标。我们进小镇参观了加夫列尔·加西亚·马尔克斯出生时的房子、他父亲工作的电报室、阿拉卡塔卡镇中心的圣何塞教堂、他学习识字的蒙台梭利学校、火车站、主街、几所依然伫立的锌顶木屋、墓地以及那条赋予这座小镇名字的阿拉卡塔卡河。


第十章
书籍与友谊

亚里士多德将友谊分为三类：因利益或好处建立的友谊，因快乐建立的友谊，以及“最完美的友谊，即有相似美德的好人之间建立的友谊，因为彼此都渴望对方能拥有美好的事物”。

——奥克塔维奥·帕斯，《双重火焰：爱与欲》

加夫列尔·加西亚·马尔克斯以魔幻现实主义作家的身份吸引了全世界读者的目光，一些书迷甚至视他为魔幻现实主义的代名词。但除他之外，还有一些久享盛誉的拉丁美洲作家，如阿莱霍·卡彭铁尔、米格尔·安赫尔·阿斯图里亚斯。卡彭铁尔来自古巴，阿斯图里亚斯来自危地马拉，两人在加西亚·马尔克斯之前就以这种风格创作，他们的作品也为加西亚·马尔克斯所熟知。两人所描绘的现实也是介于理性与非理性之间的模糊状态，并且两人的作品也被认为是魔幻现实主义风格。

儿时的加西亚·马尔克斯没有享受过睡前父母读书给他听的那种安恬美好的经历。尽管如此，他人生中最棒的一段回忆是五岁时他与书面文字的第一次接触。他的外祖父里卡多·马尔克斯·伊瓜兰上校在镇上马戏团帐篷里与一名旁观者争吵后，送给马尔克斯一本字典。“这本书［外祖父告诉他］不仅通晓一切，而且是唯一永不出错的东西。”我们现在知道，这件礼物对他的影响无法估量。外祖父当时是他生命中最重要的人。难怪像华金·马尔科这样的学者们会说：“如果读者留意写作风格，绝对不会错过书中精准的用词和独具匠心的表达。加西亚·马尔克斯依然是当今最棒的西班牙语作家。他对词汇的运用、基调和他散文的独特魅力与他人毫无相似之处，都是他独有的。”卡洛斯·富恩特斯对上面这句进行了总结，他说加西亚·马尔克斯的作品是“一篇活力四射、充满自由想象的散文”。

童年时期，加西亚·马尔克斯在老师罗莎·埃莱娜·费尔古桑的指导下开始阅读学校布置的作业。童年和少年时的他都最爱诗歌。在巴兰基亚的寄宿学校圣何塞学校读书时，他开始写诗。后来他去了锡帕基拉国立中学（另一所寄宿学校），那时的他依然在读诗，并以笔名哈维尔·加尔塞斯写了一些十四行诗。少年的他也是在这里开始对马克思主义和左翼倾向感兴趣。他读过弗里德里希·恩格斯的《家庭、私有制和国家的起源》，也熟悉卡尔·马克思的作品。此外，他还读过威廉·莎士比亚、西格蒙德·弗洛伊德和圣十字若望的作品以及儒勒·凡尔纳的《海底两万里》和《八十天环游地球》。他读遍了所有他能读到的书，马克·吐温的短篇小说、1929年诺贝尔奖得主托马斯·曼的《魔山》、亚历山大·仲马的《铁面人》等都是他曾经读过的书。大仲马的《基督山伯爵》是加西亚·马尔克斯那些年里最喜欢的书之一。他的老师卡洛斯·卡尔德龙·埃米达一直鼓励他写作。在这位老师的指导下，他还读了鲁文·达里奥、何塞·马蒂、巴勃罗·聂鲁达及其他诗人、小说家、短篇小说作者以及散文家的作品。

虽然很少被提及，但哥伦比亚教育部规定的读物也在他的阅读范围之内，如经典的西班牙语作品以及选自不同时期的西班牙语及世界通用语言的作品节选片段。除此之外，他还读过哥伦比亚本土作家何塞·欧斯塔西奥·里韦拉的《漩涡》，墨西哥诗人兼散文家阿方索·雷耶斯的《文学体验》，委内瑞拉作家罗慕洛·加列戈斯的小说，还有加尔西拉索·德·拉·维加、弗朗西斯科·德·克韦多、洛佩·德·维加、胡安·拉蒙·希门尼斯以及费德里科·加西亚·洛尔卡的作品。闲暇时，他还接触了法国诗人保罗·瓦莱里的感性诗歌。中学毕业时，他获得了一本第欧根尼·拉埃西奥的《名哲言行录》，这是一本令他十分难忘的书。他对文学的热爱与生俱来，但他对代数和数学却一点也提不起兴趣。

二十岁进入大学后，他阅读的作品与友谊发展到了一个新高度。他中学的朋友好像都消失了一样，但他们的身影和名字不时出现在他的回忆录《活着为了讲述》中。一进大学，他就读了弗兰兹·卡夫卡的《变形记》，并且认识了卡米洛·托雷斯·雷斯特雷波。卡夫卡的《变形记》将激起他写作的志向，而且根据众多评论家的说法，也将影响他的写作，这种影响在他的短篇小说集《蓝狗的眼睛》中尤为明显。《变形记》之所以会对他产生影响，是因为这本书令他想起了儿时从外祖母那里听来的故事。卡米洛·托雷斯是马尔克斯年轻时最早结识并维系了一生友谊的朋友之一。两人深厚的交情也促使加西亚·马尔克斯请卡米洛·托雷斯为他的长子罗德里戈洗礼。

自从读了描写人类异化的捷克裔作家弗兰兹·卡夫卡的作品后，加西亚·马尔克斯开始将阅读重心从诗歌转向了小说。大约在这个时期，他对文学的浓厚兴趣让他接触了俄国作家费奥多尔·陀思妥耶夫斯基和列夫·托尔斯泰以及其他写双重人格主题的作家。这一主题在加西亚·马尔克斯的作品中随处可见。陀思妥耶夫斯基在《双重人格》和《穷人》等小说中对人格分裂的描写一定激起了加西亚·马尔克斯用这个主题创作的欲望。陀思妥耶夫斯基和托尔斯泰被认为是西方世界最有影响力的两位作家，也是有史以来最好的俄国小说家。想象一下加西亚·马尔克斯大一时手捧托尔斯泰的《战争与和平》和《安娜·卡列尼娜》读书的样子，我们就很容易能想象出这位没时间完成法律课作业的二十岁哥伦比亚小伙子。

对文学的渴望以及想与朋友和熟人亲近的愿望驱使他读了福楼拜和司汤达。古斯塔夫·福楼拜的名作《包法利夫人》是他要求自己必须读完的书，司汤达的《红与黑》也一样。加西亚·马尔克斯在《活着为了讲述》中写道，也是在那个时候，他开始读阿根廷作家豪尔赫·路易斯·博尔赫斯、费利斯贝托·埃尔南德斯和胡利奥·科塔萨尔以及英国作家奥尔德斯·赫胥黎、D. H. 劳伦斯和格雷厄姆·格林的作品。格雷厄姆·格林后来成了加夫列尔·加西亚·马尔克斯的朋友，那时马尔克斯的名气比格雷厄姆·格林任何时候的名气都要大。然而，格林影响了加西亚·马尔克斯在小说《族长的秋天》中对那位加勒比独裁者的描绘。加西亚·马尔克斯对“双重人格”主题的认知始于他读过的陀思妥耶夫斯基的作品，但博尔赫斯也写过这个主题并且将它发挥到了极致。1947年，对于年仅二十岁的加西亚·马尔克斯来说，阅读上述作者的作品一定很有挑战性。尽管如此，他还读了詹姆斯·乔伊斯的《尤利西斯》和《芬尼根的守灵夜》。当然，他读的这些书都是译本，毕竟那时他只会西班牙语。随着时间的流逝以及在欧洲的生活，他学了意大利语和法语，并且精通英语。

在20世纪40年代的拉丁美洲，诗歌仍处于文学界的最前沿，主要作家有维森特·维多夫罗和巴勃罗·聂鲁达，两人都来自智利，不过那时还有其他一些优秀的诗人，如秘鲁诗人塞萨尔·巴列霍和古巴的尼古拉斯·纪廉。20世纪50年代中期，在巴黎生活的加西亚·马尔克斯与尼古拉斯·纪廉成为朋友；数年后，70年代，他又与巴勃罗·聂鲁达成了朋友。他与聂鲁达这位1971年的诺贝尔奖得主一起旅行时，两人的友谊传为佳话。聂鲁达之后将加博介绍给了那些在全世界政治、艺术和文学领域内的权威人士，这些人中有一位是法国总统弗朗索瓦·密特朗。聂鲁达在他巴黎的家中举行的一次晚宴上介绍他们认识，当时距密特朗成为总统还有很多年。巴勃罗·聂鲁达那时是智利驻法国的大使，在总统萨尔瓦多·阿连德领导的智利政府的管辖之下。1981年，加博和妻子梅塞德丝以特邀嘉宾的身份出席了密特朗当选法国总统的就职典礼。加博与多位国家首脑维系了良好的友谊，除了密特朗和卡斯特罗，还有萨尔瓦多·阿连德和奥马尔·托里霍斯，以及多年后的比尔·克林顿总统。1995年的夏天，在位于马萨葡萄园岛威廉·斯泰伦的避暑别墅里，他与克林顿成了朋友。

1947年，还是大一新生的他如饥似渴地扑在书上，也因此缺席了许多课程，最终在大二学业还未完成的情况下就辍学了。不过，那年他通过好友卡米洛·托雷斯认识了记者普利尼奥·阿普莱约·门多萨。他与阿普莱约·门多萨的友谊不仅经受住了时间的考验，还让加西亚·马尔克斯找到了他一生热爱的新闻事业。多年后，卡米洛·托雷斯神父为加西亚·马尔克斯的长子罗德里戈施洗，阿普莱约·门多萨成了这个婴儿的教父。这几位年轻朋友之间的友谊由此愈加牢固。

次年，在卡塔赫纳，加西亚·马尔克斯受雇作为记者为《宇宙报》写稿，这是他的第一份工作。1948年，在《宇宙报》工作期间，克莱门特·曼努埃尔·萨瓦拉对加西亚·马尔克斯而言，与其说是朋友倒不如说是他的导师，尽管这两个称谓并不互相排斥。萨瓦拉是第一个阅读和编辑《枯枝败叶》所有原稿的人。从他在《宇宙报》的工作我们可以知道，他实际上读过奥尔德斯·赫胥黎的《美丽新世界》和《针锋相对》，熟悉爱尔兰剧作家乔治·伯纳德·萧的作品，还曾读过威廉·福克纳的《我弥留之际》《喧哗与骚动》以及《八月之光》。另一位对加博有影响的重要人物是维克托·涅托·努涅斯，他是加博在《宇宙报》的老板，也是加博的朋友，两人一直保持着友谊。2007年，维克托·涅托·努涅斯时任卡塔赫纳电影节的总监，他在电影节上庆祝了加西亚·马尔克斯的八十岁生日，并向这位获得诺贝尔奖的作家致敬。

1949年，加博在《宇宙报》上发表的评论证实他对美国人埃德加·爱伦·坡的作品、纳撒尼尔·霍桑的《带七个尖角阁的房子》以及赫尔曼·梅尔维尔的《白鲸》都非常熟悉。他也熟悉英国散文家托马斯·德·昆西以及美国作家威拉德·亨廷顿·莱特（人们更熟悉他的笔名S. S. 范·达因）与埃勒里·奎因（笔名为弗雷德里克·丹奈）的侦探故事。

1949年末，在哥伦比亚的巴兰基亚，马尔克斯认识了两位影响了他一生的导师兼朋友何塞·费利克斯·富恩马约尔和拉蒙·宾耶斯（《百年孤独》里的那位睿智的加泰罗尼亚人）。除了宾耶斯，还有另外三个他一直保持密切联系的重要朋友：阿尔瓦罗·塞佩达·萨穆迪奥、赫尔曼·巴尔加斯和阿方索·富恩马约尔（何塞·费利克斯·富恩马约尔的儿子）。在文学圈里，这些朋友被称为巴兰基亚文学小组。他们有比加西亚·马尔克斯更深厚的文学功底，并且帮助马尔克斯塑造了他的文学世界观。那时他们经常在快乐酒吧和山洞酒吧这两个地方集会。2004年，山洞酒吧重新开业，成为巴兰基亚集博物馆、餐厅和文化中心为一体的多功能场所。

在巴兰基亚，他的朋友们向年轻的加西亚·马尔克斯推荐了丹尼尔·笛福的《瘟疫年纪事》和1947年诺贝尔奖得主安德烈·纪德的《伪币制造者》。阿尔瓦罗·塞佩达将弗吉尼亚·伍尔夫的《达洛维夫人》作为礼物送给他。不再上法学院的加西亚·马尔克斯如饥似渴地读着约翰·多斯·帕索斯、欧内斯特·海明威、约翰·斯坦贝克以及厄斯金·考德威尔的作品。在巴兰基亚《先驱报》工作时，他还与朋友们在山洞酒吧喝着朗姆酒消磨时光，受弗吉尼亚·伍尔夫的《达洛维夫人》的影响，加西亚·马尔克斯给他的新闻稿署上了一个名字——“塞普蒂默斯”。

大约在这个时期，他还读了阿蒂尔·兰波、保罗·魏尔伦、阿兰——傅尼耶以及美国小说家杜鲁门·卡波特的作品。傅尼耶唯一的小说《大莫纳》成了加博最喜爱的小说之一。高中时，他曾读过荷马的史诗《伊利亚特》和《奥德赛》。另一方面，受巴兰基亚文学小组成员的影响，他对阅读索福克勒斯的《安提戈涅》和《俄狄浦斯王》有着浓烈而特别的兴趣。20世纪50年代早期，帮助加西亚·马尔克斯拓展他那松散的文学基础的朋友正是巴兰基亚文学小组的两位成员，他们是阿方索·富恩马约尔和赫尔曼·巴尔加斯。拉蒙·宾耶斯于1952年逝世。为了纪念“睿智的加泰罗尼亚人”拉蒙·宾耶斯，人们正在加夫列尔·加西亚·马尔克斯出生地建成的房屋博物馆后面修建以宾耶斯的名字命名的小礼堂。他在1953年至1954年里读过的电影阅读材料与他写过的评论补充了他的文学阅读。

次年，二十八岁的加西亚·马尔克斯第一次出发前往欧洲。他去了瑞士，随后又去往意大利。他在罗马住了一小段时间，但这段时间已足够他在电影实验中心学习电影了。在那里，他与阿根廷人费尔南多·比利建立了长久的友谊。两人共同在古巴圣安东尼奥·德洛斯巴尼奥斯创办了电影、电视和录像国际学院，也曾在许多个电影项目及改编电影中有过合作。

1955年，加西亚·马尔克斯去了波兰和捷克斯洛伐克，随后从罗马去了巴黎。刚到巴黎，他便发现自己失业了。巴兰基亚文学小组的朋友不时给他寄钱，阿普莱约·门多萨给他找了一份在巴黎为加拉加斯的《精英》杂志撰稿的工作。阿普莱约·门多萨当时是这家杂志的主编。

普利尼奥·阿普莱约·门多萨是加博早年结交的朋友之一，也是加博第一次去欧洲两年半的时间里给予他最多帮助的人。普利尼奥见证了新千年时间的流逝，他也是加博20世纪40年代后期到50年代少数依然健在的朋友之一。他和加博的友谊可能有点传奇色彩，但1958年3月21日，也就是加西亚·马尔克斯和梅塞德丝·巴尔查结婚的那天，普利尼奥·阿普莱约·门多萨没有出席他们的婚礼。

1961年7月，加西亚·马尔克斯搬到墨西哥城居住。那时，他已经结婚，有一个两岁的儿子，是个不太知名的作家。他一到墨西哥城，好运便再次降临。他的好朋友——哥伦比亚作家阿尔瓦罗·穆蒂斯当时就正住在这个墨西哥大都市里。六十多年前，也就是加博二十岁时，两人便已是朋友了。次年，穆蒂斯把加西亚·马尔克斯介绍给了卡洛斯·富恩特斯。那时，富恩特斯是墨西哥电影文化与文学文化的影响人物之一。如果加夫列尔·加西亚·马尔克斯想进入墨西哥艺术界和文学界，再没有比这更好的机会了。在2007年卡塔赫纳举办的第四届西班牙语国际大会上的致辞中，卡洛斯·富恩特斯回忆，他那时已经读了加西亚·马尔克斯的第一部小说《枯枝败叶》。他们的友谊从那时起就埋下了种子，随后在1962年的墨西哥城发芽。正如卡洛斯·富恩特斯所说，两人的友谊始于“永恒的瞬间”。与卡洛斯·富恩特斯和阿尔瓦罗·穆蒂斯的友谊让加博结识了更多的朋友，也让他在不用完全改行的情况下，最终实现了拍电影和写作的梦想。在1970年《百年孤独》的英文版出版前，加西亚·马尔克斯能被英语世界的读者接受，卡洛斯·富恩特斯功不可没。

通过卡洛斯·富恩特斯和阿尔瓦罗·穆蒂斯，加博结交了很多朋友，认识了许多人，其中便有胡安·鲁尔福、曼努埃尔·巴瓦查诺、卡洛斯·蒙西瓦伊斯、何塞·埃米利奥·帕切科、埃莱娜·波尼亚托夫斯卡、奥梅罗·阿里德希斯和路易斯·布努埃尔。卡洛斯·富恩特斯一直是加夫列尔·加西亚·马尔克斯最亲密的朋友之一。20世纪60年代，加西亚·马尔克斯在墨西哥拍电影时，富恩特斯、胡安·鲁尔福和曼努埃尔·巴瓦查诺三人对他影响颇深。加西亚·马尔克斯的才华得到了墨西哥朋友的认可，他们的权势和人脉也加快了加博成功的步伐。加西亚·马尔克斯至今仍在墨西哥城留有一套房子，他在墨西哥城待的时间也比在其他任何地方要长。他在那里经历了许多难忘的事情，他的二儿子贡萨洛在那里出生，《百年孤独》也是在那里创作。

1967年，《百年孤独》出版了。快到年底时，加西亚·马尔克斯认识了秘鲁作家、散文家马里奥·巴尔加斯·略萨。两人在委内瑞拉的一次国际大会上相识。在那届大会上，巴尔加斯·略萨凭借小说《绿房子》斩获罗慕洛·加列戈斯国际小说奖。到1971年时，两人的友谊在巴尔加斯·略萨的《加西亚·马尔克斯：弑神者的历史》中得到展现。这本书被认为是描述加夫列尔·加西亚·马尔克斯及《百年孤独》最完整的作品之一。事实上，这本书是巴尔加斯·略萨的博士论文。加西亚·马尔克斯和妻子梅塞德丝都为巴尔加斯·略萨的这本书提供了自己的私人信息。2007年，加西亚·马尔克斯满八十岁的时候，两人的友谊引起了全世界的争相报道，但这背后的原因并不令人愉快。三十一年前，也就是1976年，两人因加博关于背叛与婚外情的指控长期不和。

加博在巴塞罗那生活的时候，美国作家威廉·肯尼迪曾去他的公寓拜访。肯尼迪的采访不仅证实了前面提到的一些作家，而且还增添了一些新的作家：波兰裔英国小说家约瑟夫·康拉德，希腊传记作者普鲁塔克，奥地利诗人、散文家和短篇小说家斯蒂芬·茨威格，苏格兰小说家A. J. 克罗宁，弗朗索瓦·拉伯雷以及英国作家弗雷德里克·福赛斯。当被问及这些人对他的影响时，加西亚·马尔克斯提到，格雷厄姆·格林和威廉·福克纳对他的影响最大。我们还可以说，索福克勒斯也对他的作品产生了深远可见的影响，特别是在他当学徒的那些年至1967年。

20世纪70年代，加西亚·马尔克斯几乎和菲德尔·卡斯特罗一样有名。20世纪80年代到90年代，两人出现在各种公共活动的照片中。加西亚·马尔克斯显然将菲德尔·卡斯特罗视为朋友，并且认为他是一个完整的人，而不只是政治家和国家元首。我们可以从加西亚·马尔克斯为卡斯特罗《菲德尔：我的早年生活》一书的引言中找到佐证。他说，菲德尔·卡斯特罗“是一个生活朴素、充满幻想的人，接受过老式的正规教育，言语谨慎，崇尚简朴，总能想出绝妙的点子”。

1982年，当加夫列尔·加西亚·马尔克斯在斯德哥尔摩接受诺贝尔奖时，他的四十位好友都在他身边。除了阿尔瓦罗·穆蒂斯、阿方索·富恩马约尔和赫尔曼·巴尔加斯，他的老朋友“巴耶那多”音乐家拉斐尔·埃斯卡洛纳也和他一起出席了诺贝尔庆典。埃斯卡洛纳后来专门写了一首名为《斯德哥尔摩》的歌来表达对加西亚·马尔克斯的敬意。

加西亚·马尔克斯对胡利奥·科塔萨尔这位朋友怀有一种特殊的情感。两人与卡洛斯·富恩特斯一起旅行，在巴塞罗那、巴黎以及其他欧洲城市一同度过了许多快乐的时光。他曾写道，胡利奥·科塔萨尔“是我有幸遇到的最令我印象深刻的人”。虽然科塔萨尔没有与加博合作过任何特别项目，但他的老朋友托马斯·埃洛伊·马丁内斯与加博合作过。1994年，马丁内斯帮助加西亚·马尔克斯启动了新伊比利亚美洲新闻基金会。该基金会的总部位于哥伦比亚的卡塔赫纳。为了表达对老友的忠诚，加博将这个新闻机构的两间阅览室分别命名为阿尔瓦罗·塞佩达·萨穆迪奥和克莱门特·曼努埃尔·萨瓦拉。阿尔瓦罗·塞佩达是巴兰基亚文学小组的成员，而克莱门特·曼努埃尔·萨瓦拉是加西亚·马尔克斯在卡塔赫纳《宇宙报》见习时的导师。

他的朋友远比文中列出的多得多；有些是他曾经打过交道并与他保持联系的人，但他们很少被报道。这些人不一定活跃在政治舞台上，又或者他们的名字对普通读者来说很陌生。电影制作人路易斯·阿尔科里萨及妻子珍妮特便是其中两位。加西亚·马尔克斯把《百年孤独》仅存的校样送给了他们，并在上面题词：“这个世界上最爱你的朋友，加博。”题词写于1967年。【读书交友Q群：927746889】


1965年7月，加西亚·马尔克斯携家人从墨西哥城驱车前往阿卡普尔科。他在路上得到了创作小说的灵感，它就是后来举世闻名的《百年孤独》。童年的经历、大量的阅读、朋友的帮助、家庭的支持、时代与社会的影响……他人生中的每一个脚印都是解读《百年孤独》这部巨著的钥匙。通过这本书，读者可以走近这位拉丁美洲魔幻现实主义文学大家，感受他生活的时代，他的人生起伏以及作品背后的故事。







魔幻现实主义文学大师，20世纪的文学巨匠。
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