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I n t roduct ion

v

Ana Clavel and the Boom Femenino: 
Continuities and Queer Disruptions

Contexts

Ana Clavel, born in Mexico City in 1961, is an extraordinary writer of fiction, yet 
her works have received scant critical attention.1 The aim of this monograph is thus 
to attest to Clavel’s particular contribution to Hispanic letters, which arguably is as 
significant as that of more established Spanish American women writers. The study 
also demonstrates how Clavel continues the tradition of both her predecessors and 
contemporaries by focusing on questions of gender, but also how she queers the 
more conventional narrative themes and genres associated with some of the more 
‘canonical’ writers of the boom femenino and actively resists the commodification of 
literature endorsed by market forces in Mexico today. There is a growing interest 
in Clavel in the form of a few articles, PhD theses and conference papers, but 
there are currently no major publications in monograph form on this author or 
studies which examine specifically the interrelationship between Clavel’s different 
internet, artistic, and literary outputs.2 Despite a general growing interest in art and 
literature using multimedia and digital technologies in Latin America, very few 
serious studies in the area have been produced to date.3 There is thus a clear need for 
this study, as the analysis of Clavel’s literary, multimedia, and cyber interventions 
will constitute an important contribution to the growing scholarly interest in the 
emerging ‘canon’ of Latin American artists and writers in these areas.

In order to situate Clavel’s work within a broader Mexican cultural context, 
this introduction furnishes readers with a brief overview of Spanish American 
and specifically Mexican women’s writing of the boom femenino produced from the 
1970s onwards.4 Clavel is a relatively unknown author who belongs to this wave 
which is characterized by the dramatic emergence of women’s voices in the cultural 
sphere in Mexico and is due, in part, to a globalized cultural environment that has 
seen rapid change in all areas of women’s lives.5 It must be noted that the literary 
boom femenino is not a uniquely Mexican phenomenon as it is used to refer to the 
broader explosion in publishing by women writers throughout Spanish America. 
Furthermore, the term cannot be understood without, albeit brief, reference to the 
boom and post-boom.

The boom is a widely-known term used to refer to Spanish American literature 
and the explosion of literary activity after the 1960s, much of which was translated 
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and found an international public. Whilst some boom narratives have come to be 
associated with complex and inaccessible forms of writing, post-boom writing, which 
refers to Spanish American literary production after the 1970s, is described as a 
counter-project to the boom in its accessibility, less f lamboyant experimentation, and 
focus on the quotidian rather than complex philosophizing.6 The boom is invariably 
associated with male writers, especially with the so-called ‘big four’ — Gabriel 
García Márquez, Julio Cortázar, Mario Vargas Llosa, and Carlos Fuentes — , 
whilst women writers rarely feature as part of this elite group. However, as Irma 
López points out,7 from the 1970s onwards, new spaces opened up for other writers, 
in particular women writers who came to be associated with the boom femenino.8 
According to Dawn Slack, while the boom is studied by international literary and 
cultural critics and even recognized, to an extent, by non-academics, the myriad of 
Mexican (and Spanish American) women writers publishing since the 1980s have 
received comparatively little critical acclaim, in spite of (or perhaps because of ) their 
productivity and popularity.9 The intention of this monograph is therefore, in part, 
to redress this imbalance and to give the urgent critical attention which Ana Clavel 
and more broadly the boom femenino authors deserve.

At the heart of the work by these contemporary women writers, there lies similar 
preoccupations with issues, for instance, of gender inequality, the socio-historical 
marginalization of women or other perceived minority groups such as gays or 
Jews, the (female) body, and sexuality. Many of the boom femenino texts are centred 
on the experiences of women and their identities (López, ‘The Will to Be’, pp. 
32–33). Lorraine Kelly highlights shared concerns of the writers pertaining to the 
boom femenino, such as the fight for equity and equality, and their desire to draw 
our attention to women’s daily struggles to overcome the social, moral, and sexual 
constraints imposed by society.10 In this way, she argues, this fiction becomes part of 
a theoretical meditation on the place of women in contemporary society. However, 
despite certain aesthetic and thematic commonalities, the boom femenino cannot be 
appraised as a unified literary ‘movement’. Indeed, it is characterized by diverse 
thematic concerns as well as a diversity of generic form generally. The principal 
literary genres associated with the boom femenino are the novel (Cristina Rivera-
Garza, Ana García Bergua, Ana Clavel), and, to a lesser extent, poetry (María 
Baranda, Pura López Colomé), but the chronicle (crónica) (Elena Poniatowska, 
Guadalupe Loaeza, Cristina Pacheco), and theatrical productions (Sabina Berman, 
Carmen Boullosa) have also contributed significantly to the increased visibility of 
women writers. Alongside this has been a willingness to embrace new multi-media 
forms that incorporate new technologies of communication such as the work of Eve 
Gil and Ana Clavel.

Despite the rich cultural output of this literary ‘movement’, the boom femenino 
frequently carries derogatory connotations as it is invariably linked to ‘commer
cialism,’ the concept of the ‘best-seller’ and by inference, ‘light writing’. It is popu
larly associated with Mexicans Ángeles Mastretta, Arráncame la vida (1985) and Mal 
de amores (1996), and Laura Esquivel, Como agua para chocolate (1989); and Chilean 
Isabel Allende, La casa de los espíritus (1982). Notwithstanding the commercial 
success of their work, it is perhaps because of the Mastretta, Allende, and Esquivel 
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best-seller ‘phenomenon’ that until recently the Mexican and more generally 
Spanish American literary establishments have rejected much of the writing of the 
boom femenino, considered as unworthy of critical attention.11 The negative conno
tations associated with the boom femenino can be understood in the context of wider 
changes within the publishing industry in Mexico and globally in the past three 
decades. In the 1980s the economic crisis aff licting the country led to the drastic 
reconfiguration of the Mexican publishing industry, most notably in the merging 
of local presses with large multinational publishing corporations, such as the case of 
Grijalbo, which was bought by the Italian publishing house Mondadori (now part 
of the Random House/Mondadori group).12 Finnegan also notes that the trend 
towards the globalization of the publishing industry has had a deep impact ‘in the 
way texts are selected for publication’ and how ‘target markets for various authors 
and texts are constructed’ (p. 157). Mexican publishing houses like Grijalbo and 
Joaquín Mortiz had historically been associated with left-wing agendas and the 
promotion of so-called literatura difícil written by young, experimental writers, but 
following their merging with global publishing giants the original visions of these 
companies have virtually disappeared due to a need for profit via increased sales 
of books (Ambivalence, Modernity, Power, p. 165). Now the strategy of globalized 
presses is the creation of specialized publication lines in the form of best-selling 
series represented in the main by female writers and directed at female readers. 
Thus the ‘globalisation of publishing and the marketability of certain kinds of 
stories written by certain kinds of women seems to explain the dramatic rise in 
the “readable novel” ’ (Ambivalence, Modernity, Power, p. 176). This point also helps 
us to understand the increased backlash against women-authored, women-centred 
literature at the heart of the literatura difícil versus literatura light debate.

Until the 1980s the methods of production, publishing, and distribution in 
Mexico had been controlled in the main by a literary elite represented by national 
presses such as Grijalbo, as well as critics and writers including amongst others, 
Fernando Benítez, Carlos Fuentes, and Elena Poniatowska, who championed 
‘quality’ literature as epitomized in the Mexican literary output of the 1960s 
(Ambivalence, Modernity, Power, p. 168). The rise of the ‘readable’ novel was seen as 
an affront to those belonging to this closed literary circle, and Mastretta’s works, 
considered the epitome of ligereza, bore the brunt of their verbal wrath. Ironically 
perhaps, Elena Poniatowska — the figurehead of Mexico’s literary elite — is a 
staunch defender of women’s rights in her own novels and is also representative 
of the boom femenino wave,13 but rather than praising the best-selling works of 
Mastretta, Allende, and Esquivel for giving voice to women’s experiences in a 
machista conservative society, as they clearly do, she dismisses them outright as 
examples of trashy ‘women’s literature’ serving as entertainment only: ‘entran en la 
literatura como fenómenos comerciales y hacen “literatura femenina” ’ [in literature 
they are commercial phenomena and they write ‘female literature’].14 Mastretta and 
Esquivel are reviled by the Mexican literary establishment for seeking to conform 
to the exigencies of the marketplace and for bowing to publishers’ pressures to 
produce ‘light’ entertainment that achieves high sales. Their best-selling novels are 
certainly attractive to a female readership for their portrayal of rebellion by strong 
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female characters who resist patriarchal oppression and traditional gender roles. But 
Mastretta and Esquivel have been critiqued for entertaining readers with romantic 
love formulas such as forbidden love, without challenging the bases of heterosexual 
gender relations or upsetting the status quo.15 It is undeniable that Mastretta, 
Esquivel, and Allende are rather conservative in terms of their engagement with 
exclusively heterosexual gender relations, provide attractive images of women, and 
write in a way that is characterized by its accessibility. Other Mexican boom femenino 
writers who are perceived as transmitting conservative messages include Boullosa, 
Nissán, Loaeza, and Sefchovich.16

But these in themselves are not necessarily examples of ‘bad’ writing. It must be 
stressed that some of the limited evaluations of specifically Mastretta’s and Esqui
vel’s best-sellers as merely literatura light contrast sharply with the more nuanced 
standpoint in which some critics have examined the multifaceted and often 
ambivalent features of their narratives, frequently framed within postmodern play.17 
These more sophisticated critiques highlight the value of these writer’s novels, 
which lies in their ability to combine ‘writerly’ features in the form of narrative 
experimentation with other elements, including the enjoyment these works offer 
the reader, the use of the popular such as romance, and the ethical element in the 
form of consciousness-raising about the oppression of women.

With the publication of their best-sellers, Allende, Mastretta, and Esquivel were 
propelled into the literary limelight. Their best-seller status and their wider media 
popularity as literary celebrities have not only won them millions of fans across 
the globe but brought awareness to national and international markets of later boom 
femenino writers, including Clavel. The continued long-seller status and popularity of 
the best-sellers of Allende, Mastretta, and Esquivel have conceivably been fomented 
by their film adaptations, namely, Como agua para chocolate (1992, dir. Alfonso Arau), 
The House of the Spirits (1993, dir. Billie August), and Arráncame la vida: el corazón no 
se gobierna (2008, dir. Roberto Sneider). However, it could be argued that current 
global perceptions amongst the general public and certain members of the Spanish 
American literati of women’s writing of this region as ‘light’, marketable literature 
have been fomented in great part by the adaptation of these boom femenino best-seller 
novels for the big screen, as well as by the superescritora status of Allende, Mastretta, 
and Esquivel.

The term literatura light in reference to the work by some women writers in 
Spanish America has triggered heated discussions around concepts such as ‘women’s 
writing’ and the nature of literature and its place in a global world. In Mexico, there 
is wide dissension amongst scholars of women’s writing concerning the location of 
women writers within the Mexican literary tradition. There is also strong evidence 
of a questioning of traditional feminist classifications and renewed focus on the 
usefulness (and indeed theoretical difficulty) of the use of the category of the 
‘woman writer’ or, even more problematically, ‘women’s writing’. The reliance on 
these two distinct categories is further complicated in the Mexican context by a 
paradoxical situation in which such labelling is actively embraced by some, whilst 
a widely articulated hostility towards such classification and labelling is similarly 
evinced. Though there is ample evidence to support the continued existence of 
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resentment towards women writers and often unchallenged assumptions about 
the content of their writing, it is also the case that many women writers actively 
seek recognition on the basis of their prose being written about and for women, 
and that their success as women writers frequently rests entirely on their gendered 
positioning within the Mexican literary sphere. Examples of this include work by 
Mastretta, Esquivel, Nissán, and Loaeza, who address an almost exclusively female 
readership. Yet quite a number of Mexican female writers are also reluctant to 
acknowledge that they are female writers or belong to the boom femenino for fear of 
derogatory pigeonholing. It could be argued that the defensive position adopted by 
many writers in Mexico is symptomatic of a continuing chauvinism, the legendary 
Mexican machismo that continues to relegate women writers to a kind of sub-
category. María Luisa Puga has admitted, for example, to a dislike of labels and even 
to a fear of distinctions.18 Ana Clavel is quite candid about her aversion to labels, 
because of the particularly negative effect that it has had on women’s writing, and 
its reception, in Mexico.19

It must also be noted however that many writers, including Clavel, welcome 
the increasing scholarly attention paid to their work. At the same time, just as 
many contemporary writers are now repudiating the Mexican boom femenino 
altogether because of its association with the idea that women writers exclusively 
write literatura light, so too are many critics calling for fellow academics to start to 
look for alternative ways of discussing and writing about this group of writers and 
their works which move beyond labelling based on notions of agency and gender 
categorizations. There appears to be a division between some scholars (hostile in 
the same way as the writers they study) to the classification of women writers as 
a separate sub-category and others who insist on the political importance of the 
category of ‘woman writer’ and the feminist necessity to continue to study it as 
separate.20 The divergent, even contradictory, positions and remarks on these 
issues reveal the complex web of meanings and attitudes that surround the terms 
‘feminine’ or ‘women’s’ literature, and the dilemmas women authors face regarding 
this classification. Yet, as Irma López points out, many:

agree that as changes in culture and mentality continue to take place in Mexican 
society there will be less of a need for such distinctions, they will eventually 
disappear, and the literary skill of a genderless ‘writer’ will be discussed instead. 
(‘The Will to Be’, p. 32)

It is in the context of such debates and the generalized perception of the boom 
femenino as the primer of light writing, or as conveying heterosexual conservatism 
in the works of especially the first generation of female writers such as Mastretta, 
Esquivel, Loaeza, or Nissán, that a second generation of writers associated with 
this wave are consciously writing fiction which seeks to set itself apart from their 
predecessors. Whilst second generation writers such as Clavel, Cristina Rivera-
Garza, or Ana García Bergua, for instance, see their work as broadly convergent 
with certain strands of the Mexican boom femenino, for example their feminist 
principles which include notions of gender inequality, as well as their focus 
on sexuality, the body, and the voices of marginalized sectors of society, they 
consciously write works of fiction which are not of the best-seller type associated 
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with certain Mexican women’s writing of the boom femenino. Clavel was particularly 
adamant on this point in our 2008 interview (unpublished), and such views are 
equally powerfully captured in the title of an article entitled ‘Ana Clavel asegura 
que está al margen del “best seller” ’ [Ana Clavel affirms that she is on the margins 
of the ‘best seller’].21 Here Clavel tells us that she does not divert her attention away 
from writing literature in order to ‘tomar el atajo y la ruta del “best seller” ’ [to take 
a shortcut down the ‘best seller’ path]. Clavel’s desire to break away from formulaic 
forms of writing and her need to challenge certain stereotypical assumptions about 
the content of boom femenino writing is ref lected in her queer aesthetics, as we shall 
discuss next.

The Queer

In order to understand Clavel’s queer aesthetics, as well as the development of 
her literary and multimedia output, a chronological approach will be taken to her 
work, beginning with an examination of her collections of short stories, Fuera de 
escena (1984) [Behind the Scenes], Amorosos de atar (1992) [Stark Mad Lovers], Paraísos 
trémulos (2002) [Quivering Paradises], and Amor y otros suicidios (2012) [Love and 
Other Suicides]; her short stories published in (online) literary magazines, and others 
which are unpublished.22 Then will follow an exploration of her novels Los deseos 
y su sombra (2000) [Desire and its Shadow] and Cuerpo náufrago (2005) [Shipwrecked 
Body], followed by her novella Las Violetas son f lores del deseo (2007) [Violets are 
Flowers of Desire] and novel El dibujante de sombras (2009) [The Shadow Artist].23 
All of Clavel’s works are united by the themes of queer sexuality and desire which 
recur throughout these texts. By engaging with Clavel’s particular exploration of 
variegated desire from her early work to her more recent output, this will provide 
the reader with an understanding of how her conception of desire permeates her 
literary trajectory. Thus, it will be discussed how whilst Cuerpo náufrago and Las 
Violetas deal almost exclusively with erotic desire, her other works, that is some 
of her short fiction as well as Los deseos and El dibujante, deal not uniquely with 
sexual desire, but also with other types of (non-) desire including, for instance, a 
desire for (self-) recognition or a desire for creative and ideological freedom. As 
will be demonstrated, Clavel can be seen to be driven by the need to highlight the 
way in which human sexual instinct, even as symbolic forces seek to control it, is 
irrepressible. Specifically, this study seeks to unravel how notions of ‘compulsory 
heterosexuality’ are both reinforced and simultaneously challenged through 
the texts’ diverse forms of sexual desire. Clavel’s interest in incest, paedophilia, 
homosexuality, lesbianism, transgender, transvestism, doll or urinal fetish, and 
other ‘non-mainstream’ themes which pepper her works, offers a decidedly fresh 
perspective than the more dour approach — some critics would argue — of various 
mainstream boom femenino writers such as Esquivel and Mastretta, who focus on 
heteronormative (sexual) relations. Clavel’s exploration of non-heterosexuality is in 
line with other second generation boom femenino writers such as García Bergua or 
Susana Pagano.

Clavel’s works are thus notable for their queerness and transgressive thrust. In 
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my study, the queer is used in relation to the author’s work firstly as an example of 
‘outer-circle’ sexualities.24 Secondly, the queer refers to Kaminsky’s understanding 
of the term, which according to the critic, not only ‘serves to destabilize and 
denaturalize notions of sex and gender but also to unsettle notions of the normal’.25 
This particular reading of queer is also supported by David Halperin who remarks 
that ‘queer’ need not necessarily refer to sexuality, but also to anything which defies 
normalcy.26 Thus as I hope to demonstrate, Clavel’s queering stands, as Kaminsky 
notes, ‘for that unbalancing act, the disturbance of the status quo that requires 
a re-visioning, in Adrienne Rich’s words, of all our categories’ (p. 210). Clavel 
disturbs conceptions of the normal not only by representing ‘outlaw’ sexualities 
and ‘dark’ desires but also by incorporating into her fictive world that which is at 
odds with normalcy as illustrated in the presence of carnivalesque viscerality, the 
fantastical, the shadow, ghosts, cyborgs, dolls, golems, and even urinals, all of which 
serve to question notions of the proper by verbalizing the ‘unsaid’ of rationalism. 
Clavel’s works are linked by their need to queer certain ‘givens’, whether these 
be religious, moral, sexual, cultural, or historical, and by repeatedly seeking to 
transgress various ‘taboos du jour’. It will be shown how Clavel’s works as a whole 
create an illuminating portrait of (Mexican) society’s particular fears, anxieties, 
and disavowed desires. In true postmodern spirit, Clavel can be seen as seeking to 
destabilize monological meaning, and general concepts such as ‘essence’, ‘origins’, 
‘authenticity’, ‘truth’, and ‘aura’27 are queered via intertextuality and multimediality, 
or the exploration of notions, for instance, of replica, simulacra, and the ‘liquidation 
of referentials’.28 One feature which strongly emerges in all of her works in the 
context of the queer is the notion that texts, in all their variegated forms, resist 
the notion of singular authorship. At the same time Clavel’s multimedia works in 
particular evince a tension in the sense that whilst they suggest the idea of art as 
collaboration, they also assert Clavel’s authority as choreographer of the overall 
multimedia exhibits and in particular the creator of her literary works. Even though 
Clavel is inf luenced by the feminist thrust of Spanish American boom femenino 
writing, her adoption in some of her fiction of the male narrative voice represents 
an intentional queering of some of the early boom femenino writing where female 
writers often felt obliged to write about women and their experiences because 
of the prevailing second-wave feminist thinking, but in particular because of the 
pressures of the book publishing industry for women writers to produce marketable 
‘women’s writing’. This move can be understood as a wider concern expressed by 
many contemporary Mexican female writers about the gendering of literature, and 
their particular hostility towards any form of classification or labelling.29

The queer also serves to highlight the various interlocking disruptions which 
are apparent in the author’s works at the level of genre and the way in which she 
destabilizes disciplinary and discursive boundaries. Genre trouble in her oeuvre is 
predominantly suggested in the manner in which Clavel incorporates and plays with 
non-literary genres including (digital) photography, art in the form of sketches, and 
illustrations. What is particularly queer about Clavel’s work is that, unlike many 
boom femenino writers who work exclusively with the literary written form, the 
author endorses both the literary form and multimedia. Clavel’s works embrace 
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an array of hybrid forms including the audiovisual, internet-enabled technology 
such as YouTube or web pages, as well as other media such as art installation, 
(video) performance, and photographic exhibition which have been displayed in 
various public spaces and cultural centres in Mexico. Therefore the concept of 
multimedia is central to my analysis of her work. I use this term in both senses of 
the word provided by the OED to refer to Clavel’s ‘use of more than one medium 
of communication and artistic expression’, as well as to the way in which she 
incorporates ‘a number of media, such as text, audio, video, and animation’ within 
individual outputs.30 I also use multimedia in the way that the different media — 
text, sound, image, and video — are ‘presented together synchronously yet remain 
distinct’.31 Finally, intermediality, an extension of multimedia, will also be used 
to explore the manner in which Clavel draws on different media such as painting 
and photography, and contemporary media such as computer technology, and how 
it is through their interaction that a new artistic mediation emerges.32 In terms of 
Clavel’s trajectory, it will be shown how her interest in non-literary forms can be 
traced back to her early fiction, and how since then she has increasingly embraced 
other media such as cyber technology or installation art which extend beyond the 
textual form. Her literary trajectory thus follows a queer path in the sense that 
she has moved from singular modes of creative expression in the form of literary 
writing, a traditional print medium, towards other non-literary forms, which has 
the effect of queering but similarly enriching each distinct medium she draws from.

Clavel is part of a bigger wave of other Spanish American writers who have 
also used multimedia, such as Doménico Chiappe, Verónica Gerber, or Mario 
Bellatin. Like Clavel, writers often use different media beyond the printed medium, 
particularly cyber technology, to promote their works and media personalities and 
to broaden their reading public. Blogsites, for instance, are a particular popular 
medium for this. Mexican female and male writers such as Cristina Rivera Garza, 
Eve Gil, Dolores Dorantes, Ángeles Mastretta, Amaranta Caballero, and Jorge 
Volpi, are a few of the many existing Mexican authors who have been writing 
blogs for several years. These accessible online blogs range from merely text-based 
blogs to audiovisual formats combined with text. Clavel also has her own website 
(<http://www.anaclavel.com/>) which she uses to publicize her works and to assert 
her status as multimedia writer in the form of a blog. Clavel also uses Facebook 
and Twitter for this same purpose.33 What makes Clavel’s particular mode of 
multimedia innovative is its range and its interconnectedness, with its involvement 
of relatively large-scale exhibitions and the participation of artists, performers, or 
‘back-stage’ helpers such as IT experts. Los deseos, Cuerpo náufrago, Las Violetas, and 
Las ninfas a veces sonríen have formed the basis of such wider multimedia projects. 
Three of Clavel’s works (El dibujante, Amor y otros suicidios, and Las ninfas) have also 
been publicized in book trailer format on YouTube (to be explored in Chapter 10) 
and similarly assert the sheer range of multimedia mediums with which the author 
engages. An author who compares broadly with Clavel’s multimedia endeavours is 
the Chilean Diamela Eltit (b. 1949) who exemplifies the writer who has straddled 
diverse fields, as we see in relation to her novel Lumpérica (1983), for instance. 
Many have described this piece as more of a multimedia performance than a novel 
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because of its appropriation of other non-literary techniques in the form of theatre, 
performance, video installation, and photography.34 In an interview given in 1985, 
the author mentions that she does not seek to compartmentalize her visual and 
literary practices (Green, p. 25), which of course resonates deeply with Clavel’s own 
aesthetics. Another Chilean writer and visual artist whose work has synergies with 
that of Clavel is Eugenia Prado who has written a number of multimedia works 
including Hembros: novela instalación which is underscored by its gender and genre 
bending thrust. The Guatemalan Regina José Galindo (b. 1974), though primarily 
known for her performance art, also moves in and out of various mediums 
including poetry, (video) performance, and cyber technologies in the form of 
blog writing which comprises essays, photographs, poems, and short stories. By 
examining Clavel’s overall multimedia interventions, I will argue that Clavel is not 
merely a writer but a multimedia writer and, by extension, multimedia artist, whose 
engagement with the non-literary evinces a strong artistic sensibility and prowess. 
In exploring Clavel’s multimedia endeavours, this study also seeks to establish 
whether, in an age when the transformation of culture in the twenty-first century 
is being fuelled with new technologies and different media, so-called traditional 
written cultures are being threatened or enhanced by such innovations. It will 
similarly be argued here that whilst Clavel is principally driven by a preoccupation 
with the conceptual intention behind her oeuvre, her overall multimedia efforts as 
well as her extensive media exposure also show a sharp sense for business and self-
promotion of her public persona as (multimedia) writer. In this study I will discuss 
the relationship between queerness, multimedia interventions, and literature in 
Clavel’s works and her multimedia public persona. In doing so, this study may 
be seen to contribute towards a possible theoretical framework within which to 
conceptualize the emerging ‘canon’ of (Latin American) writers and artists and their 
personas working with literature, cyberspace, and multimedia.

Having provided readers with an overview of Clavel’s queer art, a brief chapter-by-
chapter explanation of the study’s contents and structure is needed. This monograph 
takes a chronological approach to Clavel’s literary and multimedia output, from her 
earliest to more recent cultural production. It comprises ten chapters, each focusing 
on one or more texts or multimedia intervention by the author, and a conclusion. 
Thus, in Chapter 1 it will be argued how outlaw sexualities and (sexual) desire 
are a key motif in Ana Clavel’s hitherto practically unexplored collections of short 
stories Fuera de escena, Amorosos de atar, Paraísos trémulos, Amor y otros suicidios, and 
other stories, either published or unpublished. In this respect, the short stories to be 
examined here encapsulate some of the concerns that come fully to the fore in the 
later works of Ana Clavel, as we shall see. Particular areas that will be explored in 
this chapter include Clavel’s interest in ‘no-deseos’. This term is one which Clavel 
often uses to refer to outlaw and forbidden sexual desires both in, and in relation 
to, her entire oeuvre. Non-desires also relate to repressed or unfulfilled desires, in 
the context of popular culture for instance, or to desires which are linked to, for 
example, feminism, motherhood, and writing and their particular relationship to 
life and death. Whilst Clavel’s short stories do not engage extensively with non-
literary disciplines such as photography or art, a number of them do nevertheless 
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incorporate images and evince an interest in cinema, thus signalling the early 
stirrings of Clavel’s nascent interest in multimedia.35 Here the links between the 
literary and the non-literary will be examined in order to expand upon the diverse 
themes of (non-) desire.

This study then centres on the novels Los deseos (Chapter 2) and Cuerpo náufrago 
(Chapters 3, 4, and 5), both in terms of their literary and multimedia dimensions. 
In Los deseos the defiance of notions of historical ‘truth’ and the reconstruction 
of alternative conceptions of national identity are inexorably interwoven with 
the creation of a non-patriarchal conception of female subjectivity. Here Clavel’s 
exploration of the female subject is analyzed in the context of Kristeva’s theories of 
subjectivity in relation to the sujet en procès (1977) and the abject (1982).36 Central 
to Clavel’s work are the tropes of (dis)embodiment, invisibility, and the magical, 
which are linked to the concept of non-conformism. Finally, this chapter will 
explore brief ly Clavel’s notion of ‘poética de sombras’ [shadow poetics] in the 
context of her book as well as the relatively small-scale multimedia intervention for 
the promotion of Los deseos.

Cuerpo náufrago (Chapter 3) explores questions of the self, the corporeal, and desire 
in the context of wider issues which are connected to (trans)gender construction 
and sexual politics in Mexico. What marks out Cuerpo náufrago as a queer text is 
seen in its fantastical dimension as well as in its scope of ‘outer-circle’ sexualities 
(Rubin, ‘Thinking Sex’) which serve Clavel as a vehicle to examine Judith Butler’s 
discussions on the subject of ‘doing gender’ and performativity (1990) and the 
postmodern perception of the (sexual) self as inchoate.37 The multimedia dimension 
of Cuerpo náufrago is then examined in Chapter 4. This chapter focuses on the notion 
of discursive and genre trouble by exploring the connections between text and 
image in the context of the Barthesian notions of ‘plaisir’ (‘pleasurable reading’) and 
‘ jouissance’ (‘erotics of reading’), and Kristeva’s abjection (Powers of Horror).38 Image 
and text also work together as a means of sustaining and challenging conventional 
discourses of bodily control and cleanliness which are inherent in the ‘civilizing 
process’ in Western and non-Western cultures, as well as gender and sexual 
categories. Questions relating to the clean, civilized body, the role of sanitation, 
toilets, and gender, are explored in relation to a number of works such as those of 
Laporte on the role of ‘shit’, Kristeva on the abject (in Powers of Horror), Douglas 
on ‘matter out of place’, Bakhtin on the grotesque, Tenorio-Trillo on Mexico’s 
civilizing project, and Gershenson and Penner on the manner in which toilets are 
shaped by concepts of hygiene, propriety, and the binary gender division.39 Chapter 
5 offers an exploration of the interrelationship between the literary and multimedia 
by looking at notions of intertextuality, intermediality, and hypertextuality and 
how they serve to challenge the category of the originary itself and concepts of 
‘authority’, ‘authenticity’, and ‘uniqueness’ which traditional conceptions of art 
and literature sustain. Intermediality will be examined so as to highlight the 
manner in which Clavel fuses a number of historically incongruous media such 
as the traditional (painting, the sculptural, and photography) with the new (cyber 
digital technology) in order to create a fresh type of mediation which involves a 
self-ref lective process. Given the close synergies between Cuerpo náufrago and Las 
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Violetas in terms of their hypertextual dimension, I will examine hypertextuality in 
this chapter in relation to both works of fiction. Finally, Cuerpo náufrago’s broader 
proyecto multimedia, which consisted of a mural and urban space intervention, an 
art installation, a web page, performance, and photographic exhibition, suggests 
troubling of various kinds.

I then provide an analysis of Clavel’s Las Violetas f lores del deseo (Chapters 6, 7, 
and 8). Chapter 6 will discuss how Clavel explodes sexual taboos in the form of 
incest, rape, or paedophilia in Las Violetas. By comparing the novella to Vladimir 
Nabokov’s Lolita (1955), it will be argued that the reason why Las Violetas so 
intensely perturbs resides in the manner in which the narrative obliges the reader to 
become an accomplice and partner in crime. Julián’s doll fetish, a prime example of 
the queer, and the central theme of substitution underpins the key notions relating 
to the real and the simulacra. It is in this context that I will explore the manner 
in which Clavel’s Violetas are avatars of the Golem figure in Jewish Kabbalistic 
tradition and Las Hortensias (1949) by Felisberto Hernández. Clavel deconstructs 
the female Golem myth given that the (unruly and monstrous abject) maternal/
female presence in the process of (pro)creation cannot be eradicated. Drawing 
from the cyborg and cyber theories of Donna Haraway and Rosi Braidotti, the 
fusion of the real and unreal Violetas and notions of disembodiment provides 
feminist renewal as it highlights possibilities latent in the posthuman which disrupt 
traditional patriarchal understandings of reality, identity, and the body.40 The real/
hyperreal, original/replica opposition gains relevance in relation to notions of ‘aura’ 
(Benjamin, ‘The Work of Art’), uniqueness, mimesis, intertextuality, authenticity, 
and authority.

My examination of the multimedia dimension of Cuerpo náufrago as an example 
of the queer is continued in the context of Las Violetas and its cover (Chapter 7), 
as well as its multimedia project (Chapter 8), which consisted of four distinct, but 
interrelated, areas: an exhibition of fourteen papier-mâché dolls, a performance, an 
installation, and a website. I examine the dust jacket image of Las Violetas which 
also formed part of the exhibition. The negative reception of the cover’s explicit 
image may be understood because of the way in which the image plays upon a 
visible incongruity between innocent childhood and sexualized child-teenager, 
and consequently resists offering a safe interpretation. I take my cue from Gérard 
Genette’s notion of paratextuality,41 and specifically peritextuality as well as from 
Pauline Harris’s and Barbara McKenzie’s own ideas on these concepts.42 I will 
analyse the text’s peritextual elements in order to suggest that peritextuality both 
serves to anchor the viewer-reader’s understanding and to disrupt interpretations. 
In Chapter 8 I move onto an examination of the photographic art installation of 
the multimedia exhibition, the cyber representation of this installation, as well as 
the doll exhibition. Drawing from the works of Mulvey, Halberstam, McGrath, and 
Suleiman, it will be argued that the installation and various paratextual elements 
draw the spectator’s attention to the manner in which the signifier does not educe 
one meaning but multiple interpretations.43 I examine the dolls which draw 
their inspiration from those of Bellmer and Hernández, the Mexican Lupita, and 
compare them to the ‘real’ sex dolls manufactured by Abyss Creations and Orient 
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Industry. The dolls represent an ambiguous oscillation between both the human 
and non-human as well as epitomizing Creed’s notion of the monstrous-feminine 
and the Kristevan abject.44 The dolls are a fusion of creative sources: they embody 
an interpretation(s) of Clavel’s text as well as drawing directly from the personal 
creative styles of the artists who intervened on them. Finally, the performance 
and its various multimedia dimensions serve as vehicles to explore (non-) textual 
constructedness as well as prompting the spectator to engage critically with 
questions of child sexualization, (paedophilic) sexual violence, reader-spectator 
complicity, and female objectification.

Before detailing the content of the chapter on El dibujante (Chapter 9), it is 
important to provide a brief explanation to the reader as to why I have chosen to 
dedicate more extensive readings to Cuerpo náufrago and Las Violetas over a number 
of other texts examined in this study. Whilst Los deseos and El dibujante engage 
with multimedia forms, Clavel’s use of the non-literary component is much more 
comprehensive and extensive in Cuerpo náufrago and Las Violetas and therefore one 
chapter is deemed insufficient to furnish readers with an in-depth understanding 
of these two ‘texts’. Given that Clavel perceives herself foremost as a writer, it is 
important to provide a literary analysis of Cuerpo náufrago and Las Violetas. At the 
same time, a ‘non-literary’ approach is also warranted given the sheer variety of 
multimedia forms Clavel engages with in, and in relation to, these ‘texts’, firstly by 
using the visual in the actual work of fiction in the form of photographs, sketches, 
or illustrations, and secondly by exploiting in the context of art exhibitions a 
number of mediums comprising performance, mural and urban space interventions, 
internet, art installation, or photographic display. The argument in each subsequent 
chapter about Cuerpo náufrago and Las Violetas will thus deal with different 
dimensions of the texts and will also shift emphasis in theoretical and conceptual 
terms in each case. At the same time, it will become apparent that the central themes 
of these works of fiction are ones which reappear in their multimedia dimension, 
and therefore the theoretical approaches used and overall focus in each chapter will 
frequently dovetail and complement one another.

Chapter 9 will provide an analysis of El dibujante de sombras. This novel has inex
orable connections to Clavel’s previous works in its exploration of notions of the 
split subjectivity, replica, origins, intertextuality, (non-) conformity, (erotic) desire, 
and in particular its need to question religious, moral, sexual, cultural, or historical 
assumptions. Clavel’s obsession with the ‘poética de las sombras’, which pervades 
Los desesos, and to an extent her other works, is central to our appreciation of El 
dibujante, and is intimately linked to the opposition between shadow and light and 
a myriad of other binary contrasts. Set in the Enlightenment, El dibujante requires 
a new historical and postmodern treatment given that it centres on real past events 
and persons which are simultaneously fictionalized, and focuses on the underbelly 
of history, and on those aspects of ‘truth’ which some of the official biographies of 
Johann Kaspar Lavater appear to have omitted. The ambiguities surrounding this 
character’s life and relationship with his assistant Giotto are explored in particular 
in the context of Lavater’s theological thinking and his ‘science’ of physiognomy. 
The proliferating references to shadow art and the camera obscura, as well as 
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Clavel’s use of illustrations throughout the text, address interesting questions in 
the context of notions such as ‘essence’, ‘aura’ (Benjamin, ‘The Work of Art’), 
‘authenticity’, authority, mechanical reproduction, digital (replication) imitation, 
and intertextuality. Similarly, Clavel unqueers the negative otherness typically 
attached to the shadow in the history of art by exploring the myths of origins in 
relation to the birth of art, knowledge, representation, and projection. The shadow 
is a typically neglected area of interest in art history criticism perhaps because of its 
archetypal connotation of death, nothingness, and disembodiment.

The multimedia project in the form of a book trailer which ensued from El 
dibujante will be discussed in Chapter 10. Here I will also provide some remarks about 
Clavel’s overall works of fiction, a brief analysis of her latest novella, Las ninfas and 
its multimedia dimension, as well as discussing Clavel’s further wider multimedia 
involvement, including her YouTube, Facebook, and blog interventions, which 
have helped to promote her public persona and her status as multimedia writer. 
It will be discussed here how her literary multimedia ventures raise interesting 
questions relating to reader/user participation, consumer persuasion, and questions 
of multi-authorship. The conclusion will provide some final thoughts on Clavel’s 
queer status as multimedia artist-writer, and literature’s overall ‘representational 
privilege’.45

In keeping with Clavel’s queer fiction, my own theoretical approach in examining 
her literary and multimedia works is ‘queered’ in the sense that my book seeks to 
dislodge familiar disciplinary divides as well as the theoretical and methodological 
categories attending them. My approach to the question of sexuality, gender, and 
desire will be informed by theoretical work which stems predominantly from 
(Latin American) gender, queer, feminist and literary studies (Butler, Domenella, 
Finnegan, Norriega, Prieto, Prieur). Various visual art, music, intermedial, cyborg 
and cyberspace theories and works on these areas (Chiappe, Castillo, Haraway, 
Mahon, Landow, Rajewsky Rycenga, Rubin Suleiman, Taylor, Will) will also 
serve as important sources to enhance our understanding of Clavel’s literary 
and multimedia interventions. This book involves a continual self-interrogating 
practice which draws attention to both the strengths and weaknesses of some of the 
theoretical paradigms applied to the texts.

This book will also draw from extensive unpublished interviews I conducted 
with Ana Clavel between 2008 and 2011, as well as ongoing email and telephone 
exchanges. They will be an important contribution to the overall study given that 
they shed new light on our understanding of her literary and multimedia works. 
Here I discuss with the author topics which are relevant to the monograph’s overall 
thematics, such as her position within the Mexican boom femenino, the function of 
sex and desire in her work, and the role of non-literary genres such as photography 
and multimedia. It is often argued that the view of the author is of little or no 
relevance in relation to the content of their works. By drawing from excerpts from 
the interviews my intention is not to concede ‘authority’ to Clavel’s views, but 
rather to show how the author’s opinions on her own creation add to the richness 
which the multiple interpretations her literary and multimedia texts elicit in readers, 
participants, critics, and author alike.
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