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The Paris-based literary magazine Mundo Nuevo disseminated some of the most
original and experimental Latin American writing from 1966—the date of its founding—
to 1968, the year its editor-in-chief resigned and the magazine moved to Buenos Aires.
Despite its fame, the magazine’s role in the Boom and the cultural Cold War has been
misunderstood by critics, who have either viewed Mundo Nuevo as a tool for CIA
propaganda (it was recipient of CIA funds for two years) or non-political, avant-garde

magazine. Mundo Nuevo’s founding editor, Emir Rodriguez Monegal, saw the magazine
vii



as an outlet for turning Latin American literature in world literature. Mundo Nuevo
published essays, interviews and fiction from such writers as Gabriel Garcia Marquez,
Carlos Fuentes, and Guillermo Cabrera Infante. Because its funding has been traced back
to the CIA-sponsored Congress for Cultural Freedom, Mundo Nuevo has also been a
lightning rod for political controversy. Since the magazine’s inception, Cuban
intellectuals denounced Mundo Nuevo as “imperialist propaganda” for the U.S.
government. Although Monegal insisted on calling Mundo Nuevo “a magazine of
dialogue,” it was both financially and ideologically linked to European and American
liberalism, which sought, in Arthur Schlesinger’s words, to assert “the ultimate integrity
of the individual.” Mundo Nuevo’s stance toward Cuba became evident in editorials
against the repression of artists in Cuba, as well as in the publishing of works by writers
who found themselves at odds with the cultural politics of the new regime and in the
publication of feature articles highlighting the economic failures of the Revolution. I
argue that Mundo Nuevo was neither an instrument of “Yankee imperialism”—as
Roberto Fernandez Retamar called it in Casa de las Américas— nor a disinterested,
politically non-committed “magazine of dialogue,” as the journal’s editor often claimed.
As much of the material from the archives in the Congress for Cultural Freedom
demonstrates, Mundo Nuevo was set up by the Congress as a bulwark against the Cuban
Revolution, and used the rhetoric of disinterested, cosmopolitan literature to counter the

Revolution’s model of literature engagée.
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Introduction

Nothing pains a man like having to represent a country.

-Julio Cortazar, Rayuela

I’d put Stalin on the payroll if | thought it would help us defeat Hitler

-William Donovan, OSS officer and chief architect of the CIA

In 1967, the Paris-based literary magazine Mundo Nuevo and its Cuban rival,
Casa de las Américas, both published homages to the towering figure of Hispanic
modernismo: the Nicaraguan poet Rubén Dario, on the centenary of his birth. In the
hundred years since Dario’s birth, Latin American writing had achieved a prominent
place in world literature. Whereas European and U.S. critics and publishers had once
regarded Latin American fiction as derivative or merely regionalist, it now elicited
intense interest. In the United States and France in particular, publishers, critics, and
novelists turned to older Latin American writers like Jorge Luis Borges, as well as
younger writers like Carlos Fuentes, to help reconfigure the international literary avant-
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garde. On the centenary of Dario’s birth, the Boom in Latin American fiction was at its
peak: in 1967, the Guatemalan writer Miguel Angel Asturias won the Nobel Prize for
Literature and Gabriel Garcia Marquez’s Cien afios de soledad was released to critical
acclaim and commercial success.

Casa de las Américas and Mundo Nuevo were the two most recognizable journals
of the new Latin American writing. Unlike their predecessors in Argentina, Cuba and
elsewhere, these magazines boasted an international readership that included influential
cultural figures in France, Great Britain, Spain, and the United States. Moreover, one
could trace both magazines’ funding to government sources: Casa to the Castro regime
and Mundo Nuevo to the CIA. Although Mundo Nuevo and Casa de las Américas often
published the same writers, the magazines were political rivals, so it was no surprise that
each had a very different interpretation of Dario’s legacy to the contemporary scene.
Although Mundo Nuevo and Casa both recognized the importance of Dario in
establishing a poetics particular to Latin American literature, the magazines painted a
very different portrait of the Nicaraguan and his oeuvre. When one reads the collection of
essays from Mundo Nuevo, one gets the sense that Dario was a high modernist whose
work was on par with his European contemporaries such as Rilke or Mallarmé. Emphasis
is placed on the poet’s formal inventiveness and symbolism, while scant attention is paid
to his social or political thought. In a conversation between Emir Rodriguez Monegal (the
magazine’s editor), Tomas Segovia, and Severo Sarduy—reprinted in Mundo Nuevo,
January 1967—the baroque, aestheticized Dario comes to light. In the words of Sarduy—

who was himself a marginalized Cuban writer whose decadence had come into conflict



with the socialist Hombre Nuevo of Cuba in the mid to late 1960s—we see a
Europeanized, “Art Nouveau” Dario:
Al venir de Europa, Dario viene hacia un mundo de proliferacion de objetos, es
decir, de Art Nouveau, arte por excelencia de proliferacion. Por eso, se articula
con el rococo, el flamboyant, y el arte flavio de la escultura romana, porgue son
artes en que la ornamentacion se manifiesta como elemento predominante: artes
de adjetivacion, como la poesia de Dario. En ellos, lo accesorio—el adorno—es lo
esencial.l
This campy version of Dario, in which the poet’s “adornments” and “flamboyance”
take center stage, was of obvious use to Sarduy, who was developing his own highly
wrought, neo-baroque style of prose in Paris. This Dario is a decadent outsider, more at
home in fin-de-siécle Paris than in his native Nicaragua.

In contrast, the portrait that emerges from the Casa de las Américas articles is of a
nationalist, anti-imperialist, political poet who was conscious of his unequal relationship
to first-world writers. In René Depestre’s essay “Rubén Dario: Con el cisne y el fusil,”
the poet is seen as a Calibanesque prototype of a Cuban guerrilla, ready to confront
American imperialism:

Y ha llegado el momento de decir que, en el plan politico asi como en el plan

militar, uno de los grandes méritos de la Revolucion cubana reside en que—

ademés de ofrecernos su ejemplo—nos permite tener ya una vision global de

1 severo Sarduy, Tomas Segovia, and Emir Rodriguez Monegal, “Nuestro Rubén Darfo,”

Mundo Nuevo 7 (January, 1967), 34.



nuestro destino. La vieja torre colonial de Washington ha dejado de ser el Unico
lugar del continente de donde es posible obtener una vision panoramica de nuestra
vida, abarcar con la mirada nuestro futuro. Con perspectivas completamente
diferentes, opuestas, y en el propio interés de nuestas culturas, podemos vernos
todos desde Cuba, como en este Varadero de la libertad y de Rubén Dario, en esta
torre popular abierta sobre el mar y la poesia.2
Dario, along with José Marti, is appropriated as an apostle of left-wing armed struggle
and Third-World consciousness. This Dario had knocked down the ivory tower and is
ready to pick up a rifle to defend the Revolution.

Which version of Dario is the correct one? It is practically impossible to say.
Neither interpretation lacks textual evidence in Dario’s work: the poet’s views on poetry
and politics had evolved in unpredictable ways over decades and it is difficult to attach
one label to the poet’s constantly changing aesthetic vision. For the editors and
contributors of Casa, it was assumed that any aesthetic vision had a political dimension.
Cultural production had been highly politicized in Cuba since the first days of the
Revolution. Films, novels, and music perceived as counterrevolutionary were censured or
marginalized. The filmmaker Saba Cabrera Infante saw his short documentary, “P.M.,”
banned from theaters, while his brother, Guillermo Cabrera Infante, had his literary

magazine, Lunes de Revolucion, shut down in 1961 after a show trial that involved Fidel

2 René Depestre, “Rubén Dario: Con el cisne y el fusil” Casa de las Américas 46 (May-

June 1967), 75.



Castro himself. Even though they never endorsed a doctrine of socialist realism, Cuban
cultural authorities wanted to make sure that cultural production on the island was
committed to the Revolution and the Castro regime.

Mundo Nuevo’s editor, Monegal, saw things differently. For him, writers were
“independent intellectuals” whose activities should be divorced from political
commitments. The writer’s fist duty was to his or her craft and politics only got in the
way of true literature. The Paris-based magazine trumpeted the idea of cultural freedom,
that no writer should be beholden to, or advocate for, any political cause. This is not to
say that Mundo Nuevo was apolitical. The magazine devoted a great deal of space to
current events, political theory, and essays about identity and history. Mundo Nuevo did,
however, attempt to mask any ideological self-awareness by taking up the banner of the
cosmopolitan independent intellectual, a figure constantly defining himself (and it is,
almost always, a “he”) as above the fray. Hence, it is no surprise that Dario himself is
portrayed in the pages of Mundo Nuevo as both a political outsider and a member of the
literary avant-garde.

The case of the two Darios is just one instance in which these two magazines
battled one another over aesthetics, politics, and prestige. At a time when Latin American
literature was enjoying unprecedented international recognition, Mundo Nuevo and Casa
de las Américas were trying to mold the region’s culture in their own image. This was, in
other words, more than a purely literary feud: it represented an important moment in
which Cold War politics affected the interpretation and production of literature. The
Boom did not occur simply because a group of writers happened to pen a series of

extraordinary novels and short stories during the mid 1960s to the early 1970s (although
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the flowering of Latin American literature—it must be remembered—could not have
happened without the works of the writers themselves). The Boom occurred because a
unique historical moment—the aftermath of the Cuban Revolution—coincided with the
artistic maturation of a handful of remarkable writers, who, in turn, benefited from a
network of links to funding sources and cultural capital.

What made Mundo Nuevo a key vehicle in the commercial and critical success of
the Boom was the intersection of four phenomena, all of which I discuss in depth in this
dissertation. First, Latin America possessed a long tradition of publishing serious
literature in magazines, which were at the very center of the continent’s intellectual and
cultural life; they were, in a sense, the region’s public sphere. Furthermore, literary
magazines had relatively wide networks for distribution and Mundo Nuevo was able to
tap into this tradition to gain an international readership. Two, the Cuban Revolution’s
popularity among avant-garde writers made Latin America an important battleground in
the cultural Cold War, which pitted the CIA’s anti-communist initiative, the Congress for
Cultural Freedom, against Marxist Cuban institutions, most notably, the cultural
clearinghouse Casa de las Ameéricas. Mundo Nuevo published and promoted writers who
found themselves ostracized by the official Cuban culture without succumbing to anti-
communist screeds or seeming like CIA propaganda. Three, Mundo Nuevo’s editor,
Monegal, demonstrated an uncanny knack for finding the most innovative and talented
writers in Latin America. He gave relatively unknown figures like Sarduy, Manuel Puig,
and José Donoso ample space and freedom, complementing their writing with extensive
interviews, which he also published in Mundo Nuevo. Four—and most controversially—

Mundo Nuevo had the financial backing of the CIA through a series of non-profit front
6



organizations. Because Cuba was perceived as one of the—if not the most—dangerous
threats to the United States in the early to mid 1960s, much money was spent on Latin
American non-communist initiatives like Mundo Nuevo. Without this money, Monegal
would have been unable to publish and promote his favorite writers.

At first glance, the very idea of a serious relationship between the Cold War-era
CIA and the Latin American literary avant-garde seems absurd. After all, the CIA has,
since its inception in 1949, been primarily interested in gathering intelligence relating to
armed threats to U.S. interests. Experimental fiction from Latin America does not, it
would seem, pose much of a threat to anyone’s national security. Nevertheless, it is now
clear that the CIA was aware of the subtle ways in which culture—literature, music,
painting—reflected subtle ideological concerns. It is no surprise that the CIA would
become interested in how writers and artists might work as weapons in the Cold War: the
Soviet Union was openly advocating socialist writers as “engineers of the soul”’3 since the
1930s, when the Popular Front galvanized writers and intellectuals across the globe.
Nevertheless, traditional historiography of Cold War foreign policy has not given much
attention to cultural production as an important feature of the decades-long conflict.
Although recent books have done much to redress the absence of literature, film, and

music in Cold War studies (especially concerning European affairs), the cultural

3 The saying “Writers are the engineers of the soul” is often attributed to Stalin, although
there is conflicting historical evidence that the Soviet leader was the first to utter the

memorable line.



dimensions of United States and Latin American relations during the era remains
understudied or misunderstood.

Part of this misunderstanding can be attributed to the imbalance of power in the
region and the deep mistrust of the U.S. government in Latin American intellectual and
artistic circles. Suspicion of the CIA is especially deep-seated, and for good reason. Apart
from “intelligence gathering,” the CIA has also been in the business of helping to topple
Latin American governments with the aid of military intervention, most notably in 1954
in Guatemala and in 1971 in Chile. Equally damaging to the reputation of the U.S.
government was the botched CIA-sponsored invasion of Cuba in 1961 by Cuban exiles.
The invasion backfired in that it allowed Fidel Castro to solidify his grip on power and
silence the impressive range of cultural experimentation in literary magazines, as we shall
see later. Other failed covert operations sponsored by the CIA revealed to Latin
Americans that the Agency wanted to infiltrate the region’s intellectual life and create a
cadre of technocrats and thinkers that would remake the fields of journalism and
academia. One such plan, “Project Camelot,” was discovered and exposed in Chile in the
1960s before it could be successfully carried out. Project Camelot would have created a
“social systems model” to influence the country’s political structure from the inside.4
These and other CIA-sponsored attempts to covertly direct the course of Latin American
history gave rise to a rhetoric of anti-Americanism that condemned the United States as a

neo-colonial power.

4 Irving Horowitz, The Rise and Fall of Project Camelot (Cambridge: MIT Press, 1967).
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Considering the context of this fraught relationship between American power and
twentieth-century Latin American literature, then, it would appear odd that the CIA—a
branch of government deeply mistrusted by many Latin Americans—would be involved
in funding and disseminating Mundo Nuevo. Nevertheless, the historical record is clear
about the financial—if not the intellectual—connections between the magazine and the
CIA. The Agency—through the Congress for Cultural Freedom—provided the money
and connections to give Mundo Nuevo a prominent place in the pantheon of late 1960s
magazines. This did not mean, however, the CIA controlled or even completely
understood the importance of the magazine in promoting new Latin American literature.
Indeed, Monegal published many writers whose political sympathies were distinctly anti-
American. The Agency—especially John Hunt, a CIA officer and writer who was fluent
in Spanish and kept up with the latest developments in Latin American culture—never
exercised control over the magazine. Although the CIA officers who worked in the CCF
made it clear that Mundo Nuevo—Iike its anticommunist predecessor, Cuadernos—
should expose the repression of cultural freedom of writers in Cuba, they never imposed
a political line on the magazine. For the CIA, it was important to provide an alternative to
the Cuban model of writing within the Revolution. While Monegal shared the CIA and
the CCF’s view that the Castro regime was tyrannical and should be overthrown, he
sought to steer the magazine away from political polemics and focus on producing good
literature. There was, in other words, no overriding conspiracy to promote U.S. foreign

policy initiatives.



A Brief Overview of Mundo Nuevo and its Cultural Context

The magazine began publishing in July, 1966, under the editorship of Emir
Rodriguez Monegal, a Uruguayan cultural critic who had previously served as editor of
the cultural pages of Marcha. The idea for Mundo Nuevo came from the Secretariat of the
Congress for Cultural Freedom, which had published another literary magazine aimed at
a Latin American readership, Cuadernos por la Libertad de la Cultura, since 1953.
Cuadernos, the Secretariat felt, was a journal primarily aimed at refugees from the
Spanish Civil War and was increasingly out of touch with the new generation of Latin
American thinkers—a group that looked not to Spanish Republicanism, but to the Cuban
Revolution for inspiration.

After many changes in the editorship of Cuadernos during the 1960s, the
magazine was shut down in 1966. Months later, Mundo Nuevo started publishing from
the same office on the rue Pépiniére in Paris. In contrast to Cuadernos, the editors of
Mundo Nuevo tried hard to convey the look and feel of a modern, intellectual literary
magazine of the 1960s. Each issue had a simple, non-illustrated cover; titles and authors
of the magazine were printed in bold, sans-serif font and the background featured two
rows of alternating colors, which changed from issue to issue. The design of the
magazine had been suggested by CCF personnel working on Encounter in London, but
many Latin American readers commented that the design was “conservative,” or a failed
attempt to look ultra-modern and minimalist. Indeed, unlike its Cuban rival, Casa de las
Américas, Mundo Nuevo did not look much different from an academic journal: there was

little in the way of bold graphic design and the artwork that did appear in the magazine
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appeared drawn in at the last second—especially illustrations by the Mexican artist José
Luis Cuevas.

Each issue consisted of at least three sections: “Documentos,” articles about
current events usually reprinted from other publications; “Cuentos,” short stories or
novels usually—but not exclusively—by young Latin American writers; and “Sextante,”
a section in which Monegal wrote about literary and cultural events around the world.
This section was written in a breezy style that might remind the reader of a New Yorker
magazine “Talk of the Town” article. Later, Monegal would go on to become a
sophisticated literary critic as a professor at Yale University. During his brief tenure at
Mundo Nuevo, however, he primarily worked as an editor rather than a critic. He
conducted long interviews with writers such as Fuentes, Cabrera Infante, and Sarduy,
which covered aesthetics, politics, and literary history, but Monegal had yet to articulate a
formal vision of literary criticism. Indeed, much of Monegal’s writing in Mundo Nuevo
was published to defend his magazine against accusations that it was CIA propaganda. In
most issues, there were also sections for poetry and book reviews as well, although these
sections changed from issue to issue.

Mundo Nuevo was a monthly publication that billed itself as “a magazine of
dialogue” (this was to be the magazine’s motto: “una revista de dialogo”) and, indeed,
there was no political or aesthetic line to which authors had to adhere. Unlike Cuadernos
and other CCF publications, which condemned communism and “fellow travelers” at
every turn, Mundo Nuevo was open to opposing viewpoints. Polemics about the Vietnam
War, mass culture, and national identity found space in the magazine’s pages. Even its

detractors—especially Roberto Ferndndez Retamar—admitted that the first issues were
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much more diverse than Cuadernos. In terms of prose style, the magazine also presented
a vast array of styles and approaches to contemporary fiction. A short survey of the
fiction that appeared in the first two years of the magazine reveals the tremendous
diversity of authors and styles flourishing in Latin America at the time: Mundo Nuevo
published magical realist work by Gabriel Garcia Marquez, modernist fiction by Carlos
Fuentes, baroque experimentation by Severo Sarduy, and realist, “postmodern,” stories
by Manuel Puig.5

The magazine was published in Paris, but circulated primarily in Latin America,
and, to a lesser extent, the United States and Europe. Even though Mundo Nuevo never
had what a mass-market magazine would consider a high circulation (it was around
5,000-6,000 per issue), the magazine was distributed throughout Latin America, with no
one single nation dominating the circulation numbers. Mundo Nuevo was also part of
what CCF Executive Secretary Michael Josselson called the “grande famille” of anti-
Communist magazines, and, as such, was also read and translated by other CCF affiliates
around the world. Because it republished articles from other CCF publications at will, it
is impossible to read Mundo Nuevo outside of the context of the cultural Cold War.

In the summer of 1968, Monegal resigned as Mundo Nuevo’s editor, and the
magazine moved its offices to Buenos Aires. It continued to publish on a monthly basis
with the Argentine writer Horacio Daniel Rodriguez as the editor-in-chief. By this time,

allegations of the CIA’s funding of the CCF had surfaced in the New York Times (1966)

5 Chapter Three deals with the literary innovations of these and other texts.
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and Ramparts magazine (1967). Excerpts from these articles had been translated into
Spanish and published in the Cuban literary magazine Casa de las Américas and the left-
leaning Uruguayan newspaper Marcha. Details about the magazine’s connection to the
CIA made it into print in major newspapers throughout Latin America, causing a
worldwide scandal; as a result of the negative publicity, the two CIA agents in the CCF
resigned and the Ford Foundation took over as the sole funding source. Monegal had
hoped that Ford would eventually take over and claimed in the press that the organization
had been the sole funding source all along.®

When Monegal’s wish was finally granted, however, the Ford Foundation proved
to be more demanding than the CCF or the CIA. While CIA agents did suggest directions
for Mundo Nuevo from 1966 to 1968 (I will dwell on these interventions in Chapters Two
and Three), the Ford Foundation—perhaps ironically—was more forceful than the CIA in
directing the magazine’s content. The U.S.-based non-profit envisioned Mundo Nuevo as
a magazine about social problems in Latin America, not as a cosmopolitan experiment in
literary innovation. It was the Ford’s heavy-handedness about Mundo Nuevo that forced
Monegal to resign.

It is almost universally acknowledged that the quality of the magazine declined

during the Buenos Aires years, since many

6 Monegal’s desire to have the Ford Foundation take up funding is the subject of many of
his letters to CCF secretaries, especially Shepard Stone and Michael Josselson. See IACF
papers, University of Chicago Special Collections Library.
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writers avoided Mundo Nuevo out of fear of being associated with the CIA. Also during
this time, the focus of the magazine shifted from literature to social science in accordance
with the requests of its new sponsor. It was the Ford Foundation who insisted that the
magazine be centered in Latin America, not Paris. The Ford Foundation also phased out
its support of the magazine, requesting that it become self-sustaining by 1971. When the
Ford Foundation ceased funding Mundo Nuevo that year, the magazine was forced to stop
publishing.

During its entire existence, Mundo Nuevo was published under the auspices of the
Instituto Latinoamericano de Relaciones Internacionales (ILARI), an organization that,
while legally independent of the CCF, nevertheless received direction and financial
support from the Congress until 1968. In 1966, according to Peter Coleman (an
Australian CCF member and author of The Liberal Conspiracy), the CCF gave ILARI
$260,000. The sum amounted to more money than any other non-Communist
organization or publication had ever received from the CCF.7 Latin America was, in
other words, seen as a major investment by 1960s Cold Warriors. ILARI had four
publications: Mundo Nuevo, a magazine primarily aimed at creative writers and readers
of literature, and Aportes, a journal aimed at social scientists; there were two smaller
journals as well: Cadernos Brasileiros and Temas. Cadernos was the only one of the four

published in Portuguese and it had little impact on the Brazilian cultural scene.

7 See Peter Coleman, The Liberal Conspiracy: The Congress for Cultural Freedom and
the Struggle for the Mind of Postwar Europe. (New York: The Free Press, 1989).
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Of ILARLI’s four publications, Mundo Nuevo had the biggest budget and the most
ambitious goals as a magazine.8 It would not only promote the up-and-coming literary
scene in Latin America as World Literature, it would also attempt to establish dialogue
between the revolutionary Left and liberal anti-Communists associated with the
Argentine magazine Sur. The relationships between Mundo Nuevo, the CCF, the Ford
Foundation, and the CIA are complex and will be detailed later. For now, it will suffice to
say that without CIA money, channeled through the CCF and various non-profits, Mundo
Nuevo, a magazine that published some of the most innovative and challenging prose in
Spanish during its short lifespan, would not have existed. For its entire lifespan, Mundo
Nuevo—much like an academic journal—was dependent on outside funding and the good
graces of its benefactors. It never made a profit. Although its relatively small subscriber
base betrays a significant influence on the region’s cultural base, Mundo Nuevo simply
could not survive without U.S. money.

As | developed this project over the past two years, | have often been asked if the
CIA was unaware of the actual substance of Mundo Nuevo because it was so distant from
the day-to-day workings of the magazine. Indeed, my initial assumption was that the
magazine was so far removed from the CIA (the Agency, as we shall see later, deposited
money in non-profit “fronts” which then gave the money to the CCF, which, in turn,
sponsored individual magazines) that it must have been ignorant of what Mundo Nuevo

published. After all, the magazine had a very small subscription base and was hardly

8 This project is limited to an analysis and history of Mundo Nuevo, although it will make
mention of Aportes and ILARI where appropriate.
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useful as pro-U.S. propaganda. Perhaps, then, the magazine was secretly subverting the
CIA’s mission by publishing innovative fiction and leftist political commentary and
getting away with it because the CIA was too busy trying to develop another way to kill
Castro. A close look at the CCF’s involvement in Latin America, however, reveals that
Mundo Nuevo’s distinct blend of innovative fiction and non-Communist leftist politics
was part of a deliberate strategy and received attention from the highest levels of the CCF
and the CIA. Indeed, even ranking members of the Kennedy and Johnson
Administrations—such as Adai Stevenson—understood the critical role of literary culture
in shaping political attitudes in Latin America. CCF members such as Keith Botsford,
Theodore Draper, and Luis Mercier Vega all hoped to channel the enthusiasm for social
change brought about by the Cuban Revolution into a non-violent, democratic movement.
CIA agents Michael Josselson and John Hunt were also intensely aware the Cuban
Revolution’s power over the Latin American imagination and were ready to jettison the
organization’s rigid anticommunism in order to appeal to writers and intellectuals. As |
will show in later chapters, these agents were both sophisticated readers of literature and
political thinkers; they realized that McCarthy-esque anticommunism would never work
in the developing world and that the Cuban Revolution required that the United States

drastically rethink its role in Latin American affairs.
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17



UEUO

Ndmero 7 Enero 1967
El fundador 4
testimonios
Encuentros con Rubén Dario Varios 5
valoraciones
fl’inunrisrno y modernismo Ricardo Gullén 22

dialogo

Nuestro Rubén Dario

Severo Sarduy, Tomds Segovia

y Emir Rodriguez Monegal 33
poemas
Dm poemas Homero Aridjis 47
‘Pequefias prosas Alejandra Pizarnik 48
relato
La casa en Algarrobo Cristién Huneeus 49
taller
.:G_wﬁza.r o la cachetada metafisica Luis Hars 57
ideas
anmmmcldn Susan Sontag 75
libros y autores
« El Cosmopolita», de Juan Montalvo Augusto Arias 81
Madrid, con Cela I. Iglesias 85
s publicaciones ‘86
fenémeno del peronismo Horacio D. Rodriguez 88
o
s argentinas H. Alsina Thevenet 94
olaboradores %

Illustration 2: Table of Contents from Mundo Nuevo, number 7

18



Methodological Overview

There are many approaches to writing a critical history of a literary journal. In
recent years, a number of studies of literary magazines have been published and each one
carves out a uniqgue methodology for evaluating a journal over time. One such study, The
Tel Quel Reader, focuses on themes that emerged in the journal’s pages.® Surveying the
contributions of literary critics such as Julia Kristeva, Roland Barthes, and Philippe
Sollers, the editors of this collection conclude that Tel Quel promoted a “scientific” view
of literature during the 1960s. Later, the idea that literature could be studied scientifically
lost its influence among the journal’s key contributors. In any case, Tel Quel, as a journal
of critical theory, generated many articles of similar themes, since the many of the
contributors participated in similar Paris-based intellectual circles.

A similar approach to Mundo Nuevo would be difficult to undertake. Whereas
there was a circle of writers associated with Tel Quel, Mundo Nuevo published a diverse
array of writers and intellectuals, whose aesthetic and political visions varied widely.
Some of these writers were the same liberal anticommunists who had been frequent
contributors to Cuadernos. Others, such as Sarduy, were young outsiders who had no
defined political agenda. As | have already stated, Monegal published a diverse array of
authors whose aesthetic and political visions varied widely. Some—Ilike Puig—were

obvious precursors to postmodernism. Others—Ilike Pablo Neruda, had already achieved

9 Patrick Ffrench and Roland-Francois Lack, editors. The Tel Quel Reader. New York:
Routledge, 1998.
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an iconic status. Still others were connected to the non-communist left establishment of
the Congress for Cultural Freedom.

Because it is difficult to generalize about the themes or an overall aesthetic vision
of the magazine, | have chosen to analyze Mundo Nuevo’s particular role in the Boom
and the cultural Cold War. | see these two events as interrelated, even though it would be
reductive to say that the Cold War determined the Boom. After all, the Boom would have
been impossible without the modernist, narrative innovations that characterize such
works as Fuentes’s La muerte de Artemio Cruz (1962), Julio Cortazar’s Rayuela (1963),
Gabriel Garcia Marquez’s Cien afos de soledad (1967), and Mario Vargas Llosa’s La
casa verde (1966). Still, as | demonstrate, the Boom’s commercial and critical success is
inseparable from the cultural politics of the Cold War. In this respect, my work draws on
and extends a body of scholarship that investigates how specific cultural moments
flourished by placing them in their historical and political contexts.

Since the 1980s, scholars have devoted significant attention to the specific ways
in which seemingly “apolitical” works convey ideology. This project derives its
methodology and theoretical premises from a handful of critical works in literary and art
history that seek to understand artistic production in the light of political conflict and
ideology. In How New York Stole the Idea of Modern Art (1982), the art critic Serge
Guilbault details how Abstract Expressionism, an avant-garde artistic movement that
defined itself in purely formal and aesthetic terms, was marshaled into an ideological
counterweight to the Soviet Union during the Cold War. Guilbault claims that in the late
1940s, as the exigencies of Cold War politics began to affect every aspect of European

and American life, American policymakers wanted to neutralize the left-wing tendencies
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of artists by making Western “artistic freedom” synonymous with Western liberal
democracy and by “de-Marxifying” the intelligentsia, who had been sympathetic to
communism during the Popular Front years of the 1930s. “Because of avant-garde art’s
self-proclaimed neutrality, it was soon enlisted by governmental agencies and private
organizations in the fight against Soviet cultural expansion,”0 writes Guilbault.

Rather than promoting American elite culture—literature, painting, music—as
propaganda for Western-style liberal democracy during the Cold War, anti-Communist
writers and critics insinuated through magazines like Partisan Review that avant-garde
cultural innovation could occur only in Western democracies, principally the United
States. The literary critic Louis Menand, summing up much of the recent scholarship
about the role of international politics in shaping the reception of abstract expressionism,
addressed what he calls a “revisionist interpretation of art history” in the New Yorker in
October 2005. Menand’s review is worth quoting at length because it sets the stage for
the sort of political and historical turn I enact in my reading of Mundo Nuevo. Menand
writes:

What would have been the geopolitical uses of Abstract Expressionism? The

theory, as it was proposed in Artforum and other journals in the nineteen-

seventies, and then elaborated in Serge Guilbault’s “How New York Stole the

Idea of Modern Art” and Frances Stonor Saunders’s “The Cultural Cold War,” is

10 Serge Guilbaut, How New York Stole the Idea of Modern Art: Abstract Expressionism,
Freedom, and the Cold War (Chicago: University of Chicago Press, 1983), 11.
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that abstract painting was an ideal propaganda tool.!l It was avant-garde, the
product of an advanced civilization. In contrast to Soviet painting, it was neither
representational nor didactic. It could be understood as pure painting—art
absorbed by its own possibilities, experiments in color and form[...]. Either way,
Abstract Expressionism stood for autonomy: the autonomy of art, freed from its
obligation to represent the world, or the freedom of the individual—just the
principles that the United States was defending in the worldwide struggle[...]. But

the C.I.A. lurked in the shadows. It turned out that a Pollock had a politics.12

11 Although I agree with Menand’s overall assessment of the scholarship here, his claim
that Abstract Expressionism was “propaganda” is overstated. | would argue that non-
representational painting—much like avant-garde poetry or prose—is devoid of any
single determinate meaning and therefore incapable of being propaganda. The works
themselves are open-ended; it is in their reception that meaning is created. Abstract
Expressionism becomes charged with significance and symbolism only by the
communities that display the paintings, review them in magazines, and teach them in
universities. The same rule, | believe, applies to Modernist literature: it is the interpretive
communities who read, disseminate, translate, reproduce, and teach these works that
creates their meaning. The works themselves have ambiguous and sometimes

contradictory political orientations.

12| ouis Menand, “Unpopular Front.” The New Yorker (October 17, 2005), 177.
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Thus, the reverence for “autonomy” and “artistic freedom” in the United States during the
Cold War turns out to be a liberal, capitalist ideology that cloaks itself in a rhetoric of
absolute freedom for the individual.

For Menand, this “revisionism” has two prongs. The first concerns a web of
connections between governmental policy-makers, non-profit foundations, and the artists
and writers themselves. There is much circumstantial, but little concrete, evidence to
support this strand of revisionism. Thomas Braden, a CIA agent, had also worked as the
director of the Museum of Modern Art in New York City and as a professor of English at
Dartmouth. Still another director of the MOMA was Nelson Rockefeller, who publicly
ordered the removal of Diego Rivera’s mural from Rockefeller Center because of its
portrayal of Lenin. These men were aware of art’s political possibilities, and sought to
neutralize its leftist tendencies. They did so not by publicly advocating censorship, but by
privately advocating for highly formal models of modern art. While this is an intriguing
line of inquiry for understanding how ideology can be infused into supposedly apolitical
artworks, it can often resemble conspiracy theory. That is, there is often little specific
documentation of a CIA agent or government official arguing that a work should be
promoted as non-political in order to hide its real agenda.

The second prong of revisionism attempts reveal the secret political agendas of
former Marxist art critics Clement Greenberg and Harold Rosenberg, both of whom
advocated an apolitical approach to art criticism. Both critics had had a very public
falling-out with Communism, and sought to distance their criticism from it as much as
possible. Like Rockefeller and Braden (a figure who plays an important role in the

Mundo Nuevo saga), these art critics concealed their anti-Communist ideology in a
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rhetoric of “artistic freedom” and “autonomy,” terms that seemed to have no distinct
political agenda. As | will demonstrate in Chapter One, a similar rhetoric was deployed
by Mundo Nuevo’s editor, Emir Rodriguez Monegal, in the promotion of Latin American
modernism. This second prong is easier to understand: there is more textual evidence to
show intellectuals rhetorically manipulating art than there is for government agents doing
the same.

Lawrence Schwartz, in Creating Faulkner’s Reputation: The Politics of Modern
Literary Criticism, outlines a similar process to Guilbault’s in the field of American
literary production. In literature, the New Criticism performed a role comparable to that
of Abstract Expressionism in the early days of the Cold War: it established a cultural
politics for the artist in society, which, paradoxically, insisted that the artistic had no role
in politics. As Schwartz demonstrates, many of the writers who insisted on literature’s
autonomy from politics were themselves aware that such an insistence was, in fact,
fraught with political consequences. In the late 1930s, Alan Tate and John Crowe
Ransom, two founders of the American New Criticism, sought to promote the then-
unpopular William Faulkner as the ideal writer for a conservative Agrarian philosophy.
Later, as Cold War politics began to filter into literary circles, Faulkner was repackaged
as a cosmopolitan at the vanguard of literary innovation. Schwartz writes:

Tate and Ransom well understood the contradictory nature of having a literature

created by politically conservative writers who possessed a deep historical and

philosophical sense but who appeared to write as if they had no explicitly

philosophical purpose. After the war, Faulkner would come to represent these
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literary values now transformed from Agrarianism to New Criticism and

modernism, from American provincial to international avant-garde.13

The attempt to redefine the cultural politics of the arts during the Cold War was
by no means limited to American cultural production, although Guilbault and Schwartz
focus on the post-World War 1l American scene. As many recent scholars of Cold War
cultural history have demonstrated, the Congress for Cultural Freedom was also
instrumental in promoting a supposedly politically neutral policy of “artistic freedom”
throughout the world in literary journals, concerts, and conferences during the entire
period of the Cold War. During the early years of the Cold War, the CCF’s main focus
was on Europe, where the threat of Soviet expansion was most dreaded by American
policymakers like George Kennan. Consequently, much of the present scholarship on the

CCF focuses on Europe.4 Australian member of the CCF, writes in The Liberal

13 schwartz, 137.

14 The most comprehensive survey of the CCF’s international activities can be found in
Frances Stonor Saunders, The Cultural Cold War: The CIA and the World of Arts and
Letters (New York: New Press, 2000). Stonor Saunders’s book, while extensively
documented, lacks the analytical arguments of other books about the period and is
primarily concerned with Europe. While she does address a few notable examples of the
CCF’s intervention into the cultural scenes of the developing world, my primary use for
the book is as a reference for CCF and CIA connections in Europe. Mundo Nuevo is not
mentioned in her book.
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Conspiracy that this situation made the Congress rethink its strategy throughout the
“underdeveloped world,” but especially in Latin America. Coleman writes:
When the Congress Secretariat reassessed its program in Latin America in the late
1950s and early 1960s, it was clear that it had failed and that its cultural-
intellectual network aiming at the climate of opinion was no match for the
fidelistas aiming at revolutionary power[...]. [A]nti-Communist activists had little
appeal to the young[...]. The Secretariat decided to close down the remaining
committees and try to replace them, again, with “centers of intellectual ferment”
that would not so much defend cultural freedom as practice it. It would also make
another attempt to reach the radical young and the non-Communist Left (in
accordance with Michael Josselson’s slogan, Fidelismo sin Fidel, revolution
without dictatorship). In 1962, it sent Keith Botsford to Brazil and Luis Mercier
Vega to Uruguay, the former to concentrate on writers, the latter to concentrate on
social scientists, and both to work together.15
Coleman was the first to point out that the ultimate outcome of this reassessment was
Mundo Nuevo, a journal that would appeal to the revolutionary left yet create an outlet for
writers and intellectuals disillusioned with the increasingly totalitarian character of the
Cuban Revolution. The slogan “Fidelismo sin Fidel” encapsulates the CCF’s vision of the
magazine: politically and aesthetically revolutionary, yet distinctively non-Communist. In

this sense, Mundo Nuevo became a weapon in the “cultural Cold War” even as its editor

15 Peter Coleman, The Liberal Conspiracy. The Congress for Cultural Freedom and the
Struggle for the Mind of Postwar Europe (New York: Free Press, 1989), 205-206.
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Monegal insisted on the magazine’s openness to dialogue and its politically neutral
character. Monegal, as | will show in Chapter Three, was so consumed with his self-
appointed mission—promoting Latin American writers as worthy of the best in the
European modernist tradition (i.e., “the Boom”)—that he never came to terms with the

political function of his magazine in the “cultural Cold War.”
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Chapter One: Genealogy of a Polemic: Tracing the History of Mundo

Nuevo Through Latin American Literary Magazines

Mundo Nuevo had a hybrid genealogy in that it was, as mentioned in the
Introduction, undoubtedly part of the CCF’s “big family” of anticommunist magazines.
Monegal had an agreement with Melvin Lasky—an editor at Encounter and a CCF
intellectual aware of the CIA’s influence—that permitted him to publish Spanish
translations of works in other CCF publications at no cost to Mundo Nuevo. There was a
strong affinity between Mundo Nuevo and the other dozen or so CCF magazines around
the world. At the same time, the magazine’s intellectual heirs were also to be found in
Latin America, with the region’s proud tradition of publishing distinctive—and
polemical—journals. Even though Mundo Nuevo was published and directed from Paris,
the magazine was targeted at Latin American audiences and sought to recapture the spirit
of other literary magazines in Spanish that had generated excitement beyond national

boundaries. This chapter explores Mundo Nuevo’s intellectual genealogy through an
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examination of three important literary magazines that preceded it in Spanish America:
the Argentine journal Sur (1931-1971), the cultural pages of the Uruguayan newspaper
Marcha (1939-1974),1 and the weekly Cuban magazine Lunes de Revolucion (1959-
1961). These three publications, | argue, formed an intertextual field of literary
production that best explains Mundo Nuevo’s unique intervention in Latin American Cold
War literary history.

The term “intertextuality” signifies different concepts to different critics, and has
been notoriously difficult to define. I would like to expand the notion of intertextuality
beyond the notion of literary allusion, and relate it to the discourse of the literary
magazine in twentieth-century Latin America. That is, intertextuality not only refers to a
concrete allusion of one text to another text; it also implies a system of signification, in
which one text engages in an already established discourse. Michel Foucault, in The
Archaeology of Knowledge (1972), elaborates this idea of intertextuality by challenging
the definition of an individual book:

The frontiers of a book are never clear-cut: beyond the title, the first lines and the

last full stop, beyond its internal configuration and its autonomous form, it is

caught up in a system of references to other books, other texts, other sentences: it

1 Marcha presents a taxonomical problem: its motto was “toda la semana en un dia,”
giving the impression that it was a newsmagazine. Its newspaper-like format, however,
resembles a newspaper more than a magazine. Marcha was printed on newsprint, and
contained none of the intricate, artistic formatting of Sur, for example.
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is a node within a network]...]. The book is not simply the object that one holds in

one's hands|...]. Its unity is variable and relative.2
The idea that a book—or, in this case, a literary magazine—is “a node within a network”
forms the theoretical basis for the rather practical investigation that follows in this
chapter. Without this theoretical presupposition, there is little point in investigating a
group of literary magazines, or even the magazines themselves, since they would merely
represent a vehicle for a certain text’s circulation in the world. Mundo Nuevo was a node
within two frameworks: twentieth-century Latin American literary magazines, and Cold
War anti-Communist journals. This chapter explores the first node, while Chapters Two
and Three deal with the more politically charged second node.

The term “literary magazine” is itself fraught with problems. A survey of its
various manifestations in Spanish America reveals that literary magazines have assumed
various formats and genres and have appealed to vastly different audiences. Some, like
Marcha, were materially indistinguishable from newspapers except that they published
on a weekly rather than a daily basis. Others, like Lunes de Revolucion, appeared as
supplements to newspapers. Still others, like Sur, varied in format, and were published
irregularly. Furthermore, the very material form of Sur, unlike Marcha and Lunes, could
be treasured by its readers as an objet d’art: Sur featured high-quality paper and sparse
yet elegant illustrations not meant for cheap, mass-market circulation, but to be enjoyed

by a limited number of the Argentine cognoscenti. Sur also differed from the other two

2 Michel Foucault, The Archaeology of Knowledge (New York: Pantheon Books, 1972),
23.
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magazines in its limitation of space for advertising.® While Sur—unlike many highbrow
North American literary magazines—accepted advertisements in its pages, it generally
relegated these ads to the “back of the book.”#4 While Marcha contained large-scale ads
for apartments, shoe polish, and mattresses, Sur featured only a few small-scale ads,
mainly for bookstores, publishers, or other magazines. This difference in advertising
policy symbolizes a larger ideological difference between the two publications. Marcha
was populist, while Sur was elitist; together they represented opposite ends of a spectrum
of attitudes towards the relationship among literary publishing and mass culture in the
River Plate region. It is no coincidence, then, that Sur’s politics were liberal and anti-
populist, while Marcha was a Marxian, populist newspaper with a particularly strong
cultural dimension.

This region—the highly urbanized section of Argentina and Uruguay near the
mouth of the River Plate—has a distinctive significance in Latin American literary
history. It is one of the few regions in Latin America where the production of literature
developed into a mass-market, middle-class phenomenon. Near the end of the nineteenth

century, modernista writers such as Dario were able to gain a wide readership thanks to

3 The role of advertising in literary magazines constitutes a black hole in the existing
scholarship. All literary magazines accepted advertisements and advertisers proved
essential to the financial livelihood of the magazines, but this element of magazine

publishing is rarely, if ever, analyzed.

4 In the jargon of magazine publishers, the phrase “back of the book” refers to the final

pages of the magazine.
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the extensive distribution of the Buenos Aires magazine Caras y Caretas, which did
much to lay the groundwork for a vibrant literary culture in the region. A historian of the
magazine, Howard Fraser, claims in Magazines and Masks: Caras y Caretas as a
Reflection of Buenos Aires, 1898-1908, that
Caras y Caretas was an extraordinary magazine. Launched in 1898, the magazine
catered to a mass audience whose thirst for information on cultural events and
new literary experiences sought gratification in a broad spectrum of popular
publications. But, unlike other short-lived, purely literary publications, Caras y
Caretas succeeded in attracting ever greater numbers of readers.>
Other newspapers, such as La Nacion, carried on the strong tradition of literary
journalism in the region by seeking out novelists, such as the American novelist and
essayist Waldo Frank, to become correspondents. It was precisely this mass-market
cultural phenomenon which irked elitists like Victoria Ocampo. For her, true literary
value could never be understood or appreciated by the masses, even as the market in the
River Plate demonstrated a desire for “serious” literature: poetry, essays, and short
fiction. Ocampo, like members of the nineteenth-century Russian aristocracy, had grown
up speaking French and looking to Europe for the latest trends in art. She had little
interest in the sort of politically engaged, nationalist cultural production happening

elsewhere in Buenos Aires.

5 Fraser, Howard M. Magazines and Masks: Caras y Caretas as a Reflection of Buenos
Aires, 1898-1908 (Tempe: Center for Latin American Studies, 1987), 2.
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Mundo Nuevo, meanwhile, claimed a middle ground between the left-wing
populism and mass-produced format of Marcha and Lunes on the one hand, and the
highbrow, stylish format of Sur, on the other. Mundo Nuevo’s editor, Monegal, admired
Sur and worked at Marcha, despite his differences with many of the contributors there.
When he was presented with the opportunity to direct Mundo Nuevo, he started to see
himself as the chief promoter and critic of Latin American writing the 1960s, but the
magazine’s supervisors in the Congress for Cultural Freedom saw the magazine as
dependent on a small circle of readers. Luis Mercier Vega, the CCF’s most important
figure for Latin American affairs, complained to others in the CCF that “Mundo Nuevo
est devenu une revue littéraire reservée a une trés faible minorité. Cette situation exige
une nouvelle politique administrative.”¢ Indeed, according IACF documents,” circulation
figures for Cuadernos had once reached a high of nearly 9,000 per issue during the early
1960s, but Mundo Nuevo was losing readers, even if it was successful in appealing to a

certain segment of the literary elite. Considering the differences in audience, then, special

6 From a letter dated December 12, 1967 to CCF members Shepard Stone and Pierre
Emmanuel in the International Association for Cultural Freedom paper at the Special
Collections Research Center at the University of Chicago Library. Documents from this
collection will be abbreviated IACF, followed by box and folder number. I will also

provide the names of addressees and dates when possible.

7 The Congress for Cultural Freedom became known as the International Association for
Cultural Freedom in 1967, after John Hunt and Michael Josselson resigned. The CCF’s

papers at the University of Chicago officially known as the IACF papers.
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attention should be paid to the different audiences of these magazines, and the ways in
which the magazines created “interpretive communities” in domestic and international
contexts. As John King notes in his survey of Sur, “the context in which articles [in a
literary magazine] are read can often determine how they are read.”®

In magazine publishing, editors must “construct” an audience by appealing to the
tastes and opinions of certain sectors of society. In order to retain advertising revenue,
magazines must prove that they have a steady, loyal base of readers. Thus, we must
consider the publication and reception of these magazines as a two-way street; ignoring
the reception of magazines would mean neglecting the audiences that nurtured the editors
and contributors of those magazines. Sur, Lunes de Revolucion, and Marcha created
markets for their products and then shaped the tastes and opinions of those markets by
publishing certain authors and excluding others.

For Mundo Nuevo, a literary magazine which represented an important
intervention in the cultural Cold War, part of this context was the venerable tradition in
Latin America of literary production through magazines or cultural supplements to
newspapers. Although this tradition is not limited to Latin America, it takes on a special
significance there since book circulation was not as widespread as it was in Europe or the
United States to this day. As Jorge Ruffinelli, an Uruguayan editor and literary critic, has

stated: “Las revistas, lo sabemos, son el lugar de encuentro en el cual los escritores de un

8 King, 200.
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periodo aprenden a leerse y discutirse mutuamente.”® Magazines, for Ruffinelli, are the
textual equivalent of a public square, where ideas and trends clash. In the comment
quoted above, Ruffinelli alludes to the interpretive community established and
maintained in Latin America through these magazines, where authors from different
genres and political perspectives read each other and defined the cultural and political
debates of the day. Much of this tradition can be attributed to the weak infrastructure and
high costs of the book publishing industry in Latin America, which created a greater
reliance on more ephemeral (and cheaper) periodicals.

The idea of the “interpretive community” originates in the work of Stanley Fish,
who uses the term to describe the way meanings and interpretations are assigned to texts
by communities of readers, as opposed to a single reader or a God-like author. For Fish,
texts derive meaning from their interaction with readers; even canonical texts like
Paradise Lost lack a stable, transcendental meaning outside of that which is imposed on
it by a community of readers. Fish’s approach to literature is rhetorical: it sees meaning
as formed out of the confluence of authors, readers, and texts. Reed Way Dasenbrock,
summarizing the interpretive community, states that in a given rhetorical situation,
readers establish meanings

by virtue of the theories or beliefs about meaning and about texts that they hold to

be true. This new formulation, the theory of interpretive community, replaces the

9 Jorge Ruffinelli, “Mario Benedetti y mi generacién”, in Carmen Alemany, Remedios
Mataix y José Carlos Rovira, editors, Benedetti: Inventario complice.(Alicante: Servicio
de Publicaciones, 1998), 29.
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individual reader of reader-response criticism with a community of readers

sharing a set of interpretive strategies in common.10
The interplay between readers, texts, and authors in an interpretive community is an
important concept for the study of literary magazines because these publications compete
in a marketplace of ideas in which they must create an audience that will financially and
intellectually sustain their publications. The interaction between these journals and their
interpretive communities created a conversation about art and politics into which Mundo
Nuevo would intervene for four years and whose resonance would continue until the
present day.

While William Luis may be correct in asserting that “The history of Spanish
American literature is best represented by its literary magazines,”1! the material format of
those magazines is often left unexamined by critics. This is understandable. Literary
critics are trained to analyze language; the visual rhetoric of magazines and their material
artifacts are often left unexamined by critics whose main interest lies in the content of the
publications in question. Still, the variety of formats of Marcha, Sur, Mundo Nuevo, and

other magazines calls on us to consider the physical differences in any sort of

10 Reed Way Dasenbrock, “Stanley Fish” in The Johns Hopkins Guide to Literary
Theory and Criticism (Baltimore: Johns Hopkins University Press, 2005). Accessed
online at < http://litguide.press.jhu.edu/cgi-bin/view.cgi?eid=101&query=reed%20way>
[March 21, 2007]

11 william Luis, “Exhuming Lunes de Revolucién,” CR: The New Centennial Review 2.2

(2002), 253.
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periodical.12 Those such as Marcha printed on black-and-white newsprint have less of a
chance of surviving than Sur, which was bound like a book and contained colorful prints
within the journal. The wide range of formats calls into question the very notion of a
“magazine.” The Spanish term “revista” is usually taken to signify any kind of non-daily
periodical, while the English term “magazine” is often differentiated from a “journal,”
which is presumed to have a more academic or specialized focus. It is worth analyzing
the terms “magazine” and “revista” in order to better understand why and how this
particular format became so important in the development of the Latin American Boom.
Critics such as Pablo Rocca and King have cited Marcha and Sur as antecedents
for Mundo Nuevo’s unique blend of literary experimentation and social commentary, but
have overlooked the fact that both magazines were published under very different
circumstances and with very different target audiences in mind than those of Mundo
Nuevo. This is perhaps in part because the term “literary magazine” (the term “little
magazine” is often used in an Anglo-American context, although this term is not
frequently employed in Latin America) is rarely examined critically. The term is
somewhat of a misnomer since many Spanish American “literary magazines” were only
partially concerned with literature as we understand it today—fictional short stories,
novels, or poetry—per se. In its infancy during the 1930s, for example, Ocampo’s Sur
had little interest in publishing fiction, a staple of most contemporary literary magazines.
Ocampo was primarily interested in the philosophical essay, especially those essays

which explored “universal” values. The Argentine editor and heiress was keenly

12 See Inserts for illustrations of these magazines.
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interested in European thinkers like Virginia Woolf and José Ortega y Gasset, and
published these writers’ essays in her magazine while also cultivating a small circle of
native Argentine fiction writers, poets, and essayists, including Jorge Luis Borges and
Ezequiel Martinez Estrada. These writers also shared Ocampo’s interest in mysticism;
many of Sur’s early essays explored Eastern religions or cultish branches of Western
religions. The members of Ocampo’s circle all had one thing in common: a distaste for
literature as a vehicle for social protest. Realism was disdained as lowbrow and didactic.
Ocampo looked down on writers like the Argentine novelist Roberto Arlt who dealt with
the gritty realities of urban life among poor immigrants in Buenos Aires.

Perhaps the most notable omission in Sur was the Uruguayan-born writer Horacio
Quiroga, who lived much of his life in Argentina and wrote short stories about the
Argentine province Misiones. Even though Quiroga transcended regionalist “local color”
by adopting many of the plot twists and narrative techniques of Edgar Allan Poe, Quiroga
was ignored. For the Sur crowd, Quiroga’s formidable talent was negated by his
reputation as a purveyor of regionalism, one of Sur’s many béte noires. Skepticism
towards political and artistic manifestations of regionalism would be another legacy that
Mundo Nuevo would inherit from Sur. In the case of Mundo Nuevo, however, the
political stakes would be higher as the magazine’s antagonists allied themselves with
Third World revolutionary struggles and portrayed Mundo Nuevo as an unwitting ally of
the United States.

Whereas North American literary magazines are commonly associated with
journals that almost exclusively publish literary fiction and poetry, Latin American

literary magazines have ranged more broadly across the arts, politics, and social
38



commentary. This means that the interpretive communities for Latin American literary
magazines have been broader than those for North American literary magazines.13 In the
United States, the publishing of poetry and literary fiction—that is, writing that
announces itself as “artistic” and distinct from so-called “genre fiction” (science fiction,
detective fiction, romance novels, etc.) has become highly professionalized and is
regulated by creative writing programs and their respective journals, which are rarely

read by the general public.1* The notable exceptions—magazines like Harper’s and The

13 This can be a curse or a blessing. The case of Lunes de Revolucién exemplifies the
dilemma of achieving a wide readership outside the intellectual elite. While Lunes was
successful in reaching a diverse audience (boasting a circulation of around 200,000)
without compromising its intellectual integrity, its popularity also brought it to the

attention of the highest levels of government, who closed the magazine.

14 The distinction between “literary fiction” and “genre fiction” has led to many
incidents of hand-wringing and public consternation by writers and critics, most notably
in a flare-up between the writer Jonathan Franzen and talk-show host Oprah Winfrey. In
2001, Franzen declared his novel, The Corrections, to be a work of “serious literary
fiction,” and, thus, not appropriate for Winfrey’s book club. Franzen was roundly
criticized as being “elitist” for his remark, but he only echoed a distinction that has been
created and reinforced through literary prizes such as the Pushcart and O. Henry Prize,
which expressly ban “genre fiction.” | realize that such categories are constructs, but find
it instructive to analyze these constructions.
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New Yorker—have been holdouts in an overall decline in interest toward literary fiction
in U.S. magazines.

Even though Latin American publishing is a much smaller industry than
publishing in the United States,1> Latin American literary magazines have traditionally
enjoyed a significant readership outside the narrow circles of fiction writers and poets.
There are many reasons for the lack of book circulation in Latin American nations, but
the most important is economic: Latin American writers have, out of sheer financial
necessity, had to work as journalists, editors, bureaucrats, and politicians to support their
craft. Monegal, in a 1984 interview with Alfred MacAdam, claimed that Carlos Fuentes
was the first Latin American writer to take on the services of a literary agent in the
United States—a virtual necessity for a contemporary writer who aims to achieve mass
market circulation:

Fuentes was the first Latin American writer | can think of to have an agent,

and an American one at that. Now everybody does. The economic factor, again, is

paramount: When writers could not make a living by their writings, as was the
case before the Boom, there was no need for agents. But now, although this
applies only to a few people, books by Latin American writers sell throughout

Latin America and around the world, so agents are a necessity.16

15 Furthermore, many notable literary works in Latin America originate from Spanish
publishing houses such as the Barcelona-based Seix Barral, which—along with Mundo
Nuevo—was instrumental in launching the Boom in the early 1960s.

16 MacAdam, 31.
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The Chilean writer José Donoso’s network of connections to the U.S. publishing
marketplace was a breakthrough for Latin American writers, since such connections
could yield lucrative book contracts and even more money through film option rights.1?
Although few Boom-era novels were turned into blockbuster movies—Cortazar’s short
story, “Las babas del diablo,” the inspiration for Michelangelo Antonioni’s 1966 film,
Blow-Up, was an exception—Boom authors were certainly aware of the possibility of
film adaptations.

Although the precarious situation for writers in Latin America before the Boom
may have been detrimental to the development of a professional class of creative writers
in the region, it has, paradoxically, meant that writers have enjoyed more prestige and
cultural capital than in the United States. In a region where creative writers are also
politicians and journalists, the activities of writers such as Pablo Neruda or Gabriel
Garcia Marquez have become as important—if not more important—than those of the

politicians themselves.18 Thus, the stakes for publishing literary magazines in Latin

17 See José Donoso, The Boom in Spanish American Literature: A Personal History
(New York, Columbia University Press, 1977). Donoso, an alumnus of Princeton
University, was sanguine about his connections to the U.S. market, while committed

leftist writers saw any commercial success as a corruption of purely literary values.

18 During the writing of this dissertation, photographs of Garcia Marquez after a fight
with Vargas Llosa surfaced after almost forty years; the photographs made front-page
headlines in some Latin American countries.
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America have long been high and the region’s literary magazines have done much to
determine the political vision and cultural values of generations of readers.

Broadly speaking, the literary magazine in Latin America can also be
differentiated from a U.S.-style literary journal that specializes in the production of
literary fiction and poetry by the demographics of its target audience. While many United
States-based literary journals seek to publish writers for an audience of other writers and
critics, the literary magazine in Latin America has often sought out a broader audience by
incorporating a wide variety of genres within the magazine itself. Thus, even small-
circulation magazines, like Sur in the 1930s, published poetry, photographic essays,
literary criticism, and essays on Pan-Americanism. Because Latin American interpretive
communities lacked the institutional structures to create highly specialized cadres of
thinkers and academics—such as in the case of the United States during the Cold War—
these communities tended to engage in dialogue with each other, even when that dialogue
became ideologically polarized. The Uruguayan literary critic Pablo Rocca comments on
this phenomenon in 35 afios en Marcha, discussing that magazine’s tenuous affiliation
with both academics and writers:

La inexistencia de un marco académico funcional en el pais [Uruguay] obligd

[Marcha] a tomar posiciones colindantes a ese terreno, porque la Universidad no

cubria las expectativas necesarias en el abordaje de los estudios culturales, que

solo esporadicamente irrumpian en la revista oficial, Anales de la Universidad.1®

19 Pablo Rocca, 35 Afios en MARCHA: Critica y Literatura en MARCHA y en el
Uruguay, 1939-1974 (Montevideo: Division Cultura, 1992), 53.
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For Rocca, then, Marcha filled the public square with ideas that universities were unable
to disseminate to a broad public.

Literary magazines such as Sur, Lunes de Revolucion, and Marcha must also be
differentiated from mass-market, general-interest magazines (which are usually
considered the terrain of professional journalism). Literary magazines in twentieth-
century Latin America can be distinguished from general-interest magazines by two
factors: audience and style. In the case of all the magazines examined in this project, the
audience consisted of an intellectual elite, which (whether its editors admitted it or not)
saw “high culture”—literature, classical music, fine arts—as an essential component of
culture. In the rather peculiar case of Lunes de Revolucidn, this elitist component was
expanded to include popular music, film, and television. Lunes, as we will see, attempted
to democratize culture by broadening the range of subjects to be explored; the magazine
also made much of its circulation figures, which, at one point, were purported to be as
high as 250,000. Despite its unparalleled success at reaching a middle-class audience,
Lunes, much like Sur, targeted the intellectual and cultural elite of Cuba. Likewise,
Marcha also targeted a middle-class, educated audience with its slogan of “toda la
semana en un dia.” In terms of cultural impact, however, Marcha was an affair of the
Uruguayan intellectual elite—writers, academics, and publishers—who read and
published in its pages.

These magazines can also be differentiated from mass-market magazines by their
prose style. Literary magazines—especially the ones in question here—did not
compromise their aesthetic and philosophical viewpoints with concerns about mass

marketability or sales at the newsstand. In Sur’s first years, the magazine was almost
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entirely financed by its editor, Victoria Ocampo. Many Cuban publications—including
the renowned Casa de las Américas—have relied on government funding, which
decreases the publications’ dependency on subscribers and advertisers. In the case of
Cuba, financial support has come from the Castro regime, which has placed a high value
on the arts and culture since the triumph of the Revolution in 1959. Castro—Ilike Stalin—
has taken a keen interest in writers as “engineers of the soul.”

In the terminology of Pierre Bourdieu, Latin American literary magazines have
generally been more significant in terms of cultural capital (or prestige) than economic
capital. Bourdieu’s distinction between economic and cultural capital is important
because it can help us understand how literary magazines like Sur and Mundo Nuevo—
journals with small circulation numbers—can be at once intellectually prestigious and
financially unprofitable. Bourdieu argues that literary Modernism, with its self-
consciously “difficult” style, creates a sense of deferred gratification in the reader.
Symbolic value is attributed to those goods that have a rarified circulation and that
proclaim themselves as “autonomous” from the economic marketplace:

The *market of symbolic goods’ assigns cultural value to those works, and those

authors, that defer immediate returns: *high’ art is differentiated from ‘low’

culture by the former’s apparent distance from or denial of temporal rewards. In

Les Regles de I’art (1992, The Rules of Art, 1996), Bourdieu’s most sustained

examination of literature, he shows how the novelist Gustave Flaubert, among
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other late nineteenth-century writers, sought to constitute a literary field whose

autonomy was defined by its ‘rupture with the economic order.’20
Bourdieu’s insights about the literary field only take us so far, however. One of the main
features of Bourdieu’s approach to literary criticism is his belief that literature constitutes
an autonomous field of culture, obeying its own rules of value. Viewed in the context of
the Cold War, however, literary magazines were never fully autonomous; my contention
here is that even when they claimed to be autonomous (or “independent,” in the
terminology of the day) they were responding to subtle ideological pressures from fields
not normally associated with literary production, U.S. and Cuban foreign policy in
particular. Literary magazines, meanwhile, muddy the waters of the concept of
“autonomy.” While Sur never sought a wide audience, other magazines tried to expand
the marketplace for literature into the middle and working classes. The populist Marcha

aimed to have the most prestigious cultural supplement in Uruguay while also actively

20 |f Bourdieu’s insight into economic versus cultural capital is important for my reading
of Latin American literary magazines, his dense prose style often creates more confusion
about the very distinctions he seeks to elucidate. For reasons of clarity and brevity, | have
used the Johns Hopkins Guide to Literary Theory and Criticism to summarize the
concept of cultural capital. John Beasley-Murray, “Pierre Bourdieu,” Johns Hopkins
Guide to Literary Theory and Criticism (Baltimore: Johns Hopkins University Press,
2005), online edition.
<http://litguide.press.jhu.edu/cgi-bin/view.cgi?eid=37&query=cultural%20capital>
[accessed on March 23, 2007]
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seeking out up-and-coming writers and critics in other, less well-known publications like
Marginalia and Clinamen.

The difference in approach and orientation between a mass-market magazine and
a literary magazine can be illustrated by example. John King relates an episode in which
Victoria Ocampo was notified of the appearance of a middlebrow, semi-literary magazine
in Buenos Aires in the 1960s, Primera Plana. As King notes, Primera Plana had
attempted to reach a young, university-educated class brought up under the reform-
minded regime of Arturo Frondizi. In the 1960s, for the first time, Borges had started to
achieve a wide readership in Argentina, brought about, paradoxically, by his “discovery”
in France. Ocampo found this situation deplorable, and argued that real literature was
always “para minorias.”?! The idea that the “vulgo” would read the latest work by
Cortazar in the subway and not be bored, was, to Ocampo, laughable.22 While Primera
Plana’s circulation was undoubtedly higher than Sur’s (it was a glossy magazine with
advertisements for refrigerators and tires), Ocampo’s magazine managed to retain a
superiority in terms of cultural capital: it was the gold standard to which all other literary
magazines would be compared until the 1960s. In the world of Cold War literary-
magazine publishing in Latin America, the struggle to accumulate cultural capital had
little or nothing to do with economic capital, as magazines with small circulation figures
(Mundo Nuevo, Sur, Numero) were often cited as more influential among intellectuals

than glossy magazines like Primera Plana. Indeed, as Bourdieu notes in a study of music

21 see King, Sur.

22 King, 170.
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tastes in France, one of the characteristics of cultural capital is that it lacks a mass appeal.
Mundo Nuevo, like Sur, realized that the lack of a mass appeal, and a selected targeting of
cosmopolitan intellectuals, would be important for the magazine’s long-term

sustainability.
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Illustration 3: Primera Plana from June, 1967: The Boom becomes a mass-market
phenomenon as Cien afios de soledad becomes a literal best-seller (it was listed as the
number one selling book in Argentina in this issue, Number 234). Only months
before, Garcia Marquez had considered taking a job as Monegal’s correspondent

for $400 a month. Financial success from the novel allowed him to decline the offer.
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Mundo Nuevo in the Pantheon of Latin American Literary Magazines

Some Marxist critics have argued that Mundo Nuevo should not even be analyzed
in the same category as other notable Latin American literary magazines. Its connection
to the CIA is the equivalent of an asterisk by its name in the history of literary publishing.
Because of Mundo Nuevo’s distinctive financial ties to American foreign-policy
initiatives, many critics have shied away from placing the magazine squarely within a
framework of Latin American literary history, dismissing it as U.S. propaganda. Nestor
Kohan, in a 2002 issue of Casa de las Américas, exemplifies the tendency of many leftist
critics to dismiss Mundo Nuevo as a CIA mouthpiece. Writers for Mundo Nuevo, he says,
were “protegidos bajo el paraguas de la compariia”23—the “company” being an obvious
allusion to the CIA. Yet Mundo Nuevo constituted an intervention into a field of cultural
production that had been well established since the beginning of the century, and
Monegal’s contacts with Latin American intellectuals (including the Cuban poet and
critic who would later become one of his fiercest rivals, Retamar) indicate that he

assumed the magazine would be of interest to these intellectuals. Mundo Nuevo, despite

23 Nestor Kohan, “La pluma y el dolar. La guerra cultural y la fabricacién industrial del
consenso,” Casa de las Américas 227 (2002).
<http://www.casa.cult.cu/publicaciones/revistacasa/227/kohan.htm> [accessed on March
23, 2007]
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its ties to international anti-Communism, was very much a part of a Spanish American
intertextual discourse, discourse that was founded in the pages of Sur, Marcha, Numero,
the Cuban literary journal Origenes, and many other twentieth-century magazines. Given
Mundo Nuevo’s unique situation as a node in two frameworks, the magazine operated not
only within the context of the international, anti-communist interpretive community
(which found outlets in CCF magazines like Encounter and Preuves), but also within the
framework of Latin American literary history.

When the first issue of Mundo Nuevo appeared in June 1966, rumors about its
financial links to the CIA had already begun to circulate in Cuba and in many leftist
circles in Latin America. A series of letters between Monegal and the head of Casa de las
Américas, Roberto Fernandez Retamar, revealed Mundo Nuevo’s affinities with the
Congress for Cultural Freedom. Monegal told Retamar that his new “magazine of ideas”
would be associated with, “pero no dependiente,” on the anti-Communist group. He told
Retamar that he hoped to open a dialogue with the Cubans and carve out an alternative
path to intellectual freedom, away from nationalism or doctrinaire Marxism. As | shall
demonstrate later in this chapter, Monegal’s attempt to construct an intellectual third way
between Marxism and quasi-fascist nationalism a la Per6n was not original. It had been
attempted in other contexts, and derived much of its inspiration from the Argentine
magazine Sur, as well as from his experience as an editor at Marcha and the ill-fated
Cuban experiment, Lunes de Revolucion. Mundo Nuevo would also manage to lure many
talented writers and editors to the magazine because of their falling out with the Cuban

government over the Lunes de Revolucion affair.
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Thus, despite the magazine’s many claims to the contrary—even the title
announces the publication’s novelty—Mundo Nuevo was not an entirely new event in
Latin American cultural history. Nevertheless, like a good promoter, Monegal fetishized
“the new” in art and culture and presented his magazine as an avatar of a new wave in
Latin American cultural production. The magazine’s inaugural “Presentacion” in the first
issue is worth quoting at length, as it demonstrates the avant-garde cosmopolitanism that
would come to dominate each issue:

América Latina tiene una enorme responsabilidad en esta hora en que el hombre

se encuentra al borde de un mundo nuevo. Liberado de los mas obvios lazos

coloniales hace ya siglo y med