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Abstract

How should literature handle the pain of others in an ethical way?
This thesis examines two attempts to bring to the forefront the
memory of victims of state violence: La voz dormida by Dulce Chacoén
and Sonyeoni Onda by Han Kang. La voz dormida, written in 2002, is
set in the aftermath of the Spanish Civil War (1936—1939) and the
first years of Francoist dictatorship. It follows the plight of several
women, imprisoned in the women’s prison of Las Ventas for
supporting the Republic, and that of their families and acquaintances.
The novel's third person narrator complements the fragments that
mimic the speech of the characters with an omniscient voice that
complements with historical facts the thoughts of the characters. The
narrative voice mimics the speech patterns of testifiers and supports
this testimony with factual evidence, making the novel into a
document of testimony, albeit fictional. Sonyeoni Onda (2014) tells
the story of victims and their bereaved families after the brutal state
repression that followed democratic protests in the city of Gwangju,
South Korea in May 1980. It also introduces the fictionalized author
of the novel as the character that focuses the last chapter, exploring
the problematics of writing about other’s pain. Sonyeoni Onda utilizes
first, third and second person narrators depending on the chapter.
This allows the novel to create different effects, and affects, on the
reader, who is engaged by the voice of the characters, even
interpolated in the second person.

Starting from Cathy Caruth’s analysis of the Freudian story of
the burning child, who after dying calls to his father from a dream and
asks him to be aware that he is burning, this thesis focuses on how
the relationship with the other, especially those who cannot speak
anymore, is established within the novels. The father of this story is
being called to wake up, survive and tell the story of having survived
his late son. From that moment on, he will become the carrier of the

story of someone who cannot tell it for himself anymore. In both
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works, survivors receive the call of other victims to survive and tell
their story, which may allow them to take on three different but
complimentary responses: resistance, mourning and testimony. In
some of the characters, the call of the other triggers rage, which they
manage to channel into a stance of resistance that allows them to take
on challenges that they had not believed themselves capable of.
Mourning allows survivors to come to terms with the traumatic death
of their friends and family. But, within the historical setting of both
novels a proper mourning cannot take place. Mourning must be social
in order to be successful, and the repression of the dictatorships that
portray victims as enemies of the state does not allow for a collective
mourning. That is why both novels emphasize the role of recording,
which allows for a later mourning. Since a proper mourning could not
take place at the time of the events, both novels become places of
mourning, allowing fictional victims and bereaved families to speak
within the novel, engaging the readers and marking them as new
receivers of the call of the other. Giving testimony, that is, finally
narrating what has happened and putting the trauma of encountering
death or extreme cruelty into words could be seen as the final
response to the call of the other who asks for their pain to be
remembered and narrated. La voz dormida presents testifying as the
best option: surviving to tell the (Hi)story, and not letting others
write it instead is shown as the right ethical and political choice.
However, Sonyeoni Onda problematizes testimony not only through
characters who struggle to give it but in questioning the motifs of
those who ask victims to testify to their plight.

The call of the other can only be answered successfully when the
recelver has managed to maintain or reestablish links with others, to
have a community that can listen and support them. But sometimes,
these listeners can also be outside of the world of the novel.
Ultimately, this call of the other is also extended to the reader
through the novels, asking them to take the torch and remember the
victims and their stories. In the case of La voz dormida, this took on
a literal character when book presentations around the novel became

spaces of testimony, where women who had been imprisoned or
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repressed during the dictatorship were able to tell their stories to
people who were interested and willing to listen. The novel created
new places for real world victims to be able to testify. These two
novels present us with two ways of looking at a painful past from the
present, whilst trying to establish links between the victims and the

readers.

Keywords: mourning, the call of the other, testimony, resistance,

memory, trauma studies, La voz dormida, Human Acts
Student Number: 2021—-21667
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Chapter 1. Introduction

The novels Sonyeoni Onda (&~d°¢] <t} by Han Kang (Changbi,
2014) and La voz dormida by Dulce Chacon (Alfaguara, 2002) deal with
violent events that, for years, were contested within the official history of their
respective nations. Han Kang was born in Gwangju in 1970, ten years before
the Gwangju Uprising. Whilst her family was living in Seoul when the events
took place, that personal link compelled her to write the novel. Dulce Chacén
was born in Zafra (Badajoz) in 1954, fifteen years after the end of the Spanish
Civil War. She is part of the "grandchildren's generation", a group of writers
who did not experience the war but felt the need to memorialize it before those
able to give testimony passed away. After the death of dictator Francisco
Franco, Spain transitioned to democracy in a period known as 7ransicion, a
time in which the majority of the population sought political and social
agreements, motivated by the fear that a conflict would arise again (Liikanen
43). Whilst it is widely believed that there was a political agreement called
pacto de silencio or pacto de olvido to not speak about the Civil War and
dictatorship, these actions did not come out of a specific consensus to hide the
past but were motivated by the discourse of reconciliation prevalent at the
time (Liitkanen 44). With the turn of the century, a new generation who had
not experienced the war felt the need to come to terms with that part of Spanish
history, gripped by a sense of justice and the impending death of the surviving
victims of the war due to old age. Additionally, unlike during the Transicion,
dealing with the Civil War had most likely lost its potential political danger
during the 90s and early 2000s (Gomez Lopez-Quiniones 15). The urge to
memorialize the Civil War was translated into the "memory boom" that
characterized Spanish literature at the turn of the millennium. Novelists
belonging to the grandchildren's generation show an ethical compromise with
the victims of the war and those who were on the losing side, and seek to

repair their memory through their writing (Liikanen 59). Compared to other
3 3
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"memory booms", such as the literature produced after the Holocaust or
dictatorships in South America, Spanish novels are characterized by realistic
portrayals typical of realism and lack reflections about the role of testimony
or the representation of horror and torture in fiction (Liikanen 61). Sonyeoni
Onda deals with the events that took place in Gwangju in May 1980, after
democratic protests against the coup d'états that followed the Yushin regime
turned into brutal state repression of the students and citizens of this South
Korean city. and the repercussions that they had in the lives of the victims and
their families. Each chapter follows a different character from May 1980 to
the present, including the soul of a dead child and the fictionalized author of
the novel. La voz dormida portrays the lives of a group of female prisoners at
Las Ventas prison after the Spanish Civil War (1936-1939), as well as those
of their relatives. The narrative voice is that of a third person omniscient
narrator, intertwined with the thoughts of the characters reported in the third

person but mimicking their particular ways of speaking.

Whilst there is a twelve-year gap between the publishing of the novels,
as well as a generational gap between these two authors, both were published
about a quarter of a century after their respective countries transitioned from
dictatorship to democracy. In both cases, this might have allowed them an
openness that literary accounts produced at the time of the events could not
have had. This temporal distance and safer political climate allowed both
authors to write about the past from the present, whilst creating a legacy for
the future. In that sense, both novels revisit historical events influenced by the
ramifications that those events had in the present, and propose a way of
looking at that history going forward. Both novels were written when their
respective countries had become an established democracy and the historical
facts that inspired them were recognized officially in historical records, but
there was a climate of defamation around the two events. Regarding Gwangju,

at the time of the writing of the novel, victims were being made fun of or
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called spies in right-wing online communities (5% 194-195). Considering
the differences between Sonyeoni Onda and other Gwangju novels, Yeong-
chae Seo also reads the novel as a product of its time: "3 A 2717}
ofel Al Fxolyzt. Aw fFE= vkE O ARE Fe, @
WEFe] ol A HBe] AV|Z 712E A7 &el 23 g Rl

=
< dolThe sflof dhuhs AHrdt mhgo] HA U AAAL Slae B

s

-

AFFSo] w713 QQouzt (A9 A 434). In Spain, efforts to dignify the
memory of victims of the Civil War and Francoist repression were painted as
attempts to create unnecessary conflicts. In several interviews, Chacon stated
that she felt the responsibility to lend her voice to the generation that came
before that of her parents (EFE). She also expressed her wish for memory to
stop being a conflict point, so that it could become a way to reconcile with the
past. For her, processing the past was a necessary step in order to move
forward towards the future. The repression during and after the Spanish Civil
War and the Gwangju Uprising were extensively dealt with in literature, but
these two novels gained enough popularity to be considered bestsellers.
Whilst this is not something that the authors could have predicted at the time
of writing, both novels were picked up by major publishing houses, and their

popularity points out to the social relevance of the issues the novels discuss.

In her essay 7o remember or to forget, Aleida Assmann mentions the
different ways of moving forward from a shared history of violence. She
contrasts Christian Meier's idea that forgetting is necessary for moving
forward with real life cases and concludes that forgetting and remembering
are two different sides of the same coin. Instead, she proposes focusing on
who benefits from forgetting or remembering and who suffers because of it
(Assmann 68). Both of the novels use remembering as a tool to process a
shared history of violence, but it is unclear whether both feel that moving

forward is the best result.



Giving testimony of someone else's story, an effort attempted by both
writers in their respective novels, presents an ethical problem. The words of
those who are unable to testify (because they have died, or because they are
not heard) are not the ones that are being received. Instead, what is transmitted
is the version of another survivor who has come in contact with the victim
who has not survived, or the narration that someone, like a historian, who has
met the victim, elaborates. However, staying silent is also not an ethical option,
since it could result in the victim's testimony being lost forever. In these two
novels, both authors attempt to give testimony for the victims whose voices
were not being heard, engaging the readers and using their platforms so that
the testimonies can reach a wider audience. In both works, the call to testify
is extended to the reader. The urge to let others know of the victims' plight and
maintain their memory goes beyond the written pages. At the same time, both
works show the difficulties that characterize the process of giving testimony.
Whilst in La voz dormida the problematics of testifying are only shown
through a character's individual perspective, as part of their internal
processing of mourning, in Han Kang's novel this process is shown in a much
more skeptic light, portraying not only the internal conflict of the characters
triggered by the call to testify, but also their mistrust towards those who ask
them to do so. This is also further explored through the self-insert character of

an author writing a novel about Gwangju.

Han Kang, born in 1970, was a child in 1980 (she would have been a
few years younger than the characters Dongho and Jeongdae). Dulce Chacén,
born in 1954, takes on the role of telling the story of her grandparent's
generation. Unlike Han Kang, who moved from Gwangju to Seoul a few
months before the massacre and feels that her close family or herself could
have been directly affected, Chacon takes on the role of a narrator who simply
feels a debt towards Spanish Civil War repression victims. In a 2002 interview,

the Spanish author said that she felt responsible for the silence of her parent's
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generation, now unjustifiable in a democratic society (EFE). This is a position
that may be similar to that of the self-insert author of Grass by Keum Suk
Gendry-Kim, someone who acts as a bearer of testimony from a victim who
could be her grandmother but has no previous personal relation to her beyond

nationality and womanhood.

Whilst Chacon seems to have faith in the project of a Spanish
democracy, Han Kang's work questions even what humanity is. The seeds
from which the projects were born are also different: for Han Kang, the 2009
Yongsan tragedy had a significant impact in inspiring the novel, so it is the
injustices in the present that make her deal with those in the past. After all,
Gwangju has come to signify state violence against its citizens, so current
injustices bring back Gwangju into the present (71 7] 258). For Chacén, on
the other hand, it was her identity in relation to the historical past of Spain that
triggered her memory work. Like other Spanish novelists that portrayed the
Spanish Civil war around the turn of the millennium, she grew up in a right-
wing family, so whilst her efforts to preserve testimony can be seen as similar
as that of children and grandchildren of Holocaust survivors faced with the
realization that the older generations are dying off, which Marianne Hirsch
termed the “generation of postmemory”, the familial history component that

would provoke an affective transmission is not present in Chacon's case.

In his 1917 essay Mourning and Melancholia, Sigmund Freud
described mourning as the natural process that takes place after the loss of a
loved one or a loved object. Mourning is not a pathology, but a temporary
process that, when completed, will allow the subject to return to their normal
life. In mourning "a turning away from reality takes place and a clinging to
the object through the medium of a hallucinatory wishful psychosis" (244).
But with time, through reality-testing, the subject is able to check that the
loved object no longer exists and finally come to accept it. On the contrary,
unresolved mourning can turn into melancholia, a pathologic stage. In
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Trauma and Recovery, her 1992 book relating the problems that plague
trauma victims, psychologist Judith Herman contrasts the wusual
characteristics of mourning, including several social rituals, with the
mourning which follows traumatic events, for which there is no recognized
social ritual in place. According to her, the lack of a social ritual that allows
for mourning makes it very likely that the unrealized mourning will become
a pathological grief (69-70). In History and Memory After Auschwitz,
historian and Holocaust studies scholar Dominick LaCapra warns:
“Mourning is a social, even a ritual practice that requires the specification or
naming of deserving victims. Without such specification, chances are that
mourning will be arrested and one will be locked in melancholy, compulsive
repetition, and acting out the past” (69). Starting from two Freudian concepts,
LaCapra distinguishes between two modes of working through trauma. He
defines the first one, acting-out, as "emotionally repeating a still-present past"
(Representing the Holocaust xii). The second one, working-through, and that
which he presents as the ideal option, would entail a conscious distancing

from the past. As he clarifies in an interview with Professor Amos Goldberg:

In the working through, the person tries to gain critical distance on a
problem, to be able to distinguish between past, present and future.
For the victim, this means his ability to say to himself, "Yes, that
happened to me back then. It was distressing, overwhelming, perhaps
I can't entirely disengage myself from it, but I'm existing here and now,

and this is different from back then" (2-3).

For LaCapra, mourning is also a form of working-through (LaCapra, History
and Memory 138). Eunsuk, and other characters in Sonyeoni Onda, are not
able to perform this work of mourning, to do the reality-testing, so their
process of mourning is stuck in melancholia. Tomasa in La voz dormida is
also a clear example of this unrealized mourning turned melancholia. In both

works, the social prohibition to remember and honor victims causes bereaved

« 7 ] =1
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family and friends to become stuck in melancholia, unable to process their

mourning, honor the dead socially and move on.

Zdo] 2t} (Sonyeoni Onda) and La voz dormida show their readers
an example of an ethical attitude when dealing with the pain of others, and an
effective way of passing on testimony of their sufferings. Both novels try to
restore victims' dignity by having characters and readers come into contact
with the voice of these victims and incorporate their painful stories within
themselves. In other words, the victims, incapable of telling the story of their
suffering, rely on those who listen to become mediators capable of
transmitting their stories. These mediators are then able to incorporate the
suffering of others within themselves and channel it in different ways, such as
a tool for their own resistance. The story of the other becomes incorporated
into the self, that is, it is now part of one's identity. Of course, this process is
not always successful. This experience is also ultimately transmitted to the
reader through the medium of the novel: the reader becomes the receptor of
the story of the other in situations in which the chain of transmission has been

broken.

In both novels, the voice of the other commands survivors to keep
going in order to tell their story. Testimony takes place in a structure that
includes three parts: a victim, someone (usually another victim) who is made
aware of their pain, and some kind of affective link that unites them and
creates a response in the second person. In Unclaimed Experience (1996),
Cathy Caruth turns to Jacques Lacan's interpretation of a Freudian story about
a burning child recounted in The Interpretation of Dreams. After his young
son has passed away from a fever, a father goes into a different room to rest,
leaving the child's body under the care of an old man. In his dreams, the father
meets the child, who asks him to realize that he is burning: ‘Father, don’t you
see I’'m burning?’, asks the child reproachfully. After waking up from the
dream, the father sees that his child's body had indeed caught on fire. For
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Freud, the purpose of this dream would be that of wish-fulfilling: the father
dreams of his child in order to meet him once again. However, for Lacan, the
dream is an example of the father coming in contact with the Real. Lacan
wonders what exactly awakens the father. Like the delayed response present
in trauma, the father has not yet really realized that his son has died, and it is
through the dream that he meets this reality. According to Caruth, for Jacques
Lacan it is the dream that wakes the father and makes him face the reality of
the child's death, a "reality of a death from which he cannot turn away" (99).
So, for Lacan, this story exemplifies the ethical dilemma of consciousness,
impossible to fulfill, that arises when coming into contact with the deaths of
others (Caruth 104). The dead child meets his father in the dream and compels
him to survive. But from this moment, the father is not the same person he
was before; now, he has become someone who has to convey the pain of his

late child:

[T]t is this child who, from within the failure of the father’s seeing,
commands the father to awaken and to live, [...] The father, who would
have stayed inside the dream to see his child alive once more, is
commanded by this child to see not from the inside [...] but from the
outside, to leave the child in the dream so as to awaken elsewhere. It
is precisely the dead child, the child in its irreducible inaccessibility
and otherness, who says to the father: wake up, leave me, survive;
survive to tell the story of my burning.

To awaken is thus to bear the imperative to survive: to survive no
longer simply as the father of a child, but as the one who must tell
what it means not to see, which is also what it means to hear the

unthinkable words of the dying child (Caruth 105).

It is not his child who has spoken, it is the dead child, that is now inside him,
who has compelled him to speak. Like the burning child waking his father up

from sleep, in Sonyeoni Onda, Dongho is the voice that compels the other
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characters in the novel, the fictionalized author, and the readers to survive and
tell his story. In La voz dormida, the testimony of numerous political prisoners
reaches us through the words of other women who share a similar plight, but
most of the story is centered around Hortensia, who we know is going to die
from the very first line of the novel: "La mujer que iba a morir se llamaba
Hortensia". Hortensia's imminent death triggers in the characters responses

similar to those that arise after Dongho's death in Sonyeoni Onda.

What happens after the call of the other has been received? What
influence can it have? I have identified three responses present in both novels,
triggered by the call of the other: resistance, mourning and testimony. After
the call of the other has been received, it may trigger the emotion of rage into
the characters. This rage will then be channeled into a stance of resistance that
helps them take on actions that they had not believed themselves capable of.
It is the love they felt towards the person who died what allows them to do so.
Mourning is portrayed in the novels as a form of social redress that allows
survivors to honor the dead and make peace with them and with themselves.
Finally, testimony can be seen as the culmination of the mourning process:
narrating the trauma that they or others have endured so that the call of the
other lives on and is passed to a third person. These three are not exclusionary,
some of the responses are present in the same character and part of the same
process. Resistance can take several forms, it can be manifested as political
resistance, or as a rage that helps a survivor keep living despite their trauma.
Resistance is also linked to testimony: in La voz dormida, characters believe
they must survive in order to give account of their stories and those of others,
so that they can write their own history. Mourning and testimony are also
heavily intertwined: narrating is a key piece for a traumatic memory to be
processed: narrating helps when working through a painful memory, leaving
a pathological melancholic state behind and processing it as a healthy

mourning. But the call of the other is not always answered successfully: guilt
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is one of the most common responses in survivors of traumatic events. In
Sonyeoni Onda, several characters feel the guilt of having survived, and not
all are able to move forward. However, in La voz dormida, guilt is much more
marginal: Pepita feels guilty for finding love when others suffer so much, but
it is a passing feeling. The only character who is affected by guilt for a long
time, Don Fernando Ortega, a republican-supporter doctor present during the
Paracuellos massacre, had stopped working as a doctor before the events of
the novel take place because of the trauma of witnessing the massacre.
However, during the course of the novel he resumes his labor. In some cases,
the call triggers multiple responses, some complementary like the ones
mentioned above, but others contradictory, such as guilt and resistance. On
the following pages I will analyze the three types of ethical responses to the

call of the other mentioned above.

Chapter 2. Resistance as the necessary stance
to be able to respond to the call of the other

2.1. Rage and resistance

In both novels, the rage felt by characters because of what has happened
to them, and especially to others, is channeled into a force that helps them
resist and survive. In her analysis of Sonyeoni Onda through affect theory,
Kim Soryun considers anger to be the principal feeling in the novel, especially
in characters like Dongho and Seonju. She believes that this feeling serves as
a way to trace links to other cases of extreme violence across time and space.
For her, the anger present in the novel becomes a driving force that leads to

solidarity between the generation who has experienced Gwangju and younger

i
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ones (A 4w 19).

Rage makes normal people who have experienced injustices or have
witnessed them take on actions that they may not have believed themselves
capable of. In La voz dormida, Dofa Celia, the pension owner whose daughter
was executed, takes on the role of secretly procuring little squares of cloth
from the murdered prisoners' bodies, so that their families can know what has
happened to them and start their mourning process. At first, she was scared of
getting caught, but that sentiment soon changes to a 'bitter rage': "Ya so6lo
sentia una rabia amarga, que tragaba despacio con su desolacion mientras se
acercaba a los cadaveres con unas tijeras en la mano" (98). The rage she feels
over the death of her daughter and of many others transforms her into
someone who helps other victim's relatives start their own mourning process,
something that she could not do herself properly, since she does not even

know where her daughter is buried.

In 4] ¢} I (Soe-wa Pi), fourth chapter of Sonyeoni Onda, a picture of
Dongho's cruel death is found alongside Jinsu's will after he commits suicide.
Jinsu was one of the young men who resisted until the last night, when the
military took over the city of Gwangju, and thus was witness to Dongho's
cruel, senseless murder. The guilt related to this incident has been eating Jinsu
up all this time and it seems like the photograph is there as a way to explain
why he killed himself. However, the same picture becomes for Seonju, one of
the girls who helped take care of the victim's bodies in Gwangju alongside
Dongho, a reason to live. Seonju sees the photograph after she goes to
Gwangju planning to end her life, and the rage that she feels after seeing it
gives her a reason to survive. For Young-Chae Seo, Seonju's reaction to
Dongho's death seems different than that of other characters, since in her it
summons a feeling that goes beyond guilt and self-reproach and becomes her
motivation to live (A1 2] 428). We could suspect that Seonju might not feel

as responsible as Jinsu, since Jinsu was the one who told the younger students
3 I
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to turn themselves in, leave the weapons and go out with their hands up in the
air (112, 116), but she does feel responsible for not forcing Dongho to go

home:

I Pokd, s U 93 dojwA] a8
PP Us A #sks Aok 1¥A?
T Yol Al @ ks Aok
g o} U7 Aot l=A Eowa (176-177).

The message that Dongho brings to Seonju is one of resistance. On the
contrary, Jinsu ends up committing suicide because of the guilt that Dongho's
death causes him. Both characters share a strong reaction to Dongho's cruel
death and have mixed feelings about their own survival, but in Seonju's case,
she manages to channel the rage and transform it into a force of resistance to
keep going, whilst for Jinsu, guilt over Dongho's death is what ends up
destroying him. Seonju is unable (or unwilling) to give testimony of her own
trauma in the tapes that researcher Yun has asked her to fill out, but the rage
triggered by Dongho's command helps her channel her pain into resistance,
and the possibility of her estranged friend Seonghui's death awakens in her the
desire to testify. So, it is through her connection to others that she is able to
construct her story and start her healing process. The rage that she feels allows
her to become someone who carries on Dongho's legacy: her response to
Dongho's call is to channel the rage she felt because of his death and the torture

she was subjected to into a will to survive.

But Dongho is not only a victim, he was also a survivor when we first
met him. He is the only one who knows what has happened to Jeongdae, his
friend and neighbor, and thus, he feels responsible because of it. Out of the

:l'l ™ I:
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guilt this causes him, he lies to the older girls who are helping with the bodies,
and even to himself, for we as readers have heard his voice for over twenty
pages before we find out that he knows that his friend is dead because he
himself witnessed the murder: "5 FUE< WWS o v7t s 2 F
Aol obd Al Tk L] rHAE e R FgE E A Ul Abgro] oy
2t vk=2 Yo" (31). He decides to help with the bodies hoping he will be
able to see Jeongdae's corpse, and also as a way to atone for his guilt. The
guilt and the rage he feels lead him to stay and help the others. He channels
this rage into a stance of resistance, joining the others and staying until the

end.

We could then say that Dongho feels the late Jeongdae's voice calling to
him and compelling him to do something. The title of the first chapter, the
one that contains Dongho's perspective, would help to support this reading.
o™ Al (Eorin Sae), 'a small bird', refers to the soul of a person. Dealing
with his friend's loss and constantly coming into contact with death, Dongho
ponders about what happens to souls after they leave their bodies, or wonders
about the location of the soul when people are still alive: "AFgFo] = i}
Apbs old A, 2%E W@ B olgd 98 Q7). "Ee A7) B

Aol vk} o) WEe] 9187k 1A P @Al shetolE @7t
&80 AAE =524 &7 (45). Dongho hears the words of the man
giving a speech right outside of Sangmugwan, where the collective memorial
altar is located: "5 %> 95 ZEA $UFUZE A9A 1 IE IF
dog Zfyzk WA 7Hl E50] T i E AARL sy

(22). After hearing that the souls of the dead are watching, Dongho wonders

how that could be possible, since they do not have a body. "= 3t = 0]
A=, ALYA = =3 ¢H AAHE7F" (22). When the man claims that
the rain are the tears of the souls who left, "] H]+= WA 7}xl EE0] &g
+ T=Y YT (24), Dongho thinks that the tears of souls are cold, as he

feels the rain drenching his clothes: "= 2] w52 24" (23-24). The
3 y i
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metaphors that belong to the man's persuasive rhetoric take on a literal quality
for Dongho, who ponders about the existence of the soul. In the next chapter,
through Jeongdae's point of view, we see that he effectively has a soul and

has been thinking of going to find Dongho.

But Dongho dies without being able to give testimony of what he has
witnessed, he is not able to properly give account of Jeongdae's death and
mourn him. Since Jeongdae and his sister Jeongmi lived on their own, and
Dongho was unable to find her as well (though he suspects that the body
quickly rotting inside Sangmugwan might be hers), he feels responsible for
finding Jeongdae. But who will tell Jeongdae's story after Dongho, the only
witness, dies? Could we interpret that one of the reasons for Dongho to come
back is to give account not only of his death but that of Jeongdae and the
burning of his body? I would like to argue that the first relationship of
transmission of testimony that takes place in the novel is that between

Jeongdae and Dongho.

In the second chapter of the novel, Jeongdae narrates in a first-person
voice, but directly addresses Dongho in the second person. Like the burning
child of the story, Jeongdae's soul calls to Dongho. Besides addressing
Dongho, Jeongdae also wants his voice to be heard by the ones who killed
him: "7159 <& B3 v, e 259 w75 & oA 4
o L] 2Ee] o HoA ¥ EE U w2 B d7iA. U BxEE
< WA, A g FA, A UE FA" (57-58). Like Dongho's
brother after Dongho's murder, Jeongdae considers channeling his rage into
revenge, seeking to avenge his death and that of his sister. Finally, before his
body is destroyed by the fire and his soul is forced to go somewhere else,
Jeongdae wonders where he should go. After hesitating between going to find
the soul of his sister or searching for the ones who killed him, he settles for
Dongho, and thinks that, after that choice, everything becomes clearer: "1 ©]

A 7FAE /28A BE Al &8 Elsol" (63). Through his contact with
3 ¥
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Dongho, Jeongdae would have been able to have someone that knows him
give account of his cruel and violent death, as well as mourn for him. But
some moments later, Dongho dies alongside thousands of others, and with the
arrival of dawn, Jeongdae's soul becomes unable to move. His soul does not
reach Dongho before his friend dies, but his testimony does reach the readers
of the novel. Like Seonju in the fifth episode of the same novel and Tomasa
in La voz dormida, Jeongdae gives testimony through the book. Jeongdae is
also the one who lets us know that Jeongmi died, and that she did so before
him: "= A3le]. o) U= FJA. A FuE SFJA, o9A FJA"
(52)@ It is also through him that we as readers find out that Dongho has been
killed.

Jeongdae's death causes in Dongho the rage that makes him resist until
the end. In the process, Dongho has not been able to testify for Jeongdae, but
he has passed on his resistance to others. In her analysis of the Freudian story,
Caruth pointed out that "the words are passed on as an act that does not
precisely awaken the self but, rather, passes the awakening on to others"
(1996, 106-107). Here, whilst Dongho has not been able to testify for
Jeongdae's death, he manages to pass on the resistance that Jeongdae's death
has awakened in him to others that have met him. Through his own resistance
and untimely death, he becomes a sign of resistance and a reason to resist for
the characters of the novel that have known him and for the fictionalized
author, who hears about him. The readers of the novel are also engaged by
Dongho's call. Because the first chapter is written in the second person, and
the second one addresses Dongho as you (1), readers are put in Dongho's
position whilst reading the first and the second chapters, and thus being called

to identify with him and his position of resistance.

(DWe never find out how Jeongmi died. For the characters who are still alive that knew her,
like Seonju and Seonghui, she disappeared. We can imagine that the body that Dongho saw
was indeed hers, but like survivors and families of victims whose bodies were never found,
we do not obtain a definite answer.
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Dongho and Jeongdae are close friends, and both Seonju and Jinsu
personally knew Dongho and became close to him while helping take care of
the bodies. However, a personal relationship is not always necessary for a
transmission of testimony to take place. In La voz dormida, we can see an
example of a transmission of testimony between Hortensia and Manolita, a
woman she personally does not know but who is in a situation similar to hers.
While in Las Ventas, Hortensia remembers Manolita, a woman who was

tortured at the Interior Ministry whilst she was held there for thirty nine days:

En el calabozo de al lado habia una presa que se pasaba las horas
cantando. Manolita se llamaba, y cantaba Tomo y obligo, de Gardel.
So6lo sabe que se llamaba Manolita.

—Anda, Manolita, vamos para arriba, a ver si alli nos cantas otro
tango.

No supo mas de ella, sélo que se llamaba Manolita. Cantaba muy bien,
y un dia ya no la oy6 cantar mas. Rabia. Rabia es lo tnico que ella
sentia cuando le echaban vinagre en las heridas. Rabia. Solo la rabia
mantuvo sus labios apretados. Solo la rabia los despeg6 para gritar el

dolor en el vientre" (138).

In this fragment, repetition mimics both oral testimony and the fixation
present when recalling traumatic events. Hortensia only knows the woman's
name, Manolita, and she repeats it in order not to forget her and give testimony
of her plight, even if only within herself. Her name is stated three times in the
fragment as Hortensia's thoughts ("Manolita se llamaba", "So6lo sabe que se
llamaba Manolita", "solo sabe que se llamaba Manolita) and a fourth one in
direct speech remembering the taunts of the guards. After Manolita disappears,
presumably a victim of torture, Hortensia feels rage. She feels rage after
Manolita is gone, and whilst she is being tortured herself. Like with Manolita's
name, the word "rabia" is repeated once and once again in this small fragment.
Rage is the only thing she feels when she is being tortured, and she channels
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it into strength to not say anything, she does not even let out screams. She only
calls out when they kick her in her belly, trying to protect her unborn baby.
Manolita's singing in between torture sessions is a sign of resistance, and after
her disappearance and presumable death Hortensia channels the rage she feels
into resistance as well. Hortensia incorporates Manolita’s death into herself

and uses it as strength to fuel her resistance.

Earlier in the novel but later on chronologically, Hortensia tries to
convince the other prisoners at Las Ventas that surviving, and thus resisting,

should be their priority, as it is akin to winning:

—Hay que sobrevivir, camaradas. Soélo tenemos esa obligacion.
Sobrevivir.

—Sobrevivir, sobrevivir, /para qué carajo queremos sobrevivir?
—Para contar la historia, Tomasa.

—¢Y la dignidad? ;Alguien va a contar como perdimos la dignidad?
—No hemos perdido la dignidad.

—No, so6lo hemos perdido la guerra, ;verdad? Eso es lo que creéis
todas, que hemos perdido la guerra.

—No habremos perdido hasta que estemos muertas, pero no se lo
vamos a poner tan facil. Locuras, las precisas, ni una mas. Resistir es

vencer (125-126).

For these women, who are imprisoned and also trapped within a country that
relegates them to a place of shame for being politically active females,
resisting openly would most likely bring on torture or death. However, within
this context, survival itself is a win, because when they survive, they will be
able to tell their story and inscribe it into history, and thus bring social justice
to themselves. Hortensia, then, channels her rage into an instinct for survival,
but not any kind of survival: one that implies resisting the enemy and being

able to tell their version of history. For Hortensia, the goal of survival is being
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able to give testimony, "contar la historia". This is why her blue notebooks, in

which she tells her story to her husband and daughter, are so important for her.

2.2. Channeling pain into political resistance

In both novels, political resistance is taken on by the victim's close
relatives, whether conscientiously and willingly, or unwillingly like Pepita.
Throughout the novel, Pepita helps the Communist Party in order to help her
sister, but she does not take up the ideals of the party as her own. She is the
only voice within the novel which disagrees with these ideals and criticizes
the party (Gémez Lopez-Quinones 209). Many others end up channeling their
rage into a political fight. Dofia Celia, mentioned in the section above, is an
example of this. When she is first asked by her niece Isabel to help persuade
the gravedigger that stays at her pension to let two women hide so that they
can check who has been killed and give the news to the respective families,
she is reluctant. The first time she accompanies her niece Isabel herself, she
thinks that she will only do it that one time, honoring the memory of her
daughter Almudena: “La primera vez que dofa Celia fue al cementerio del
Este, se repiti6 a si misma que no volveria a hacerlo. Y fue llorando. Por
Almudena lo hizo, porque dona Celia no tuvo la suerte de saber a tiempo que
iban a fusilar a su hija” (99). Dofia Celia started out like Pepita, who is doing
what she does for her sister ("—Maldita sea. Yo lo hago por mi hermana,
(sabe usted?, por mi hermana Gnicamente, que me da mucha lastima. Bien lo
sabe Dios" 98) and only plans on helping out once ("Yo le llevo al médico
esta noche, pero nunca mas” 99). But the older woman ended up helping out
the party in different ways from that point on. Thanks to her intervention, the
relatives of executed prisoners will be able to mourn their dead, something
that she did not have the opportunity to do. Heavily punished for

embroidering a republican flag but uninvolved in politics in a meaningful way
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before, Reme becomes truly politically engaged in prison, and continues her
fight after she has served her sentence. Reme's purity of thought "pura
inocencia" (48, 50), "tan inocente" (48-49) "la muy inocente" (51) is often
remarked upon, and she recalls her perplexity when she was sent to prison for
helping the rebellion, since she thought the rebels were the soldiers who had
risen up: “—Yo creia que los rebeldes eran ellos. Yo no entendia nada” (54).
Through the words of this innocent woman, the irony of the Francoist
regime's use of language is brought to the forefront. In Reme's case, it is not
the plight of a blood relative, but of her adopted prison family, especially

Tomasa, which motivates her to keep fighting.

In Sonyeoni Onda, Dongho's mother and other mothers of victims
demonstrate after Chun Doo-hwan, the dictator responsible for the massacre,
visits Gwangju. The rage the mothers feel when the president visits Gwangju
becomes an open, organized political resistance. The sixth chapter of the
novel, 2 I % O° = (Kkoch pin jjog-eu-10) is told from the point of view of
Dongho's mother in the first person and speaking from the present. After
Dongho's death, the mother had painfully kept on living, eating and working.
At the funeral, Dongho's middle brother says he wants to get revenge, but the
mother understands the futility of it, for there is no point in going against the

country, the real culprit of her son's death: "] 9= W7} ZSHUch 1

2ol @ kelthy, 4% HebA Wb amivkel. vetld £9 B4 9
FE RE FE ZEthh U 2REW UE o 52 Ao

(182). At first, she did not participate in the organization of bereaved families,
but one day, she receives a call from one of the mothers in the bereaved
family's association, who lets her know that the president responsible for the
massacre will visit Gwangju. "7 7?1 tl&d o] &vhal, 1 ARIx}7F o17]
2 2R FA L. yl 97} o}z F W3k=1t]" (188). Recalling the events,
she repeats twice that the other mother told her that the president would come,

mimicking the way that trauma victims fixate on traumatic events when
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testifying orally. From that point on, she joins the fight of the mothers, all of

them numb because of the great loss that they have experienced, but still

fighting on and relying on each other: "¢ A = o] Q& A0 T &5
SHa, sAH] Z2 TR BAEARE dEs Souiive]l. 9=
HoZ AT fla, ¥ Fox AT e sl WY BA= A

£ @ t}o]" (188). But unlike the feelings of her middle son, the mother's rage

is not a fight for vengeance, but justice.

Whilst protesting, one of the young men from the Wounded People's
Association engages the mothers, asking what they have done wrong to be
there. After that, Dongho's mother head goes blank, and the rage she feels at
the injustice of it all makes her stand up on a table and break the photograph
of the president:

She cuts her foot on the glass shards and is sent to hospital, but while she is
there, she asks Dongho's father to bring her a placard to protest against the
president. She cannot walk properly but she goes up to the rooftop with her

husband's help and protests from there:

e s A el o] obA oS A dEEE Sl &7t

axepol. wztell 7l dAsus dA e a &g ARkl
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A 97F EmAAAA &z AFlvho]. AEFo] vAAToR St
& w7kA], UgE EXWIA e Fded dxEs wrbA 18
Al Al Agtke] (189-190).

But this is not an isolated incident. Dongho's mother and the other mothers

start protesting regularly from that point on.

Cheolle, 2ohgolle 284 s sgitte]. sojd Fwict dn}
=718 AR =& FIL oAE £, & SoluuiE oA B

Aa ok kel gl Ayl FAS A4 A HAZ BF
=

They save money and go up to Seoul to protest, and even though they are
brutally attacked by police they manage to keep their fight going because they
find strength in one another. Like the prisoners in La voz dormida or Seonju's
testimony being linked to her relationship with Seonghui, it is through other's
support that the rage felt at the demise of their children can be channeled into
a fight for justice.

At the beginning of the chapter, Dongho's mother sees a young boy who
resembles her son, and makes an effort to follow him, even though she is old
and slow: "PAIM] A2 w2 Us Folet, obe] dolk wEhit
= T SojorAl 2aw do® s =HTY ddEo] B A,
oFF "k oF EE|Ha gog ko znt 7ol (178). She believes the
boy is Dongho who has come back to let her see him one last time, but she

a
3 . |
|
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loses him because she is old and cannot keep up: "Ul7} L}3te] $hH o}
A, ArbeE EFolgts oW HolEetal & 2y, & u7h Y
= =AW oJoF" (179). Whether we interpret the boy as Dongho's ghost or
as just a different boy, this metaphor represents the mother's attitude in life
after her son's death: because she feels him calling to her, she keeps going
step by step, and keeps fighting for him. Dongho's mother remembers how he
used to call her to the flowery, sunny side when he was alive and how she let
herself be dragged: "¢ivlo}, A 7] vh2 dl= 2% Wol |, of 73tsh
H2 7fo}, AZFo = 7}, Z ¥ Z 0 =" (192). This allows this devastating
chapter to end in a hopeful, positive note. Because Dongho keeps dragging

her, she is fighting to go towards the bright side.

In La voz dormida, Hortensia conveys her testimony through the two
blue notebooks in which she records her experience in prison. One of the
notebooks is dedicated to her husband, Felipe, and the other to her future child.
Both notebooks will be later passed on to Tensi, Hortensia's daughter. They
will allow Tensi to find out about her mother from her own voice, even though
she was killed not long after Tensi was born. It is through getting to know her
mother's story that Tensi can build her identity apart from her aunt Pepita, and

continue the political fight that her parents sacrificed their lives for.

Y Hortensia escribe en su cuaderno azul. Escribe a Felipe. Le escribe
que siente las patadas de la criatura en el vientre, y que si es nifio se
llamaréa como ¢€l. Escribe que piensa que Elvirita se muere, como se
murié Amparo, y Celita, sin dejar de toser, como se murieron los hijos
de Josefa y Amalia, las del pabellon de madres. Escribe que la
chiquilla pelirroja tiene una calentura muy mala. Y que lo tnico que
pueden hacer por ella es darle el zumo de las medias naranjas que les
dan a cada una después del rancho. Escribe que no sacan mucho

porque estan muy secas (21-22).
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But Hortensia not only testifies to her story, she also includes the plights of
her fellow inmates. Here, she writes not only about Elvirita's illness, but about
all the others who died before her, not only the prisoners, but also the children
born in prison, letting the readers know of the conditions in Las Ventas at the
time. Through the notebook, hi/story is passed from the late Hortensia to her
daughter Tensi. Tensi would not be able to find out the truth of what happened
to her mother through official sources. Instead, she receives her mother's
notebook, which contains her personal story, but is at the same time a record
of history, since it is the voice of a female political prisoner during the Spanish
Post War period. Picornell-Belenguer puts the importance of the diary into

context:

Las hijas de presas tuteladas por el estado fueron enviadas
mayoritariamente a centros religiosos. Este control religioso dara
lugar a situaciones dramaticas ya que numerosas nifias de las
internadas en estos centros acababan renegando de sus padres y
tomando los hébitos para redimir los supuestos pecados de sus
progenitores (Vinyes 71 y ss). Se entiende en este contexto la
insistencia de Hortensia, la presa encinta condenada a muerte de la
novela de Chacdn, de no permitir que lleven a su hija a algin hospicio,
asi como su voluntad de dejarle como testimonio un cuaderno escrito
por ella donde le pide que entienda la lucha de sus padres pese a crecer

en un ambiente adverso (125).

In a social situation in which children were separated from their parents and
made to believe that their parents were amoral criminals, the diary allows for
Tensi to keep the link that unites her to her mother, and get to know her story
through her mother's own words. When going into labor, Hortensia pleads
with guard Mercedes: “—Que se lo den a mi hermana, hdgame usted ese favor,
que no lo lleven al orfelinato, que se lo den a mi hermana, por lo que mas
quiera usted” (211). If Pepita had not been able to take the child, Tensi may

. 3
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not only have grown up in very poor conditions, but also be made to hate her
roots, unable to know anything about her parents. Instead, she grows up
getting to know them through her mother's written testimony and being proud
of them, and when she is of age she decides to take up their cause and join the
Communist Party, against her aunt Pepita's wishes. Whilst Pepita told Tensi
stories of her parents, and she grew up around family members of other
political prisoners, this development may not have been possible if she had
not been able to read her mother's testimony from her own handwriting. The
call that Tensi receives from her mother through the notebook makes her
become politically minded when she reaches adulthood, turning into reality
her mother's idea of the importance of survival to be able to tell their version
of history. Even though Hortensia was executed, her legacy, and the memory
of those she recorded on her notebooks, did survive through her words that

were transmitted to her daughter.

In Sonyeoni Onda, there is not a clear political position spouted by the
characters other than an opposition to Chun Doo-hwan and a wish for
reparations, but as Gémez Lopez-Quifiones noted, La voz dormida takes the
side of the Communist Party, criticizing the socialists in several occasions
(212-213). Pepita, who believes that politics is like a black spider (Chacén
102, 344), contrasts with these ideologically driven characters. Gomez Lopez-
Quitiones analyzes her character as a type who defends her sentimental
project over a political one and thus stands in contrast with the heroic
republican soldiers (209). However, I would argue that she has another role:
that of serving as a point of identification with the reader, who, like Pepita,
may not be a communist but that will end up siding with them. Within the
world of the novel, the communists are clearly on the right side of history,
and having Pepita, someone kind and innocent who hates politics, mediate
their story, can make these strongly politically minded characters palatable to

a wider audience.
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Chapter 3. Mourning as a response to the call
of the other

3.1. Mourning as a social practice and recording as a
way of allowing for a later mourning

The motif that permeates through the third chapter of Sonyeoni Onda,
the one from Eunsuk's point of view, is that of the impossibility of forgetting
when a proper mourning has not taken place@. After the uprising has been
quelled and the protestors killed or taken away, Eunsuk is unable to accept
how fast everything has gone back to normal. When she sees that water starts
pouring again from the fountain in the square to which the soldiers had carried
the bodies of the murdered protesters, she repeatedly calls the provincial
office (}:=%) to ask that they stop water from coming out of the fountain, until
one day an older lady tells her to forget everything and get back to studying:
"t} Sly ojAl FHE Q" (97). Her mother also begs her to forget and
live a normal life like others: "1 tF Sloj&=11 FE3ko] tfgh 7hA U] wt
Hol Y7} shar, £ Abg vk Abar " (86). But forgetting is not an
option for Eunsuk. Because she has not been able to mourn the victims in
Gwangju, and especially Dongho, who she worked alongside with taking care
of victim's bodies, she is stuck in melancholia. Living a normal life is not
possible for her, because she has not been able to process the loss by taking
part in a social ritual of mourning. The chapter starts with Eunsuk's wish to
forget the seven slaps that an officer gave her for not revealing what she knew

about a translator sought by the police. Throughout the chapter, she realizes

(2)The other motif running alongside it in the chapter is survivor's guilt. =
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the futility of trying to forget: "2 52 oI WA W& Slojof sf= o]
A|RE, olm] WS of=o] A9 FTol =AXA stk Iy wWdol
Hol duwiA wE oe daov dn dailA HE S E2 2
2] kS Zlolt}" (98). Here, the reason given for the forgetting of the slaps
not being needed anymore is that the pain has almost disappeared. However,
considering that this paragraph comes right after the fountain story, we can
infer a different reason. Even though the swelling has disappeared, she will
not forget the pain that the policeman has inflicted on her, the same way that
she did not forget what happened in Gwangju even when everything seemed
to go back to normal on the surface. Jeong Mi-Sook (g 7<= 126—127) and
Yeong-Chae Seo identify Eunsuk's position with that of Antigone, who
contradicts the laws of men (the king) in order to follow the laws of the gods
and give his brother a proper burial. Like with Antigone, Eunsuk's actions go
beyond a personal sadness and should be interpreted as a matter of putting
wrongs to right in society: "“17> 3 7|0 9] Aol EASIE EEFOIH
a2 wAIZE byl §F FEATF TH o AAUR & F oo ZA
oF daso] ot L] AE AHAA K3 T2 Aol sl
&ol 7l £ vE a9 o] Qloht (A %A, 436). LaCapra
points out that for mourning to work as a method of overcoming melancholia,
it requires a supportive social context (History and Memory 184). Because
mourning needs to be social, forgetting and moving on are not actions that
Eunsuk can do on her own, and the historical and political time she is living
through will not allow for a proper memorial. But within the chapter, literature
(in the form of a censored play) will allow for a performance that can make a

social mourning possible, using fiction as a tool to process reality.

The climax of the chapter is the staging of a play whose script has
undergone heavy censorship, to the point that there is barely any content left.
The play serves as a way to channel Eunsuk's frustrations, and a method of

successful mourning. Because of the forced silence around the events of

1] © '||
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Gwangju, and the official narrative that painted the citizens as communist
rebels conniving with North Korea, Eunsuk and all the other bereaved friends
and family have not been able to mourn properly. Eunsuk has been asked
repeatedly to move on and forget, but she has not been allowed to process her
pain. Since she could not mourn properly, she has not been able to move on
from the events that took place in the spring of 1980 and her unresolved
mourning has turned into melancholia, a pathological state. In the censored
script of the play, which Eunsuk typed from the handwritten original, the
characters of friends and family who survived the victims lament that they
were not able to hold funerals and that because of that their life has become a
funeral (99), and the eyes that cannot see their dead loved ones and the ears
that cannot hear them have become temples (100). The actors in the play carry
skeletons on their backs. Going back to Caruth's explanation of Lacan's
interpretation of the burning child's story in Unclaimed Experience (1996), 1
would argue that the skeletons symbolize the dead that call to them, asking
them to give testimony of their death. After all, for Caruth "the awakening
represents a paradox about the necessity and impossibility of confronting
death" (100). These skeletons, too, are in the back of the actors representing
a death that they cannot confront but that is always right behind them. The
dead remain as skeletons clinging to the back of the living, and like the
burning child to his father, they remain not as the living person they once
were, but as the traumatic memory of what has happened to them, and

alongside it the imperative of giving testimony of their loss.

The young boy that appears in the play allows Eunsuk to pretend that
she is speaking to Dongho and serves as a staging of her mourning. Because
of the political repression that took place after the events at Gwangju, she,
like many others, has not been able to mourn properly. "¥l-%-5= &4 Wlx
E1S 2R oka K2tk F3oF" (101). Eunsuk, like the actors who

cannot say the words of the play aloud because of censorship, calls to

-2 7- A .I..



"Dongho" without sound, just moving her lips. She becomes one more
performer, calling to her dead friend and lamenting not being able to hold a
funeral for him. Something that accentuates this reading is the fact that some
of the actors were sitting between members of the audience at the beginning
of the play. The line between the actors and the public is thus blurred from
the start. Eunsuk closes her eyes to not see the actual boy's face and,

imagining he is Dongho, recites a tribute for him:

=
~
AN
flo
4,

FelAs A=A xall, Wl arol FaElol =l

U7} s Bkl Apo] A Abel At FH el

|. guit} Ztope = AYE &

Right after this, tears start streaming from her face like pus, hinting at a
healing, a step towards a mourning process. After all, pus comes out of
wounds when an infection is in the curing process. Eunsuk, who did not cry
when she was brutally assaulted, cries twice in the chapter: the first time when
she gives the censored script back to Seo, the playwright, and the second time
after she manages to communicate with this version of Dongho during the
play. In the first case, what led her to cry might have been the frustration of
having the words of mourning that she had identified with censored. During
the play, she is able to take part in a collective mourning, even if the words
are not spoken aloud. This performance will allow for working-through to take
place, since it serves as a collective form of mourning for the actors in the play,
the audience, and the readers of the novel. They are addressing the dead who
have not left their lives completely, but they do so from a present, being aware
of the distance in time. In a symbolic way, they are finally able to hold a
funeral, a step that could bring them closer to start healing their trauma.

LaCapra characterized working-through as involving "a modiﬁed_lmode of
T 2 11 &=
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repetition offering a measure of critical purchase on problems and responsible
control in action that would permit desirable change" (History and Memory
186). The play, too, is a modified mode of repetition, since through
performance they are saying goodbye to their loved ones in a social ritual,
something realized in the form of a wordless play because it cannot be done
in an official way. In the prologue to Maria Zambrano's La tumba de Antigona,
Marifé Santiago Bolafios defines theater as the shared expression of a human
instant, capable of bringing about a delirious state in the participants that
brings to light what consciousness is hiding, but within a psychological
protection that allows them to enter a transformative dimension (12-13).
Through the play that stages mourning, Eunsuk and other audience members
can participate in a social ritual of mourning and interact with the ghosts of
their loved ones in a safe and controlled way. Eunsuk can call out to the boy
who resembles Dongho because she is within a performance, so the play
becomes an outlet for her to voice the pain that she has been repeatedly told
to suppress in order to join society as a functioning member. Because the
chapter, and Eunsuk's story, ends with the play, we do not know if this
controlled repetition and staging of social mourning will bring on the
necessary change for Eunsuk to leave her melancholic stage, but her tears
likened to pus are a good sign that some type of healing has started to take

place.

Until the last quarter of the twentieth century, mourning was something
you did visibly in Spanish society: people wore only black clothing for several
years, in which they also had to refrain themselves from taking part in other
social celebrations, including refraining from dating or getting married. There
were different rules that had to be followed depending on the level of kinship
with the deceased. One of the most famous Spanish works of literature of the
beginning of the century, Federico Garcia Lorca's play La casa de Bernarda

Alba explores the oppressive world to which the daughters of Bernarda are
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constricted because of her mother's severe adherence to social mourning rites.
Another work that explores the consequences of this type of mourning for
young, marriageable women is the Spanish black comedy movie La nifia de
luto (1964), in which a young woman who is finally planning her wedding
after years of keeping mourning must postpone it after her grandfather’s death.
In La voz dormida, after she takes a liking to Paulino, Pepita wonders if it
would be okay for her to start wearing some color again, a practice known as
aliviar el luto (half-mourning), possible after some time depending on the
kinship with the person mourned. Dating was also not possible within a strict
mourning period, so her change does not only concern her wardrobe but her
attitude: the catalyst for her decision to start half-mourning was that she was
going to see Paulino soon. In a novel in which guilt is very marginal, almost
exclusive to Republican war-doctor Don Fernando, Pepita feels guilty for
breaking these social mores: “Y se siente culpable, por desear ver a Paulino,
por presumir con el vestido de Almudena, por no estar presa como su hermana,
herida como Felipe o muerta como su padre. Se siente culpable por haberse
puesto aquel vestido” (102). But within this context, the relatives of those
considered criminals are not able to engage in these social practices. After
many of the guerrilla members are killed, pictures of their lifeless bodies are
hanged at the station for everyone to see, not only as a warning not to rebel
against the government, but also as a way to trap and punish their loved ones
or those who helped them if they show any emotion upon seeing the pictures.
In this situation, a social mourning is not possible: "En casa, a escondidas,
lloraran. Rezaréan por ellos a escondidas. No hay duelo si no hay difunto. No
encargardn ninguna misa, ningn responso, ningin funeral para sus muertos.
Sus muertos no les pertenecen. No se pondran de luto. Y no habra redoble de
campanas" (309). They will have to cry at home, hidden, but they will not be
given a body to bury, and they will not be able to offer the social send off that
was accustomed. Repetition reinforces the force of this fragment: "a

escondidas" (hidden from view) they will cry and pray. But there will be no
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social elements. Neither a mass, a social prayer for the dead, a change of
clothes to signal mourning or the toll of the bells that announces the death to
the community. They cannot mourn socially because their dead are not theirs
anymore ("Sus muertos no les pertenecen"). Like in Sonyeoni Onda, in which
the military disposes of Jeongdae's and all of the other bodies by burning them,

the corpses of their loved ones are the state's property.

Not being able to know for certain whether their relatives are dead makes
processing mourning much harder for the characters. The novel contraposes
Tomasa's case, who could hug her husband's head before she was taken away
(although she is caught in a state of melancholia because she cannot accept
the murder of her family as something of the past) to that of Dofia Martina
and her daughter Elvirita, who never received confirmation of the passing of

their husband and father:

Es mas facil guardar el luto cuando se puede velar al muerto. Es mas
facil si se ha tenido la posibilidad de abrazar su cabeza, como hizo
Tomasa antes de vestirse de negro. Dofia Martina no tuvo esa suerte.
Dofia Martina no pudo leer siquiera el nombre de su marido en las
listas de Capitania General. Y por eso Elvira, su hija, la mas pequefia
de la galeria nimero dos, puede sofiar. Aunque Paulino les contara al
llevarlas a Alicante que el Batallon Alicante Rojo fue aniquilado en

una carretera de Guadalajara. Nadie sobrevivié al bombardeo (44).

Even though Paulino informs his mother and sister that no one had survived,
Dofia Martina did not see her husband's name in an official list of fallen
soldiers. The woman accepted his death after the first time she visited
Capitania General, after weeks of not receiving letters from her husband were
followed by a sergeant bringing them her husband's suitcase. But Elvira still
has hope, she can still dream that her father is alive: "Elvira suefia que no ha

muerto. Fantasea atin con que un dia volvera" (41). Even though it has been
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three years, Elvira "puede sofiar" (44), "aun insiste en sofiar" (45). Whilst this
could be interpreted as a characterization of Elvirita as someone much more
hopeful and naive than the other characters because of her youth, it also shows
the consequences of not having the confirmation that a loved one has died,

leading her to have been living in denial for three years.

In this situation, recording takes a vital role to allow a proper mourning
to take place at a later time, even if not possible at the moment. Both novels
constantly reiterate the importance of recording the names of the dead and
their stories and show the consequences for bereaved family members when
this is not allowed. In Sonyeoni Onda we first meet Dongho and some of the
other central characters whilst they are busy cleaning up the bodies of the
victims, and helping families find their loved ones. After Jeongdae dies and
he is filled with guilt, Dongho takes up the job recording the characteristics
of the dead bodies: "Z7AF] U= 152 A3 o g2 yo], 92 %
I AlEe] FFHE AR 7= WSS wZ o (16). His actions are
supposed to help bereaved families and friends identify the bodies of their
lost ones. Seonju, too, works in recording after surviving Gwangju. Her job
is recording testimonies related to social problems and she is praised for her
ability to remember, she is once referred to jokingly as a "walking search
engine" (Aoltty = A2 R) (149). In La voz dormida, Hortensia, who
spends most of her time in prison writing on a blue notebook, did not know
how to write at the beginning of the war. Right after learning, one of the first
things she wrote was what could be considered a historical record of the war,
a list of the members of the militia that were part of her battalion: "Y fue ella
la que dejo constancia sobre el muro de que el batallon namero cinco habia
llegado a la Casa Grande el dia dieciocho de julio de mil novecientos treinta
y siete, escribiendo en la pared el nombre de los milicianos que lo componian”
(197). Both works regularly stress the importance of recording the past. This

recording is linked to mourning and remembering the dead. The first scene in
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Sonyeoni Onda describes a public memorial service, in which several bodies
are being honored at the same time, after they have been identified by their
families. Jeongdae's soul, whose body was taken by the soldiers who killed
him, and dumped in a pile alongside others, feels jealous of a young man

whose body was cleaned off after death:
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Jeongdae thinks that whilst they are both corpses, the traces of somebody
else's care are left on the other man's body, while his own body is bloodied
and dirty. This passage underlies the importance of social mourning, that is,
of having a proper send-off for the dead. The novel thus presents this issue not
only from the bereaved family's perspective, but also from the point of view
of those who have died. Jeongdae's voice is calling out to readers, asking to
be mourned and remembered. Bodies that are cleaned and properly sent off
are humanized, whilst that of Jeongdae and others are treated as less than
human, being left to rot and finally burned. They will not have a final resting
place and their families will not be able to know what has happened to them.
This anguish is shown at first from Dongho's perspective, who is searching
for his friend's body. Jeongdae and Jeongmi's father's fruitless search of his
son and daughter, which ends up consuming him and leading to his death is
also recounted from the perspective of Dongho's mother: "7 A& st &
= Fasa A oA dde AdAR v Aoy S &=
JEgittel, ilg 2k AT &, o] A5AA AA T}
w5k nk s Aj# o] whol . & 3ktto]” (186). The father stops
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working and stays for a year at the place where his son and daughter used to
live, running to see the bodies for himself every time some new mass grave
was discovered. Dongho's mother believes he did not live long, since the
names of the two siblings were not included in the memorial for those who
had disappeared. Trying to help prevent situations of arrested mourning in
others, in La voz dormida, Dofia Celia starts hiding in the cemetery in order
to allow bereaved families the chance of a last goodbye. She cannot save
anyone, but she can bring their relatives a small piece of cloth from the
executed prisoners so that their relatives can have some closure, and even
sometimes allow them to come in so that they can close their eyes and clean

off their faces:

Por eso corre después hacia los muertos, y corta con unas tijeras un
trocito de tela de sus ropas y se los muestra a las mujeres que esperan
en la puerta, las que han sabido a tiempo el dia de sus muertos, para
que algunas de ellas los reconozcan en aquellos retales pequefios, y

entren al cementerio. Y puedan cerrarles los o0jos. Y les laven la cara

(99).

She is doing so because she could not do so herself for her own daughter,
Almudena. As Picornell-Belenguer points out: "Ni siquiera la certeza sobre la
muerte de seres queridos esta asegurada y obliga a vivir a sus familiares en el
luto constante" (Picornell-Belenguer 133). Because they do not know whether
their relatives have died, bereaved families are forced to live in a constant state
of mourning, unable to process their pain and thus stuck in melancholia. Dofia
Celia helping others know the truth of what has happened to their relatives is
a way of working through her own mourning. She is channeling her pain into

a force for change in society.

In the first chapter of Sonyeoni Onda, the demands that the civilian army

have for the government drive further the importance of clearing the names
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of the dead: “A5o] WA £ AWNES] AAE EHoF Futh 2
AR S Eoldol gtk Holuth o714 <ol dE9 A
ge ATl WHA, ¥ el HBANTE &S wohjop Ty

(21-22). Citizens want for their dead to be returned, for the prisoners to be

}_

released and for their name to be cleared of injury. For them, it is not enough
that corpses are returned and those imprisoned liberated, but they also ask that
their actions are acknowledged and their names cleared. And this last part is
signaled as more important than the others on the discourse, since it is
preceded by " Et}" (above all). Here, recording is not only related to
listing the names of the dead so that their relatives can mourn them, but it is
a problem of how their actions will be recorded in history, similar to
Hortensia's efforts in writing the name of the guerrilla members, recording
her prison life in her notebooks and to her attitude when trying to convince
the other imprisoned women to survive in order to be able to tell their version
of history, "Para contar la historia" (125). Dignity is also a key issue here,
since for Tomasa this type of resistance means losing their dignity and
accepting that they have lost the war, whilst Hortensia insists that they have
not lost their dignity at all. Dignity in Sonyeoni Onda is related to restoring
the good name of the dead and reclaiming the national symbols. Reclaiming
the national symbols is also a way to legitimize and dignify the victims. In
Soe-wa Pi, during the mass trial in which Jinsu, the narrator and countless of
others are being judged, young Yeongjae starts to sing the national anthem
and all of the other accused join in, a scene that symbolizes that they are not
willing to accept being branded as traitors to the country. Back in 1980
Gwangju, Dongho asked Eunsuk why they covered the bodies with the
national flag and sang the national anthem. Twenty years later, Seonju
imagines giving him an answer: "E| =72, 12 142 AR HE Ao},
9 2R 9ol o] oholo szt WArHew BUe du
o 5 7+E & Aol (173). They used the flags to give dignity back to the

bodies and not let them become a mass of meat. This effort is also the one that
} ¥
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the novels undertake when dealing with the stories of historical victims: both

Dulce Chacon and Han Kang are writing to restore the victim's dignity.

The usage of the national flag and other national symbols differs in both
novels: whilst in Sonyeoni Onda, reclaiming the flag is a way of reclaiming
dignity even when it was the state who murdered their friends and family or
imprisoned them, in La voz dormida the red and yellow flag represents only
the Francoist regime and its oppression. During the Second Republic, a purple
band was added to the Spanish flag. In the novel, the red and yellow flag was
used to mock prisoners, for instance, la Zapatones, one the guards, taunts the

women showing them a lemon drop in between her red rouged lips:

La Zapatones pasea por el patio envuelta en su capa azul. Se ha hecho
un mofio cardado y alto y lleva la boca pintada de un rojo excesivo.
Se acerca a las mujeres que la estan mirando.

—Le has visto la boca?

—Otra vez viene a ensefiarnos la bandera, veras.

Cuando la guardiana llega al banco, separa los labios y deja asomar
un caramelo de limdn, el color amarillo destaca sujeto entre sus labios
rojos. Después se da media vuelta, pasea su peinado de Arriba Espana
y recorre el patio buscando a otras presas para mostrarles su peculiar
bandera nacional. So6lo la chivata respondera a su provocacion

devolviendo una sonrisa” (205-206).

On the contrary, the Republican flag has a meaning of resistance. Tomasa and
Reme gift fellow prisoner "la chivata" (the snitch) a jumper on the 14th of
April, the anniversary of the establishment of the Republic, so that they will
walk as a Republican flag together, unbeknownst to the other woman: “—
Ponte este jersey rojo, yo me pongo el morado y a la chivata le prestamos el
amarillo. Y salimos las tres juntas al patio./ Era el dia catorce de abril, y Reme

quiso festejar la proclamacion de la Republica vistiendo su bandera” (282).
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Here, the grammar is ambiguous: does the "su" mean that Reme wanted to
celebrate wearing the Republic's flag or that she wanted to celebrate wearing
her flag, the one that represents her? Reme was, after all, in prison for

embroidering the republican flag.

3.2. The novels as places of mourning

Both works create a space of mourning in which the characters inside
the novel can process their pain. Sometimes these characters are isolated, so
they can only convey their testimony to the readers of the novel. The novel
thus engages readers and designates them as receivers of the call of the other.
For instance, Tomasa's testimony from the isolation cell can only be heard by
a guard who is trying to make her quiet, so readers become the only ones
capable of hearing her voice and engaging with her pain in an ethical way. In
Sonyeoni Onda, readers are also the only ones who can listen to the words of
Jeongdae's spirit. The first chapter, from Dongho's point of view, is told in the
second person, engaging the reader once and once again through the use of
the second-person pronoun Y, which in Korean also denotes a very close
friendly relationship in people of the same age, such as the one between
Dongho and Jeongdae. Through mechanisms like this, the space of mourning
within the novels is also extended to the readers, who are being asked to
engage with the pain of others and react in an ethical way. In La voz dormida
the mourning space that the novel creates also became a physical one, when
book talks around the novel turned into a space for women who had been
silenced during the dictatorship to tell their own story in front of people who
would listen (Ferran 129, Colmeiro 193). For Spanish political prisoners, their
silence in regards to their sufferings was not motivated by trauma, but by
security reasons or because of a lack of people willing to listen. Labanyi

problematizes the idea of silence being motivated by trauma in the Spanish

-37- A '



context, since it was usually a strategy chosen by victims for diverse reasons

(2009 cited in Liikanen 43).

Analyzing the conflict between forgetting and remembering when the
objective is achieving societal peace, Aleida Assmann refers to the aftermath
of Spain and Latin America dictatorships and explains the role of society in

avoiding forgetting when family members cannot step in:

It is the responsibility of society and of family members to grant the
dead this final act of recognition and respect. But if family members
remain lost, if their fate remains uncertain, if the wrong that has been
done to them is not recognized and if there is no memorial place for
posterity, then such a forgetting preserves the trauma. Such a society
has not yet attained social peace but continues to be haunted by the
ghosts of the past. A readiness to welcome a joint future can hardly
come about before these urgent commemoration debts to the dead

have been repaid (68).

When family members are gone and there is no one who can mourn the
victims, society must embrace that role so that it is able to move on healthily
as a group, acknowledging other's pain instead of burying it or willingly
forgetting it. Such is the objective undertaken by the authors of both novels,
trying to engage their readers to take on the role of remembering victims and
becoming witnesses to their pain. In these novels, both authors create a space
of memory in which society and victims can engage with the past in a more

ethical way:

La difusién de estos discursos de reivindicacion de una version
determinada del pasado permite a los represaliados, a sus familiares y
a la poblacion en general, mirar hacia atrds y releer su historia
comprendiendo mejor su bagaje pero también sus propios

comportamientos presentes. La apertura y visibilizacion de estos
3
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lugares de la memoria—segun diria Pierre Nora para referirse a
aquellos espacios fisicos o figurados donde memoria e historia
confluyen—contribuye a la reconstruccion del sentido de los relatos
de la vida de muchos individuos cuya existencia no habia sido
considerada politicamente correcta durante el franquismo (Picornell-

Belenguer 122).

Like Picornell-Belenguer points out, the importance of this type of discourse
does not only concern the past, but also the present of the victims and their
families, whose behaviors have been heavily influenced by the past. What the
author describes as the benefits of discourses that reclaim a version of the past
resonates with LaCapra's view of working through as an ethical process that
must be situated within a social and political context to be effective (LaCapra
History and Memory 185). Both novels engage with the past from the present
in different ways. Sonyeoni Onda traces the consequences of the massacre on
survivors and victim's families, devoting each chapter to a different character
from 1980 to the present time of the novel. La voz dormida uses an omniscient
narrator who knows what will happen to characters and situates the plight of
these women within the historical context of Civil War and postwar Spain. In
both works, victims and perpetrators are clearly defined, although there are
also references to exceptions, such as the soldiers sent to Gwangju who did
not sing the national anthem in Sonyeoni Onda or a character like guard
Mercedes in La voz dormida, who is benefitting from the situation but has no

ill intent towards the female prisoners.

Restoring the victims’ names in a historical sense is also a common role
that both novels seem to undertake. Whilst both works are fiction, Sonyeoni
Onda's last page cites the real sources that the author used when researching.
She also introduces herself as a character to ground the work further in reality.
In La voz dormida, the fictional novel is followed by the author's heartfelt
thanks to those who have given her their stories ("Mi gratitud a todas las
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personas que me han regalado su historia", 387), followed by the names of
specific people she particularly thanks for sharing their testimony. This back
matter serves to legitimize the novel's plot, since the story we have read so
far is now presented as testimony given by real people (Gémez Lopez-
Quinones 215). Reading this back matter, the feelings of empathy that the
novel might have arisen in readers become more real, since the character's
names and stories are revealed to have belonged to real people. The characters
thus acquire a mimetic effect (Gomez Lopez-Quifiones 216). Han Kang's
fictionalized counterpart, too, has a mimetic effect, but whilst the back matter
in La voz dormida legitimizes the novel because of its being based on real
testimony, the last chapter of Sonyeoni Onda problematizes dealing with

testimony and the pain of others from a novelist's perspective.

Sonyeoni Onda starts with a collective funeral, one that Dongho
observes from afar, honoring those who have recently died at Gwangju, and
ends with a personal one, the one the fictionalized author does in honor of
Dongho. The connection between Dongho and the fictionalized Han Kang
serves as an explanation for the writing of the novel and as the element that
gives closure to the story. The author creates a relation between her
fictionalized self and Dongho: the house where Dongho lived used to be the
house in which fictionalized Han Kang and her family lived. Her fictionalized
father, a teacher, had also seen Dongho around school. But Dongho, who had
occupied the same spaces as her, did not survive the summer that she was
living through: "j7} Ay 0% 5= A I+ AdYex] X"
(208). Notably, Dongho was also very skilled at writing, something
mentioned in Dongho's mother's testimony and by the fictionalized father of
the author, another link that unites the two of them. Another parallel is the
fact that, during the uprising, Dongho volunteered by recording the
characteristics of bodies who had not been claimed by their relatives. Like

Han Kang's effort in writing the novel, his work of recording meant to help
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give the victims their dignity back: both of them engage in necessary steps to
allow for mourning. Duality is an element present in Han Kang's writing that
serves to explore the psyche of her characters deeply. An example of this
would be the two sisters in her 2007 novel #2522} (Chaesikjuuija), or
the husbands of these two sisters, who mirror each other. Likewise, the
similarities and contrasts between Dongho and the fictionalized version of the
author serve to accentuate the life that Dongho was unable to live and the
senselessness of it all. When the fictionalized author finally sees a picture of
Dongho she describes his face as unremarkable: "V 5 FH3)] F7 9% &
= ok d=" (202). This idea is repeated a few paragraphs later, when
she goes back to the 5-18 Research Institute (5-18 <1-7-42) and tries to find
his face amongst the crowd: "7 A A UF HH& F o &5E
2o d=S 7 AT (203). She is not sure that it is indeed the same
boy: Dongho's face could be anyone's face because he represents the
unreasonableness of the massacre: he was killed without reason, and thus in
a sense he could have been anyone who was in the wrong place at the wrong

time.

As a child, fictionalized Han Kang comes face to face with the pain of
others through photography: "v}=| 82} A7}2] A4S |AA, FHOR 717
e zo] ool oqztef o] d=s wiFd £ 71 A7 =
Am v REa A" o ke Ad F2o]l 4 gle] AR
(199). This encounter with pain is one of the reasons that leads her to write
this story, to feel the urgency to testify to the pain of others. In Unclaimed
Experience, Caruth analyzes the story of Tancred, who unknowingly kills his
lover Clorinda and only finds out when he cuts a tree, which speaks with

Clorinda's voice. Caruth interprets the voice of Clorinda in the following way:

[W]e can also read the address of the voice here, not as the story of

the individual in relation to the events of his own past, but as the story
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of the way in which one's own trauma is tied up with the trauma of
another, the way in which trauma may lead, therefore, to the encounter
with another, through the very possibility and surprise of listening to

another's wound (8).

This is the case for Han Kang and Gwangju. Her position as someone who left
Gwangju before the massacre puts her in a place that compels her to be the
voice of the other and in the process try to exorcize her own trauma. But this
is also what allows her to represent this trauma in an ethical way, being keenly
aware of her position and including this awareness in the novel. As the
fictionalized author walks through Gwangju, she searches her memory for the
city that she left when she was nine. In a sense, she is looking for the city
before the massacre, but that city does not exist anymore. The fictionalized
author feels guilty for not having started her memory work soon enough,

before the provincial office building disappeared:

Ui A AAgTR U Az,

o] vheto] saHA 7] Aol $tolof Atk BAF FA A A
2 wpgow sbgute] AxH7] el gholok ATk RE AL A

7 B EFEEY] AUt weurta, weid | sy
7} @l F7] Aol ghojol gt

T oA gtk o 4 glth

A9 AHAS B4 221, d7F A wriA 7] 9

Ao dwo] EEsd wizkA. 19 EArl 24 w7k, ¢
BoolE A 95 oyt 19 SEGo| ofEoE HA 9

7FA] (200).

1

Whilst here she is lamenting that she cannot see the building where the events
of the novel start, I relate this wish of having started her Gwangju memory
work before to the dreams that plague her. In one of her dreams, she is able to
travel back in time to the 18th of May, 1980, but arrives in Seoul instead. I see
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this as a wish to turn back time, to altogether avoid the massacre and what
came afterwards. The fictionalized author, who had decided to start reading
everything she could about Gwangju before writing anything, had to stop
researching because of her recurring dreams. In one of the dreams, she
becomes a victim murdered by a soldier. In a later dream, someone comes to
her for help, telling her that dozens of people have been jailed underground
for 30 years, since the 18th of May, and that they will be executed the
following day. This dream seems a metaphorical representation of trauma
victims' experience, who are still mentally trapped in that time because of their
trauma. Through the dreams, the past is coming back to haunt the author, who
feels a responsibility towards the victims that she cannot fulfill. These dreams
help us see that, since the massacre, time has not behaved as it should have.
There is no clear distinction between past, present and future, they are all
jumbled up. Once and once again, the past intrudes into the present. She also
feels a great dissonance between what happened in Gwangju and how people
can still live their lives in the present. In 2013 Seoul, people are happy,
celebrating a wedding, but she cannot understand how they can do so when so
many people died. The deaths that took place 30 years in the past are still fresh
for her, they are something of the present, not relegated to the past. This
perception of time is akin to that of trauma victims, for whom time has stopped
at the moment of trauma, since that occurrence comes into the present once
and once again, and makes imagining a future impossible. According to
Herman, after patients reclaim their own life story and start engaging with life,
"[t]ime starts to move again" (195). If we apply this to the fictionalized author,
she needs to write her novel and give voice to the victims in order for time to

start moving correctly again@.

®Whilst this is outside of this thesis' scope, this idea is present once again in the author's
later novel ZHH3FA] ¢F=1} (Jakbyeolhaji Anneunda), in which an author who has written a
novel about a massacre in an unnamed city (presumably Gwangju) does not manage to move
on once she has finished the novel, contrary to what she expected. It is easy to identify this
1] O 1]

-43- A =



Throughout her trip, the fictionalized author is waiting for Dongho. She
stops in front of what used to be hers and Dongho's house, as if she was
waiting for someone she had arranged to meet with: "5 31-& U= 7|3 d
A7 frds] ekl wol wExl I 7l kellA e of AdlE
71thel = AFEAE 28 A AT (201). In front of the Sangmugwan,
she waits again for Dongho: "t}= 7]the] a1 Ut} o E & Algo] ¢lA
T 7lg-d ek W7E ol 3tel vk A ok &A XakAIRE ok
(205). Because she has been feeling Dongho's call, she goes to the places
where she thinks they would be able to meet and waits there for him. The
fictionalized author calls to Dongho and asks him to guide her to the bright
place where the flowers are, a sentence reminiscent of the chapter from
Dongho's mother's point of view. "] A FAle] Y& o]&1 7175 vhgy
o gl UE B Hom, Hlo] HiX= HOE, o] I HOE Fi
7F71E vbEy T (213). Going back to Freudian theory, we could interpret
that, in asking Dongho to lead her to the bright flowery side, the fictionalized
author is asking Dongho to guide her outside of her state of melancholia in
which she is stuck in trauma and into a healthy process of mourning. It is none
other than Dongho who can guide her, for it was precisely him who, by calling
out to her from the grave, asked her to give testimony of his death. She finally

finds him in the cemetery, and starts following him:

ol ZAi1 o] 9k Aol F9 Afo] & Yl A& Ha Qi
2ol ok yoprte ti2 y= wEt et A3 g o
o]

A ol7 ol A ekt ool Q| i tmlvk sl A

There, she lights the candles that she brought and holds a funeral for Dongho:

author with the fictionalized writer of Sonyeoni Onda.
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Ui b dgh D & 25 £WEY TY el 2
2 B 9% 928 A9 e 28 23t /s
A grglth ¥ 43 BESHAE etk 25 moA Hv

Akt 19 F9
ol
=

Yeong-chae Seo interprets the whole novel as the staging of a funeral for
Dongho by the different characters (4% #ll 437). Adding this interpretation
to Caruth's reading of the burning child, we could say that, throughout the
novel, Dongho has been calling to the other characters, asking them to mourn
him properly. Eunsuk has done so by participating in a collective make-shift
funeral, the play, an example of social mourning. Seonju has turned the pain
that his death caused into strength to help her survive and tell her story through
the novel, channeling the call into resistance. Finally, fictionalized (and real)
Han Kang has written the novel that serves as mourning for Dongho. Staging
her version of a funeral for him is also a way of leaving behind the haunting
that characterizes constantly acting out the past and instead working through

mourning:

In acting-out [...] one reincarnates or relives the past in an unmediated
transferential process that subjects one to possession by haunting
objects and to compulsively repeated incursions of traumatic residues
(hallucinations, flashbacks, nightmares). Here the quest for full
presence becomes phantasmic and entirely uncontrolled (LaCapra

History and Memory 104).

By putting on a makeshift funeral for Dongho and writing the novel, the

fictionalized author hopes to leave behind her melancholic stage and set in

% 7 "-':.'I'IE -
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motion her arrested mourning.

Marifé Santiago Bolafios relates Antigone's heroism to that of many
anonymous figures, often women, that fight to maintain dignity in adverse
historical circumstances. These people "maintain life amongst death" (16)
[translation mine]. People like Pepita, Dofia Celia or those who decided to
stay until the end at Gwangju were not martyrs, but normal people put in a
difficult situation in which they had to make the most ethical choice. On the

chapter written from the fictional author's point of view, Han Kang writes:

2o ARRHEl $& vhAE e ¥ 2k AuE e o

WA 9 ks AE, Aohde FAAEES BE

mEich REAFUT T el % A gtwu,

5ol AT AAPE AL o 28tk 25 A}
c

715 @hA Fskr] wiZel A7

That is, they stayed there not in order to sacrifice themselves but because they
did not want to become victims. Both novels serve as an invitation for readers
to take up the model of these characters and become an Antigone-like figure
within their social contexts, making the ethical choice of remembering and

mourning the victims of state violence.

Chapter 4. Testimony as a response to the call
of the other

Receiving the call of the other triggers victims to testify of their pain and
that of others. Through testimony, victims recount what has happened to them
and give new meaning to their suffering. In Trauma and Recovery, Judith

Herman cites fellow psychiatrist Richard Mollica's description of trauma
-4 6- 2t



stories as new stories which, leaving behind humiliation and shame, become
stories about dignity and virtue which allow patients to regain their self-
concept (Herman 181). Both Sonyeoni Onda and La voz dormida use fiction
as a way to let characters testify in situations that would not be possible in
real life. Jeongdae's spirit thus lets readers know what has happened to him.
Tomasa, too, testifies for herself and for the readers of La voz dormida, since
she is in isolation and there is no one listening. Seonju does a similar thing:
the novel is ambiguous and we cannot know for sure whether she has recorded
her testimony or if she is going to turn it in, but, like Tomasa, she testifies for
the readers of the novel. In both novels, testimony serves both as a response
to the call of the dead and as a way of inscribing the stories of those who

cannot speak anymore.

Testifying helps process traumatic memories, but the relationship with
the listener is a key part: "the “action of telling a story” in the safety of a
protected relationship can actually produce a change in the abnormal
processing of the traumatic memory" (Herman 183). For trauma to be
processed, a relationship of empathy and understanding with the listener is

necessary.

4.1. The relationship with the other as a key piece that
allows testifying

In La voz dormida we often find out about the characters' life stories
through other characters. Others' stories of trauma are interwoven with
thoughts about mundane occurrences or daily tasks, giving the reader the
feeling of listening to a chatty friend or neighbor telling them a light story.
This underlines the normalcy of these traumatic events in post-war Spain,
since they can be recounted casually whilst listing the tasks for the day or
explaining who someone is in an ofthand manner, but also gives us a sense of

-

—
Sy |

_47_



the community of affections that is built within the novel. Pepita tells the story

of dofia Celia, the lady she's boarding with:

Pero ella hambre no pasa. La patrona es de buena condicion. La
patrona te da desayuno, almuerzo y cena, y no le cobra el cuarto, que
era de la hija que le fusilaron en el treinta y nueve, a poco de entrar
los nacionales en Madrid, la unica hija que tenia la pobre, que se
llamaba Almudena. La patrona tiene preso al marido, el sefior Gerardo,
en el penal de Burgos. Va una vez al afio a verlo, porque no tiene
posibles para ir mas. Y va todas las mafianas al cementerio. Y encima
le deja quedarse con las migas de los manteles. Mas de una se

cambiaria por ella (69).

The story of the woman's daughter, who was executed in 1939, and that of her
husband, who is in prison, are told alongside daily life details: in exchange for
cleaning and helping around the house she lets her stay for free, gives her
breakfast, lunch and dinner and lets her keep leftover crumbs from the

tablecloths.

We also get snippets of the prisoner's life stories through the thoughts of
other prisoners who are close to them. Reme's story is recounted to the readers
through Tomasas's thoughts. Because of this, it is framed in a much more
loving and tender light. We do not only read about Reme's pain, but we also
hear about her character from someone who loves her and knows her very
well, her cellmate Tomasa: “Dale al nifio para un litro que tu mujer se va a
echar un traguito. Asi lo cuenta la Reme. Un litro entero dice que le metieron
a embudo delante de sus hijas. Y se rie. Se rie siempre al contarlo la muy
inocente” (51). Reme, who is sweet and innocent, laughs when she tells the
story of how instead of being fed real castor oil so that she would soil herself
in front of family and neighbors she was given something else, since the

young man who worked at the apothecary was fond of her. Tomasa retelling

~4 8- A 2-tH



this serves a double role: it humanizes Reme's pain and helps build her
character and, at the same time, it serves to establish the network of affections
that unites the prisoners, women who met in extreme circumstances but who

love each other and fight to help one another.

This relaying of testimony also serves as a way of processing trauma.
Reme talks about her daughters with the other inmates, and they listen
because they know it helps her process her pain: “Bromea Reme. Bromea,
para poder seguir hablando. Porque ahora hablara de sus hijas, y a Reme le
consuela contar lo que se dispone a contar. Y Elvira y Hortensia lo saben, y
escuchan con atencioén para que Reme tenga su consuelo” (55). Elvira and
Hortensia are aware that by listening to Reme they are consoling the older
woman and helping her process her trauma. Reme jokes while telling her
story so that she can keep telling what happened to her. However, there are
things that Reme does not tell the others: “Pero no pudo evitar que las
obligaran a fregar el suelo de la parroquia. Pero eso Reme no lo cuenta,
porque prefiere no contarlo” (55). In her story she does not include the fact
that her daughters were indeed punished, made to clean the church's floor. It
is the omniscient narrator who speaks here, to let us know something from
Reme's past that she is either not willing to share with her prison family or is

unable to recount without breaking down.

There are several other instances where the female prisoners recount to
the readers the stories of women who had been murdered. After Tomasa finds
out about Hortensia's death, and ends up finally testifying and letting out her
pain in order to live, she also tells the story of a woman she met in Olivenza

prison, where she was destined earlier:

Sobrevivir. Contar que la llevaron a la carcel de mujeres de Olivenza,
que alli estuvo dos afios con La Pepa colgéndole del cuello, y que

comparti6 celda con una mujer que habia perdido a sus dos hijos en el
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campo de concentracion de Castuera. Los ataron el uno al otro y a
culatazos los arrojaron a la mina. Sus gemidos subian desde el fondo
de la tierra. Sus lamentos se oyeron durante toda una noche, hasta que
otros cuerpos se rompieron contra ellos, y luego otros, y otros. Mas
gemidos. Y una bomba de mano que cae desde lo alto.

—En Castuera fusilaban dias alternos, entre las doce y media y la una
de la madrugada. Los domingos descansaban. En la boca mina los
echaban a cualquier hora, y no alternaban.

Tomasa llora. Y grita que aquella madre se ahorco una tarde de

noviembre, en el retrete de la carcel de Olivenza (222).

The woman hanged herself, unable to cope with the horrific loss of her
children, but she told her story to Tomasa, who is in turn remembering it and
bringing it to the readers in a cathartic way: she cries and she screams not only
her testimony but also that of others who cannot do so anymore. The voice of
the woman who told the story to Tomasa is included directly in the novel, as
indicated by the long dash that customarily marks dialogue in Spanish texts.
Tomasa becomes able to testify of this woman's plight right after she becomes

able to come to terms with her own mourning.

As for Pepita, she is witness to the death of Carmina, one of the links of
the Communist Party who had put her in contact with the armed resistance.
Carmina is tortured to death in the Interior Ministry (gobernacion), where
Pepita is taken for questioning after receiving a letter from France. Through
this structure of testimony recalled by others, readers get to know not only the
main characters' plights, but also the stories of those victims with whom they
crossed paths, however briefly. This mimics the structure of real testimony,
since beyond official documents the only stories about victims that could have
gotten through to present-day researchers would be snippets like this, of

people who were held in the same prisons and told the story to another person.
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At the beginning of the novel, Tomasa cannot accept that the war is over
and they have lost it. In the following excerpt, Hortensia commands the other
prisoners to survive, telling them that surviving is their only duty, but Tomasa

contests this idea:

—Hay que sobrevivir, camaradas. Solo tenemos esa obligacion.
Sobrevivir.

—Sobrevivir, sobrevivir, ;para qué carajo queremos sobrevivir?
—Para contar la historia, Tomasa.

—Y la dignidad? ;Alguien va a contar como perdimos la dignidad?
—No hemos perdido la dignidad.

—No, so6lo hemos perdido la guerra, ;verdad? Eso es lo que creéis
todas, que hemos perdido la guerra.

—No habremos perdido hasta que estemos muertas, pero no se lo
vamos a poner tan facil. Locuras, las precisas, ni una mas. Resistir es

vencer (125-126).

Hortensia and Elvira's chosen form of resistance is trying to survive in order
to tell their stories and those of the pain of others, so that their names will not
be deleted from history. But Tomasa cannot accept this. For Tomasa, putting
her head down and trying to survive is admitting to having lost the war, and
thus turning the war into something of the past. She considers that this would
be giving up her last shreds of dignity. Tomasa, as it is typical of a trauma
victim, is unable to testify to her plight. Traumatic memories, unlike regular
ones, are not assimilated into the linear narrative of a person's life story
(Herman 37). Tomasa is unwilling to process the narrative of what has
happened to her and thus inscribe it into the past. For her, testifying would be
like accepting defeat, accepting that the war is over and that her pain and the
death of her family will be added to capital letter History. Like for trauma
victims whose suffering comes once and once again into the present, Tomasa
resists testifying and making the gruesome murders of her family into a past:
1] O 1]
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Tomasa permanece junto a la cabecera de Elvira. Y tampoco va al taller.
Tomasa no va por principios. Se niega a coser uniformes para el
enemigo. Tomasa sostiene que la guerra no ha terminado, que la paz
consentida por Negrin es una ofensa a los que contintian en la lucha.
Ella se niega a aceptar que los tres afios de guerra comienzan a formar
parte de la Historia. No. Sus muertos no forman parte de la Historia.
Ni ella ha sido condenada a muerte, ni le ha sido conmutada la pena,
para la Historia. Ella no va a dar treinta afios de su vida para la Historia.
Ni un solo dia, ni un solo muerto para la Historia. La guerra no ha
acabado. Pero acabara, y pronto. Y ella no habra cosido ni una sola
puntada para redimir pena colaborando con los que ya quieren escribir
la Historia. Ni una sola puntada. Y por eso mira a Reme con desdén
cuando Reme se incorpora a la fila. Porque Reme ha abandonado. Se
ha vuelto mansa. Reme no sabe valorar el sacrificio de los que siguen
cayendo. Ella es una derrotista, que s6lo sabe contar los muertos. Ella
solo sabe llorarlos. Y cuenta su historia, su pequefia historia, siempre
que puede, como si su historia acabara aqui. Pero no acaba aqui. Desde
luego que no, y Tomasa no piensa contar la suya hasta que todo esto
haya acabado. Y serd lejos de este lugar. Lejos. Observa a Reme. Y

Reme se incorpora con mansedumbre a la fila ignorando su desdén

31).

Unlike Reme, who tells her story and is thus inscribing it into the past, into
history, Tomasa wants to wait until she is outside of prison, until they win the
war, to tell hers. She cannot accept her fate or that of her family as something
of the past and is thus unwilling to testify, to tell her story to others as
something that is part of capital letter History. However, finding out about
Hortensia's death triggers Tomasa's wish to testify. When Tomasa is told that
Hortensia will be executed while she is still in solitary confinement, unable to

say her last goodbyes, the pain wakes in her the wish to testify in order to
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survive. She remembers Hortensia's earlier words and turns the pain into a

force of resistance:

Tomasa no pudo despedirse de Hortensia. Acurrucada en su dolor a
oscuras, en su celda y en silencio, se niega a dejarse vencer. Nuestra
Unica obligacion es sobrevivir, habia dicho Hortensia en la ultima
asamblea a la que ella asistio. Sobrevivir. Tomasa no permitira que el

dolor la aplaste contra el suelo. Sobrevivir (218).

Working through the pain that Hortensia's death causes her, Tomasa finally
starts telling her story in order to live: "cuenta a gritos su historia, para no
morir" (218). Screaming inside her cell, with no one but guard Mercedes
around, she testifies to the murder of her family and the situation that they
were in before, so poor that they had occupied a landowner's property in order
to survive. Tomasa's story also highlights the historical situation of many
peasants in Chacon's native Extremadura, a region where most did not own

the land that they worked in, and thus easily became victims of hunger.

Her love for Hortensia triggers in Tomasa the desire to tell her story, to
be able to work through her pain and move forward, accepting it as part of
her past but transforming the pain into a form of resistance that will allow her
to survive. When her whole family was murdered right in front of her and she
survived, the perpetrators told her that she would live to tell her story, making

an example of her to scare other supporters of the Republic:

A ella la levantaron del suelo diciéndole que viviria para contar lo que
les pasa a Las Damas de Negrin. Y se la llevaron a Olivenza, a la carcel
de mujeres. Alli pasé los afios negandose a contar su historia, y sin
poder llorar a sus muertos. Ahora la cuenta llorandolos. La cuenta y

grita llorando porque no ha podido despedirse de Hortensia (220).

But now, Tomasa has realized that the opposite is true: she is telling her story
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in order to survive. Trauma survivors can begin their recovery once what
happened to them has come to light (Herman 1). Whilst Tomasa tells her story,
she cries and mourns her family, something that she had not done until now,
unable to process it and admit that it was something of the past. Notably, the
novel refers to the moment in which two falangists take her husband's body
away from her as pulling her away from her mourning: "Cuando llegaron a la
margen derecha del Tajo, su marido estaba muerto. Ella abraz6 su cabeza. Y
le cerrd los 0jos, y se mantuvo abrazada a €l hasta que una pareja de falangistas
al mando de El Carnicero de Extremadura la arranc6 de su duelo y empu;jo el
cadéver al agua" (220). From that moment on until Hortensia's imminent death,
Tomasa has not allowed herself to mourn. Incapable of leaving the moment of
trauma behind and unwilling to inscribe it into history by narrating it, she has
been unable to process her pain and move forward. But now, Tomasa will
scream out her pain as a resistance, and this pain will give her strength to

survive:

Y Tomasa no dejara de gritar su dolor. Recorrera con su grito el tiempo
de esta noche. La Dama de Negrin alzaré la voz porque su obligacion
es sobrevivir. Vivirds para contarlo, le habian dicho los falangistas que
empujaron el cadaver de su marido al agua. Vivirds para contarlo, le
dijeron, ignorando que seria al contrario. Lo contaria, para sobrevivir

(221).

Those who pushed her husband's body into the river, those who took her away
from her mourning, told her that she would live in order to tell her story, to
serve as a warning for others. So until now, this melancholic stage was also a
stage of resistance against those who wanted to make an example out of her
pain. But now, she realizes that the opposite is true: she will tell her story in
order to survive. Telling it is what will allow her to survive. Realizing that her
duty is to survive ("su obligacion es sobrevivir" 221), she has taken
Hortensia's message of survival ("Hay que sobrevivir, camaradas. Soélo
1] O 1]
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tenemos esa obligacion. Sobrevivir" 125) into herself and accepted it as her
own, in a transmission of testimony akin to the burning child that asks the
father to tell his story. Thus, Tomasa, in telling her story, has taken a step to
let go of her melancholic stage, which kept her stuck in a past that felt like the
present to her, and started engaging in a process of mourning for her family
and her dear friend Hortensia. Like the father in the story of the burning child
recounted by Caruth, Hortensia's death has awakened in Tomasa the
imperative to survive. She will survive taking onto herself the role of a testifier,
leaving behind the state of trauma in which she did not accept the end of the
war and the inscription into history of her family's gruesome death. By
accepting her role as a testifier she is also taking a step towards leaving behind

her melancholy stage and starting to process her mourning.

In Sonyeoni Onda, we can see two opposite reactions to testimony in the
characters of Seonju and the narrator of 4|2} 3] (Soe-wa Pi). After the
trauma of Gwangju, time and space become disjoined in the victim's lives.
Gwangju is not a city, but the trauma that returns once and once again. It is
not past, since the memories it calls up are always present and affect their
daily lives. This fragmentation can also be found within the personal
relationships between victims. The narrator of Soe-wa Pi, the fourth chapter,
was kept in a prison and tortured alongside Kim Jinsu, who met Dongho when
he was taking care of the bodies. Whilst both victims keep meeting throughout
the years, they are unable to find comfort in each other, as the other's existence
is also a reminder of the horrible ordeal that they experienced together. Both
the narrator of Soe-wa Pi and Seonju seem to be suffering from constriction
or avoidance. Herman defines constriction as a form of adaptation in which
the victim, able to focus only on survival, reduces every other aspect in their
lives (107). Seonju, the narrator and Jinsu are unable to maintain romantic
relationships, hold stable jobs, and even have satisfactory relationships with

family and friends. Like the narrator of Soe-wa Pi, Seonju has been contacted
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by Yun, a researcher who is looking for Gwangju survivors, and asked to give
testimony. It is not the first time she has been asked to do so. The first time,
ten years ago, Seonghui, a close female friend three years her senior, insisted
that she should testify for Yun's thesis. This ended up damaging their
relationship to the point that they have not talked in a decade. Now, she is
asked once again to testify and thus provide the testimony of a female victim,
since there are not many victims willing to testify, and most of them are men.
But during the chapter that deals with Seonju, we can see that a change has
started to take place in her mindset. For Seonju, her relationship with
Seonghui is intrinsically linked with having to testify: "Zt]7] oj&2 F7}
A o] Ak MEAY olulal ol frol el AF FAL AZeti 9
B/EEE sHe 23 48 AU vt 2/43 AUg wrd] el
=55 g A" (153). Seonju feels that she has to record the tapes before she
meets Seonghui. Seonghui was, after all, the one who put Yun in contact with
her, and asked her to talk about her experiences with him. What triggers her
testifying this time (even if only to herself and readers) is having found out
about Seonghui's cancer diagnosis. Thus, it could be said that the possibility
of the death of her friend awakens in her a desire to communicate.
Psychologist Judith Herman stated that "[t]raumatic events have primary
effects not only on the psychological structures of the self but also on the
systems of attachment and meaning that link individual and community" (51).
The wish to reconnect with Seonghui and to testify, even if we do not see the
reunion taking place in the novel, can be thus read as a step towards
recovering her attachment to a friend and a step towards leaving isolation.
Therefore, the friendship that unites her to Seonghui and the possible death
of her friend drives Seonju to try to process her trauma. Before, their
relationship was cut off because Seonghui could not understand Seonju's
unwillingness to move on from her pain. Now, the love she feels for her friend
and the possibility of her demise pull her towards telling her story, and thus a

step closer to a healing process. Whilst Seonghui does not hear her testimony,

3 3
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it is her relationship to Seonju that allows it to take place, in a similar way to
how Hortensia's death became the trigger for Tomasa to start moving on from
her melancholia and testify to the readers of the novel. Like Hortensia's call
to Tomasa to survive, Seonghui wants Seonju to testify in order to help their
political cause, and as a way to help her younger friend move on. In La voz
dormida, giving testimony is presented as the right option and the one that
helps the character of Tomasa start processing her mourning and engaging in
a more effective resistance against authority (for instance, by joining other
prisoners in making clothes for the guerrilla), but Sonyeoni Onda
problematizes this stance. Unlike Hortensia's words, which are later on taken
on by Tomasa and help the older woman keep on going, Seonghui's words

create for Seonju a wound that she has not been able to patch up in ten years:

2 28 o2l e dolu b BH A8 Ave] A Bie
Ae F)este, & e Ul olokd ARSI s A
obgm BYS WA olo] uetad 45

=
=
el ARF AEL PAS AW AW Fd FAFA Lk,

Seonghui, in trying to help her friend, ends up isolating her even more, since
it makes Seonju realize that her friend cannot understand what she has gone
through and is still going through. Seonju is acting like that in order to survive:
"we T HTAL, e mdy A5 AMRe AnR Fal
gu] ERHTL AT ¢ e o F 3, o ke ke e
Arolbd7] 9]3Fe1" (167). In order to survive, Seonju is isolating herself from
the world, to a place without love, but that feels safe. This idea contrasts with
Tomasa's realization that she will tell her story in order to survive: "Lo

contaria, para sobrevivir" (221). These characters are at different points in

their healing process, but this contrast also shows a key dlfference between . _
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the two novels: their stance on testimony.

Yun asks survivors to give testimony for his thesis, and out of
consideration he suggests that they record their account by themselves, being
able to delete the parts that they wish to. In the novel, we have two narrators
in the first person who Yun asks to testify, Seonju and the unnamed narrator
of Soe-wa Pi. The narrator hates having to talk about what happened, and
even remembering is hard for him: "th32] & W3ta A7 sy rth/d
Z1estetar yol Al 23k Ask2 oAl T elAR sy, AR vk
7F YT (117). He is asked to explain why Jinsu left a photograph of young
kids who were murdered in Gwangju alongside his will, but the narrator
resists explaining what happened right before the picture was taken, and asks
Yun what right he has to ask that of him: "7 %47} oW o] {2 o] A&
E7kA ZHA I A=A, ¢ A Aol o] ARde] Fof QA=A Wit
olA FFasof FUt/A7] AHoE 2AHA Fo Q= ofolge] s
AR A walof duUzk?/FE AR a4 delA 27Uz (132).
This idea is also echoed by Seonju in her chapter, when she asks Seonghui
what right she has of telling her story to others. I read this not only as general
criticism towards using victims' pain for personal profit, but as self reproach
of the author when writing this novel, an idea that is supported by the
inclusion of the first-person epilogue that serves as justification for the
writing of the novel. At the same time, what we read in Soe-wa Pi is precisely
the unnamed narrator's testimony, addressed to Yun ("¢] ¢Jo}7|E &1 8l
= AT 917k Y " 135). Then, even though he hates doing so, he is
indeed testifying. Seonju, on the other hand, does not send the tapes to Yun
by the end of the episode, it is even unclear whether she has recorded them.
However, it seems that in her case testimony has helped as part of a healing
process, since we see an intention to communicate with Seonghui and give
testimony by the end of the chapter, unlike the unnamed narrator's case.

Seonju, too, struggles repeatedly with Yun's petition to give testimony: " 3!
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ol gkobd Wi &9 Wadela WEE wojSo] ANAY wHA
utelth Sl ou) sl wAE e (166). "llsgen &8 @
Aok Austn Sdsgeln Rk awy el gl bsal
(166). But even though she keeps wondering whether bearing witness to her
torture is possible, she testifies for the readers of the novel. Like Tomasa in
La voz dormida, she ends up testifying, but the receptor is outside of the world
of the novel. On the other hand, the unnamed narrator, who does tell Yun what
he knows about Jinsu and the boys in the photograph, is fighting with himself
and his guilt in order to stay alive, showing that he is unable to move past his

pain and accept the call of the dead to tell their story:

iy
-

B gyt debh BxA AgUth Aobdeirhs,
obA % Ao} gltks X &3 AFUTh b Qlztelebs A A
SUT. oA Zewto] 7 AMRNE oA Hold §AF dol
@ AZ AU A, theh e kel A4S oW diw
2 Ul a1 5 AHU7? (139).

o

The narrator of Soe-wa Pi has not given up, he is still fighting, but unlike
Seonju he has not been able to (re)connect with any other humans or channel
his rage into actions that help him process his trauma. By contrasting these
two stories, we can see that being able to give testimony does not necessarily
equal a successful processing of trauma. In Seonju's case, her link to Seonghui
is helping her take a step closer towards recovery, whilst the narrator of the

fourth chapter is as isolated at the end of the chapter as he was at the beginning.

Fiction serves as a tool to bring to a wider public issues derived from
violence inflicted onto others, the responsibilities derived from it and the
traumas it causes (Pereira 149-150). In order to achieve so, La voz dormida
places a huge emphasis on testimony. In the novel there is not a clear cut
between history and fiction (Graff 175). The novel is narrated in the third
person, mixing the oral-language characteristics of the voices of the victims

. 3
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who testify with the historical knowledge that another voice, that of an

omniscient narrator, provides.

This also aligns with the objective of this novel, to construct a story that
may serve as a bridge between the Spaniards of the present and those of the
past, as well as letting a wider public know of the plight of their grandparent's
generation. In her 2006 paper, Merce¢ Picornell-Belenguer reads La voz
dormida as a model of identification for Spanish women in the present: "la
novela no es una vivencia del pasado y para el pasado sino un relato para
reconstruir su sentido en una actualidad donde nos faltan referentes para
construir nuestra propia experiencia como mujeres, mas O menos
comprometidas, mas o menos disidentes, mas o menos "rojas"" (118). Thus,
for many contemporary readers of the novel, belonging, like the author, to 'the
granddaughters' generation', the novel would provide a different model of
womanhood, opposed to the available model at the time, that of the great
majority of older women who suffered the dictatorship: "la imagen prototipica
de la mujer de mas de setenta afios es la de una esposa sin estudios, sin
vinculacién politica alguna y sin mas vocacion posible que la de ser madre
sumisa y devota: el tnico modelo de mujer que permitid6 el régimen
franquista" (118). Whilst women were part of the public sphere during the
Second Republic and gained voting rights and worked in different sectors,
embroidery or sewing are crafts historically associated with the female sphere.
However, in La voz dormida they take on a political meaning: first on the flag
that Reme embroiders and that gets her sent to prison, then on the clothes that
the prisoners are forced to sew for the soldiers, but that they use as an
opportunity to secretly smuggle clothes for the guerrilla. With this last action,
the political prisoners take advantage of the regime's ideals and of what it
considered proper occupations for women and subvert them. This subversion
is also present in the interactions between male and female characters in the

guerrilla, specially in Elvira/Celia, who challenges Felipe/Mateo's ideas about
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a wife's role: “—Si te crees que yo voy a casarme para llevar limpio a mi
marido estas ti bueno. El que quiera ir de limpio que se lave su ropa. No has
aprendido nada de la Republica, Mateo, los tiempos de los sefioritos se
acabaron” (269). In his analysis of the role of Paulino and his firm communist
beliefs in La voz dormida, Antonio Gémez Lopez-Quiiiones argues that the
Civil War is represented as a utopian place where new identities can be
formed (210). Celia's role too, is that of a new model of woman, who
challenges the ideas that a woman should cook and clean for her husband.
Picornell-Belenguer interprets the novel as an effort to create genealogical
links to the past from a present where Spanish women are in need of a
different model of women that connects them to the past (121). Since the
women who could give testimony of this past of rebellion and resistance are
too old, or they have passed away, Chacon's novel serves, for Picornell-
Belenguer, as a way of rebuilding links between these women and Spanish
women at the beginning of the 20th century (125). The novel acts as a
memorial but also as a bridge between generations, designing these
imprisoned women as the forerunners of modern, politically-minded Spanish

women.

Both Han Kang and Dulce Chacon are asked to give testimony within
the scope of the novel, the writer that represents Han Kang is asked to do so
within the fiction of the novel, and Dulce Chacdn mentions this petition in the
back matter that follows the novel. She relates being asked to do so by a
woman mentioned in the back matter of the novel: “una mujer de Gijoén que
me rogd que contara la verdad” (393), where she thanks the people who
helped her on her research and who told their stories to her. Fictionalized Han
Kang is also asked to write by Dongho's older brother. Like the real victims
that gave testimony in La voz dormida, Dongho's brother asks the author to
write well so that no one can disrespect the memory of his brother: "t 4l 2

AFAE guth AT Aok Futh obFE U BAS Hold wEg
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T UEF AFTA Q" (211). However, in Sonyeoni Onda, more than an

intention of setting the events and their repercussions as part of a country's
official history, there is a clear aim of creating links of solidarity with other
times and places. Whilst in Sonyeoni Onda testimony and the circumstances
that surround victims' ability or inability to speak are dealt with, the situations
are presented as part of a bigger picture, extrapolating the stories of pain and
injustice to other situations, such as the 2009 Yongsan tragedy or other
situations of injustice in different countries. Even though the fictionalized
author tries holding a makeshift funeral for Dongho and writes the novel as a
funeral for him, the novel is not made in order to help leave Gwanjgu in the
past and look toward a future. Both novels create links to the present, but in
different ways: in Sonyeoni Onda the victims call to the present of the novel
as ghosts, whilst in La voz dormida they are forerunners, historical or quasi-

historical figures.

Unlike Han Kang in Sonyeoni Onda, Chacén's voice does not appear as
a fictionalized version of herself. Instead, the narrative voice she introduces
is an omniscient one that complements the thoughts that can be attributed to
the characters with historical facts, or details that the characters are not willing
to reveal. In this way, she manages to go back and forth between fiction and
history, not letting the readers forget that the stories told in the novel were
inspired by real ones. One example of this would be the inclusion of the Trece
Rosas, inscribing their story within the world of the characters, thus allowing
the author to not only give testimony of a relatively unknown historical event
but also to create an emotional response on the reader, since the executed
prisoners are presented as friends and cellmates of the characters the reader
has come to known and appreciate. In his writings, LaCapra warns about self-
identification with the victims as a position to be avoided by historians, in
which the person becomes a surrogate victim. However, Caruth considers that

this is also the only possibility for transmission (Introduction 10). Even
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though these are two literary works, we can still see how both authors have
attempted to distance themselves from the matter whilst letting the character's
voices shine through. Han Kang overcomes this using diverse narrative
strategies, distancing herself through using diverse narrators, in the first,
second and third person, and at the same time positions herself within the
story as another character, admitting within the novel the problems of
representation that she had to face. As for Chacon, she contrasts the voices of
the characters with that of an omniscient narrator who has more details:
sometimes, this narrator elaborates on historical facts; other times, it lets the

reader know something that the characters are hiding.

Chacon uses the novel to introduce historical events to a wider audience.
When Hortensia finds out about her death sentence, it triggers in her and the
others memories of other young women who were unfairly sentenced and
killed: "las Trece Rosas", thirteen young girls who were sentenced to death in
reprisal for the murder of a right wing military commander and his daughter.
These women, many of them minors, became a symbol of the cruel repression
that took place after the war was over. Whilst the 7rece Rosas are relatively
known by the Spanish public nowadays, La voz dormida was published in
2002, before the 2006 documentary or the 2007 movie that made the story
widely known to the general public. We can see this inclusion, then, as a way
of testifying to the real history that inspired her fiction, letting readers know
of a history that had been, until then, known almost only by other victims or
within academic circles. Through Elvira's thoughts, we not only find out
about Julita and the other twelve girls, but also about the young men who
were killed alongside them, friends and brothers. In her real letter, which
Chacoén reproduces in the novel, Julita Conesa, one of the martyred women,
asks that her name not be deleted from history: "Que mi nombre no se borre
en la historia" (204). By including her in the novel, Chacon is attempting to

fulfill this wish. Julita is also inscribed within the network of affects in the
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novel: it is Elvira who remembers this and conveys it to the readers through
her internal monologue. Elvira is determined to remember Julia so that her
name is not deleted from history: "Elvira controla su llanto. Revuelve su
maleta simulando que la ordena de espaldas a Hortensia, para recordar a Julita.
Recordarla, para que no se borre su nombre./ No, el nombre de Julita Conesa
no se borrara en la Historia./ No" (204). She is thus taking up a role as a
testifier. She will purposefully remember Julita so that her story is not lost
and can be inscribed into capital letter History later on. The fact that Elvira is
concerned with this also lets us know that she is preoccupied with the future:
unlike trauma victims constantly stuck in the moment of trauma, she is able
to conceive of a future in which remembering the past will be necessary and
fruitful. Elvira's thoughts could also be attributed to the author of the novel:
after all, she is writing so that the story of many is not forgotten, even if she
is fictionalizing it. But there is truth within fiction: this idea is hinted at in the
novel through the letters that Paulino/Jaime sends Pepita, and through the
comforting words that Pepita tells her young niece Tensi when she asks about
her family, saying that some lies are truths. Analyzing the role of the found
family in La voz dormida, Ferran contrasts the oppositional role of these
adopted families to the model of family pushed by Francoist ideology, noting
that: [t]hese “mentiras que son verdades™ are part of an oppositional practice
that effectively turns the concept of the traditional Francoist family on its head
(123). Exiled Paulino writes letters to Pepita building a new identity as Jaime
in order to protect her. The same way as Chacén when writing the novel, he
is building a fiction that is true. And throughout his words the truth comes out

to the right reader, Pepita:

Jaime descubria a Paulino al mencionar en la carta la estacién de
Delicias y la iglesia de San Judas Tadeo. Se descubria, s6lo para ella,
después de inventar que era maquinista de tren, que le pesaban los

cinco aflos que llevaba viajando en Francia, que el Gltimo viaje habia
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sido muy largo y se sentia cansado, pero se encontraba bien. Jaime
inventaba su vida, para que Paulino pudiera escribirle una carta a
Pepita. Y ella imagin6 que aquella historia era una sucesion de

mentiras que escondian una sola verdad: la amaba (172).

Like Paulino in his letters as Jaime, Chacon builds a fictional story based on

the real testimony of many victims, a novel that lets the historical truths shine

through it provided the right reader is found. Tomasa's testimony, too, is used

to introduce the real story of Jos¢ Gonzalez Barrero, mayor of Chacon's native

Tomasa llora. Y grita que aquella madre se ahorcd una tarde de
noviembre, en el retrete de la carcel de Olivenza. Antes le habia
contado que en Castuera fusilaron al alcalde de Zafra, don José
Gonzalez Barrero se llamaba. Lo fusilaron un mes después de acabar
la guerra. Y lo enterraron boca abajo, para que no saliera. Contar la
historia. Sobrevivir a la locura. Recordar a don José, paseando con su
esposa por la calle Sevilla. Era verano. Era la caida de la tarde. Y era
la Republica. Su nuera iba vestida de blanco, como ama de cria. En
Zafra. Y era la primera vez que Tomasa y su nuera veian de cerca a un
alcalde:

—Mire, sefiora Tomasa, el alcalde. Ese es el alcalde.

Don José. Se llamaba don José. Llevaba a su mujer del brazo, y un
sombrero panama. Atardecia. Don José iba con un traje de lino, y con

su esposa del brazo. Tenian una hija que se llamaba Libertad (222).

Tomasa purposely remembers him so that his hi/story is not lost, the same way

that Elvira and the others remember las Trece Rosas. This fragment also

presents the Republic as a specific time: "Y era la Republica". It was the

Republic in the same way that it was summer or evening: "Era verano. Era la

caida de la tarde. Y era la Republica" (222). The Republic is here a time that
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has been lost and is irrecuperable, in the same way that 1980's Gwangju is
inaccessible for fictionalized Han Kang in Sonyeoni Onda. In the introduction
of History and Memory after Auschwitz, LaCapra points out that the word
"after" does not only have a chronological meaning, but that the Holocaust
has reshaped the way we think about the past (6). Like such, the time of the
Republic within La voz dormida is a time of hope which not only represents
the world that was the actual Second Republic, but the imagined world that
could have been modern Spain if the coup d'état, the war and the following
dictatorship had not taken place. In that now nonexistent world, someone like
Tomasa was able to share the same space as a mayor. It was a place of hope
and freedom, the mayor's daughter's name (Libertad) and the word which ends
the chapter in which Tomasa frees herself from her self-imposed silence and
takes up Hortensia's call to survive by telling her hi/story. Pepita, too, wants
to go back to the time before the war, a happier time: “A ella le gustaria
volver atras, estar en Cérdoba. Le gustaria volver al verano del treinta y seis,
al principio de aquel verano, cuando Hortensia aun no se habia vestido de
miliciana y Felipe la cortejaba, o al Carnaval, al baile de méscaras, cuando su
padre aun podia ensenarles a reir” (102). Notably, she does not only mention
the beginning of summer, before the war started, but Carnival, a festive season
at the end of winter which is associated with utopian ideals. Another popular
work dealing with the Civil War, La lengua de las mariposas, a movie based
on several short stories by Manuel Rivas, also presents the Second Republic
as a time of Carnival (Yim 199). Like during Carnival, where relations of
hierarchy were overlooked or turned upside down (Bajtin 1995:15 cited in
Yim 204), during the Second Republic Tomasa could share the same public
space as the mayor. The book traces a bridge from this mythical time of the
Republic to present day democratic Spain, and this bridge is built through
links of affection, making the readers heirs of the female political prisoners

through the link created by testimony.
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This transmission of testimony actually took place outside the world of
the novel, during public readings of the novel. Colmeiro recounts the place of

memory that was created around La voz dormida after it was published:

At public readings and book presentations throughout the nation,
many anonymous Spanish women who had been silent about their
participation in the anti-Franco resistance throughout their lives, saw
this book as a cathartic experience that allowed them to speak and
share their own individual memories, thus completing the cycle of

construction of collective memory (193).
Ferran also attests to this climate of sharing testimony:

[In the various events in which the book was presented throughout
Spain, older women in the audience would often stand up and tell their
own stories of imprisonment and repression. For many, it was the first
time they talked in public about their suffering. The book opened up a
space for others in the public to "adopt" these stories, and for many of
these women to "adopt", once again, the position of active agents who
fought —and suffered—for their ideals, an agency recovered by the
fact of simply being able to tell their story before an audience that was

finally willing to listen (129).

This is a similar effect to that which the viewing of the movie Shoah had on
female holocaust survivors, as recounted by Marianne Hirsch in the

introduction to The Generation of Postmemory:

Although we had tried to engage Frieda and some of her friends on
previous occasions, they had never wanted to say more than a few
words about their wartime past. It turned out that they had all watched
Shoah on television, but it was not the film that they wished to discuss

with us; it was their own acts of survival, the deaths of their parents,
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siblings, and first spouses, the pain, anger and melancholy they had
suppressed for too many years. Shoah authorized their acts of witness,
we quickly understood; it made them feel that they had a story to tell
and listeners who might be willing to acknowledge and receive it from

them (9).

Works like Shoah or La voz dormida became important not only because of
the testimony they carried, but because of that which they triggered, by giving
a space for victims to speak, providing them with willing listeners and giving

value to what they had to say.

4.2. The problems associated to the role of testifier

Often, those able to take on the role of mediators are also victims, but
ones who were able to survive and thus have the possibility and the obligation
of recounting their story and that of others. The voice of the other commands
survivors to keep going in order to tell the story they are not able to tell
themselves. However, this request can generate many other problems,

stemming from the dual role of survivors as victims and bearers of testimony.

In the introduction to The Generation of Postmemory, Marianne Hirsch
cites two currents in regards to how best to confront memory work related to
the Holocaust, one that wants to "keep the wounds open" in order to prevent
forgetting what happened, and another which seeks reconciliation (19). These
two opposed currents of thought were also elaborated on by Aleida Assman

in Memory and Political Change:

The Israeli philosopher Avishai Margalit dedicated his book The
Ethics of Memory to his parents, whom he introduced to the reader on

the second page of his preface. “From early childhood,” he writes, “I

i
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witnessed an ongoing discussion between my parents about memory.”
Margalit then reconstructs this parental dialogue, which started after
the Second World War when it became obvious that both of their huge
families in Europe had been destroyed.

This is what his mother used to say:

“The Jews were irretrievably destroyed. What is left is just a pitiful
remnant of the great Jewish people (by which she meant European
Jewry). The only honorable role for the Jews that remains is to form
communities of memory — to serve as ‘soul candles’ like the candles
that are ritually kindled in memory of the dead.”

This is what his father used to say:

“We, the remaining Jews, are people, not candles. It is a horrible
prospect for anyone to live just for the sake of retaining the memory
of the dead. That is what the Armenians opted to do. And they made a
terrible mistake. We should avoid it at all costs. Better to create a
community that thinks predominantly about the future and reacts to

the present, not a community that is governed from mass graves.” (14).

On a superficial look, Sonyeoni Onda would follow the first current and La
voz dormida would be closer to the second one. But Sonyeoni Onda does not
argue that victims have to keep remembering because it is their duty, but
showing that they cannot help but do so, especially because there has not been
a proper social redress. As for La voz dormida, whilst the novel as a whole
seeks to tell this story as a memorial, in order to do the correct thing in a
democratic society, characters like Hortensia claim that they must survive so

that they can give testimony of what has happened, to them and to others.

Dongho cannot forgive the soldiers who betrayed and murdered their
own people, but more than that, he cannot forgive himself for running away
from Jeongdae. And he is aware that if he were to find himself in the same
situation again, he would have done the same, even if the person he had to
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leave behind were his parents or his brothers. "“Lw] 2~2{ %l Al o7} o}y
gt o] A4l Sk U Dol A FE0ldd dlE, ofHAAH
=, drith e Dobuts Avk L&A A & Ak [ obF
AL gA3HA ¢S Ak U AAZAE" (45). In Trauma and Recovery,
Judith Herman reccounts the feelings of helplessness and anger that Nazi
concentration camp survivor Elie Wiesel felt when his father was beaten up

in front of his eyes. Wiesel recalls:

I had watched the whole scene without moving. I kept quiet. In fact I
was thinking of how to get farther away so that I would not be hit
myself. What is more, any anger I felt at that moment was directed,
not at the [guard], but against my father. I was angry with him, for not
knowing how to avoid Idek’s outbreak. That is what concentration

camp life had made of me (83-84).

As Herman acutely points out: "The sense of shame and defeat comes not
merely from his failure to intercede but also from the realization that his
captors have usurped his inner life" (84). Dongho, too, carries with him the
guilt of survivors and the rage of knowing that he is someone capable of
abandoning someone he loves, which breaks his self image, making him doubt
his own humanity. He imagines the words that Jeongmi, Jeongdae's sister,
would say to him after finding out what happened with her younger brother: "
g% U7y A5ty 28 % vl7y AFEo] o (36). Is he a person even
when he has abandoned his dying friend? His past actions and the knowledge
that he would do the same again have made him despise himself, and he
imagines that others will do the same. “Although the survivor may come to
understand that these violations of relationship were committed under extreme
circumstances, this understanding by itself does not fully resolve the profound
feelings of guilt and shame” (Herman 192). For Dongho, having survived
when his friend did not caused a bigger impact than having been close to death:

"The crisis at the core of many traumatic narratives [...] often emerges, in_deed,I A
i [ - 11
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as an urgent question: Is the trauma the encounter with death, or the ongoing
experience of having survived it?" (Caruth 7). 42} 3] (Soe-wa Pi) contains
an important question that plagues all survivors: why did I survive when he
died? "oF7F = W Lol Bt & A4S A 1= =30, ob4
U= Ao 9l=A]" (108). Having survived his friend leaves the narrator in
the position of being the only one who can tell Jinsu's story, but he is skeptical
about thatrole: "Al= W @& FFAToEN HAXF7F o3 o &
4 = AUz 29k o] BEe] HlePSA EEAN, A3 Fds)
A= dFUT 7 A AL e I ARLOAA A &2 7
o'l 19 FHFol FHE F UAFYZY" (108). Whilst they both
experienced something similar, it is still not the same, so how can he tell his
friend's story? Only his friend would be able to do so. Here, Primo Levi's
distinction between the drowned and the saved, between those who have seen
the face of the Gorgon and those who can still speak because they have not,

helps us understand the psyche of the narrator of this chapter:

We survivors are not only an exiguous but also an anomalous minority:
we are those who by their prevarications or abilities or good luck did
not touch bottom. Those who did so, those who saw the Gorgon, have
not returned to tell about it or have returned mute, but they are the
"Muslims," the submerged, the complete witnesses, the ones whose

deposition would have a general significance (70).

On the other hand, La voz dormida paints survival as an obligation for
the repressed women. They have to survive in order to give testimony, in order
to relate the hi/story ("contar la historia") of what has happened to them and

others:

Son muchas las referencias de la novela a la capacidad redentora de la
memoriay a la confianza que se le confiere a su funcion de reinstaurar

la justic[i]a en un momento concreto de la Historia en que por todas

% 7 "-':.'I'IE -
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partes asoma la derrota. De esta manera, resulta interesante comprobar
el modo en que, en la novela de Chacon, las presas de la cércel de
mujeres de Ventas necesitan compartir su experiencia, verbalizar el
trauma, en tanto que son sumamente conscientes de que mientras su
historia permanezca viva ellas no moriran del todo (Becerra Mayor

303).

After Hortensia finds out that she will be killed soon, she writes in her new
blue notebook, the one which she dedicates to her daughter. She longs for
communication, writing that she would suffer less if she were able to tell

Felipe what had happened:

La mujer que va a morir ya conoce su condena. [...] Hortensia escribe
en su nuevo cuaderno azul. Estrena la primera hoja con un lapiz
gastado que apenas sobresale de su pulgar. El peor dolor es no poder
compartir el dolor. Hortensia aprieta contra el papel la punta de su
lapiz mordisqueado, y escribe que sufriria menos si pudiera hablar con
Felipe, si pudiera contarle que ha sido condenada a muerte junto a sus

doce compaieras de expediente (196).

She writes that "El peor dolor es no poder compartir el dolor": that is, not
being able to share her pain is the worst pain. So by writing, she lets out some
of the pain that not being able to communicate directly with her husband
causes her. In her written testimony, there is also hope: whilst she is uncertain
of her future, she is able to envision a future for her child and her husband.
The figure of baby Tensi shows a key difference between the two novels: in
Sonyeoni Onda, the characters cannot imagine a future, they are still stuck in
the moment of trauma; but in La voz dormida there is hope in Tensi, a baby
born in prison after the war, and not only for her direct relatives. It is after all
Tensi's birth which inspires don Fernando, the doctor, to leave his war trauma

behind and go back to practicing medicine, as well as regaining the
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relationship with his wife. Whilst this is a common practice in Spain, the fact
that Tensi shares her name and nickname with her mother, and later on her
political fight, also points out to this continuity: the mother lives on through

the daughter.

Chapter 5. Conclusions

Sonyeoni Onda recounts the story of victims during the Gwangju
massacre, and follows survivors and their bereaved families to the present.
The narrative voice changes in each chapter, each devoted to a different
character but united by the massacre and by Dongho, a young boy who was
killed on the last day of the conflict. It uses first, third and even second person
narrators, a device that helps engage readers, even giving the impression of
addressing them directly. La voz dormida focuses on the lives of political
prisoners at Las Ventas after the end of the Spanish Civil War, dealing also
with their families, the communist guerrilla and other resistance agents
working against the Francoist regime. Its narrative voice combines a third
person omniscient narrator who provides historical facts, as well as insight
into the characters’ private thoughts, with a voice in the third person which
reproduces the voices of the characters and has characteristics of oral speech,
mimicking the vocabulary and speaking patterns of real people giving

testimony.

The question that plagues both works is how to behave after having
received the call of the other. Inspired by Cathy Caruth's interpretation of the
story of the burning child and what it means to come into contact with
someone else's death and trauma, I have looked at this question through the
three types of responses that encountering the pain of others produce in the
different characters: resistance, mourning and testimony.
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The first of these responses, resistance, is shown in both novels as a
helpful way of reacting to the call of the other. As opposed to guilt, which
causes characters to cut off their connection to others and thus prevents them
from processing their trauma, rage-motivated resistance helps characters
survive and keep going despite their circumstances or the trauma that they are
enduring. For instance, Seonju in Sonyeoni Onda channels the pain that
knowing about Dongho’s death causes in her and uses it as a tool for her own
resistance and survival. Hortensia uses the rage that the torture and murder of
an unknown woman, Manolita, causes in her as strength to survive her own
torture. In La voz dormida, except for Pepita, all the characters that we are
supposed to root for are on the side of the Communist Party. Socialist
characters appear to help some of the communist guerrilla fighters escape, but
they do so only in exchange for a big sum of money. Towards the end of the
novel, Tensi takes up her parents' cause and decides to join the Party. Jaime,
too, keeps up his political commitment to the Party until his death. In
Sonyeoni Onda, other than a resistance to Chun Doo-hwan and his
government and a call for reparations, there is no common political cause that
the characters take up. Whilst both novels seek reparations for the victims, La
voz dormida seeks to situate these characters within the history of Spain, to
serve as precursors to the modern left-leaning public, so describing their

political fight is a key piece for this construction of meaning around them.

Both novels underscore the importance of social mourning in situations
in which victims have not been honored properly and propose recording as a
step that can help the mourning take place at a later time. The novel Sonyeoni
Onda, which starts and ends with funerals —one literal and collective and one
individual and figured— is in itself the staging of a funeral (%] % 2| 437). For
La voz dormida, mourning is something that could not take place because of
the historical circumstances, so recording helps the family of the bereaved

know what has happened to their dead. For instance, Dofia Celia, whose
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daughter was executed and buried somewhere unknown to her, repeatedly
risks her life hiding in the cemetery so that she can give to others the
opportunity to say goodbye to their murdered relatives. In Sonyeoni Onda,
Dongho works recording the characteristics of the bodies so that families can
recognize them later on. The novels, too, work as a piece of recording.
Sonyeoni Onda gives Jeongdae, who has died, a chance to speak in his soul
form, giving redress to all of those who were unfairly killed, whose record
was lost and whose voices could not be heard anymore. Both works are keenly
aware that mourning needs to be social so that it can be effective, and that
situations in which bereaved families and friends are not allowed to grieve
stunt the healing process of those who have been left behind. During the third
chapter of Sonyeoni Onda a play helps Eunsuk to start processing the pain
that she felt at the loss of Dongho so many years before. In La voz dormida,
Tomasa starts processing her stalled grief and engaging in mourning through
testimony. After her family was murdered, she did not mourn them because
she did not want to accept the end of the war and have her story inscribed into
history as a loser. However, the imminent death of her friend Hortensia
triggers in her the desire to testify in order to survive, which ultimately helps

her mourn both her family and her close friend.

For Chacon, a writer who has taken upon herself the duty to honor the
memory of the war's Republican victims, giving testimony —and spreading
that testimony to a wider audience— is the most ethical choice, because
through these actions she amends the forced silence and lack of attention that
these victims suffered for so many years. Whilst she does acknowledge the
difficulty of testifying through Tomasa's plight, testifying is shown as the key
piece for an improvement in the woman's psyche, and as the thing she must
do to survive. However, for Han Kang, asking victims to testify is met with
suspicion: both Seonju and the narrator of Soe-wa Pi are ambivalent about

testifying, but when the latter does it, it does not seem to help him improve
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his connection to the world or others. Han Kang also problematizes her own
role in writing the novel by inserting a fictionalized version of herself who
struggles with issues of representing the pain of others, as well as characters
like Seonju and the narrator mentioned above, who question the motives of
Yun, a researcher writing about Gwangju victims. In La voz dormida, as
characteristic of Spanish novels that deal with the Civil War, testimony is not
dealt with as a conflict point (Liikanen 61), since it is seen as the ethical

choice, the one that helps redress the memory of the victims.

Han Kang and Dulce Chacon both attempt in their novels to relay
victim's testimony in an ethical and effective way, looking to engage the
reader using techniques that elicit affective responses. They are not only
constructing a narrative of the past, but a narrative of the past that becomes a
linking piece for communities in the present, but the novels do not have the
same objectives. When it comes to La voz dormida, national reconciliation
seems to be the goal after trauma is processed and the plight of victims has
been heard. It serves as a model for younger, democratic Spaniards, so that
they can feel united to the history of their nation and represented in their
feminist and left-wing ideals. On the contrary, in Sonyeoni Onda, this
intention is not so clear. Whilst the novel works as a catharsis that starts up a
social and collective (and thus, effective) mourning, it also questions
humanity and its capacity for goodness. Some of the characters in Han Kang's
novel manage to start their process of mourning, but Sonyeoni Onda does not
look towards the future in a clear manner, the way that La voz dormida does.
It seems that the characters are still trapped in a present which continuously
calls up the traumatic past. The main difference between these two narratives
is that in Chacon's novel, the past is dealt with so that a better and fairer future
can be built. Chacon's omniscient narrator writes from the present of
democracy, and even though the ending shows us that Jaime endured police

repression until his final days, there is no doubt that the days of democracy in
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which these wrongs can be redressed will follow. In Han Kang's case, the
healing effort is never shown as completed, but as a process: Dongho is
guiding the characters who have taken up his call towards the flowered path,
allowing for a mourning that will hopefully let them engage with others and
overcome their trauma, but the ending of the novel does not give off the
impression that the mourning process for Gwangju that has taken place will
allow us to simply redress it, inscribe it into history and move on. On the
contrary, La voz dormida hints at a clear future through the figure of Tensi,
the daughter of an imprisoned woman and a man who was part of the guerrilla
and died fighting for communism. Tensi, who carries her mother's name and
nickname, chooses to take part in the political fight that her parents died for

when she comes of age, inspired by the testimony in her mother's diary.

Whilst La voz dormida is concerned with redressing the wrongs of the
recent Spanish past, Sonyeoni Onda presents the events at Gwangju as part of
a bigger picture, relating them to other circumstances in which human beings
suffered at the hands of others, and posing questions regarding humanity that
go beyond a specific time and place. The links that the novels trace to the
present are thus very different. La voz dormida seeks to set the victims to
rights so that they can have a place of honor in the history of Spain that fits
with a democratic country, and writing the novel is clearly a helpful step in
doing so. The novel is the answer to those who have given their testimony to
the author, cited in the back matter. On the other hand, the characters in
Sonyeoni Onda continually call to the present as ghosts who ask to be
remembered, bringing into view something that has not been set right and
which cannot be easily fixed, and the novel is not presented to us as a
completed memory work that can make Gwangju into a part of South Korea's
past, but as the step into the direction of mourning and redress that was
possible considering the situation.

Literature can help re-establish the memories of victims of state violence,

. 3
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bringing their plight to a wider audience and encouraging the general public
to engage with the issues that affect victims, survivors and bereaved families.
When society has failed victims, fiction can become the seed for a new
discussion of past wrongdoings, and a channel to facilitate a social redress.
Like in the Spanish and South Korean context at the time of writing of these
novels, literature can create a bridge of understanding between generations,
opening up discussion around issues of the past that are nonetheless still

relevant in the present.
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