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Abstract || In Assia Djebar’s war narratives, it is women’s voices and experiences that are at the 
FHQWUH�RI�QDUUDWLRQ��LQ�FRQWUDVW�WR�WUDGLWLRQDO�PDOH�FHQWUHG�QDUUDWLYHV�RI�ZDU�DQG�FRQÀLFW��,Q�Fantasia, 
an Algerian Cavalcade, there are multiple female protagonists, survivors of independence war, 
who, through storytelling, present shifting perspectives and a multiplicity of voices that contest 
monological historical versions.  By reassembling the fragments of individual identities, lost and 
forgotten by history, the writer forges collective identity, focussing on the communal rather than 
private aspect of memory.
7KH�SDSHU�KLJKOLJKWV� WKH�JHQGHU�VSHFL¿F�QDWXUH�RI�ZDU�PHPRULHV�� LW�H[DPLQHV� WKH� UROH�RI� WKH�
QDUUDWLYH�DV�D�PHDQV�RI�FRXQWHULQJ�GH¿FLHQFLHV�RI�PHPRU\�DQG�FRPEDWLQJ�KLVWRULF�DPQHVLD�
Centred on the idea that memory constructs identity, the paper investigates the extent to which 
a gendered memory of war can contribute in shaping collective identity, bearing in mind the 
interdependence but also the dissonance of orality and texting.
 
Key-words || Memory | Collective identity | Algerian war of independence | Gender. 
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«I imagine you, the unknown woman, whose tale has been handed 
GRZQ�E\�VWRU\�WHOOHUV����)RU�QRZ�,�WRR�WDNH�P\�SODFH�LQ�WKH�¿[HG�FLUFOH�RI�
listeners […] I recreate you, the invisible woman […] I resurrect you […] 

that no letter from any French soldier was to describe» 
(Djebar, 1985: 189).

0. Introduction 

Gendering and warring are cultural formations dialectically 
constructed in colonial and postcolonial contexts and are reproduced 
LQ� ¿FWLRQDO� QDUUDWLYHV�� $VVLD� 'MHEDU�� WKH� $OJHULDQ� ZRPDQ� ZULWHU��
allows readers to look at narratives of war and their intersection 
ZLWK�QDUUDWLYHV�RI�JHQGHU��0\� WLWOH� ÀDJV�XS� WKH�G\QDPLF�H[FKDQJH�
between gender and memory, inaugurating what Lindsey Moore 
calls a «feminist archaeology of traces» (Moore, 2008:63), where 
voice inspires memory and where women, warriors and survivors of 
the struggle for independence, strive to establish their identities as 
women but also as active agents of change. 

Indeed, the exclusion of women’s histories from male hegemonic 
discourses attempts to correct itself in Assia Djebar’s war narratives 
as women create a counter script that gives voice to their forgotten 
and forbidden histories, empowering them in the process. It is 
through storytelling —a practice of indirect ‘‘witnessing’’ to an 
alienating history— that Djebar projects female collective memory 
of the trauma of war. Storytelling in this instance provides the arena 
for a unique occasion for subaltern women to edit the masochistic 
archives of Algerian colonial history. In this context, Cooke explains:

Women who choose to write about wars they have lived are defying an 
age old silencing code. Their speaking about now and in knowledge of 
their transgressions allows us to read back into the gaps and silences of 
the War Story. Their stories threaten the privilege assumed proper to the 
right to tell the War Story. As the right to tell diffuses among all who may 
claim to have had a war experience, however unrecognizable as such 
by the standard conventions, the masculine contract between violence, 
sexuality, and glory comes undone (Cooke, 1997: 293).

In light of this, I argue that reconciling the female self with history, 
whether for the author herself or for the fragmented voices of the 
diverse narrators, is essential for their identity formation and should 
LQHYLWDEO\�LQFOXGH�D�JHQGHUHG�SHUIRUPDWLYLW\�RI�PHPRU\��6R�WKH�¿UVW�
part of the article traces aspects of gendered remembrance and 
IRUJHWIXOQHVV��WKH�VHFRQG�SDUW�GHOLQHDWHV�WKH�HIIHFWV�²ERWK�SRVLWLYH�
and negative— of remembering the body or through the body on 
female identity, while the last part muses over whether collective 
memory could survive in a foreign tongue, in other words the place 
of orality in her literary text. 
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7KH�XUJHQW�QHHG� WR� UHZULWH�KLVWRU\� WKURXJK�¿FWLRQ� LV�YRLFHG�RXW�E\�
one female narrator: «Alas! We can’t read or write. We don’t leave 
any accounts of what we lived through and all we suffered!» (Djebar, 
1985: 184) Put more theoretically:

/LWHUDU\� HYLGHQFH� DI¿UPV� WKDW� GXULQJ� WKH� 5HYROXWLRQ�� WKH� $OJHULDQ�
women were not conscious of their opportunities… Consequently, 
it is not so surprising that they made no attempt to inscribe into the 
war text experiences that may have been transformative. When they 
have written, they have done so with little awareness of what military 
participation had meant […] The Algerian Revolution came too soon in 
the history of Modern Arab women’s discursive activism to serve as a 
catalyst for the inscription of feminist issues into the nationalist agenda 
[…] The difference between the Algerian and the Lebanese women who 
participated in their two wars was that the Algerian women did not have 
a feminist context, for example, no indigenous, independent feminist 
organization, within which to situate their struggle (Cooke, 1993: 185-
186).

Thematically, the trope of memory in Djebar’s war narratives opens 
up a space to write «a collective autobiography of the women of 
Algeria» (Hiddleston, 2006: 68), triggering a desire for self-knowledge 
that resist what Foucault calls «subjugated knowledges, knowledges 
WKDW�KDYH�EHHQ�GLVTXDOL¿HG�DV�LQDGHTXDWH�WR�WKHLU� WDVNª��)RXFDXOW��
1980: 82). Mehta postulates that «In their role as communal 
scribes entrusted with the task of preserving collective memory 
from destruction and erasure, these women subscribe to an anti-
war politics of remembering» (Mehta, 2007: 2). In this new politics 
of remembering, oral testimonies represent the vehicle through 
which memory operates outside and beyond the norms of writing. In 
Fantasia, if the war of colonization is retrieved from a documented 
history, the war of independence relies on the oral testimony of the 
women who took part in the struggle. Already chapter titles, “Voice”, 
“Murmurs”, “Clamour”, “Whispers”, “Dialogues” and “Soliloquy”, 
emerge from the recesses of silence, that of the mother, daughter, 
VLVWHU��ZLIH��DQG�HYHQ�FKLOG��WR�¿OO�WKH�JDSV�DQG�GLWFK�WKH�KROHV�RI�WKH�
cracked history in diverse locations as mountains, prisons, “douars” 
and poor hamlets. 

On the structural level, memory is a unifying trope bringing harmony 
to the dissident and fragmented female narratives into a whole. The 
QDUUDWLRQ�RI�PHPRU\�RIIHUV�D�QHZ�VW\OH� LQ�HDFK�FKDSWHU�� LW�YLRODWHV�
narrative conventions which keep representation stable —especially 
WKH� DVVXPSWLRQ� WKDW� D� VLQJOH� YRLFH� LV� WLHG� WR� D� VSHFL¿F� FKDUDFWHU�
whose speech and memory are her own. There is a multivocality, 
a heteroglossia as Bakhtin would call it (Bakhtin, 1981: 272), that is 
VWUXFWXUDOO\� UHÀHFWHG� LQ� WKH�YDULRXV�VW\OHV�DGRSWHG� LQ�QDUUDWLRQ��2Q�
a metalevel, the novel vitiates the expectation that the text can be 
seen as the product of a coherent authorial agent as it is the case 
ZLWK�WKH�RI¿FLDO�PDVWHU�QDUUDWLYHV��,W�DOVR�WHVWL¿HV�WR�WKH�IDFW�WKDW�WKHUH�
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LV�QR�VLQJOH�:DU�6WRU\��WKH�VWDQGDUG�QDUUDWLYH�²DQG�ZLWK�LW�WKH�ZD\�
we think about and conduct war— are dialogic rather than monologic 
(Bakhtin, 1981: 276).

Djebar’s projection of a traumatized discursivity encapsulating the 
trauma of loss and mourning of partisan women, her syncretic manner 
of representation, her feminist approach to Algerian nationalism, 
her complex attitude to language and cultural memory anticipate 
the complexity of resurrecting female collective memory. The ethics 
of remembering and forgetting intertwine, blurring the boundaries 
between the two. Forgetting, as Nietzsche posits, becomes a positive 
strategy:

)RUJHWWLQJ� LV� QRW� VLPSO\� D� NLQG� RI� LQHUWLD�� DV� VXSHU¿FLDO�PLQGV� WHQG� WR�
believe, but rather the active faculty to […] provide some silence, a ‘clean 
slate’ for the unconscious, to male place for the new […] those are the 
uses of what I have called an active forgetting.

The female voices «lif[ing] the burden of memory» (1985: 141), 
ZUHVWOLQJ�ZLWK�WKH�DIÀLFWLRQ�RI�UHPHPEHULQJ��LQWLPLGDWH�WKH�DXWKRU�ZLWK�
their caution, with their distrust. The subjugated voices strategically 
decide of what to remember and what to forget: «Only speak of 
what conforms, my grandmother would reprove me: to deviate is 
dangerous, inviting disaster in its multiple disguises» (1985: 156). 
7UDQVFULELQJ� IHPDOH� FROOHFWLYH�PHPRU\�DQQRXQFHV� WR�EH�D�GLI¿FXOW�
task for the writer: 

Strange little sister, whom henceforth I leave veiled or whose story I now 
transcribe in a foreign tongue. Her body and her face are once more 
HQJXOIHG�LQ�VKDGRZ�DV�VKH�ZKLVSHUV�KHU�VWRU\�±�D�EXWWHUÀ\�GLVSOD\HG�RQ�D�
SLQ�ZLWK�WKH�GXVW�IURP�LWV�FUXVKHG�ZLQJ�VWDLQLQJ�RQH¶V�¿QJHU��������������

The fragility of the female narrator attests to her conformity to gender 
roles, committing her to silence and marginality: «the stilled voice 
ELGHV�LWV�WLPH��JURDQV�DUH�VWLÀHG��JULHYDQFHV�VXEOLPDWHGª��������������
If she chooses to speak, she consciously sifts her buried memory to 
let out only what is less degrading. As evidenced in the novel, the 
hiding and deliberate self-effacement that female narrators opt for 
are not solitary activities, but are resorted to by women whenever 
the hurt is too deep and the trauma at its full: «What trials shall I tell 
you about, and which shall I leave to be forgotten» (1985: 160). If 
forgetfulness or selective remembering helps to overcome traumas, 
it also alludes to a loss of personal identity, and the fragmentation of 
subjectivity. 

Of particular relevance to fragmentation of identity is when the 
storyteller evades the memory of rape.  Once Algerian men have 
ÀHG� WR� MRLQ� WKH� PDTXLV�� WKH� WKUHDW� RI� UDSH� EHFRPHV� DQ� HQGHPLF�
threat from which no woman is exempt: «I submitted to ‘France’, the 
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thirteen-year-old shepherd-girl might have said» (1985: 202). Almost 
all testimonies avoided relating sexual violence and embraced a 
code of silence to save their identities as mothers, sisters and wives: 
«As soon as we young women saw the French coming we never 
VWD\HG�LQVLGH��7KH�ROG�ZRPHQ�VWD\HG�LQ�WKH�KRXVHV�ZLWK�WKH�FKLOGUHQ��
we went to hide in the undergrowth or near the wadi. If the enemy 
caught us we never said a word» (1985: 206-207). Memory becomes 
a site for struggle, not just of what to remember or forget but also of 
what to select and what to ignore, jeopardizing collective memory in 
the process. The author, in that case, is confronted with the dilemma 
of speaking the unspeakable, the unhearable, the taboo, and is 
urgent to allude to this fractured memory:

Once the soldiers were gone, once she has washed, tidied herself up, 
SODLWHG�KHU� KDLU� DQG� WLHG� WKH� VFDUOHW� ULEERQ�� DOO� WKHVH�DFWLRQV� UHÀHFWHG�
in the brackish water of the wadi, the woman, every woman, returns, 
one hour or two hours later, advances to face the world to prevent the 
chancre being opened in the tribal circle […] rape will not be mentioned, 
will be respected. Swallowed. Until the next alarm (1985: 202).

Sometimes with a rhetoric question, the writer evasively wonders: 
«Can you imagine what would happen when they [French soldiers] 
arrived at a house and found women alone?» (1985: 187) The 
collective amnesia and silence concerning the issue of rape are 
inscribed and rooted in the colonial legacy and in gendered social 
and cultural productions, which are hard to contest. The author’s 
duty is to challenge this legacy in order to help women reconcile with 
their memories and their identities: 

How could a woman speak aloud, even in Arabic, unless on the threshold 
of extreme age? How could she say “I”, since that would be to scorn the 
blanket-formulae which ensure that each individual journeys through life 
is a collective resignation? [...] How can she undertake to analyze her 
childhood, even if it turns out different? The difference if not spoken of, 
disappears. 
[…] My oral tradition has gradually been overlaid and is in danger of 
vanishing […] In writing of my childhood memories I am taken back to 
those bodies bereft of voices (1985: 156).

,I�IRUJHWIXOQHVV�WHVWL¿HV�WR�ZRPHQ¶V�DOLHQDWLRQ�IURP�WKHLU�ERGLHV�DQG�
their identity and discloses their inability to cope with the trauma of 
YLROHQFH��UHPHPEHULQJ�LV�IXO¿OOLQJ�DQG�LGHQWLW\�IRUPLQJ��,Q�WKH�PDMRULW\�
of female narratives, the storyteller is highly voluble and intends to 
inscribe her own history of resistance both as an individual agent 
DQG�DV�SDUW�RI�D�FROOHFWLYH�VFKHPH��DQG�WKH�DXWKRU�SUHVHQWV�D�ZHDOWK�
of female memories in relation to the war of resistance, contributing, 
hence, in the reconstruction of individual and collective female identity. 
What Mona Fayad has noted, in her article “Reinscribing Identity: 
Nation and Community in Arab Women’s Writing”, that «traditionally, 
women in nationalist narratives are posited as begetter, inspirer and 
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protector of male subjectivity. The disembodiment of Woman in the 
QDWLRQDO�QDUUDWLYH�DQG�KHU�P\WKL¿FDWLRQ�UHQGHU�LW�LPSRVVLEOH�WR�SRVLWLRQ�
her as an agent of change» (Fayad, 1995: 158), is of little relevance 
in Assia Djebar’s accounts of female resistance. The female stories, 
then, blend together to shape a women’s collective narrative, forming 
an amalgam of voices and experiences. Each individual memory 
SUHVHQWV�D�ZRPDQ�LQ�D�VWDWH�RI�IXO¿OOPHQW��DV�DJJUHVVLYH��IHDUOHVV��
VLQJOH�PLQGHG��DFWLYHO\�HQJDJHG�ZLWK�UHVLVWDQFH��WKHUH�LV�IRU�LQVWDQFH�
the memory of a thirteen year old shepherd-girl joining her brothers 
in the maquis, who had to carry the burden of burial and mourning of 
a brother killed in front of her eyes.

[…] that of the mother who bore the soldiers’ tortures with never a 
whimper, that of the little cooped-up sisters, too young to understand, but 
bearing the message of wild-eyed anguish, the voice of the old women 
of the douar who face the horror of the approaching death-knell, open-
PRXWKHG��ZLWK�SDOPV�RI�ÀHVKOHVV�KDQGV�WXUQHG�XSZDUGV�������������

But also of those who gave shelter and food to the mûdjâhidîn, 
carried arms up to the rebels in the mountains, joined the struggle, 
and were imprisoned, tortured, and murdered, and even those who 
VHZHG�XQLIRUPV�DQG�ÀDJV��QXUVHG�WKH�ZRXQGHG��VHUYHG�DV�UHSRUWHUV��
and even as money collectors. 

Remembering the war for women means, inevitably, remembering 
the body. With Assia Djebar, collective memory is gendered, and 
KDV� WKHUHIRUH� WR� WDPSHU�ZLWK� WKH� ERG\� WKURXJK�ZKLFK�ZRPHQ� ¿QG�
voice. What really escapes the documented war tales is that, in her 
narratives, Djebar lets women speak their bodies, with all the pain 
and trauma inherent in it. The way women bespeak their pain in front 
of the war atrocities is imbued with a body language absent from 
RI¿FLDO�KLVWRULF�YHUVLRQV��7KH�G\QDPLFV�RI�FRXQWHU�GLVFRXUVH�RFFXUV�
through the recourse to a female prerequisite that is sensual and 
intuitive. Indeed:
 

The fourth language, for all females, young or old, cloistered or half-
emancipated, remains that of the body: the body which […] in trances, 
GDQFHV�RU�YRFLIHUDWLRQV��LQ�¿WV�RI�KRSH�RU�GHVSDLU��UHEHOV��DQG�XQDEOH�WR�
read or write, seeks some unknown shore as destination for its message 
of love (1985: 180). 

Elia rightly postulates that «the venue left for these women is the 
preverbal —physical expression, movements, sounds, trances and 
dances— functioning outside the reach of any Symbolic discourse 
and which can thereby communicate the inducible» (Elia, 2001: 22). 
So, it is all incomprehensible and enigmatic to those representing not 
only Patriarchy but also Imperialism. When the war is waged, «the 
ZRPHQ¶V�VKULOO�XOXODWLRQ�LPSURYLVHV�IRU�WKH�¿JKWLQJ�PHQ�D�WKUHQRG\�RI�
war in some alien idiom: our chroniclers are haunted by the distant 
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sound of half-human cries, cacophony of keening, ear-splitting 
hieroglyphs of a wild, collective voice» (1985: 56). In this frenzied 
K\VWHULD�RI�SULPHYDO�VRXQGV�DQG�PRYHPHQWV�� WKH�ERG\� IXO¿OOV� LWVHOI�
and identity is complete. Rhythm and sense displace language and 
discourse in a ritual that expels pain and invokes serenity. In the 
WUDQFH�VFHQH��IRU�LQVWDQFH��ZRPHQ��WKH�JUDQGPRWKHU�DV�VXFK��¿JKWV�
lethargy and silence with dances not words:

The matriarch was normally the only one of the women who never 
FRPSODLQHG�� VKH� FRQGHVFHQGHG� WR�PRXWK� WKH� IRUPXODV� RI� VXEPLVVLRQ�
GLVGDLQIXOO\�� EXW� WKLV� H[WUDYDJDQW� RU� GHULVRU\� FHUHPRQLDO� ZKLFK� VKH�
regularly organized was her own way of protesting… Against whom? 
Against the others or against fate? I wondered. But when she danced, 
she became indubitably queen of the city. Cocooned in the primitive 
music, she drew her daily strength before our very eyes.
The haughty matron’s voice and body gave me a glimpse of the source 
of all our sorrows: like half obliterated signs which we spend the rest of 
our lives trying to decipher (1985: 145).

Bodily performances by female protagonists take the form of verbal 
and physical challenges, highlighting the strategic use of those 
same female bodies, often the only available avenue for resistance. 
Women seem to wield power through their bodies, transforming them 
to active agents serving resistance, and discarding their biological 
and sexual functions as begetters of life and desired objects. 

Any discussion of the war and its lingering memories is painful. 
Pain, inseparable from the subaltern body, shapes the construction 
of female identity. The reader is projected within the language and 
ERGLHV�RI�WUDXPD��WKH�UHQGHULQJ�RI�SK\VLFDO�VXIIHULQJ�LV�DFFHQWXDWHG�
by a deeper feeling of humiliation and disgrace. We have a body that 
LV�WRUWXUHG��PDLPHG��EHDWHQ��DQG�EURNHQ��EXW�DOO�WKH�PRUH�SURYRNLQJ�
and shameless. Instances in the novel are numerous from Cherifa 
ZKR�LV�WRUWXUHG�ZLWK�HOHFWULF�FKRFNV�DQG�ZKR�GH¿HV�FRORQLDO�DXWKRULW\�
with her hunger strikes, to Lla Zohra, the elderly woman, whose 
house and farm were burnt several times, and who was herself 
eventually burnt:

0\�KDLU�FDXJKW�¿UH��$QG�WKH�FKLOG�ZKR�ZDV�FU\LQJ�ZLWK� IULJKW��VKRXWHG��
µ0RWKHU��WKH�¿UH¶V�HDWLQJ�\RX�XS��7KH�¿UH�LV�HDWLQJ�\RX�XS�¶
That’s how I lost all my hair. I hurled myself into the water. But more 
burning embers fell on me […] (1985: 161).

Surprisingly enough, pain liberated these women and urged them 
to speak. Elaine Scarry argues that during torture «the body is its 
pain, a shrill sentience that hurts and is hugely alarmed by its hurt, 
and the body is its scars, thick and forgetful unmindful of its hurt, 
unmindful of anything, mute and insensate» (Scarry, 1985: 31). 
Whether speaking for themselves or being spoken for by other 
female mediators, the body is at the center of physical and moral 
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articulation. Through narrating their suffering, subaltern women are 
empowered and effectively take control of that pain, wresting power 
from their torturer and appropriating it for themselves. In that sense, 
rendering personal memory public is liberating.

Remembering the body entails remembering through the body. As 
SDLQ� GH¿QHV� YRLFH� DQG� ERG\�� LW� LV� DOVR� GLVFXUVLYHO\� LQVFULEHG� DQG�
affects writing itself. Djebar underscores the nexus between pain and 
language, betraying an eventual failure to resurrect female private 
PHPRULHV�� DQG� DQQRXQFLQJ� WKH� GLI¿FXOW\� RI� WKH� WDVN�� 7KH� VHQVRU\�
QXPEQHVV� WKDW� D� PDOH� RI¿FHU� H[SHULHQFHV� DV� KH� UHSRUWV� FRORQLDO�
violence could very well apply to the writer herself:
 

Bosquet muses over the youth killed defending his sister in the luxurious 
WHQW�� KH� UHFDOOV� WKH� DQRQ\PRXV�ZRPDQ�ZKRVH� IRRW� KDG� EHHQ� KDFNHG�
off, ‘cut off for the sake of the khalkhal…’ Suddenly as he inserts these 
words, they prevent the ink of the whole letter from drying: because of the 
REVFHQLW\�RI�WKH�WRUQ�ÀHVK�WKDW�KH�FRXOG�QRW�VXSSUHVV�LQ�KLV�GHVFULSWLRQ�
(1985: 56).

In The Body in Pain, Scarry claims that resistance to language is 
essential to pain: «Intense pain is […] language-destroying: as the 
content of one’s world disintegrates, so the content of one’s language 
GLVLQWHJUDWHV��DV�WKH�VHOI�GLVLQWHJUDWHV��VR�WKDW�ZKLFK�ZRXOG�H[SUHVV�
and project the self is robbed of its source and subject» (Scarry, 
1985: 35). The narrator adheres to non-verbal expressions «I do not 
claim here to be either a story-teller or a scribe. On the territory of 
dispossession, I would that I could sing» (Djebar, 1985: 142). This 
could explain the narrator’s inability of verbal articulation and her 
recourse to semiotics: preverbal, sensual lexicography in face of 
language’s inability to transcend pain: 

To read this writing, I must lean over backwards, plunge my face into 
the shadows, closely examine the vaulted roof of rock or chalk, lend an 
ear to the whispers that rise up from time out of mind, study this geology 
stained red with blood. What magma of sounds lies rotting there? What 
stench of petrifaction seeps out? I grope about, my sense of smell 
aroused, my ears alert, in this rising tide of ancient pain. Alone, stripped 
bare, unveiled, I face these images of darkness…
How are the sounds of the past to be met as they emerge from the well 
of bygone centuries?... What love must still be sought, what future be 
planned, despite the call of the dead? And my body reverberates with 
sounds from the endless landslide of generations of my lineage (1985: 
64).

The transactions between language and body that could help identity 
formation —both for the writer and her foremothers— dissolve, for 
«the language of pain», as posited, «could only be a kind of hysteria 
—the surface of the body becomes a carnival of images and the depth 
becomes a site for hysterical pregnancies— the language having 
all the phonetic excess of hysteria that destroys apparent meaning» 
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(Das, 2004: 331). The writer’s fractured relation to language, 
evidenced in her failure to articulate her compatriots’ memory of pain 
is a testimony that colonial subjugation did not affect female social 
LGHQWLW\�EXW�DOVR�WKH�DUWLVWLF�RQH��IRU�©GHQLDO�RI�WKH�RWKHU¶V�SDLQ�LV�QRW�
about the failing of the intellect but the failings of the spirit. In the 
register of the imaginary, the pain of the other not only asks for a 
home in language, but also seeks a home in the body» (Das, 2004: 
332).

For Algerian women, the memory of war entailed a revision and 
reapropriation of their gendered identities since their war stories 
contested and deconstructed the discursive layers of phallocentric 
war discourse, where gender hierarchies are established on binary 
oppositions. Indeed, in Cooke’s words:

Their stories contest the acceptance of a dyadically structured world and 
make a mockery of such notions as Defender and Defended. If women 
describe and write themselves as having had a war experience at home 
then they deny two critical binaries: home versus front and civilian versus 
combatant. The breakdown of those binaries then allows us to see the 
FUDFNV�LQ�RWKHUV�VXFK�DV�YLFWRU\�YHUVXV�GHIHDW��IDFW�YHUVXV�¿FWLRQ��DFWLRQ�
versus writing, experience versus recording, war versus peace (Cooke, 
1997: 296).

This compels attention to «women’s transgressive presence in 
a space and experience programmatically said to exclude them. 
Women are showing how the binaries used to construct the War 
6WRU\�DUH�¿FWLRQVª��&RRNH�������������2QH�RI�WKHVH�ELQDULHV� LV�WKH�
private sphere versus the public. In women’s memory of war, the 
immune space of home, representing the feminine and the domestic 
is entirely eroded. The domestic spaces traditionally occupied by 
women were often more of a frontline than the mountains where 
male resistance occurs: «Our men ran away: they didn’t want to wait 
for the enemy’s reprisals. We women were left to bear the brunt» 
(1985: 206). In another context, the idea of home —the harem— 
disappears altogether when houses are repeatedly burned or violated 
by the colonizer’s gaze. Women are lauded for the passive form 
WKHLU� UHVLVWDQFH� WRRN�� WKHLU�SURWHVW�ZDV� IHPLQLQH��VLOHQW��FDULQJ�DQG�
maternal: «All the women in the house did the same thing, howling 
louder and louder: enough to deafen them all» (1985: 207). Action/
non-action, passivity/ activity, knowledge/ignorance binaries fuse as 
silence becomes an active tool of resisting the enemy. This is how a 
girl defeated the enemy’s desire to make her speak:

7R�WKH�OLWWOH�JLUO�,¶G�DGRSWHG��,�NHSW�RQ�VD\LQJ��µLI�WKH\�TXHVWLRQ�\RX��EHJLQ�
to cry! If they ask, ‘Who comes to visit your mother? What does she do’ 
you must begin to cry immediately… if you say a word, they will ask more 
questions! Just cry! That’s all you must do!” and that’s what she did. She 
EXUVW�LQWR�WHDUV��VKH�UROOHG�DERXW�LQ�WKH�VDQG��VKH�UDQ�DZD\�LQ�D�ÀRRG�RI�
tears (1985: 160).
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The memory of war, though painful, contested historic discourses 
that stigmatized women to invisibility and marginality, and attested to 
WKH�IDFW�WKDW�IHPDOH�LGHQWLW\�LV�YRODWLOH�DQG�HVFDSHV�FRGHG�GH¿QLWLRQV�

The fact that Djebar has to inscribe female collective memory of 
war in a foreign tongue has far reaching consequences. Her «dual 
PDWHUQDO�SDWHUQDO� LGHQWL¿FDWLRQª� �5LQJURVH�� ������ ���� ²ZULWLQJ�
about her foremothers in the language of the colonizer that the 
father taught her— is deemed both liberating and repressive. In 
IDFW��©OLQJXLVWLF�FKRLFHV�HQFRGH�FXOWXUDO�EHORQJLQJ�RU�DOLHQDWLRQ��WKH�
loss and recovery of one’s own tongue juggling new words and new 
worlds is a constant negotiation for these writers» (Katrak, 2006: 
27). Djebar acknowledges this dichotomy and alludes to the inherent 
dissonance between orality and texting:

,�KDYH�FDSWXUHG�\RXU�YRLFH���GLVJXLVHG�LW�ZLWK�P\�)UHQFK�ZLWKRXW�FORWKLQJ�
it… the words that I thought to put in your mouth are shrouded in the 
same mourning garb as those of Bosquet or Saint-Arnaud. Actually, it 
is they who are writing to each other, using my hand, since I condone 
this bastardy, the only cross-breeding that the ancestral beliefs do not 
condemn : that of language, not that of the blood… torch-words which 
OLJKW�XS�P\�ZRPHQ�FRPSDQLRQV��P\�DFFRPSOLFHV��� WKHVH�ZRUGV�GLYLGH�
me from them once and for all. And weigh me down as I leave my native 
land (1985: 142).

Her sense of guilt at being alienated from the mother tongue while 
acknowledging the artistic potential the language of the conqueror 
has allowed destabilizes the writer’s sense of identity: «I know that 
every language is a dark depository for piled-up corpses[…] but 
faced with the language of the former conqueror, which offers me 
LWV�RUQDPHQWV�� LWV� MHZHOV�� LWV� ÀRZHUV�� ,� ¿QG� WKH\�DUH� WKH�ÀRZHUV�RI�
death —chrysanthemums on tombs» (1985: 181). The writer’s 
exclusion and sense of betrayal trigger her desire to reconcile with 
KHU�PRWKHUODQG��KHU� LGHQWLW\��VR��VKH� UHFRUGV�ZRPHQ¶V�VWRULHV�DQG�
reproduces them resurrecting their collective identities and hers in 
the process. In this context, having shown her ability to speak, the 
question of whether the subaltern can read her own war testimonies 
is of little importance.  If Assia Djebar writes, it is not just for the 
sake of these individual forgotten women, but for collective women’s 
memory in general, for posterity. If these stories of resistance are 
not recorded, the risk of their erasure from historical memory is 
imminent. Testimonial narratives, once delivered, are stripped from 
their privacy and become public properties, acquiring a polymorphic, 
multi-bodied voice. The voice of these women will keep resonating 
through the blending of Berberic and Arabic accents and intonations 
into the French text. This linguistic hybridity allows the creation of 
a “third space”, neither Arabic nor French, where the writer could 
UHFRQFLOH�ZLWK�KHU�H[LOLF�VHOI�DQG�KHU�GLVSHUVHG�RULJLQV��D�VSDFH�ZKHUH�
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“torch-words… light up my women-companions, my accomplices.” 
(Djebar, 142).

With Boehmer’s queries in mind «if the structures of nations or nation-
states are soldered onto the struts of gender hierarchies, and if the 
organisation of power in the nation is profoundly informed by those 
structures, how then is the nation to be imagined outside of gender 
?» (Boehmer, 2005: 30). Djebar reiterates the trouble in intersecting 
gender and war, especially when the medium is memory. Through 
her compelling rhetoric to give preeminence to the role of women in 
the national struggle, her diligent efforts to give them voice and to 
combat the ways in which they have been silenced by colonial and 
patriarchal power structures, she emphasized their role as witnesses 
and survivors, and as the backbone of the struggle. Collective memory 
has proved the archetypal force that gave shape to subaltern identity 
and experience, but also the healing force that reconciled the writer 
with her origins.
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Resumen || En los relatos de guerra de Assia Djebar, son las voces y experiencias femeninas 
ODV� TXH� RFXSDQ� HO� FHQWUR� GH� OD� QDUUDFLyQ�� D� GLIHUHQFLD� GH� ORV� UHODWRV� GH� JXHUUD� \� FRQÀLFWRV�
WUDGLFLRQDOHV�� FHQWUDGRV� HQ� ¿JXUDV� PDVFXOLQDV�� 6X� REUD� El amor, la fantasía cuenta con 
múltiples protagonistas femeninas, supervivientes de la guerra de independencia argelina, 
quienes presentan, mediante la narración de historias, unos puntos de vista cambiantes y una 
gran diversidad de voces que ponen en tela de juicio las versiones históricas monológicas. Al 
recomponer los fragmentos de las identidades individuales perdidas y olvidadas por la historia, 
la escritora logra forjar una identidad colectiva, centrándose en el aspecto comunitario, en lugar 
de en el privado, de la memoria.
(O�SUHVHQWH�WUDEDMR�KDFH�KLQFDSLp�HQ�OD�QDWXUDOH]D�HVSHFt¿FD�GH�ORV�UHFXHUGRV�GH�JXHUUD�GHVGH�
la perspectiva de género. Asimismo, estudia el papel de la narrativa como medio para hacer 
IUHQWH�D�ODV�GH¿FLHQFLDV�GH�OD�PHPRULD�\�FRPEDWLU�OD�DPQHVLD�KLVWyULFD�
Centrado en la idea de que la memoria construye la identidad, este trabajo examina hasta qué 
SXQWR� OD�PHPRULD� GH� JpQHUR� SXHGH� FRQWULEXLU� D� OD� FRQ¿JXUDFLyQ� GH� XQD� LGHQWLGDG� FROHFWLYD��
teniendo en cuenta la interdependencia, así como la disonancia, entre oralidad y escritura.
 
Palabras clave || Memoria | Identidad colectiva | Guerra de independencia argelina | Género

Abstract || In Assia Djebar’s war narratives, it is women’s voices and experiences that are at the 
FHQWUH�RI�QDUUDWLRQ��LQ�FRQWUDVW�WR�WUDGLWLRQDO�PDOH�FHQWUHG�QDUUDWLYHV�RI�ZDU�DQG�FRQÀLFW��,Q�Fantasia, 
an Algerian Cavalcade, there are multiple female protagonists, survivors of independence war, 
who, through storytelling, present shifting perspectives and a multiplicity of voices that contest 
monological historical versions.  By reassembling the fragments of individual identities, lost and 
forgotten by history, the writer forges collective identity, focussing on the communal rather than 
private aspect of memory.
7KH�SDSHU�KLJKOLJKWV� WKH�JHQGHU�VSHFL¿F�QDWXUH�RI�ZDU�PHPRULHV�� LW�H[DPLQHV� WKH� UROH�RI� WKH�
QDUUDWLYH�DV�D�PHDQV�RI�FRXQWHULQJ�GH¿FLHQFLHV�RI�PHPRU\�DQG�FRPEDWLQJ�KLVWRULF�DPQHVLD�
Centred on the idea that memory constructs identity, the paper investigates the extent to which 
a gendered memory of war can contribute in shaping collective identity, bearing in mind the 
interdependence but also the dissonance of orality and texting.
 
Key-words || Memory | Collective identity | Algerian war of independence | Gender. 
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«I imagine you, the unknown woman, whose tale has been handed 
GRZQ�E\�VWRU\�WHOOHUV����)RU�QRZ�,�WRR�WDNH�P\�SODFH�LQ�WKH�¿[HG�FLUFOH�RI�
listeners […] I recreate you, the invisible woman […] I resurrect you […] 

that no letter from any French soldier was to describe» 
(Djebar, 1985: 189).

0. Introducción  

/D� SHUVSHFWLYD� GH� JpQHUR� \� ORV� FRQÀLFWRV� GH� JXHUUD� VRQ�
FRQ¿JXUDFLRQHV�FXOWXUDOHV�FRQVWUXLGDV�GLDOpFWLFDPHQWH�HQ�FRQWH[WRV�
coloniales y postcoloniales que se reproducen, a su vez, en las 
QDUUDFLRQHV�GH�¿FFLyQ��/D�HVFULWRUD�DUJHOLQD�$VVLD�'MHEDU�SHUPLWH�D�
los lectores examinar las narraciones de guerra y su cruce con las 
narraciones de género. El título de mi artículo llama la atención sobre 
el intercambio dinámico entre el género y la memoria, inaugurando 
lo que Lindsey Moore denomina una «arqueología feminista 
de los vestigios» (Moore, 2008: 63), en la que la voz estimula la 
memoria y las mujeres, guerreras y supervivientes de la lucha por 
la independencia, se esfuerzan por consolidar su identidad como 
féminas, pero también como agentes activos del cambio.

De hecho, las narraciones de guerra de Assia Djebar pretender 
corregir la exclusión de las historias de mujeres de los discursos 
hegemónicos masculinos, pues en ellas las mujeres elaboran 
un argumento de réplica que da voz a sus historias olvidadas y 
prohibidas y les atribuye poderes en el proceso. Es precisamente 
PHGLDQWH�OD�QDUUDFLyQ�GH�KLVWRULDV�±XQD�SUiFWLFD�GH�©WHVWL¿FDFLyQª�
indirecta de una historia alienante– que Djebar logra proyectar 
una memoria colectiva del trauma de la guerra. En este caso, la 
narración de historias brinda a las mujeres subalternas la palestra 
ideal y una ocasión única para que corrijan los archivos masoquistas 
de la historia colonial argelina. En este contexto, Cooke explica:

Women who choose to write about wars they have lived are defying an 
age old silencing code. Their speaking about now and in knowledge of 
their transgressions allows us to read back into the gaps and silences of 
the War Story. Their stories threaten the privilege assumed proper to the 
right to tell the War Story. As the right to tell diffuses among all who may 
claim to have had a war experience, however unrecognizable as such 
by the standard conventions, the masculine contract between violence, 
sexuality, and glory comes undone (Cooke, 1997: 293).

En vista de esto, sostengo que la reconciliación de la mujer con la 
historia, ya sea la de la propia autora o la de las voces fragmentadas 
GH�ODV�GLYHUVDV�QDUUDGRUDV��HV�HVHQFLDO�SDUD�OD�FRQ¿JXUDFLyQ�GH�VX�
identidad y debería incluir forzosamente una performatividad de 
género de la memoria. Así pues, en la primera parte del artículo 
DQDOL]R�DVSHFWRV�GHO�UHFXHUGR�\�GHO�ROYLGR�HQ�IXQFLyQ�GHO�JpQHUR��HQ�
OD�VHJXQGD�SDUWH�GH¿QR�ORV�HIHFWRV��WDQWR�SRVLWLYRV�FRPR�QHJDWLYRV��
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de recordar el cuerpo o a través GHO�FXHUSR�GH�OD�LGHQWLGDG�IHPHQLQD��
HQ�OD�WHUFHUD�\�~OWLPD�SDUWH�UHÀH[LRQR�VREUH�VL�OD�PHPRULD�FROHFWLYD�
podría sobrevivir en una lengua extranjera, es decir, sobre el lugar 
que ocupa la oralidad en el texto literario femenino.

Una de las narradoras femeninas expresa la necesidad urgente de 
UHHVFULELU� OD�KLVWRULD�SRU�PHGLR�GH� OD�¿FFLyQ��©£$\�GH�QRVRWUDV��1R�
sabemos leer ni escribir. No dejamos relato alguno de lo que hemos 
YLYLGR�QL�GH�WRGR� OR�TXH�KHPRV�VXIULGR�ª��'MHEDU��������������2�OR�
que es lo mismo, pero escrito de forma más teórica: 

/LWHUDU\� HYLGHQFH� DI¿UPV� WKDW� GXULQJ� WKH� 5HYROXWLRQ�� WKH� $OJHULDQ�
women were not conscious of their opportunities… Consequently, 
it is not so surprising that they made no attempt to inscribe into the 
war text experiences that may have been transformative. When they 
have written, they have done so with little awareness of what military 
participation had meant […] The Algerian Revolution came too soon in 
the history of Modern Arab women’s discursive activism to serve as a 
catalyst for the inscription of feminist issues into the nationalist agenda 
[…] The difference between the Algerian and the Lebanese women who 
participated in their two wars was that the Algerian women did not have 
a feminist context, for example, no indigenous, independent feminist 
organization, within which to situate their struggle (Cooke, 1993: 185-
186).

Temáticamente, en las narraciones de guerra de Djebar el tropo de la 
memoria abre un espacio para escribir «una autobiografía colectiva 
de las mujeres de Argelia» (Hiddleston, 2006: 68), que provoca un 
deseo de conocimiento de sí mismas que resiste lo que Foucault 
llama «conocimientos subyugados, conocimientos que han sido 
rechazados por inadecuados para su propósito» (Foucault, 1980: 
82). Mehta postula que «en su papel de escribas comunitarias a las 
TXH�VH�OHV�KD�FRQ¿DGR�OD�WDUHD�GH�SUHVHUYDU�OD�PHPRULD�FROHFWLYD�GH�
la destrucción y desaparición, estas mujeres se muestran partidarias 
de una política antibelicista del recuerdo» (Mehta, 2007: 2). En 
esta nueva postura política del recuerdo, los testimonios orales 
representan el vehículo mediante el que la memoria actúa fuera y 
más allá de las normas de escritura. En El amor, la fantasía, así como 
la guerra de la colonización se recupera de la historia documentada, 
la guerra de la independencia depende de los testimonios orales 
de las mujeres que tomaron parte en la lucha. Incluso los títulos 
de los capítulos, Voice («Voz»), Murmurs («Murmullos»), Clamour 
(«Clamor»), Whispers («Susurros»), Dialogues («Diálogos») y 
Soliloquy («Soliloquio»), emergen de la suspensión del silencio –
del de la madre, hija, hermana, esposa, e incluso niña–, para llenar 
lagunas y deshacerse de las brechas de una historia agrietada, 
presente en lugares tan diversos como montañas, prisiones, duares 
(del árabe «douar», poblado) y aldeas pobres.

'HVGH�HO�SXQWR�GH�YLVWD�HVWUXFWXUDO��OD�PHPRULD�HV�XQ�WURSR�XQL¿FDGRU�
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que aporta armonía a las narraciones femeninas disidentes y 
IUDJPHQWDGDV� \� ORJUD� XQL¿FDUODV�� /D� QDUUDFLyQ� GH� OD� PHPRULD�
presenta un nuevo estilo en cada capítulo e infringe las convenciones 
QDUUDWLYDV�TXH�FRQ¿HUHQ�HVWDELOLGDG�D�OD�UHSUHVHQWDFLyQ��VREUH�WRGR�
la asunción de que una única voz está vinculada a un personaje 
concreto, cuya forma de hablar y memoria son las suyas propias). 
Existe una multivocalidad, una heteroglosia como diría Bakhtin 
�%DNKWLQ�� ������ ������ TXH� DSDUHFH� UHÀHMDGD� HVWUXFWXUDOPHQWH� HQ�
los diversos estilos adoptados en la narración. Desde un punto de 
vista metaliterario, esta novela menoscaba la expectativa de que 
el texto puede considerarse como producto del agente coherente 
de la autora, como es el caso de las narraciones o metarrelatos 
R¿FLDOHV�� 7DPELpQ� GHFODUD� HO� KHFKR� GH� TXH� QR� H[LVWH� XQD� ~QLFD�
historia bélica, puesto que la narración habitual –y, con ella, el modo 
en que pensamos sobre la guerra y la manera en que la llevamos 
a cabo–, es dialógica en lugar de monológica (Bakhtin, 1981: 276).

La proyección de Djebar de una discursividad traumatizada en la 
que se encierra el trauma de la pérdida y el duelo de las mujeres 
partisanas, su forma de representación sincrética, su enfoque 
feminista del nacionalismo argelino, su compleja postura ante la 
memoria lingüística y cultural prevé la complejidad de resucitar la 
memoria colectiva femenina. La ética del recuerdo y la del olvido se 
entrecruzan, lo que desdibuja las fronteras existentes entre ambas. 
De este modo, el olvido se convierte, tal y como postula Nietzsche, 
en una estrategia positiva:

El olvido no es una mera vis inertiae��FRPR�FUHHQ�ORV�VXSHU¿FLDOHV��HV�
más bien una facultad inhibitoria activa […] a la que hay que atribuir […] 
XQ�SRFR�GH�FDOPD��XQ�SRFR�GH�WDEXOD�UDVD�GH� OD�FRQVFLHQFLD��D�¿Q�GH�
que vuelva a haber sitio para lo nuevo […] esta es la utilidad del, como 
hemos dicho, olvido activo.

Las voces femeninas «levantan el peso de la memoria» (1985: 
�����\�OXFKDQ�FRQ�OD�DÀLFFLyQ�GHO�UHFXHUGR��ORJUDQGR�LQWLPLGDU�D�OD�
autora con su prudencia y recelo. Las voces subyugadas deciden de 
manera estratégica qué recordar y qué olvidar: «Habla únicamente 
de lo que resulte conforme, me reprobaba mi abuela. Desviarse 
de ese camino es peligroso e invita al desastre en sus múltiples 
disfraces» (1985: 156). Transcribir la memoria colectiva femenina se 
declara, por tanto, como una tarea difícil para la escritora:

Strange little sister, whom henceforth I leave veiled or whose story I now 
transcribe in a foreign tongue. Her body and her face are once more 
HQJXOIHG�LQ�VKDGRZ�DV�VKH�ZKLVSHUV�KHU�VWRU\�±�D�EXWWHUÀ\�GLVSOD\HG�RQ�D�
SLQ�ZLWK�WKH�GXVW�IURP�LWV�FUXVKHG�ZLQJ�VWDLQLQJ�RQH¶V�¿QJHU��������������

La fragilidad de la narradora da fe de su conformidad con los roles 
de género, que la destinan al silencio y a la marginalidad: «La 
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voz acallada espera la hora propicia, se sofocan los quejidos y se 
subliman las quejas» (1985: 177). Si se decide a hablar, tamiza de 
forma consciente su memoria enterrada para dejar salir solamente 
DTXHOOR�TXH� UHVXOWD�PHQRV�GHJUDGDQWH��&RPR�VH�PDQL¿HVWD�HQ� OD�
novela, la ocultación y la modestia premeditada por las que optan 
las narradoras no son actividades aisladas, sino que las mujeres 
recurren a ellas cuando el daño es demasiado profundo y el trauma 
VH� PDQL¿HVWD� FRQ� WRGD� LQWHQVLGDG�� ©'H� TXp� SDGHFLPLHQWRV� WH�
hablaré y de cuáles prescindiré para olvidarlos» (1985: 160). Si bien 
el olvido o el recuerdo selectivo ayudan a superar traumas, también 
aluden a una pérdida de identidad personal y a la fragmentación de 
la subjetividad.

Resulta de especial importancia con respecto a la fragmentación de 
la identidad cuando la contadora de historias evita el recuerdo de 
una violación. Una vez que los varones argelinos huyen para unirse 
a los maquis, la amenaza de violación se convierte en un peligro 
endémico del que ninguna mujer está libre: «Me rendí a “Francia”, 
KDEtD�GHFODUDGR�OD�SDVWRUD�GH�WUHFH�DxRVª��������������3UiFWLFDPHQWH�
todos los testimonios evitaron referirse a la violencia sexual y 
adoptaron un código de silencio para preservar sus identidades como 
madres, hermanas y esposas: «Nosotras, las mujeres jóvenes, nos 
marchábamos de casa tan pronto como veíamos que se acercaban 
los franceses. Las ancianas permanecían en sus casas con los 
QLxRV��QRVRWUDV�tEDPRV�D�HVFRQGHUQRV�HQWUH�ORV�PDWRUUDOHV�R�FHUFD�
del cauce del río. Si el enemigo nos descubría, nunca decíamos 
ni una palabra» (1985: 206-207). La memoria se convierte en un 
escenario de lucha, no sólo por qué recordar u olvidar, sino también 
por qué elegir y qué ignorar, arriesgando por el camino la memoria 
colectiva. En ese caso, la autora se enfrenta al dilema de hablar de 
lo innombrable, de lo inaudito, de lo tabú, y aludir a esa memoria 
fragmentada se convierte en un asunto de urgencia:

2QFH�WKH�VROGLHUV�ZHUH�JRQH��RQFH�VKH�KDV�ZDVKHG��WLGLHG�KHUVHOI�XS��
SODLWHG�KHU� KDLU� DQG� WLHG� WKH� VFDUOHW� ULEERQ�� DOO� WKHVH�DFWLRQV� UHÀHFWHG�
in the brackish water of the wadi, the woman, every woman, returns, 
one hour or two hours later, advances to face the world to prevent the 
chancre being opened in the tribal circle […] rape will not be mentioned, 
will be respected. Swallowed. Until the next alarm (1985: 202).

A veces, mediante una pregunta retórica, la escritora se cuestiona 
de forma evasiva: «¿Se imagina que pasaría si [los soldados 
franceses] llegaran a una casa y se encontraran a una mujer sola?» 
(1985: 187). La amnesia colectiva y el silencio en torno a la cuestión 
de la violación se inscriben y arraigan en el legado colonial y en las 
obras sociales y culturales de género, factores difíciles de rebatir. La 
REOLJDFLyQ�GH�OD�DXWRUD�FRQVLVWH�HQ�GHVD¿DU�GLFKR�OHJDGR�SDUD�D\XGDU�
a las mujeres a reconciliarse con sus memorias e identidades:
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How could a woman speak aloud, even in Arabic, unless on the threshold 
of extreme age? How could she say “I”, since that would be to scorn the 
blanket-formulae which ensure that each individual journeys through life 
is a collective resignation? [...] How can she undertake to analyze her 
childhood, even if it turns out different? The difference if not spoken of, 
disappears. 
[…] My oral tradition has gradually been overlaid and is in danger of 
vanishing […] In writing of my childhood memories I am taken back to 
those bodies bereft of voices (1985: 156).

Así como el olvido da fe de la alienación de las mujeres respecto a 
sus cuerpos e identidades y revela su incapacidad de enfrentarse 
al trauma de la violencia, el recuerdo proporciona satisfacción 
y contribuye a formar la identidad. En la mayoría de narraciones 
femeninas, la narradora es sumamente locuaz y pretende escribir 
su propia historia de resistencia como agente individual al mismo 
tiempo que como parte de un proyecto colectivo. Asimismo, la autora 
presenta una abundancia de recuerdos femeninos relacionados 
con la guerra de resistencia, con lo que contribuye, por tanto, a la 
reconstrucción de la identidad femenina personal y colectiva. En 
su artículo Reinscribing Identity: Nation and Community in Arab 
Women’s Writing («Reescribir la identidad: nación y comunidad 
en la escritura de las mujeres árabes»), Mona Fayad apunta que 
«tradicionalmente, en las narraciones nacionalistas se retrata a las 
mujeres como creadoras, inspiradoras y protectoras de la subjetividad 
masculina. La incorporeidad de la Mujer en la narrativa nacional y 
VX�PLWL¿FDFLyQ�KDFHQ�TXH�UHVXOWH�LPSRVLEOH�VLWXDUOD�FRPR�DJHQWH�GH�
cambio» (Fayad, 1995: 158), lo cual reviste poca relevancia en las 
consideraciones de Assia Djebar acerca de la resistencia femenina. 
/DV�KLVWRULDV�IHPHQLQDV��SRU�OR�WDQWR��VH�HQWUHPH]FODQ�SDUD�FRQ¿JXUDU�
una narrativa femenina colectiva, formada por una amalgama de 
voces y experiencias. Cada memoria personal presenta a una mujer 
en estado de realización, agresiva, valiente, resuelta y que participa 
activamente en la resistencia. Contamos, por ejemplo, con los 
recuerdos de una pastora de trece años que se unió a los maquis, 
de los que sus hermanos formaban parte, y tuvo que cargar con el 
peso que supone el entierro y el luto por uno de sus hermanos, al 
que mataron delante de ella:

[…] that of the mother who bore the soldiers’ tortures with never a 
whimper, that of the little cooped-up sisters, too young to understand, but 
bearing the message of wild-eyed anguish, the voice of the old women 
of the douar who face the horror of the approaching death-knell, open-
PRXWKHG��ZLWK�SDOPV�RI�ÀHVKOHVV�KDQGV�WXUQHG�XSZDUGV�������������

3HUR� WDPELpQ� GLVSRQHPRV� GH� ORV� UHFXHUGRV� GH� DTXHOODV� PXMHUHV�
que dieron cobijo y comida a los mûdjâhidîn, subieron armas a los 
rebeldes escondidos en las montañas, se unieron a la lucha y fueron 
encarceladas, torturadas y asesinadas, así como los de aquellas que 
cosieron uniformes y banderas, atendieron a los heridos y ejercieron 
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de reporteras e incluso de recaudadoras de dinero.

3DUD� ODV� PXMHUHV�� UHFRUGDU� OD� JXHUUD� VLJQL¿FD�� LQHYLWDEOHPHQWH��
acordarse de su cuerpo. Con Assia Djebar, la memoria colectiva 
adquiere una perspectiva de género y tiene, por tanto, que manipular 
el cuerpo a través del que las mujeres encuentran su voz. Lo que 
realmente se desprende de los relatos de guerra documentados es 
que, en sus narraciones, Djebar deja a las mujeres hablar con sus 
cuerpos, con todo el dolor y trauma inherentes a él. La manera en 
que las mujeres indican su dolor ante las atrocidades de la guerra 
está imbuida de un lenguaje corporal ausente en las versiones 
KLVWyULFDV�R¿FLDOHV��/D�GLQiPLFD�GHO�FRQWUDGLVFXUVR�VXUJH�PHGLDQWH�
el recurso a un prerrequisito femenino sensual e intuitivo. De hecho:
 

The fourth language, for all females, young or old, cloistered or half-
emancipated, remains that of the body: the body which […] in trances, 
GDQFHV�RU�YRFLIHUDWLRQV��LQ�¿WV�RI�KRSH�RU�GHVSDLU��UHEHOV��DQG�XQDEOH�WR�
read or write, seeks some unknown shore as destination for its message 
of love (1985: 180). 

Como postula Elia acertadamente, «el escenario del que 
disponen estas mujeres es el preverbal –la expresión física, los 
movimientos, sonidos, trances y bailes– que funciona fuera del 
alcance de cualquier discurso simbólico y que puede, de ese modo, 
comunicar lo inducible» (Elia, 2001: 22). Así pues, todo ello resulta 
incomprensible y enigmático para quienes representan no sólo el 
patriarcado, sino también el imperialismo. Cuando se hace la guerra, 
«el agudo ululato de las mujeres improvisa para los soldados un 
lamento de guerra emitido en un idioma extraño. El sonido distante 
de unos gritos medios humanos, la cacofonía de los lamentos, los 
MHURJOt¿FRV�HQVRUGHFHGRUHV�GH�XQD�YR]�VDOYDMH�\�FROHFWLYD�SHUVLJXHQ�
a nuestras cronistas» (1985: 56). En esta histeria frenética de 
sonidos y movimientos primitivos, el cuerpo se realiza y la identidad 
se muestra completa. El ritmo y el sentido desplazan al lenguaje y al 
discurso en un ritual que expulsa el dolor e invoca serenidad. En la 
escena de trance, por ejemplo, las mujeres, y entre ellas la abuela, 
luchan contra el letargo y el silencio con bailes en lugar de palabras:

The matriarch was normally the only one of the women who never 
FRPSODLQHG�� VKH� FRQGHVFHQGHG� WR�PRXWK� WKH� IRUPXODV� RI� VXEPLVVLRQ�
GLVGDLQIXOO\�� EXW� WKLV� H[WUDYDJDQW� RU� GHULVRU\� FHUHPRQLDO� ZKLFK� VKH�
regularly organized was her own way of protesting… Against whom? 
Against the others or against fate? I wondered. But when she danced, 
she became indubitably queen of the city. Cocooned in the primitive 
music, she drew her daily strength before our very eyes.
The haughty matron’s voice and body gave me a glimpse of the source 
of all our sorrows: like half obliterated signs which we spend the rest of 
our lives trying to decipher (1985: 145).

Las actuaciones corporales de las protagonistas adquieren la forma 
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de retos verbales y físicos, lo que subraya el uso estratégico de 
los mismos cuerpos femeninos que a menudo representan la única 
vía disponible de resistencia. Las mujeres parecen ejercer poder 
mediante sus cuerpos, a los que transforman en agentes activos 
al servicio de la resistencia. Igualmente, rechazan sus funciones 
biológicas y sexuales como creadoras de vida y objetos de deseo. 

Cualquier discusión sobre la guerra y sus persistentes recuerdos 
HV�GRORURVD��(O�GRORU�� LQVHSDUDEOH�GHO�FXHUSR�VXEDOWHUQR��FRQ¿JXUD�
la construcción de la identidad femenina. El lector se proyecta en 
el lenguaje y cuerpos del trauma y un sentimiento más profundo de 
humillación e ignominia realza la interpretación del sufrimiento físico. 
Nos encontramos con un cuerpo torturado, mutilado, derrotado y 
destrozado, pero tanto más provocador y descarado. En la novela 
hay numerosos ejemplos de esto, desde Cherifa, quien pese a ser 
torturada con descargas eléctricas desafía a la autoridad colonial 
mediante huelgas de hambre, hasta Lla Zohra, la anciana cuya casa 
\�JUDQMD�IXHURQ�TXHPDGDV�YDULDV�YHFHV�\�TXH�DO�¿QDO�PXULy�WDPELpQ�
entre las llamas:

0\�KDLU�FDXJKW�¿UH��$QG�WKH�FKLOG�ZKR�ZDV�FU\LQJ�ZLWK� IULJKW��VKRXWHG��
µ0RWKHU��WKH�¿UH¶V�HDWLQJ�\RX�XS��7KH�¿UH�LV�HDWLQJ�\RX�XS�¶
That’s how I lost all my hair. I hurled myself into the water. But more 
burning embers fell on me […] (1985: 161).

Sorprendentemente, fue el dolor lo que liberó a estas mujeres y las 
alentó a hablar. Elaine Scarry sostiene que durante la tortura «el 
cuerpo es su dolor, un grito que duele y se inquieta enormemente 
DQWH�GLFKR�GRORU��\�HO�FXHUSR�VRQ�VXV�FLFDWULFHV��JUXHVDV��ROYLGDGL]DV��
ajenas a su propio dolor, ajenas a todo, mudas e insensibles. Tanto 
si hablan por sí mismas como si otras mediadoras hablan por ellas, 
el cuerpo es el centro de la articulación física y moral. Mediante 
la narración de su sufrimiento, las mujeres subalternas adquieren 
SRGHU�\�ORJUDQ�FRQWURODU�VX�GRORU�FRQ�H¿FDFLD��DO�OXFKDU�FRQWUD�VXV�
torturadores por el poder y apropiarse de él. En ese sentido, convertir 
su memoria personal en pública es un acto liberador. 

Acordarse del cuerpo conlleva recordar a través�GHO�FXHUSR��3XHVWR�
TXH�HO�GRORU�GH¿QH�OD�YR]�\�HO�FXHUSR��WDPELpQ�VH�LQVFULEH�GH�IRUPD�
discursiva y afecta a la propia escritura. Djebar subraya el nexo entre 
GRORU�\�OHQJXDMH��OR�TXH�UHYHOD�HO�IUDFDVR�¿QDO�GH�UHVXFLWDU�UHFXHUGRV�
IHPHQLQRV� SULYDGRV� \� H[SRQH� OD� GL¿FXOWDG� GH� VHPHMDQWH� WDUHD�� (O�
HPERWDPLHQWR�VHQVRULDO�TXH�H[SHULPHQWD�XQ�R¿FLDO�DO�LQIRUPDU�VREUH�
la violencia colonial podría también aplicarse a la propia escritora:
 

Bosquet muses over the youth killed defending his sister in the luxurious 
WHQW�� KH� UHFDOOV� WKH� DQRQ\PRXV�ZRPDQ�ZKRVH� IRRW� KDG� EHHQ� KDFNHG�
off, ‘cut off for the sake of the khalkhal…’ Suddenly as he inserts these 
words, they prevent the ink of the whole letter from drying: because of the 
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REVFHQLW\�RI�WKH�WRUQ�ÀHVK�WKDW�KH�FRXOG�QRW�VXSSUHVV�LQ�KLV�GHVFULSWLRQ�
(1985: 56).

En su obra The Body in Pain («El cuerpo dolorido»), reivindica que 
la resistencia al lenguaje es esencial para el dolor: «El dolor intenso 
[…] destruye el lenguaje. A medida que se desintegra el contenido 
del mundo de una persona, se desintegra también el contenido de 
VX�OHQJXDMH��D�PHGLGD�TXH�HO�\R�VH�GHVLQWHJUD��VH�SULYD�GH�IXHQWH�\�
argumento a todo lo que ese yo expresaría y proyectaría» (Scarry, 
1985: 35). La narradora se aferra a expresiones no verbales: «Con 
esto no pretendo ser ni una contadora de historias ni una escriba. 
3HUR��HQ�HO�WHUUHQR�GHO�GHVSRVHLPLHQWR��Vt�D¿UPDUtD�TXH�Vp�FDQWDUª�
(Djebar, 1985: 142). Esto podría explicar la incapacidad de la 
narradora para la articulación verbal y su recurso a la semiótica: 
una lexicografía preverbal y sensual en vista de la incapacidad del 
lenguaje para trascender el dolor: 

To read this writing, I must lean over backwards, plunge my face into 
the shadows, closely examine the vaulted roof of rock or chalk, lend an 
ear to the whispers that rise up from time out of mind, study this geology 
stained red with blood. What magma of sounds lies rotting there? What 
stench of petrifaction seeps out? I grope about, my sense of smell 
aroused, my ears alert, in this rising tide of ancient pain. Alone, stripped 
bare, unveiled, I face these images of darkness…
How are the sounds of the past to be met as they emerge from the well 
of bygone centuries?... What love must still be sought, what future be 
planned, despite the call of the dead? And my body reverberates with 
sounds from the endless landslide of generations of my lineage (1985: 
64).

Las transacciones entre el lenguaje y el cuerpo que podían contribuir 
a la formación de la identidad –tanto para la escritora como para 
sus antepasados femeninos–se disuelven, ya que «el lenguaje del 
dolor», tal y como postula, «sólo podría ser una especie de histeria –
la parte exterior del cuerpo se convierte en un carnaval de imágenes 
y el interior se transforma en escenario de embarazos psicológicos–» 
(que en inglés se denominan hysterical –«histéricos»–) «ya que 
el lenguaje cuenta con todo el exceso fonético de la histeria que 
GHVWUX\H� HO� VLJQL¿FDGR� DSDUHQWHª� �'DV�� ������ ������ /D� UHODFLyQ�
fragmentada que la escritora mantiene con el lenguaje, demostrada 
por su fracaso a la hora de articular los recuerdos dolorosos de sus 
compatriotas, es señal de que la subyugación colonial no sólo afectó 
D� OD� LGHQWLGDG� IHPHQLQD�VRFLDO�� VLQR� WDPELpQ�D� OD�DUWtVWLFD��SRUTXH�
«la negación del dolor ajeno no implica una falta del intelecto, sino 
defectos del espíritu. En el registro de lo imaginario, el dolor del otro 
no sólo reclama un hogar en el lenguaje, sino que busca también un 
hogar en el cuerpo» (Das, 2004: 332).

3DUD�ODV�PXMHUHV�DUJHOLQDV��HO�UHFXHUGR�GH�OD�JXHUUD�FRQOOHYDED�XQD�
revisión y reapropriación de sus identidades de género, puesto que 
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sus historias de guerra rebaten y deconstruyen las capas discursivas 
del falocéntrico discurso bélico, en el que las jerarquías de género 
se establecen en función de oposiciones binarias. De hecho, en 
palabras del mismísimo Cooke:

Their stories contest the acceptance of a dyadically structured world and 
make a mockery of such notions as Defender and Defended. If women 
describe and write themselves as having had a war experience at home 
then they deny two critical binaries: home versus front and civilian versus 
combatant. The breakdown of those binaries then allows us to see the 
FUDFNV�LQ�RWKHUV�VXFK�DV�YLFWRU\�YHUVXV�GHIHDW��IDFW�YHUVXV�¿FWLRQ��DFWLRQ�
versus writing, experience versus recording, war versus peace (Cooke, 
1997: 296).

Esto obliga a prestar atención a «la presencia transgresora de las 
mujeres en un espacio y vivencia que, según se dice, las excluyen 
sistemáticamente. Las mujeres están demostrando que los binarios 
HPSOHDGRV�SDUD�FRQ¿JXUDU� OD�+LVWRULD�EpOLFD�VRQ�¿FWLFLRVª��&RRNH��
1997: 19). Una de estas oposiciones binarias es la de la esfera 
privada frente a la pública. En los recuerdos de guerra de las 
mujeres, el inmune espacio del hogar, representante de lo femenino 
y doméstico, queda del todo erosionado. Los espacios domésticos 
tradicionalmente ocupados por las mujeres a menudo constituían 
una primera línea en mayor medida que las montañas en las que 
OD� UHVLVWHQFLD�PDVFXOLQD� WHQtD� OXJDU�� ©1XHVWURV�KRPEUHV�KX\HURQ��
no quisieron esperar a las represalias del enemigo. A nosotras, 
las mujeres, nos tocó aguantar lo más duro» (1985: 206). En otro 
contexto, la idea de hogar –el harén– desaparece por completo con 
la quema o violación de las casas por la mirada de los colonizadores. 
Las mujeres son alabadas por el modo pasivo que adoptó su 
UHVLVWHQFLD�� VX� SURWHVWD� IXH� IHPHQLQD�� VLOHQFLRVD�� KXPDQLWDULD� \�
maternal: «Todas las mujeres de la casa hicieron lo mismo: aullar 
FDGD�YH]�PiV�DOWR��OR�VX¿FLHQWH�FRPR�SDUD�HQVRUGHFHUORV�D�WRGRVª�
(1985: 207). Los conceptos binarios de acción/no acción, pasividad/
actividad, conocimiento/ignorancia se funden a medida que el silencio 
se convierte en una herramienta activa para resistir al enemigo. Así 
es como una chica venció al deseo de un enemigo de hacerla hablar:

7R�WKH�OLWWOH�JLUO�,¶G�DGRSWHG��,�NHSW�RQ�VD\LQJ��µLI�WKH\�TXHVWLRQ�\RX��EHJLQ�
WR�FU\��,I�WKH\�DVN��µ:KR�FRPHV�WR�YLVLW�\RXU�PRWKHU"�:KDW�GRHV�VKH�GR¶�
you must begin to cry immediately… if you say a word, they will ask more 
TXHVWLRQV��-XVW�FU\��7KDW¶V�DOO�\RX�PXVW�GR�´�DQG�WKDW¶V�ZKDW�VKH�GLG��6KH�
EXUVW�LQWR�WHDUV��VKH�UROOHG�DERXW�LQ�WKH�VDQG��VKH�UDQ�DZD\�LQ�D�ÀRRG�RI�
tears (1985: 160).

Los recuerdos de guerra, aunque dolorosos, rebatieron los discursos 
históricos que estigmatizaron a las mujeres con la invisibilidad 
y la marginalidad, y dieron fe de que la identidad femenina no es 
SHUPDQHQWH�\�KX\H�GH�ODV�GH¿QLFLRQHV�FLIUDGDV�
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El hecho de que Djebar tenga que escribir la memoria colectiva 
femenina de guerra en una lengua extranjera tiene consecuencias 
GH� PD\RU� DOFDQFH�� 6X� ©GREOH� LGHQWL¿FDFLyQ� PDWHUQDO�SDWHUQDOª�
(Ringrose, 2006: 58) –al escribir sobre sus antepasados femeninos 
en el idioma del colonizador que le enseñó su padre– se considera a 
la vez liberadora y represiva. De hecho, «las elecciones lingüísticas 
FLIUDQ�OD�SHUWHQHQFLD�R�DOLHQDFLyQ�FXOWXUDOHV��OD�SpUGLGD�\�UHFXSHUDFLyQ�
de la lengua propia y la compaginación de nuevas palabras y nuevos 
mundos, suponen una negociación constante para estos escritores» 
(Katrak, 2006: 27). Djebar reconoce esa dicotomía y alude a la 
disonancia inherente entre oralidad y escritura:

,�KDYH�FDSWXUHG�\RXU�YRLFH���GLVJXLVHG�LW�ZLWK�P\�)UHQFK�ZLWKRXW�FORWKLQJ�
it… the words that I thought to put in your mouth are shrouded in the 
same mourning garb as those of Bosquet or Saint-Arnaud. Actually, it 
is they who are writing to each other, using my hand, since I condone 
this bastardy, the only cross-breeding that the ancestral beliefs do not 
condemn : that of language, not that of the blood… torch-words which 
OLJKW�XS�P\�ZRPHQ�FRPSDQLRQV��P\�DFFRPSOLFHV��� WKHVH�ZRUGV�GLYLGH�
me from them once and for all. And weigh me down as I leave my native 
land (1985: 142).

Su sentimiento de culpa al alienarse de la lengua materna al 
mismo tiempo que reconoce el potencial artístico que el idioma del 
conquistador le permite desestabilizar el sentimiento de identidad 
de la escritora: «Sé que todo idioma es un oscuro almacén de 
cadáveres apilados […], pero al enfrentarme al idioma del antiguo 
FRQTXLVWDGRU��TXH�PH�RIUHFH�VXV�RUQDPHQWRV��VXV�MR\DV��VXV�ÀRUHV��
GHVFXEUR�TXH�HVWDV�VRQ�ODV�ÀRUHV�GH�OD�PXHUWH��FULVDQWHPRV�VREUH�
tumbas» (1985: 181). La exclusión y el sentimiento de traición de la 
escritora provocan en ella el deseo de reconciliarse con su madre 
SDWULD�� FRQ� VX� LGHQWLGDG�� DVt� SXHV�� WRPD� QRWD� GH� ODV� KLVWRULDV� GH�
mujeres y las reproduce resucitando por el camino las identidades 
colectivas de dichas féminas y la suya propia. En este contexto, 
habiendo mostrado su capacidad para hablar, la cuestión de si la 
subalterna puede leer su propio testimonio de guerra carece de 
importancia. Si Assi Djebar escribe, no es sólo por estas mujeres 
olvidadas en particular, sino por la memoria colectiva femenina en 
general, por la posteridad. De no anotar estas historias, se corre 
el peligro inminente de que desaparezcan de la memoria histórica. 
Las narraciones testimoniales, una vez publicadas/difundidas, se 
despojan de su privacidad para convertirse en propiedad pública, 
DGTXLULHQGR� DVt� XQD� YR]� SROLPyU¿FD� H� LQWHJUDGD� SRU� P~OWLSOHV�
cuerpos. La voz de estas mujeres seguirá resonando en el texto 
escrito en francés a través de la mezcla de acentos y entonaciones 
bereberes y árabes. Esta hibridación lingüística permite la creación 
de un «tercer espacio», ni árabe ni francés, en el que la escritora 
SXHGH�UHFRQFLOLDUVH�FRQ�VX�\R�H[LOLDGR�\�VXV�RUtJHQHV�GLVSHUVRV��XQ�
espacio en el que «palabras antorcha… iluminan a mis compañeras, 
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a mis cómplices». (1985: 142).

Con la pregunta de Boehmer en mente, «si las estructuras de las 
naciones o los estados-nación están soldados a los puntales de las 
jerarquías de género y la organización del poder en la nación se 
fundamenta en gran medida en dichas estructuras, ¿cómo podemos, 
entonces, concebir la nación fuera del género?» (Boehmer, 2005: 
30). Djebar reitera el problema de entrecruzar género y guerra, 
sobre todo cuando el medio para hacerlo es la memoria. Mediante 
su fascinante retórica para dotar de preeminencia al papel de las 
mujeres en la lucha nacional, sus esfuerzos concienzudos por 
darles voz y combatir las formas en que habían sido silenciadas 
por las estructuras de poder coloniales y patriarcales, la escritora 
enfatiza su papel como testigos, supervivientes y pilar de la lucha. 
La memoria colectiva ha demostrado la fuerza arquetípica que 
FRQ¿JXUy�OD�LGHQWLGDG�\�H[SHULHQFLD�GH�ODV�VXEDOWHUQDV��DVt�FRPR�OD�
fuerza curativa que logró reconciliar a la escritora con sus orígenes.
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Resum || En les narracions de guerra d'Assia Djebar la veu i les experiències de les dones són 
el centre de la narració, en contrast amb les narracions masculines tradicionals centrades en la 
JXHUUD�L�HOV�FRQÀLFWHV��$ L'Amour, la fantasia hi ha diverses protagonistes femenines, supervivents 
de la guerra d’independència, que, a través de la narració de relats presenten perspectives 
FDQYLDQWV� L� XQD� PXOWLSOLFLWDW� GH� YHXV� TXH� GHVD¿HQ� OHV� YHUVLRQV� KLVWzULTXHV� PRQROzJLTXHV���
Mitjançant la unió de fragments de les identitats individuals, perdudes i oblidades per la història, 
O¶HVFULSWRUD�IRUMD�OD�LGHQWLWDW�FRO�OHFWLYD��FHQWUDQW�VH�HQ�HOV�DVSHFWHV�FRPXQV��PpV�TXH�QR�HQ�HOV�
privats, de la memòria.
/¶DUWLFOH�SRVD�HQ�UHOOHX�OD�QDWXUDOHVD�HVSHFt¿FD�GH�JqQHUH�GH�OHV�PHPzULHV�GH�JXHUUD��H[DPLQD�HO�
SDSHU�GH�OD�QDUUDWLYD�FRP�D�PLWMj�SHU�FRQWUDUHVWDU�OHV�GH¿FLqQFLHV�GH�OD�PHPzULD�L�SHU�FRPEDWUH�
l’amnèsia històrica.
7RW�FHQWUDQW�VH�HQ�OD�LGHD�TXH�OD�PHPzULD�FRQVWUXHL[�OD�LGHQWLWDW��O¶DUWLFOH�LQYHVWLJD�¿QV�D�TXLQ�SXQW�
XQD�PHPzULD�GH�JqQHUH�GH�OD�JXHUUD�SRW�FRQWULEXLU�D�OD�IRUPDFLy�GH�OD�LGHQWLWDW�FRO�OHFWLYD��WHQLQW�
en compte la interdependència, però també la dissonància entre l’oralitat i el text.

Paraules clau ||  0HPzULD�_�,GHQWLWDW�FRO�OHFWLYD�_�*XHUUD�G¶LQGHSHQGqQFLD�G
$OJqULD�_�*qQHUH�

Summary || In Assia Djebar’s war narratives, it is women’s voices and experiences that are at the 
FHQWUH�RI�QDUUDWLRQ��LQ�FRQWUDVW�WR�WUDGLWLRQDO�PDOH�FHQWUHG�QDUUDWLYHV�RI�ZDU�DQG�FRQÀLFW��,Q�Fantasia, 
an Algerian Cavalcade, there are multiple female protagonists, survivors of independence war, 
who, through storytelling, present shifting perspectives and a multiplicity of voices that contest 
monological historical versions.  By reassembling the fragments of individual identities, lost and 
forgotten by history, the writer forges collective identity, focussing on the communal rather than 
private aspect of memory.
7KH�SDSHU�KLJKOLJKWV� WKH�JHQGHU�VSHFL¿F�QDWXUH�RI�ZDU�PHPRULHV�� LW�H[DPLQHV� WKH� UROH�RI� WKH�
QDUUDWLYH�DV�D�PHDQV�RI�FRXQWHULQJ�GH¿FLHQFLHV�RI�PHPRU\�DQG�FRPEDWLQJ�KLVWRULF�DPQHVLD�
Centred on the idea that memory constructs identity, the paper investigates the extent to which 
a gendered memory of war can contribute in shaping collective identity, bearing in mind the 
interdependence but also the dissonance of orality and texting.

Key-words || Memory | Collective identity | Algerian war of independence | Gender.
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«I imagine you, the unknown woman, whose tale has been handed 
GRZQ�E\�VWRU\�WHOOHUV����)RU�QRZ�,�WRR�WDNH�P\�SODFH�LQ�WKH�¿[HG�FLUFOH�RI�
listeners […] I recreate you, the invisible woman […] I resurrect you […] 

that no letter from any French soldier was to describe» 
(Djebar, 1985: 189).

0. Introducció

(O�JqQHUH�L�HOV�FRQÀLFWHV�EqOOLFV�VyQ�IRUPDFLRQV�FXOWXUDOV�GLDOqFWLFDPHQW�
construïdes en contextos colonials i postcolonials i es reprodueixen 
HQ�HOV�UHODWV�GH�¿FFLy��$VVLD�'MHEDU��O¶HVFULSWRUD�DOJHULDQD��SHUPHW�DOV�
lectors considerar les narratives de la guerra i la seva intersecció amb 
les narratives de gènere. El meu títol destaca l’intercanvi dinàmic 
entre el gènere i la memòria, inaugurant allò que Lindsey Moore 
anomena una «feminist archaelogy of traces» (Moore, 2008:63), 
on la veu inspira la memòria i on les dones, les combatents i les 
supervivents de la lluita per la independència s’esforcen per establir 
la seva identitat com a dones, però també com a agents actius del 
canvi.

En efecte, l’exclusió de les històries de les dones dels discursos 
masculins hegemònics cerca de corregir-se en els relats de guerra 
d’Assia Djebar, atès que les dones creen un guió alternatiu que dóna 
veu a les seves històries oblidades i prohibides, tot empoderant-
OHV� HQ� HO� SURFpV�� eV� D� WUDYpV� GH� OD� QDUUDFLy� íXQD� SUjFWLFD� GH�
³WHVWLPRQLDWJH´� LQGLUHFWH� G¶XQD� KLVWzULD� G¶DOLHQDFLyí� TXH� 'MHEDU�
SURMHFWD� OD�PHPzULD� FRO�OHFWLYD� IHPHQLQD�GHO� WUDXPD�GH� OD�JXHUUD��
La narració proporciona en aquest cas l’arena d’una ocasió única 
perquè les dones subalternes puguin editar els arxius masoquistes 
de la història colonial algerina. En aquest context, Cooke explica:

Women who choose to write about wars they have lived are defying an 
age old silencing code. Their speaking about now and in knowledge of 
their transgressions allows us to read back into the gaps and silences of 
the War Story. Their stories threaten the privilege assumed proper to the 
right to tell the War Story. As the right to tell diffuses among all who may 
claim to have had a war experience, however unrecognizable as such 
by the standard conventions, the masculine contract between violence, 
VH[XDOLW\��DQG�JORU\�FRPHV�XQGRQH��&RRNH�������������

En vista d’això, jo sostinc que la conciliació de l’ésser femení amb 
la història, ja sigui per la pròpia autora o per les veus fragmentades 
de les diferents narradores, és essencial per a la formació de la 
seva identitat i, inevitablement, ha d’incloure una performativitat de 
gènere de la memòria. Així doncs la primera part de l’article detalla 
els aspectes de la memòria i de l’oblit propis del gènere, la segona 
SDUW�GHVFULX�HOV�HIHFWHV�íWDQW�SRVLWLXV�FRP�QHJDWLXVí�GH�UHFRUGDU�HO�
cos o a través del cos de la identitat femenina, mentre que l’última 
SDUW�UHÀH[LRQD�VREUH�VL�OD�PHPzULD�FRO�OHFWLYD�SRGULD�VREUHYLXUH�HQ�
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una llengua estrangera, és a dir, el lloc de l’oralitat en el seu text 
literari. 

/D�XUJHQW�QHFHVVLWDW�GH�UHHVFULXUH�OD�KLVWzULD�D�WUDYpV�GH�OD�¿FFLy�pV�
expressada per una narradora femenina: «Alas! We can’t read or 
write. We don’t leave any accounts of what we lived through and all 
we suffered!» (Djebar, 1985: 184). Dit d’una manera més teòrica:

/LWHUDU\� HYLGHQFH� DI¿UPV� WKDW� GXULQJ� WKH� 5HYROXWLRQ�� WKH� $OJHULDQ�
women were not conscious of their opportunities… Consequently, 
it is not so surprising that they made no attempt to inscribe into the 
war text experiences that may have been transformative. When they 
have written, they have done so with little awareness of what military 
participation had meant […] The Algerian Revolution came too soon in 
the history of Modern Arab women’s discursive activism to serve as a 
catalyst for the inscription of feminist issues into the nationalist agenda 
[…] The difference between the Algerian and the Lebanese women who 
participated in their two wars was that the Algerian women did not have 
a feminist context, for example, no indigenous, independent feminist 
organization, within which to situate their struggle (Cooke, 1993: 185-
186).

Temàticament, el trop de la memòria en els relats de guerra de 
Djebar obre un espai per escriure «a collective autobiography of the 
women of Algeria» (Hiddleston, 2006: 68), tot provocant un desig 
d’autoconeixement que es resisteix a allò que Foucault anomena 
©VXEMXJDWHG� NQRZOHGJHV�� NQRZOHGJHV� WKDW� KDYH� EHHQ� GLVTXDOL¿HG�
as inadequate to their task» (Foucault, 1980: 82). Mehta postula 
que «In their role as communal scribes entrusted with the task of 
preserving collective memory from destruction and erasure, these 
women subscribe to an anti-war politics of remembering» (Mehta, 
����������(Q�DTXHVWD�QRYD�SROtWLFD�GHO� UHFRUG��HOV� WHVWLPRQLV�RUDOV�
representen el vehicle a través del qual la memòria opera fora 
i més enllà de les normes de l’escriptura. A Fantasia, si la guerra 
de colonització es recupera a partir d’una història documentada, la 
guerra d’independència es basa en el testimoni oral de les dones 
que van prendre part en la lluita. Ja els títols de capítols, “Veu”, 
“Murmuris”, “Clam”, “Remors”, “Diàlegs” i “Soliloqui”, sorgeixen dels 
UHFHVVRV�GHO�VLOHQFL��HO�GH�OD�PDUH��OD�¿OOD��OD�JHUPDQD��O¶HVSRVD��L�¿QV�
i tot el nen, per omplir els buits i els forats de la història esquerdada 
en diversos llocs com les muntanyes, les presons, els douars i els 
llogarets humils.  

$� QLYHOO� HVWUXFWXUDO�� OD� PHPzULD� pV� XQ� WURS� XQL¿FDGRU� TXH� SRUWD�
harmonia a les narratives femenines dissidents i fragmentades per 
a formar un tot. La narració de la memòria ofereix un nou estil en 
FDGD�FDStWRO��YLROD�OHV�FRQYHQFLRQV�QDUUDWLYHV�TXH�PDQWHQHQ�HVWDEOH�
la representació, especialment el cas de la pressuposició que una 
YHX�FRQFUHWD�HVWj�OOLJDGD�D�XQ�SHUVRQDWJH�HVSHFt¿F�DPE�XQ�GLVFXUV�
i una memòria propis. Hi ha un multivocalidat, una heteroglòssia, 
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FRP� %DMWtQ� KR� DQRPHQDULD� �%DMWLQ�� ������ ������ TXH� HV� UHÀHFWHL[�
estructuralment en els diferents estils adoptats en la narració. En un 
PHWDQLYHOO�� OD�QRYHO�OD�PHQ\VFDED� O¶H[SHFWDWLYD�TXH�HO� WH[W�SRW�VHU�
vist com el producte d’un agent autorial coherent com és el cas dels 
JUDQV�UHODWV�R¿FLDOV��7DPEp�SRVD�GH�PDQLIHVW�HO�IHW�TXH�QR�H[LVWHL[�
XQ�~QLF�UHODW�GH�JXHUUD��OD�QDUUDWLYD�HVWjQGDUG�íL�DPE�HOOD�OD�IRUPD�
GH�SHQVDU� L�GH�IHU� OD�JXHUUDí�pV�GLDOzJLFD� L�QR�PRQROzJLFD��%DMWLQ��
�����������

La projecció de Djebar d’una discursivitat traumatitzada que 
encapsula el trauma de la pèrdua i el dol de les dones partisanes, la 
seva forma sincrètica de representació, la seva aproximació feminista 
al nacionalisme algerià, la seva actitud complexa amb el llenguatge 
i la memòria cultural anticipen la complexitat de la resurrecció de 
la memòria femenina. L’ètica del record i l’oblit s’entrellacen, tot 
esborrant els límits entre ambdós. Oblidar, com planteja Nietzsche, 
es converteix en una estratègia positiva:

)RUJHWWLQJ� LV� QRW� VLPSO\� D� NLQG� RI� LQHUWLD�� DV� VXSHU¿FLDO�PLQGV� WHQG� WR�
believe, but rather the active faculty to […] provide some silence, a ‘clean 
slate’ for the unconscious, to male place for the new […] those are the 
uses of what I have called an active forgetting.

Les veus femenines «lift[ing] the burden of memory» (1985: 141), 
OOXLWDQW�DPE� O¶DÀLFFLy�GH� UHFRUGDU�� LQWLPLGHQ�D� O¶DXWRUD�DPE� OD�VHYD�
FDXWHOD��DPE�OD�VHYD�GHVFRQ¿DQoD��/HV�YHXV�VXEMXJDGHV�GHFLGHL[HQ�
estratègicament què han de recordar i què han d’oblidar: «Only speak 
of what conforms, my grandmother would reprove me: to deviate is 
dangerous, inviting disaster in its multiple disguises» (1985: 156). 
La transcripció de la memòria femenina s’anuncia com a una tasca 
difícil per a l’escriptora: 

Strange little sister, whom henceforth I leave veiled or whose story I now 
transcribe in a foreign tongue. Her body and her face are once more 
HQJXOIHG�LQ�VKDGRZ�DV�VKH�ZKLVSHUV�KHU�VWRU\�±�D�EXWWHUÀ\�GLVSOD\HG�RQ�D�
SLQ�ZLWK�WKH�GXVW�IURP�LWV�FUXVKHG�ZLQJ�VWDLQLQJ�RQH¶V�¿QJHU��������������

La fragilitat de la narradora dóna fe de la seva conformitat amb els 
rols de gènere, que la sotmeten al silenci i la marginalitat: «the stilled 
YRLFH� ELGHV� LWV� WLPH�� JURDQV� DUH� VWLÀHG�� JULHYDQFHV� VXEOLPDWHGª�
�������������6L�HVFXOO�SDUODU��FRQVFLHQWPHQW�WDPLVD�OD�VHYD�PHPzULD�
soterrada per deixar sortir només allò que és menys degradant. 
&RP�HV�GHPRVWUD�HQ� OD�QRYHO�OD�� O¶DFFLy�G¶RFXOWDPHQW� L� GHOLEHUDGD�
modèstia per les quals opten les narradores femenines no són 
activitats solitàries, sinó que hi han de recórrer les dones sempre 
que la ferida és massa profunda i el trauma més total: «What trials 
shall I tell you about, and which shall I leave to be forgotten» (1985: 
160). Si l’oblit o el record selectiu ajuda a superar els traumes, també 
fa referència a la pèrdua de la identitat personal, i la fragmentació de 
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la subjectivitat. 

Resulta de particular importància per a la fragmentació de la identitat 
quan la narradora eludeix el record de la violació. Un cop que els 
homes algerians han fugit per unir-se als maquis, l’amenaça de 
violació esdevé una amenaça endèmica de la que cap dona està 
exempta: «I submitted to ‘France’, the thirteen-year-old shepherd-girl 
might have said» (1985: 202). Gairebé tots els testimonis evitaven 
explicar la violència sexual i recorrien a un codi de silenci per protegir 
la seva identitat com a mares, germanes i esposes: «As soon as we 
young women saw the French coming we never stayed inside. The 
ROG�ZRPHQ�VWD\HG�LQ�WKH�KRXVHV�ZLWK�WKH�FKLOGUHQ��ZH�ZHQW�WR�KLGH�LQ�
the undergrowth or near the wadi. If the enemy caught us we never 
VDLG�D�ZRUGª������������������/D�PHPzULD�HV�FRQYHUWHL[�HQ�XQ�OORF�
per a la lluita, no només d’allò que s’ha de recordar o oblidar, sinó 
també d’allò que s’ha de seleccionar o ignorar, posant en risc la 
PHPzULD�FRO�OHFWLYD�HQ�HO�SURFpV��/¶DXWRUD��HQ�DTXHVW�FDV��V¶HQIURQWD�
amb el dilema de parlar d’allò que no es pot parlar, d’allò que no 
HV�SRW�HVFROWDU��GHO�WDE~��L�pV�XUJHQW�IHU�DO�OXVLy�D�DTXHVWD�PHPzULD�
fracturada:

Once the soldiers were gone, once she has washed, tidied herself up, 
SODLWHG�KHU� KDLU� DQG� WLHG� WKH� VFDUOHW� ULEERQ�� DOO� WKHVH�DFWLRQV� UHÀHFWHG�
in the brackish water of the wadi, the woman, every woman, returns, 
one hour or two hours later, advances to face the world to prevent the 
chancre being opened in the tribal circle […] rape will not be mentioned, 
will be respected. Swallowed. Until the next alarm (1985: 202).

De vegades, amb una pregunta retòrica, l’escriptora es pregunta de 
forma evasiva: «Can you imagine what would happen when they 
[French soldiers] arrived at a house and found women alone?» 
������������/¶DPQqVLD�FRO�OHFWLYD�L�HO�VLOHQFL�VREUH�OD�T�HVWLy�GH�OD�
violació són inscrits i arrelats en el llegat colonial i en les produccions 
socials i culturals de gènere, als quals és difícil oposar-s’hi. El deure 
GH�O¶DXWRUD�pV�T�HVWLRQDU�DTXHVW�OOHJDW�SHU�WDO�G¶DMXGDU�OHV�GRQHV�D�
reconciliar-se amb els seus records i la seva identitat: 

How could a woman speak aloud, even in Arabic, unless on the threshold 
of extreme age? How could she say “I”, since that would be to scorn the 
blanket-formulae which ensure that each individual journeys through life 
is a collective resignation? [...] How can she undertake to analyze her 
childhood, even if it turns out different? The difference if not spoken of, 
disappears. 
[…] My oral tradition has gradually been overlaid and is in danger of 
vanishing […] In writing of my childhood memories I am taken back to 
those bodies bereft of voices (1985: 156).

Si l’oblit és el testimoni de l’alienació de les dones respecte dels seus 
cossos i la seva identitat i revela una incapacitat de fer front el trauma 
de la violència, el record n’és de la realització i de la formació de la 
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identitat. En la majoria dels relats femenins, la narradora és molt loquaç 
i cerca d’inscriure la seva pròpia història de la resistència al mateix 
WHPSV�FRP�D�DJHQW�LQGLYLGXDO�L�FRP�D�SDUW�G¶XQ�VLVWHPD�FRO�OHFWLX��L�
l’autora ens presenta una gran quantitat de memòries femenines en 
relació amb la guerra de resistència, tot contribuint, per tant, en la 
UHFRQVWUXFFLy�GH�OD�LGHQWLWDW�IHPHQLQD�LQGLYLGXDO�L�FRO�OHFWLYD��(O�TXH�
Mona Faiad ha assenyalat, en el seu article “Reinscribing Identity: 
Nation and Community in Arab Women’s Writing”, que «traditionally, 
women in nationalist narratives are posited as begetter, inspirer 
and protector of male subjectivity. The disembodiment of Woman 
LQ� WKH�QDWLRQDO�QDUUDWLYH�DQG�KHU�P\WKL¿FDWLRQ� UHQGHU� LW� LPSRVVLEOH�
to position her as an agent of change» (Fayad, 1995: 158), és de 
poca rellevància als relats de la resistència femenina d’Assia Djebar. 
Les històries de dones, llavors, es fonen per donar forma a una 
QDUUDWLYD�FRO�OHFWLYD�GH�OHV�GRQHV��IRUPDQW�XQD�DPDOJDPD�GH�YHXV�
i experiències. Cada memòria individual presenta una dona en un 
estat de plenitud com a una dona agressiva, valenta, decidida i 
DFWLYDPHQW�FRPSURPHVD�DPE�OD�UHVLVWqQFLD��KL�pV��SHU�H[HPSOH��OD�
memòria d’una noia pastora de tretze anys que s’uneix amb els seus 
germans al maquis i que va haver de passar per l’enterrament i el dol 
d’un germà assassinat davant dels seus ulls.

[…] that of the mother who bore the soldiers’ tortures with never a 
whimper, that of the little cooped-up sisters, too young to understand, but 
bearing the message of wild-eyed anguish, the voice of the old women 
of the douar who face the horror of the approaching death-knell, open-
PRXWKHG��ZLWK�SDOPV�RI�ÀHVKOHVV�KDQGV�WXUQHG�XSZDUGV�������������

Però també d’aquelles que van oferir refugi i menjar als mûdjâhidîn, 
que van portar armes als rebels a les muntanyes, que es va unir a la 
OOXLWD��L�YDQ�VHU�HPSUHVRQDGHV��WRUWXUDGHV�L�DVVDVVLQDGHV��L�¿QV�L�WRW�
aquelles que cosien els uniformes i les banderes, que van prendre’s 
FXUD�GHOV�IHULWV��TXH�YDQ�H[HUFLU�FRP�D�UHSRUWHUHV��L�¿QV�L�WRW�FRP�D�
recaptadores de fons. 

5HFRUGDU�OD�JXHUUD�SHU�D�OHV�GRQHV�VLJQL¿FD��LQHYLWDEOHPHQW��UHFRUGDU�
HO�FRV��$PE�$VVLD�'MHEDU��OD�PHPzULD�FRO�OHFWLYD�HVWj�GHWHUPLQDGD�SHO�
gènere, i per això ha de manipular el cos a través del qual les dones 
troben la seva veu. El que realment escapa als relats documentats 
de la guerra és que, en les seves narracions, Djebar permet a les 
dones parlar dels seus cossos, amb tot el dolor i el trauma que li 
és inherent. La manera que les dones denoten el seu dolor davant 
les atrocitats de la guerra està impregnada d’un llenguatge del 
FRV� DEVHQW� GH� OHV� YHUVLRQV� KLVWzULTXHV� R¿FLDOV�� /D� GLQjPLFD� GHO�
contradiscurs es produeix a través del recurs a un prerequisit que és 
sensual i intuïtiu. En efecte:

The fourth language, for all females, young or old, cloistered or half-
emancipated, remains that of the body: the body which […] in trances, 
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GDQFHV�RU�YRFLIHUDWLRQV��LQ�¿WV�RI�KRSH�RU�GHVSDLU��UHEHOV��DQG�XQDEOH�WR�
read or write, seeks some unknown shore as destination for its message 
of love (1985: 180). 

Elia encertadament postula que «the venue left for these women 
LV�WKH�SUHYHUEDO�íSK\VLFDO�H[SUHVVLRQ��PRYHPHQWV��VRXQGV��WUDQFHV�
DQG�GDQFHVí�IXQFWLRQLQJ�RXWVLGH�WKH�UHDFK�RI�DQ\�6\PEROLF�GLVFRXUVH�
and which can thereby communicate the inducible» (Elia, 20 01: 22). 
Per tant, és incomprensible i enigmàtic per a aquells que representen 
no només el Patriarcat, sinó també l’Imperialisme. Quan es lliura una 
JXHUUD��©WKH�ZRPHQ¶V�VKULOO�XOXODWLRQ�LPSURYLVHV�IRU�WKH�¿JKWLQJ�PHQ�
a threnody of war in some alien idiom: our chroniclers are haunted 
by the distant sound of half-human cries, cacophony of keening, 
ear-splitting hieroglyphs of a wild, collective voice» (1985: 56). En 
aquesta histèria frenètica de sons i moviments primitius, el cos es 
realitza i la identitat es completa. El ritme i el sentit desplacen el 
llenguatge i el discurs en un ritual que expulsa el dolor i invoca la 
serenitat. En l’escena del trànsit, per exemple, les dones, i l’àvia com 
a tal, combaten la letàrgia i el silenci amb balls, no amb paraules:

The matriarch was normally the only one of the women who never 
FRPSODLQHG�� VKH� FRQGHVFHQGHG� WR�PRXWK� WKH� IRUPXODV� RI� VXEPLVVLRQ�
GLVGDLQIXOO\�� EXW� WKLV� H[WUDYDJDQW� RU� GHULVRU\� FHUHPRQLDO� ZKLFK� VKH�
regularly organized was her own way of protesting… Against whom? 
Against the others or against fate? I wondered. But when she danced, 
she became indubitably queen of the city. Cocooned in the primitive 
music, she drew her daily strength before our very eyes.
The haughty matron’s voice and body gave me a glimpse of the source 
of all our sorrows: like half obliterated signs which we spend the rest of 
our lives trying to decipher (1985: 145).

Les representacions corporals de les protagonistes femenines 
SUHQHQ� OD� IRUPD� GH� GHVD¿DPHQWV� ItVLFV� L� YHUEDOV�� GHVWDFDQW� O¶~V�
estratègic d’aquells mateixos cossos femenins, sovint l’única via per 
a la resistència. Les dones semblen exercir el poder a través dels 
seus cossos, tot transformant-los en agents actius que serveixen 
la resistència, i descartant les seves funcions biològiques i sexuals 
com a generadores de vida i objectes que desig. 

Qualsevol discussió sobre la guerra i els seus records persistents 
és dolorosa. El dolor, inseparable del cos subaltern, dóna forma a 
la construcció de la identitat femenina. El lector es projecta dins 
GHO�OOHQJXDWJH�L�HOV�FRVVRV�GHO�WUDXPD��OD�LQWHUSUHWDFLy�GHO�VRIULPHQW�
físic s’accentua per un sentiment més profund de la humiliació i la 
desgràcia. Tenim un cos que és torturat, mutilat, colpejat i trencat, 
però encara més provocador i desvergonyit. Els exemples a la 
QRYHO�OD� VyQ� QRPEURVRV�� GHV� GH� &KHULID�� TXH� pV� WRUWXUDGD� DPE�
GHVFjUUHJXHV�HOqFWULTXHV� L� TXH�GHVD¿D� O¶DXWRULWDW� FRORQLDO� DPE� OHV�
VHYHV�YDJXHV�GH�IDP��¿QV�D�/OD�=RKUD��OD�GRQD�DQFLDQD�OD�FDVD�L�OD�
JUDQMD�GH�OD�TXDO�YD�VHU�LQFHQGLDGD�GLYHUVHV�YHJDGHV��L�TXH�¿QDOPHQW�
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va ser cremada ella mateixa:

0\�KDLU�FDXJKW�¿UH��$QG�WKH�FKLOG�ZKR�ZDV�FU\LQJ�ZLWK� IULJKW��VKRXWHG��
µ0RWKHU��WKH�¿UH¶V�HDWLQJ�\RX�XS��7KH�¿UH�LV�HDWLQJ�\RX�XS�¶
That’s how I lost all my hair. I hurled myself into the water. But more 
burning embers fell on me […] (1985: 161).

Sorprenentment, el dolor va alliberar aquestes dones i les va instar 
a parlar. Elaine Scarry argumenta que durant la tortura «the body 
is its pain, a shrill sentience that hurts and is hugely alarmed by 
its hurt, and the body is its scars, thick and forgetful unmindful of 
its hurt, unmindful of anything, mute and insensate» (Scarry, 1985: 
31). Ja sigui parlant per si mateixes o mitjançant altres mediadores 
femenines, el cos és al centre de l’articulació física i moral. A través 
de la narració dels seus patiments, les dones subalternes realitzen un 
procés d’empoderament i prenen el control d’aquest dolor de forma 
efectiva, tot arrabassant el poder del seu torturador i apropiant-se’l 
per a si mateixes. En aquest sentit, fer pública la memòria personal 
és quelcom alliberador.

Recordar el cos implica recordar a través del cos. Atès que el dolor 
GH¿QHL[� OD� YHX� L� HO� FRV�� WDPEp� pV� GLVFXUVLYDPHQW� LQVFULW� L� DIHFWD�
a l’escriptura mateixa. Djebar posa en relleu el nexe entre dolor i 
llenguatge, traeix un eventual fracàs de l’intent de ressuscitar les 
PHPzULHV� IHPHQLQHV� SULYDGHV� L� DQXQFLD� OD� GL¿FXOWDW� GH� OD� WDVFD��
/¶HQWXPLPHQW� VHQVRULDO� TXH� XQ� R¿FLDO� H[SHULPHQWD� PHQWUH� HVWj�
informant de la violència colonial podria aplicar-se perfectament a la 
pròpia escriptora:
 

Bosquet muses over the youth killed defending his sister in the luxurious 
WHQW�� KH� UHFDOOV� WKH� DQRQ\PRXV�ZRPDQ�ZKRVH� IRRW� KDG� EHHQ� KDFNHG�
off, ‘cut off for the sake of the khalkhal…’ Suddenly as he inserts these 
words, they prevent the ink of the whole letter from drying: because of the 
REVFHQLW\�RI�WKH�WRUQ�ÀHVK�WKDW�KH�FRXOG�QRW�VXSSUHVV�LQ�KLV�GHVFULSWLRQ�
(1985: 56).

A The Body in Pain��6FDUU\�D¿UPD�TXH�OD�UHVLVWqQFLD�DO� OOHQJXDWJH�
és essencial per al dolor: «Intense pain is […] language-destroying: 
as the content of one’s world disintegrates, so the content of one’s 
ODQJXDJH�GLVLQWHJUDWHV��DV�WKH�VHOI�GLVLQWHJUDWHV��VR�WKDW�ZKLFK�ZRXOG�
express and project the self is robbed of its source and subject» 
(Scarry, 1985: 35). El narrador s’adhereix a les expressions no 
verbals «I do not claim here to be either a story-teller or a scribe. On 
the territory of dispossession, I would that I could sing» (Djebar, 1985: 
142). Això podria explicar la incapacitat per a l’articulació verbal de 
OD�QDUUDGRUD�L�HO�VHX�UHFXUV�D�OD�VHPLzWLFD��OD�OH[LFRJUD¿D�SUHYHUEDO�L�
sensual davant la incapacitat del llenguatge per transcendir el dolor: 

To read this writing, I must lean over backwards, plunge my face into 
the shadows, closely examine the vaulted roof of rock or chalk, lend an 
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ear to the whispers that rise up from time out of mind, study this geology 
stained red with blood. What magma of sounds lies rotting there? What 
stench of petrifaction seeps out? I grope about, my sense of smell 
aroused, my ears alert, in this rising tide of ancient pain. Alone, stripped 
bare, unveiled, I face these images of darkness…
How are the sounds of the past to be met as they emerge from the well 
of bygone centuries?... What love must still be sought, what future be 
planned, despite the call of the dead? And my body reverberates with 
sounds from the endless landslide of generations of my lineage (1985: 
64).

Les transaccions entre el llenguatge i el cos que podrien ajudar a la 
IRUPDFLy�GH�OD�LGHQWLWDW�íWDQW�SHU�D�O¶HVFULSWRUD�FRP�SHU�D�OHV�VHYHV�
DQWHFHVVRUHVí�HV�GLVVROHQ��SHUTXq�©WKH�ODQJXDJH�RI�SDLQª��VHJRQV�
HV�SRVWXOD��©FRXOG�RQO\�EH�D�NLQG�RI�K\VWHULD�íWKH�VXUIDFH�RI�WKH�ERG\�
becomes a carnival of images and the depth becomes a site for 
K\VWHULFDO�SUHJQDQFLHVí�WKH�ODQJXDJH�KDYLQJ�DOO�WKH�SKRQHWLF�H[FHVV�
of hysteria that destroys apparent meaning» (Das, 2004: 331). La 
relació fracturada de l’escriptora amb el llenguatge, demostrada 
en el seu fracàs en articular la memòria del dolor de les seves 
compatriotes, és un testimoni que la subjugació colonial no només va 
afectar a la identitat femenina social, sinó també a l’artística, perquè 
«denial of the other’s pain is not about the failing of the intellect but 
the failings of the spirit. In the register of the imaginary, the pain of 
the other not only asks for a home in language, but also seeks a 
home in the body» (Das, 2004: 332).

Per a les dones d’Algèria, la memòria de la guerra va suposar una 
revisió i reapropiació de les seves identitats de gènere perquè les 
seves històries de guerra impugnaven i deconstruïen les capes 
GLVFXUVLYHV�GHO�GLVFXUV�GH�JXHUUD�IDO�ORFqQWULF��RQ�OHV�MHUDUTXLHV�GH�
gènere s’estableixen en oposicions binàries. De fet, en paraules de 
Cooke:

Their stories contest the acceptance of a dyadically structured world and 
make a mockery of such notions as Defender and Defended. If women 
describe and write themselves as having had a war experience at home 
then they deny two critical binaries: home versus front and civilian versus 
combatant. The breakdown of those binaries then allows us to see the 
FUDFNV�LQ�RWKHUV�VXFK�DV�YLFWRU\�YHUVXV�GHIHDW��IDFW�YHUVXV�¿FWLRQ��DFWLRQ�
versus writing, experience versus recording, war versus peace (Cooke, 
�����������

Això obliga a situar l’atenciò en la «women’s transgressive presence 
in a space and experience programmatically said to exclude them. 
Women are showing how the binaries used to construct the War 
6WRU\� DUH� ¿FWLRQVª� �&RRNH�� ������ ����� 8Q� G¶DTXHVWV� ELQRPLV� pV�
l’esfera privada enfront la pública. En la memòria femenina de 
la guerra, l’espai immune de la llar, que representa la feminitat 
i l’espai domèstic, és totalment erosionat. Els espais domèstics 
tradicionalment ocupats per les dones van ser sovint una primera 
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línia de combat més que les muntanyes on es produïa la resistència 
masculina: «Our men ran away: they didn’t want to wait for the 
enemy’s reprisals. We women were left to bear the brunt» (1985: 
������ (Q� XQ� DOWUH� FRQWH[W�� OD� LGHD� GH� OD� OODU� íO¶KDUHPí�GHVDSDUHL[�
per complet quan les cases són incendiades o violades diverses 
vegades per l’esguard dels colonitzadors. Les dones són elogiades 
SHU� OD� IRUPD� SDVVLYD� TXH� YD� DGRSWDU� OD� VHYD� UHVLVWqQFLD�� OD� VHYD�
protesta va ser femenina, silenciosa, afectuosa i maternal: «All the 
women in the house did the same thing, howling louder and louder: 
HQRXJK�WR�GHDIHQ�WKHP�DOOª��������������(OV�ELQRPLV�DFFLy�QR�DFFLy��
passivitat/activitat, coneixement/ignorància es fonen al mateix temps 
que el silenci esdevé una eina activa de resistència a l’enemic. Així 
és com una noia va derrotar el desig de l’enemic de fer-la parlar:

7R�WKH�OLWWOH�JLUO�,¶G�DGRSWHG��,�NHSW�RQ�VD\LQJ��µLI�WKH\�TXHVWLRQ�\RX��EHJLQ�
to cry! If they ask, ‘Who comes to visit your mother? What does she do’ 
you must begin to cry immediately… if you say a word, they will ask more 
questions! Just cry! That’s all you must do!” and that’s what she did. She 
EXUVW�LQWR�WHDUV��VKH�UROOHG�DERXW�LQ�WKH�VDQG��VKH�UDQ�DZD\�LQ�D�ÀRRG�RI�
tears (1985: 160).

La memòria de la guerra, encara que dolorosa, contradeia els 
discursos històrics que estigmatitzaven les dones a la invisibilitat i la 
marginalitat, i testimoniava el fet que la identitat femenina és volàtil i 
HVFDSD�D�OHV�GH¿QLFLRQV�FRGL¿FDGHV�

(O�IHW�TXH�'MHEDU�KD�G¶LQVFULXUH�OD�PHPzULD�FRO�OHFWLYD�IHPHQLQD�GH�
OD�JXHUUD�HQ�XQD�OOHQJXD�HVWUDQJHUD�Wp�FRQVHT�qQFLHV�GH�OODUJ�DEDVW��
/D� VHYD� ©GXDO� PDWHUQDO�SDWHUQDO� LGHQWL¿FDWLRQª� �5LQJURVH�� ������
���� íTXDQ� HVFULX� VREUH� OHV� VHYHV� DQWHFHVVRUHV� HQ� OD� OOHQJXD� GHO�
FRORQLW]DGRU�TXH�HO�SDUH�OL�YD�HQVHQ\DUí�HV�FRQVLGHUD�WDQW�DOOLEHUDGRUD�
com repressiva. De fet, «linguistic choices encode cultural belonging 
RU�DOLHQDWLRQ��WKH�ORVV�DQG�UHFRYHU\�RI�RQH¶V�RZQ�WRQJXH�MXJJOLQJ�QHZ�
words and new worlds is a constant negotiation for these writers» 
�.DWUDN�������������'MHEDU�UHFRQHL[�DTXHVWD�GLFRWRPLD�L�DO�OXGHL[�D�OD�
dissonància inherent entre oralitat i textualitat:

,�KDYH�FDSWXUHG�\RXU�YRLFH���GLVJXLVHG�LW�ZLWK�P\�)UHQFK�ZLWKRXW�FORWKLQJ�
it… the words that I thought to put in your mouth are shrouded in the 
same mourning garb as those of Bosquet or Saint-Arnaud. Actually, it 
is they who are writing to each other, using my hand, since I condone 
this bastardy, the only cross-breeding that the ancestral beliefs do not 
condemn : that of language, not that of the blood… torch-words which 
OLJKW�XS�P\�ZRPHQ�FRPSDQLRQV��P\�DFFRPSOLFHV��� WKHVH�ZRUGV�GLYLGH�
me from them once and for all. And weigh me down as I leave my native 
land (1985: 142).

El seu sentiment de culpa per haver estat alienada de la llengua 
materna, alhora que reconeix el potencial artístic que la llengua 
del conqueridor li ha permès, desestabilitza el sentit d’identitat de 
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l’escriptora: «I know that every language is a dark depository for 
piled-up corpses […] but faced with the language of the former 
FRQTXHURU��ZKLFK�RIIHUV�PH�LWV�RUQDPHQWV��LWV�MHZHOV��LWV�ÀRZHUV��,�¿QG�
WKH\�DUH�WKH�ÀRZHUV�RI�GHDWK�íFKU\VDQWKHPXPV�RQ�WRPEVª��������
181). L’exclusió de l’escriptora i el sentiment de traïció desencadena 
el seu desig de reconciliar-se amb la seva pàtria, la seva identitat, 
de manera que recull les històries de les dones i les reprodueix 
SHU� D� UHVVXVFLWDU� OHV� VHYHV� LGHQWLWDWV� FRO�OHFWLYHV� L� OD� VHYD� SUzSLD�
en el procés. En aquest context, després d’haver demostrat la seva 
FDSDFLWDW� GH� SDUODU�� OD� T�HVWLy� GH� VL� OHV� VXEDOWHUQHV� SRGHQ� OOHJLU�
els seus propis testimonis de guerra és de poca importància.  Si 
Assia Djebar escriu, no és només per a aquestes dones oblidades, 
SHUz� SHU� D� OD� PHPzULD� IHPHQLQD� FRO�OHFWLYD� HQ� JHQHUDO�� SHU� D� OD�
posteritat. Si aquestes històries de resistència no es registren, el 
risc de la seva desaparició de la memòria històrica és imminent. Les 
narracions testimonials, un cop fetes públiques, són despullades de 
la seva intimitat i esdevenen propietats públiques, adquirint una veu 
SROLPzU¿FD�L�HQFDUQDGD�GH�IRUPD�P~OWLSOH��/D�YHX�G¶DTXHVWHV�GRQHV�
seguiran ressonant a través de la barreja d’entonacions i accents 
EHUEHUV�L�jUDEV�HQ�HO�WH[W�IUDQFqV��$TXHVWD�KLEULGHVD�OLQJ�tVWLFD�SHUPHW�
la creació d’un “third space”, ni àrab ni francès, on l’escriptora podia 
reconciliar-se amb el seu ésser exiliat i els seus orígens dispersos, 
un espai on “torch-words… light up my women-companions, my 
accomplices.” (Djebar, 142).

7RW� FRQVLGHUDQW� OHV� T�HVWLRQV� SODQWHMDGHV� SHU� %RHKPHU� ©LI� WKH�
structures of nations or nation-states are soldered onto the struts 
of gender hierarchies, and if the organisation of power in the nation 
is profoundly informed by those structures, how then is the nation 
to be imagined outside of gender ?» (Boehmer, 2005: 30). Djebar 
reitera el problema en encreuar el gènere i la guerra, sobretot quan 
el mitjà és la memòria. A través de la seva retòrica persuasiva per 
donar preeminència al paper de la dona en la lluita nacional, els 
seus diligents esforços per donar-los veu i per lluitar contra les 
formes en les que han estat silenciades per les estructures de poder 
colonial i patriarcal, ha posat èmfasi en el seu paper de testimonis i 
supervivents, i com a la columna vertebral de la lluita. La memòria 
FRO�OHFWLYD�KD�GHPRVWUDW�VHU�QR�QRPpV� OD� IRUoD�DUTXHWtSLFD�TXH�YD�
donar forma a la identitat i a l’experiència dels subalterns, sinó 
també la força de curació que va reconciliar l’escriptora amb els 
seus orígens.
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,�LPDJLQH�\RX��WKH�XQNQRZQ�ZRPDQ��ZKRVH�WDOH�KDV�EHHQ�KDQGHG�
GRZQ�E\�VWRU\�WHOOHUV����)RU�QRZ�,�WRR�WDNH�P\�SODFH�LQ�WKH�¿[HG�FLUFOH�RI�
OLVWHQHUV�>«@�,�UHFUHDWH�\RX��WKH�LQYLVLEOH�ZRPDQ�>«@�,�UHVXUUHFW�\RX�>«@�
WKDW�QR�OHWWHU�IURP�DQ\�)UHQFK�VROGLHU�ZDV�WR�GHVFULEH���'MHEDU�������

189)

*HQHURD� HWD� JHUUD� WHVWXLQJXUX� NRORQLDODUHQ� HWD� NRORQLDOLVPRDUHQ�
RVWHNR� NXOWXUD�RVDHUD� GLDOHNWDODN� GLUD� HWD� ¿N]LR� QDUUDWLEHWDQ�
errepikatzen dira. Assia Djebar emakume idazle aljeriarrak irakurleei 
DXNHUD�HPDWHQ�GLH�JHUUD�QDUUDWLEDN�LNXVWHNR�HWD�JHQHUR�QDUUDWLEHNLQ�
NRQSDUDW]HNR��,]HQEXUXDN�JHQHUR�HWD�PHPRULDUHQ�DUWHNR�HONDUWUXNH�
GLQDPLNRD� D]SLPDUUDW]HQ� GX�� HGR� /LQGVH\� 0RRUH�N� GHLWXWDNR�
³DUUDVWRHQ�DUNHRORJLD�IHPLQLVWD´�GHODNRDUL�KDVLHUD�HPDWHQ�GLR��$KRWVD�
memoriaren inspirazioa da eta emakumeek, independentziaren 
alde borrokatu eta bizirik atera ziren horiek, beren identitateak 
HPDNXPHHQ�HWD�DOGDNHWDUHQ�HUDJLOH�JLVD�¿QNDW]HQ�GLWX]WH��

,]DQ�HUH��$VVLD�'MHEDU�VDLDW]HQ�GD�HPDNXPHHQ�LVWRULRDN�JL]RQH]NRHQ�
GLVNXUWVR� KHJHPRQLNRHWDWLN� ED]WHUW]HQ� EHUH� JHUUD� QDUUDWLEHWDQ��
HPDNXPHHN�LVWRULR�DKD]WX�HWD�EDUNDWXHL�DKRWVD�HPDWHQ�GLHQ�JLGRLD�
osatzen baitute, eta indarra hartzen joaten dira pixkanaka-pixkanaka. 
Djebar-ek emakumeen talde-memoria istorioak kontatuz babesten 
GX�JHUUDUHQ�WUDXPDWLN��3UDNWLND�KRUL�]HKDUNDNR�WHVWLJDQW]DWLN�KLVWRULD�
ED]WHUWXUD� EDWHUDLQR� DOGD� GDLWHNH�� +RUL� GD� 'MHEDU�HN� HPDNXPHHQ�
WDOGH�PHPRULD� JHUUDUHQ� WUDXPDWLN� EDEHVWHNR� PRGXD�� ,VWRULRDN�
kontatzea aukera aparta da menderatutako emakumeek Aljeriako 
KLVWRULD� NRORQLDODUHQ� DUW[LER� PDVRNLVWDN� HGLWDW]HNR�� 7HVWXLQJXUX�
horretan, Cooke-k hau azaltzen du:

:RPHQ�ZKR�FKRRVH�WR�ZULWH�DERXW�ZDUV�WKH\�KDYH�OLYHG�DUH�GHI\LQJ�DQ�
DJH�ROG�VLOHQFLQJ�FRGH��7KHLU�VSHDNLQJ�DERXW�QRZ�DQG�LQ�NQRZOHGJH�RI�
WKHLU�WUDQVJUHVVLRQV�DOORZV�XV�WR�UHDG�EDFN�LQWR�WKH�JDSV�DQG�VLOHQFHV�RI�
WKH�:DU�6WRU\��7KHLU�VWRULHV�WKUHDWHQ�WKH�SULYLOHJH�DVVXPHG�SURSHU�WR�WKH�
ULJKW�WR�WHOO�WKH�:DU�6WRU\��$V�WKH�ULJKW�WR�WHOO�GLIIXVHV�DPRQJ�DOO�ZKR�PD\�
FODLP�WR�KDYH�KDG�D�ZDU�H[SHULHQFH��KRZHYHU�XQUHFRJQL]DEOH�DV�VXFK�
E\�WKH�VWDQGDUG�FRQYHQWLRQV��WKH�PDVFXOLQH�FRQWUDFW�EHWZHHQ�YLROHQFH��
VH[XDOLW\��DQG�JORU\�FRPHV�XQGRQH��&RRNH�������������

+RULHN� KRUUHOD�� QLUH� XVWH]�� HPDNXPHDN� HWD� KLVWRULD� HONDUW]HD�
beharrezkoa da identitatea eratzeko, autorea beraren bidez nahiz 
]HQEDLW� NRQWDODULHQ� DKRWV� ]DWLHQ� ELGH]�� HWD� KRUUHN�� H]LQEHVWHDQ��
JHQHURDN� EDOGLQW]DWXWDNR�PHPRULD� L]DQJR� GX�� %HUD]�� DUWLNXOXDUHQ�
OHKHQHQJR� DWDOHDQ�� JHQHURDUHQ� RURLW]HDUHQ� HWD� DKD]WHDUHQ�
H]DXJDUULDN�D]DOW]HQ�GLUD�� ELJDUUHQ�DWDOHDQ�� JRUSXW]D�JRJRUDW]HDN�
HGR�JRUSXW]DUHQ�ELWDUWH]�JRJRUDW]HDN�HPDNXPH]NRHQ� LGHQWLWDWHDQ�
]HU� RQGRULR� SRVLWLER� HWD� QHJDWLER� GLWXHQ� GHVNULEDW]HQ� GD�� HWD�
D]NHQHQJR� DWDOHDQ�� WDOGH�PHPRULDN� DW]HUULNR� KL]NXQW]D� EDWHDQ�
nola biziraun dezakeen hausnartzen da, beste era batera esanda, 
ahozkotasunak testu literarioan zer toki duen. 
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(PDNXPH� NRQWDODUL� EDWHN� DKRWVD� MDUW]HQ� GLR� KLVWRULD� ¿N]LRDUHQ�
ELWDUWH]�EHUULGD]WHNR�EHKDUUDUL��³$UD��(]LQ�GXJX�H]�LUDNXUUL�H]�LGDW]L��
(]�GXJX�JXUH�EL]LSHQHL�EXUX]�H]HU�XW]L�H]WD�VXIULWX�GXJXQDUL�EXUX]�
ere!” (Djebar, 1985: 184) Teorikoki esanda:

/LWHUDU\� HYLGHQFH� DI¿UPV� WKDW� GXULQJ� WKH� 5HYROXWLRQ�� WKH� $OJHULDQ�
ZRPHQ� ZHUH� QRW� FRQVFLRXV� RI� WKHLU� RSSRUWXQLWLHV«� &RQVHTXHQWO\��
LW� LV� QRW� VR� VXUSULVLQJ� WKDW� WKH\�PDGH� QR� DWWHPSW� WR� LQVFULEH� LQWR� WKH�
ZDU� WH[W� H[SHULHQFHV� WKDW�PD\� KDYH� EHHQ� WUDQVIRUPDWLYH��:KHQ� WKH\�
KDYH�ZULWWHQ�� WKH\�KDYH�GRQH�VR�ZLWK� OLWWOH�DZDUHQHVV�RI�ZKDW�PLOLWDU\�
SDUWLFLSDWLRQ�KDG�PHDQW�>«@�7KH�$OJHULDQ�5HYROXWLRQ�FDPH�WRR�VRRQ�LQ�
WKH�KLVWRU\�RI�0RGHUQ�$UDE�ZRPHQ¶V�GLVFXUVLYH�DFWLYLVP�WR�VHUYH�DV�D�
FDWDO\VW�IRU�WKH�LQVFULSWLRQ�RI�IHPLQLVW�LVVXHV�LQWR�WKH�QDWLRQDOLVW�DJHQGD�
>«@�7KH�GLIIHUHQFH�EHWZHHQ�WKH�$OJHULDQ�DQG�WKH�/HEDQHVH�ZRPHQ�ZKR�
SDUWLFLSDWHG�LQ�WKHLU�WZR�ZDUV�ZDV�WKDW�WKH�$OJHULDQ�ZRPHQ�GLG�QRW�KDYH�
D� IHPLQLVW� FRQWH[W�� IRU� H[DPSOH�� QR� LQGLJHQRXV�� LQGHSHQGHQW� IHPLQLVW�
RUJDQL]DWLRQ��ZLWKLQ�ZKLFK� WR�VLWXDWH� WKHLU� VWUXJJOH� �&RRNH������������
186).

7HPDWLNRNL�� 'MHEDU�HQ� JHUUD� QDUUDWLEHQ� PHPRULD�WURSRDN� DXNHUD�
HPDWHQ� GX� ³$OMHULDNR� HPDNXPHHQ� WDOGH� DXWRELRJUD¿D� HJLWHNR´�
�+LGGOHVWRQ�������������HXUHQ�EXUXD�H]DJXW]HNR�GHVLRD�QDEDUPHQGX]��
)RXFDXOW�HN� H]DJXW]D� KRUUL� ³PHQGH� GDXGHQ� H]DJXW]DN�� [HGHD� H]�
EHWHW]HDJDWLN�GHVHJRNLW]DW�MR�GLWX]WHQ�H]DJXW]DN´��)RXFDXOW������������
HVDWHQ�GLR��0HKWD�N�GHIHQGDW]HQ�GX�³JX]WLHN�LGD]OHHQ�UROD�GXWHQH]��
HXUHQ� HJLQNL]XQD� WDOGH�PHPRULDUHQ� VXQWVLSHQD� HWD� H]DEDSHQD�
HNLGLWHD�GD��HPDNXPH�KRULHN�RURLW]DSHQH]NR�JHUUDUHQ�DXUNDNR�SROLWLNHL�
HNDUSHQD� HJLWHQ� GLHWH� �0HKWD�� ������ ���� 2URLW]HDUHQ� SROLWLND� EHUUL�
KRULHWDQ��DKR]NR�WHVWLJDQW]DN�PHPRULD�LGD]WHDUHQ�DUDXHWDWLN�NDQSR�
HWD�KDUDWDJR�KHOW]HNR�ELGHDN�GLUD��)DQWDVLDQ��NRORQL]D]LRDUHQ�JHUUD�
dokumentatutako historiatik berreskuratu bada, Independentziaren 
JHUUDQ� SDUWH� KDUWX� ]XWHQ� HPDNXPHHQ� DKR]NR� WHVWLJDQW]D� GD��
Kapituluen izenburuak  “Voice”, “Murmurs”, “Clamour”, “Whispers”, 
³'LDORJXHV´� HWD� ³6ROLORTX\´� LVLOWDVXQDUHQ� DPDLHUDWLN� VRUW]HQ� GLUD��
amarena, alabarena, arrebarena, emaztearena, baita umearena ere, 
]HQEDLW�OHNXWDQ��KDOD�QROD�PHQGLHWDQ��SUHVRQGHJLHWDQ��³GRXDU´�HWDQ�
eta herrixka txiroetan, pitzatutako historiaren tarteak betetzeko eta 
zuloak uzteko.

(JLWXUD�PDLODQ��PHPRULD�EDW]HQ�GXHQ�WURSRD�GD��KDUPRQLD�HPDWHQ�
dio emakumezkoen kontakizun banandu eta zatituei, osotasuna 
ematen die. Memoriaren narrazioak estilo desberdina dauka kapitulu 
EDNRLW]HDQ�� NRQWDNL]XQDN� LUDXQNRU� ELKXUW]HQ� GXHQ� QDUUDWLEDUHQ�
konbentzioak hausten ditu, batez ere ahots bakarra pertsonaia jakin 
EDWHQ�KLW]�HWD�PHPRULDUHNLQ�ORWXWD�GDJRHOD�XVWH�EDGD��$KR]NRWDVXQ�
DQLW]D� GDJR�� HGR� %DNKWLQ�HN� HVDQJR� OXNHHQ� EH]DOD�� KHWHURJORVLD�
�%DNKWLQ�������������HWD�QDUUD]LRDUHQ�KDLQEDW�HVWLORWDQ�HVWUXNWXUDONL�
LVODWXWD� GDJR�� 0HWDPDLOD� EDWHDQ�� QREHODN� LNXVPLQD� EL]LDW]HQ� GX��
testua autoritatea duen pertsona koherente baten emaitza dela 
RQDUW]HQ�GHODNR��PHWDQDUUDWLED�R¿]LDOHWDQ�EH]DOD��*DLQHUD��*HUUD�
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LVWRULR�EDW�EDLQR�JHKLDJR�GDJRHOD�DGLHUD]WHQ�GX��1DUUDWLED�HVWDQGDUUD�
HWD�JHUUDUL�EXUX]�GXJXQ�LUXGLSHQD�HGR�JHUUDUHQ�JDUDSHQD�GLDORJR]�
RVDWXD�GDJR��KDX�GD��H]�GD�EDNDUUL]NHWD�EDW��%DNKWLQ�������������

'MHEDU�HN�GLVNXUWVR�WUDXPDWLNRD�EDEHVWHQ�GX��HPDNXPH�JHUULOODULHQ�
JDOHUD� HWD� GROXDUHQ� WUDXPD�EDW]HQ� GX�� VLQNUHWLNRNL� DGLHUD]WHQ� GX��
DOMHULDU�QD]LRQDOLVPRDUHQ�KXUELOW]H�IHPLQLVWD�HJLWHQ�GX��HWD�KL]NXQW]DUL�
HWD�PHPRULD�NXOWXUDODUL�GXHQ�MDUUHUD�NRQSOH[XDN�XOHUWDUD]WHQ�GL]NLJX��
ondoren emakume talde-memoriaren berpiztea aurreratzeko. 
2URLW]HDUHQ� HWD� DKD]WHDUHQ� HWLNDN� HONDUW]HQ� GLUD� HWD� H]� GD� DUJL�
LNXVWHQ� ELHQ� DUWHNR�PXJD��$KD]WHD��1LHW]FKH�N� GHIHQGDW]HQ� GXHQ�
EH]DOD��HVWUDWHJLD�SRVLWLERD�GD���

)RUJHWWLQJ� LV� QRW� VLPSO\� D� NLQG� RI� LQHUWLD�� DV� VXSHU¿FLDO�PLQGV� WHQG� WR�
EHOLHYH��EXW�UDWKHU�WKH�DFWLYH�IDFXOW\�WR�>«@�SURYLGH�VRPH�VLOHQFH��D�µFOHDQ�
slate’ for the unconscious, to male place for the new […] those are the 
XVHV�RI�ZKDW�,�KDYH�FDOOHG�DQ�DFWLYH�IRUJHWWLQJ�

³0HPRULDUHQ� NDUJD� GDUDPDWHQ´� ������� ����� HPDNXPHHQ� DKRWV�
]XKXUUHN� HWD� PHV¿GDWLHN� DXWRUHD� EHOGXUW]HQ� GXWH�� DKD]WHDUHQ�
zoritxarrarekin borrokatzen baitira. Menderatutako ahotsek 
HVWUDWHJLNRNL� HUDEDNLW]HQ� GXWH� ]HU� JRJRUDWX� HWD� ]HU� DKD]WX��
³+LW]DUWXWDNRDUL� EXUX]� EHVWHULN� H]� EDQX� KLW]� HJLQJR�� � DPRQDN�
JDLW]HWVLNR� QLQGXNH�� ELGHWLN� LUWHWHD� DUULVNXWVXD� GD�� KRQGDPHQGLD�
HNDUULNR�OXNHHODNR�KDUHQ�IRUPD�JX]WLHWDQ´��������������(PDNXPHHQ�
WDOGH�PHPRULD�WUDQVNULEDW]HD�]HUHJLQ�]DLOD�GD�LGD]OHDUHQW]DW�

6WUDQJH�OLWWOH�VLVWHU��ZKRP�KHQFHIRUWK�,�OHDYH�YHLOHG�RU�ZKRVH�VWRU\�,�QRZ�
WUDQVFULEH� LQ�D� IRUHLJQ� WRQJXH��+HU�ERG\�DQG�KHU� IDFH�DUH�RQFH�PRUH�
HQJXOIHG�LQ�VKDGRZ�DV�VKH�ZKLVSHUV�KHU�VWRU\�±�D�EXWWHUÀ\�GLVSOD\HG�RQ�D�
SLQ�ZLWK�WKH�GXVW�IURP�LWV�FUXVKHG�ZLQJ�VWDLQLQJ�RQH¶V�¿QJHU��������������

(PDNXPH�NRQWDODULD�KDXVNRUUD�GD�HWD�JHQHUR�HUUROHL� IHGH�HPDWHQ�
GLH�� LVLOGX� HWD� ED]WHUWX]�� ³DKRWV� ODVDLDN� XQH� HJRNLD� ELODW]HQ� GX��
NH[XDN� LVLODUD]WHQ� GLUD�� DOGDUULNDSHQDN� JRUDWX´� ������� ������ +LW]�
HJLWHD� DXNHUDW]HQ� EDGX�� PHPRULD� OXUSHUDWXD� JRJRUD� HNDUW]HQ� GX�
HWD�KDLQ�XPLOLDJDUULDN�H]�GLUHQ�JDX]DN�EDLQR�H]�GLWX�DWHUDW]HQ��%HUH�
QREHODQ� IURJDW]HQ� GHQ�PRGXDQ�� HPDNXPH� NRQWDODULHN� DXNHUDW]HQ�
duten “autoezabaketa” hori ez da bakartia, baizik eta emakumeen 
baliabide bat da, eta mina eta trauma oso handiak direnean 
HUDELOW]HQ�GXWH��³=HLQ�HSDLUL�EXUX]�KLW]�HJLQJR�GXW�HWD�]HLQ�ED]WHUWX�
EHKDU�GLWXW�DKD]WXDN�L]DWHNR´��������������$KD]WHD�HGR�JRJRUDW]HQ�
GHQD� DXNHUDW]HD� ODJXQJDUULD� GD� WUDXPDN� JDLQGLW]HNR�� QRUEHUDUHQ�
LGHQWLWDWHD� JDOW]HQ� GHOD� DGLHUD]WHQ� GX�� EDLWD� VXEMHNWLERWDVXQDUHQ�
zatikatzea ere. 

,GD]OHDN� H]� GX� PHPRULD� HJLQ� QDKL� ERUW[DNHWDUL� EXUX]�� HWD� KRUUHN�
EHUHEL]LNR�JDUUDQW]LD�GX�LGHQWLWDWHDUHQ�]DWLW]H�KRUL�XOHUW]HNR��$OMHULDU�
JL]RQHN� PDNLHNLQ� EDW� HJLWHNR� LKHV� HJLQ� ]XWHQHDQ�� ERUW[DNHWDUHQ�
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PHKDW[XD�HQGHPLNRD�]HQ�HWD�HPDNXPH�JX]WLDN�DUULVNXDQ�]HXGHQ��
³� KDPDKLUX� XUWHNR� QHVND� EDVHUULWDUUDN� HVDQJR� OXNHHQ� EH]DOD��
)UDQW]LDN�PHQGHUDWX� QLQGXHQ´� � ������� ������7HVWLJDQW]D� JHKLHQHN�
ez zuten indarkeria sexuala kontatu nahi eta isiltasun kode bat hartu 
]XWHQ�DPD��DUUHED�HWD�HPD]WH�JLVD�]LWX]WHQ�LGHQWLWDWHDN�EDEHVWHNR��
³*XN��QHVND�JD]WHHN��IUDQWVHVDN�KXUELOW]HQ�LNXVWHQ�JHQLWXHQHDQ��H]�
JLQHQ�EDUUXDQ�JHOGLW]HQ��(PDNXPH�]DKDUUDN�EDUUXDQ�JHOGLW]HQ�]LUHQ�
XPHHNLQ�HWD�JX�VDVLHQ�DUWHDQ�HGR�XDGLDQ�H]NXWDW]HQ�JLQHQ��(WVDLDN�
KDUUDSDW]HQ�EDJLQWXHQ��H]�JHQXHQ�W[LQWLN�HVDWHQ´������������������
0HPRULD�ERUURNDW]HNR�OHNXD�HUH�EDGD��H]�EDNDUULN�]HU�JRJRUDWX�HWD�
]HU�DKD]WX�HUDEDNLW]HQ�GXJXODNR��KRUUH]�JDLQHUD��]HU�DXNHUDWX�HWD�
zer ez erabaki behar delako, prozesuan talde-memoria arriskuan 
MDUUL]��.DVX�KRUUHWDQ��DXWRUHDN�GLOHPDUL�DXUUH�HJLQ�EHKDU�GLR��NRQWDWX�
ezin dena kontatuz, entzun ezin dena, tabua, eta memoria hautsia 
aipatzen du:

2QFH�WKH�VROGLHUV�ZHUH�JRQH��RQFH�VKH�KDV�ZDVKHG��WLGLHG�KHUVHOI�XS��
SODLWHG�KHU� KDLU� DQG� WLHG� WKH� VFDUOHW� ULEERQ�� DOO� WKHVH�DFWLRQV� UHÀHFWHG�
LQ� WKH� EUDFNLVK�ZDWHU� RI� WKH�ZDGL�� WKH�ZRPDQ�� HYHU\�ZRPDQ�� UHWXUQV��
one hour or two hours later, advances to face the world to prevent the 
FKDQFUH�EHLQJ�RSHQHG�LQ�WKH�WULEDO�FLUFOH�>«@�UDSH�ZLOO�QRW�EH�PHQWLRQHG��
will be respected. Swallowed. Until the next alarm (1985: 202).

%DW]XHWDQ�� LGD]OHDN� ]HKDUND� JDOGHW]HQ� GX� JDOGHUD� HUUHWRULNRDUHQ�
ELGH]�� ³,PDMLQD� GH]DNH]X� ]HU� JHUWDWXNR� OLW]DWHNHHQ� >VROGDGX�
frantsesak] etxe batera iritsiko balira eta emakumeak bakarrik 
DXUNLWXNR� EDOLWX]WH"´� ������� ������ %RUW[DNHWDUHQ� LQJXUXNR� WDOGH�
amnesia eta isiltasuna inskribatuak eta errotuak daude ondare 
NRORQLDOHDQ�HWD�JHQHURNR�HNRL]SHQ�NXOWXUDOHWDQ��HWD�RVR�]DLOD�GD�KRUUL�
DXUUH�HJLWHD��$XWRUHDUHQ�HJLQEHKDUUD�RQGDUHDUL�HUURQND�ERWDW]HD�GD��
emakumeak beren memoria eta identitateekin batzeko: 

+RZ�FRXOG�D�ZRPDQ�VSHDN�DORXG��HYHQ�LQ�$UDELF��XQOHVV�RQ�WKH�WKUHVKROG�
RI�H[WUHPH�DJH"�+RZ�FRXOG�VKH�VD\�³,´��VLQFH�WKDW�ZRXOG�EH�WR�VFRUQ�WKH�
EODQNHW�IRUPXODH�ZKLFK�HQVXUH�WKDW�HDFK�LQGLYLGXDO�MRXUQH\V�WKURXJK�OLIH�
LV�D�FROOHFWLYH�UHVLJQDWLRQ"�>���@�+RZ�FDQ�VKH�XQGHUWDNH�WR�DQDO\]H�KHU�
childhood, even if it turns out different? The difference if not spoken of, 
disappears. 
>«@�0\� RUDO� WUDGLWLRQ� KDV� JUDGXDOO\� EHHQ� RYHUODLG� DQG� LV� LQ� GDQJHU� RI�
YDQLVKLQJ�>«@�,Q�ZULWLQJ�RI�P\�FKLOGKRRG�PHPRULHV�,�DP�WDNHQ�EDFN�WR�
those bodies bereft of voices (1985: 156).

$KD]WHD� HPDNXPHDN� EHUHQ� JRUSXW]� HWD� LGHQWLWDWHWLN� EDQDW]HDUHQ�
IURJD�EDOGLQ�EDGD�HWD�LQGDUNHULDUHQ�WUDXPDUL�DXUUH�HJLWHNR�HPDNXPHHQ�
H]LQWDVXQD�DJHULDQ�MDUW]HQ�EDGX��RURLW]HDN�HPDNXPHDN�RVDW]HQ�GLWX�
HWD�LGHQWLWDWHD�HUDW]HQ�GX��(PDNXPHHQ�QDUUDWLED�JHKLHQHWDQ��LGD]OHDN�
LGDW]L�HWD�LGDW]L�HJLWHQ�GX�HWD�EHUH�KLVWRULD�NRQWDW]HQ�GX��QRUEDQDNR�
JLVD� HWD� WDOGH� EDWHNR� NLGHL� JLVD�� HWD� DXWRUHDN� HPDNXPH]NRHQ�
PHPRULHQ� DEHUDVWDVXQD� DGLHUD]WHQ� GX� HUUHVLVWHQW]LDUHQ� JHUUDQ��
+RUUHOD�� EDL� QRUEDQDNRDUHQ� EDL� HPDNXPH]NRHQ� WDOGH�LGHQWLWDWHD�
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HUDW]HQ�ODJXQW]HQ�GX��0R\D�)D\DG�HN�³5HLQVFULELQJ�,GHQWLW\��1DWLRQ�
DQG�&RPPXQLW\�LQ�$UDE�:RPHQ¶V�:ULWLQJ´�DUWLNXOXDQ�GLRHQ�EH]DOD��
“tradizionalki, narratiba nazionalistetan emakumeak sortzailetzat jo 
L]DQ� GLUD�� JL]RQH]NRHQ� VXEMHNWLERWDVXQDUHQ� LQVSLUD]LR�LWXUULW]DW� HWD�
EDEHVOHW]DW��(PDNXPHHQ�JRUSXW]D�H]�EDGD�QDUUDWLED�QD]LRQDOHWDQ�
DLSDW]HQ�� HWD� PLWL¿ND]LRD� HJLQ� EDGD�� H]LQH]NRD� GD� HPDNXPHD�
DOGDNHWDUHQ� HUDJLOHW]DW� KDUW]HD´� �)D\DG�� ������ ������ %DLQD�$VVLD�
'MHEDU�HQ� XVWH]�� KRUUHN� H]� GDXND� JDUUDQW]LD� KDQGLD� HPDNXPHHQ�
HUUHVLVWHQW]LD�NRQWDW]HNR�JDUDLDQ��(PDNXPH]NRHQ�LVWRULRDN��EHUD]��
elkartzen dira eta emakumeen talde narratiba osatzen dute, ahots eta 
HVSHULHQW]LD�DPDOJDPD��3HUWVRQD�EDNRLW]DUHQ�PHPRULDN�HPDNXPHD�
aurkezten du bere osotasunean, emakume oldarkorra, beldurrik 
JDEHD��DXVDUWD��HUUHVLVWLW]HQ�GHQD��$GLELGH�EDW�MDUW]HDUUHQ��KDPDKLUX�
XUWHNR�QHVND�EDVHUULWDUUDUHQ�PHPRULD��EHUH�QHEHN�PDNLHNLQ�EDW�HJLQ�
HWD�EHUH�DXUUHDQ�QHED�EDW�KLOW]HQ�GXWHQHDQ��OXUSHUDW]HDUHQ�PLQD�HWD�
dolua pairatu behar du.

[…] that of the mother who bore the soldiers’ tortures with never a 
ZKLPSHU��WKDW�RI�WKH�OLWWOH�FRRSHG�XS�VLVWHUV��WRR�\RXQJ�WR�XQGHUVWDQG��EXW�
EHDULQJ�WKH�PHVVDJH�RI�ZLOG�H\HG�DQJXLVK��WKH�YRLFH�RI�WKH�ROG�ZRPHQ�
RI�WKH�GRXDU�ZKR�IDFH�WKH�KRUURU�RI�WKH�DSSURDFKLQJ�GHDWK�NQHOO��RSHQ�
PRXWKHG��ZLWK�SDOPV�RI�ÀHVKOHVV�KDQGV�WXUQHG�XSZDUGV�������������

Baina mûdjâhidîn-ei aterpe eta janaria eman zietenak ere eraman 
]LWX]WHQ��PHQGLUD�PDW[LQRHQJDQD��EHVRDN�JRUD�]LWX]WHOD��%RUURNDQ�
parte hartu zuten, kartzelatu, torturatu eta hil zituzten. Uniformeak 
HWD�EDQGHUDN� MRVL� ]LWX]WHQDN�HUH��]DXULWXDN�HJRQ�DUUHQ��HUUHSRUWDUL�
HWD�GLUX�ELOW]DLOH�JLVD�HUDELOW]HQ�]LWX]WHQ��

(PDNXPHHQW]DW�� JHUUD� RURLW]HDN� JRUSXW]D� RURLW]HD� GDNDU�
H]LQEHVWHDQ��$VVLD�'MHEDU�HQW]DU��WDOGH�PHPRULD�JHQHURDUHQ�PHQGH�
GDJR� HWD� JRUSXW]DUHQ� ELWDUWH]� HPDNXPHHN� DKRWVD� DXUNLW]HQ� GXWH��
*HUUD�NRQWDNL]XQ�GRNXPHQWDWXHWDWLN�LKHV�HJLWHQ�GXHQD�GD���'MHEDU�
en narratibetan. Djebar-ek emakumeei aukera ematen die beren 
JRUSXW]HL�KLW]�HJLQDUD]�GLH]DLHWHQ���PLQ�HWD�WUDXPD�JX]WLDN�ED]WHUWX�
JDEH��(PDNXPHHN�JRUSXW]�KL]NXQW]DUHQ�ELGH]�HUH�NRQWDW]HQ�GLWX]WH�
JHUUDQ�MDVDQGDNR�EDVDNHULDN��KRUL��MDNLQD��H]�GD�KLVWRULDUHQ�EHUWVLR�
R¿]LDOHWDQ� DJHUL�� (PDNXPHDN� GLVNXUWVRD� NRQWDW]HNR� PRGXDUHQ�
H]DXJDUULDN�GLUD�VHQWVXDOWDVXQD�HWD�LQWXL]LRD��+RUUHOD�
 

7KH� IRXUWK� ODQJXDJH�� IRU� DOO� IHPDOHV�� \RXQJ� RU� ROG�� FORLVWHUHG� RU� KDOI�
HPDQFLSDWHG��UHPDLQV�WKDW�RI�WKH�ERG\��WKH�ERG\�ZKLFK�>«@�LQ�WUDQFHV��
GDQFHV�RU�YRFLIHUDWLRQV��LQ�¿WV�RI�KRSH�RU�GHVSDLU��UHEHOV��DQG�XQDEOH�WR�
UHDG�RU�ZULWH��VHHNV�VRPH�XQNQRZQ�VKRUH�DV�GHVWLQDWLRQ�IRU�LWV�PHVVDJH�
of love (1985: 180). 

(OLD�N� GHIHQGDW]HQ� GXHQ� EH]DOD� ³HPDNXPHHL� JHOGLW]HQ� ]DLHQD�
DKR]� NRQWDW]HD� GD�� JRUSXW]DUHQ� DGLHUD]SHQD�� PXJLPHQGXHQD��
soinuena, larrialdiena eta dantzena, edozein diskurtso sinbolikotatik 
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kanpo eta antzeman ez daitekeena komunikatuz” (Elia, 2001: 
����� %HUD]�� JX]WL]� XOHUWH]LQD� HWD� HQLJPDWLNRD� GD� 3DWULDUNDWX� HGR�
Inperialismoa ordezkatzen dituzten horientzat. Gerra ordaintzen 
GHQHDQ�� ³HPDNXPHHQ� RLKXDN� JHUUDUHQ� DLHQHDN� GLUD� ERUURNDW]HQ�
GLUHQ� JL]RQHQW]DW� DW]HUULNR� KL]NXQW]D� EDWHDQ�� JXUH� NURQLNDULDN�
REVHVLRQDW]HQ� GLUD� HUGL�JL]DNLHQ� RLKXHN� VRUW]HQ� GXWHQ� XUUXQHNR�
soinu kakofonikoekin, talde-ahots basati batek belarriak apurtzeko 
KLHURJOL¿NRDN�GLUHOD�HPDWHQ�EDLWXWH´�������������+LVWHULD�HUR�KRUUHQ�
VRLQX�HWD�PXJLPHQGX�SULPLWLER�KRULHWDQ��JRUSXW]D�JX]WL]�HUDW]HQ�GD�
eta identitatea osatzen da. Erritmoak eta zentzumenak hizkuntza 
eta diskurtsoa ordezkatzen dituzte, eta errituala sortzen dute, non 
mina kanporatu eta lasaitasuna berreskuratzen den. Trantzean 
daudenean, esaterako, emakumeek, amonek, hitzak erabiliz aurre 
HJLQ� EHKDUUHDQ�� GDQW]HQ� ELGH]� HJLWHQ� GLHWH� DXUUH� OHWDUJLDUL� HWD�
isiltasunari: 

7KH� PDWULDUFK� ZDV� QRUPDOO\� WKH� RQO\� RQH� RI� WKH� ZRPHQ� ZKR� QHYHU�
FRPSODLQHG�� VKH� FRQGHVFHQGHG� WR�PRXWK� WKH� IRUPXODV� RI� VXEPLVVLRQ�
GLVGDLQIXOO\�� EXW� WKLV� H[WUDYDJDQW� RU� GHULVRU\� FHUHPRQLDO� ZKLFK� VKH�
UHJXODUO\� RUJDQL]HG�ZDV� KHU� RZQ�ZD\� RI� SURWHVWLQJ«�$JDLQVW� ZKRP"�
$JDLQVW�WKH�RWKHUV�RU�DJDLQVW�IDWH"�,�ZRQGHUHG��%XW�ZKHQ�VKH�GDQFHG��
VKH� EHFDPH� LQGXELWDEO\� TXHHQ� RI� WKH� FLW\�� &RFRRQHG� LQ� WKH� SULPLWLYH�
PXVLF��VKH�GUHZ�KHU�GDLO\�VWUHQJWK�EHIRUH�RXU�YHU\�H\HV�
7KH�KDXJKW\�PDWURQ¶V�YRLFH�DQG�ERG\�JDYH�PH�D�JOLPSVH�RI�WKH�VRXUFH�
RI�DOO�RXU�VRUURZV��OLNH�KDOI�REOLWHUDWHG�VLJQV�ZKLFK�ZH�VSHQG�WKH�UHVW�RI�
RXU�OLYHV�WU\LQJ�WR�GHFLSKHU�������������

(PDNXPH�SURWDJRQLVWHQ�JRUSXW]�DQW]H]SHQDN�DKR]NR�HWD�JRUSXW]�
HUURQNDN�GLUD��(PDNXPH�EDW]XHN�JRUSXW]HQ�HUDELOHUD�HVWUDWHJLNRDN�
nabarmentzen dituzte, normalean bide bakarra delako erresistentzia 
HJLWHNR��(PDWHQ�GX�HPDNXPHHN�JRUSXW]D�HUDELOW]HQ�GXWHOD�ERWHUHD�
ORUW]HNR�HWD� KRUUHOD�� JRUSXW]DN�HUUHVLVWHQW]LD� HJLWHNR� WUHVQDN�GLUD��
)XQW]LR� ELRORJLNR� HWD� VH[XDODN� DOGH� EDWHUD� X]WHQ� GLUD� EL]LW]DUHQ�
VRUW]DLOH�HWD�REMHNWX�GHVLUDJDUUL�JLVD��

*HUUDUL� EXUX]NR� HGR]HLQ� OLVNDU� HWD� JHOGLW]HQ� GLUHQ� RURLW]DSHQDN�
PLQJDUULDN�GLUD��0LQDN�HPDNXPHDUHQ�LGHQWLWDWHD�HUDW]HQ�GX�HWD�H]LQ�
GD�JRUSXW]HWLN�ED]WHUWX��7UDXPDUHQ�KL]NXQW]D�HWD�JRUSXW]DN�RLQDUUL�
KDUWXWD� SURLHNWDW]HQ� GD� LUDNXUOHD�� XPLOD]LRDUHQ� HWD� ]RULJDLW]DUHQ�
VHQWLPHQGX� VDNRQDJRDN� VXIULPHQGX� ¿VLNRDUHQ� LQWHUSUHWD]LRD�
KDQGLW]HQ�GX��*XUH�JRUSXW]D�WRUWXUDW]HQ��PR]WHQ��MRW]HQ�HWD�DSXUW]HQ�
GXWH��SURERND]LR�HWD�ORWVDJDEHNHUL�RVR]��+DLQEDW�DGLELGH�DJHUL�GLUD�
nobelan, Cherifa, esaterako, falka elektrikoekin torturatzen dute, 
HWD�JRVH�JUHEHNLQ�DXWRULWDWH�NRORQLDOD�GHVD¿DW]HQ�GX��/OD�=RKUD�N��
hainbat aldiz etxea eta bera ere erre duten emakume zaharrak, 
honela dio:

0\�KDLU�FDXJKW�¿UH��$QG�WKH�FKLOG�ZKR�ZDV�FU\LQJ�ZLWK� IULJKW��VKRXWHG��
µ0RWKHU��WKH�¿UH¶V�HDWLQJ�\RX�XS��7KH�¿UH�LV�HDWLQJ�\RX�XS�¶
7KDW¶V�KRZ� ,� ORVW� DOO�P\�KDLU�� ,� KXUOHG�P\VHOI� LQWR� WKH�ZDWHU��%XW�PRUH�
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EXUQLQJ�HPEHUV�IHOO�RQ�PH�>«@�������������

+DUULJDUULD�GHQ�DUUHQ��PLQDN�HPDNXPH�KRULHN�DVNDWX�]LWXHQ�HWD�KLW]�
HJLWHUD� EXOW]DWX� ]LWXHQ�� (ODLQH� 6FDUU\�N� H]WDEDLGDW]HQ� GX� WRUWXUD�
KRUL�SDLUDW]HQ�]XWHQ�ELWDUWHDQ�³JRUSXW]D�PLQD�GD�� L]XJDUUL]NR�PLQD�
HPDWHQ� GXHQD� HWD� HJLQGDNR� NDOWHDN� DELVDW]HQ� GLR�� HWD� JRUSXW]D�
RUEDLQDN�GLUD��NDOWHDN�HUDJLQGDNR�RUEDLQ�ORGL�HWD�DKD]WH]LQDN��H]LQ�
GLUHQDN� DLQW]DW� KDUWX� JDEH� XW]L�� PXWX� HWD� ]HQW]XJDEHDN´� �6FDUU\��
������ ����� *RUSXW]D� DUWLNXOD]LR� ¿VLNR� HWD� PRUDODUHQ� HUGLJXQHDQ�
GDJR�� EHUDLHN� KLW]� HJLWHQ� EDGXWH� HGRWD� EHVWH� HPDNXPH� EDW]XHN�
HJLWHQ�EDGXWH�HUH��0HQGHUDWXWDNR�HPDNXPHHN�LQGDUUD�KDUW]HQ�GXWH�
sufrimendua kontatzen dutenean eta mina horren kontrola hartzen 
dute, torturatzailearen boterearen aurka borrokatuz eta boterea 
KDUWX]��+DLHQW]DW��PHPRULD� SHUWVRQDODUHQ� EHUUL� HPDWHD� DVNDW]HNR�
modua da.

*RUSXW]D� RURLW]HDN� JRUSXW]DUHQ� ELWDUWH]� RURLW]HD� GDNDU�� 0LQDN�
DKRWVD� HWD� JRUSXW]D� GH¿QLW]HQ� GLWXHQH]�� GLVNXUWVLERNL� LQVNULEDW]HQ�
GD�HWD�HUDJLQD�GDXND�KRUUL�EXUX]�LGD]WHUDNRDQ��'MHEDU�HN�PLQD�HWD�
hizkuntzaren arteko lotura azpimarratzen du, horrela emakumeen 
PHPRULD� SULEDWXDN� EHUSL]WHNR� KXWVHJLWHD� DJHULDQ� MDUW]HQ� GX� HWD�
HJLQNL]XQDUHQ�]DLOWDVXQD�DLSDW]HQ�GX��*L]RQH]NR�R¿]LDODN�ELROHQW]LD�
NRORQLDODUL�EXUX]�LQIRUPDWX�EHKDU�GXHQHDQ�PXJD�VHQWVRULDOD�GDXND�
eta horixe bera aplikatu ahal zaio idazleari:
 

%RVTXHW�PXVHV�RYHU�WKH�\RXWK�NLOOHG�GHIHQGLQJ�KLV�VLVWHU�LQ�WKH�OX[XULRXV�
WHQW�� KH� UHFDOOV� WKH� DQRQ\PRXV�ZRPDQ�ZKRVH� IRRW� KDG� EHHQ� KDFNHG�
off, ‘cut off for the sake of the khalkhal«¶�6XGGHQO\�DV�KH�LQVHUWV�WKHVH�
ZRUGV��WKH\�SUHYHQW�WKH�LQN�RI�WKH�ZKROH�OHWWHU�IURP�GU\LQJ��EHFDXVH�RI�WKH�
REVFHQLW\�RI�WKH�WRUQ�ÀHVK�WKDW�KH�FRXOG�QRW�VXSSUHVV�LQ�KLV�GHVFULSWLRQ�
(1985: 56).

The Body in Pain�HQ�� 6FDUU\�N� GLR� KL]NXQW]DUHQ� HUUHVLVWHQW]LD�
beharrezkoa dela minarentzat: “Min handiak […] hizkuntza suntsitzen 
GX�� QRUEHUDUHQ� PXQGXDUHQ� HGXNLD� GHVHJLWHQ� EDGD�� QRUEHUDUHQ�
KL]NXQW]DUHQ� HGXNLD� HUH� GHVHJLWHQ� GD�� QRUEHUD� GHVHJLWHQ� EDGD��
jatorritik eta subjektutik lapurtzen da norbera adierazteko eta 
SURLHNWDW]HNR� EHKDUUH]NRD� GHQD´� �6FDUU\�� ������ ����� .RQWDODULDN�
hitzezkoak ez diren adierazpenetara jotzen du “Ez dut hemen esaten 
kontalaria edo idazlea naizen. Kanpo lurraldean abes dezaket” 
�'MHEDU��������������+RUUHN�D]DO�GH]DNH�]HUJDWLN�MRW]HQ�GXHQ�DXWRUHDN�
VHPLRWLNDUD��KLW]HQ�ELGH]�H]LQ�GHQHDQ�D]DOGX��DKR]NR� OH[LNRJUD¿D�
HWD�OH[LNRJUD¿D�VHQWVXDOD��KL]NXQW]DN�PLQD�H]LQ�GXHQHDQ�JDLQGLWX�

7R� UHDG� WKLV�ZULWLQJ�� ,�PXVW� OHDQ�RYHU�EDFNZDUGV��SOXQJH�P\� IDFH� LQWR�
WKH�VKDGRZV��FORVHO\�H[DPLQH�WKH�YDXOWHG�URRI�RI�URFN�RU�FKDON��OHQG�DQ�
HDU�WR�WKH�ZKLVSHUV�WKDW�ULVH�XS�IURP�WLPH�RXW�RI�PLQG��VWXG\�WKLV�JHRORJ\�
VWDLQHG�UHG�ZLWK�EORRG��:KDW�PDJPD�RI�VRXQGV�OLHV�URWWLQJ�WKHUH"�:KDW�
VWHQFK� RI� SHWULIDFWLRQ� VHHSV� RXW"� ,� JURSH� DERXW�� P\� VHQVH� RI� VPHOO�
DURXVHG��P\�HDUV�DOHUW��LQ�WKLV�ULVLQJ�WLGH�RI�DQFLHQW�SDLQ��$ORQH��VWULSSHG�
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EDUH��XQYHLOHG��,�IDFH�WKHVH�LPDJHV�RI�GDUNQHVV«
+RZ�DUH�WKH�VRXQGV�RI�WKH�SDVW�WR�EH�PHW�DV�WKH\�HPHUJH�IURP�WKH�ZHOO�
RI�E\JRQH�FHQWXULHV"����:KDW� ORYH�PXVW�VWLOO�EH�VRXJKW��ZKDW� IXWXUH�EH�
SODQQHG��GHVSLWH� WKH�FDOO�RI� WKH�GHDG"�$QG�P\�ERG\�UHYHUEHUDWHV�ZLWK�
VRXQGV�IURP�WKH�HQGOHVV�ODQGVOLGH�RI�JHQHUDWLRQV�RI�P\�OLQHDJH��������
64).

+L]NXQW]D� HWD� JRUSXW]DUHQ� DUWHNR� WUDQVDN]LRHN� EDL� LGD]OHDUHQ� EDL�
DUEDVRHQ�LGHQWLWDWHD�VRUW]HQ�ODJXQ�GH]DNHWH��DXUUHWLN�HVDQ�EH]DOD��
³PLQDUHQ� KL]NXQW]D´� GHVHJLWHQ� GXWH�� ³+LVWHULD� EDNDUUD� HJRQJR�
OLW]DWHNH��JRUSXW]DUHQ�D]DOD�LUXGLHQ�LVODSHQD�GD�HWD�EDUUXDQ�KLVWHULD�
JDUDW]HQ�GD��+L]NXQW]DN�KLVWHULDUHQ�IRQHWLND]NR�JHKLHJLNHUL�JX]WLDN�
GDX]ND�HWD�EHJL�ELVWDNR�HVDQDKLD�VXQWVLW]HQ�GX´��'DV��������������
,GD]OHDUHQ� HWD� KL]NXQW]DUHQ� DUWHNR� KDUUHPDQD� DSXUWXWD� GDJRHOD�
nabarmentzen da bere herrikideen minaren memoria artikulatu ezin 
GXHQHDQ��+RUUHN�JX]WLDN�DGLHUD]WHQ�GX�PHQGHNRWDVXQ�NRORQLDODN�H]�
]XHOD�HPDNXPHHQ�JL]DUWH�LGHQWLWDWHD�NDOWHWX��EDLQD�EDL�HPDNXPHHQ�
DUWH�LGHQWLWDWHD�� ³EHVWH� EDWHQ�PLQD� H]H]WDW]HD� H]� GD� LQWHOHNWXDOHQ�
akatsa, baizik eta arimaren akatsa da. Irudipena miatzen bada, beste 
EDWHQ�PLQDN�OHNXD�ELODW]HQ�GX�EDL�KL]NXQW]DQ��EDL�JRUSXW]HDQ´��'DV��
2004: 332).

(PDNXPH�DOMHULDUUHQW]DW��JHUUDUHQ�PHPRULDN�VH[XDN�EDOGLQW]DWXWDNR�
LGHQWLWDWHDN� EHUULNXVWHD� HWD� EHUHJDQDW]HD� HNDUUL� ]XHQ�� JHUUDNR�
LVWRULRHN� JHUUD� GLVNXUWVRDUHQ� HUHGXDN� HUDLNL� HWD� GHVHUDLNLW]HQ�
GLWX]WHODNR�� *HUUD�LVWRULR� KRULHWDQ�� JHQHURDN� EDOGLQW]DWXWDNR�
hierarkiak biko aurkaritzan ezarrita daude.

7KHLU�VWRULHV�FRQWHVW�WKH�DFFHSWDQFH�RI�D�G\DGLFDOO\�VWUXFWXUHG�ZRUOG�DQG�
PDNH�D�PRFNHU\�RI�VXFK�QRWLRQV�DV�'HIHQGHU�DQG�'HIHQGHG��,I�ZRPHQ�
GHVFULEH�DQG�ZULWH�WKHPVHOYHV�DV�KDYLQJ�KDG�D�ZDU�H[SHULHQFH�DW�KRPH�
WKHQ�WKH\�GHQ\�WZR�FULWLFDO�ELQDULHV��KRPH�YHUVXV�IURQW�DQG�FLYLOLDQ�YHUVXV�
combatant. The breakdown of those binaries then allows us to see the 
FUDFNV�LQ�RWKHUV�VXFK�DV�YLFWRU\�YHUVXV�GHIHDW��IDFW�YHUVXV�¿FWLRQ��DFWLRQ�
YHUVXV�ZULWLQJ��H[SHULHQFH�YHUVXV�UHFRUGLQJ��ZDU�YHUVXV�SHDFH��&RRNH��
�����������

$UUHWD� MDUW]HQ� GLRJX� ³HPDNXPHDN� OHNX� EDWHDQ� HJRWHDUL� HWD�
esperientziak dioenez, berehala baztertu izanari. Emakumeak 
HUDNXVWHQ�DUL�GLUD�ELNR�DXUNDULW]D�KRULHN�¿N]LRDUHQ�ELGH]�HUDLNLW]HQ�
]XWHOD�JHUUD�LVWRULRD´��&RRNH�������������%LNR�DXUNDULW]D�KRULHQ�DGLELGH�
EDW�PDLOD�SULEDWXD�HWD�SXEOLNRD�GD��(PDNXPHHQ�JHUUD�PHPRULHWDQ��
etxean bat datoz emetasunaren eta neskamearen rolak. Tradizionalki, 
HPDNXPHDN� RNXSDW]HQ� ]LWX]WHQ� HW[HDN� PXJD� DGLHUD]JDUULDJRDN�
]LUHQ� JL]RQHN� HUUHVLVWHQW]LD� HJLWHQ� ]XWHQ� PHQGLDN� EDLQR�� ³*XUH�
JL]RQHN�LKHV�HJLQ�]XWHQ��H]�]XWHQ�HWVDLDUHQ�HUUHSUHVDOLHQ�]DLQ�HJRQ�
QDKL��+DQ�X]WHQ�JLQWX]WHQ�JX��JX]WLD�SDLUDW]HNR´��������������%HVWH�
WHVWXLQJXUX�EDWHDQ��HW[HDUHQ� LGHLD��KDUHP��GHVDJHUW]HQ�GD�HW[HDN�
behin eta berriz erre edo puskatzen dituztenean, kolonizatzailea 
EHJLUD� GDJRHQ� ELWDUWHDQ�� (PDNXPHDN� JRUDW]HQ� GLWX]WH� KDLHQ�
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erresistentzia pasiboa izan zelako, emakumea, isila, maitekorra eta 
DPDWLDUUD��³(W[HNR�HPDNXPH�JX]WLHN�JDX]D�EHUD�HJLQ�]XWHQ�� LQGDU�
KDQGLDJRDUHNLQ�JDUUDVL�HJLWHQ�]XWHQ��JX]WLDN�JRU�ELKXUW]HNR�EH]DLQ�
JRJRU´��������������%L�DOGHHN�HNLQW]DN��HNLQW]DULN�H]DN��SDVLELWDWHDN��
DNWLELWDWHDN�� MDNLQWDVXQDN�H]MDNLQWDVXQDN�EDW�HJLWHQ�GXWH� LVLOWDVXQD�
HWVDLDUL� DXUUH� HJLWHNR� WUHVQD�ELKXUW]HQ� GHQHDQ��+RUUHOD� HJLQ� ]XHQ�
QHVND�EDWHN��HWVDLD�JDUDLWX�]XHQ�KLW]�HJLWHUD�EHKDUWX�QDKL�]XHQHDQ�

7R�WKH�OLWWOH�JLUO�,¶G�DGRSWHG��,�NHSW�RQ�VD\LQJ��µLI�WKH\�TXHVWLRQ�\RX��EHJLQ�
WR�FU\��,I�WKH\�DVN��µ:KR�FRPHV�WR�YLVLW�\RXU�PRWKHU"�:KDW�GRHV�VKH�GR¶�
\RX�PXVW�EHJLQ�WR�FU\�LPPHGLDWHO\«�LI�\RX�VD\�D�ZRUG��WKH\�ZLOO�DVN�PRUH�
TXHVWLRQV��-XVW�FU\��7KDW¶V�DOO�\RX�PXVW�GR�´�DQG�WKDW¶V�ZKDW�VKH�GLG��6KH�
EXUVW�LQWR�WHDUV��VKH�UROOHG�DERXW�LQ�WKH�VDQG��VKH�UDQ�DZD\�LQ�D�ÀRRG�RI�
tears (1985: 160).

*HUUDUHQ�PHPRULD��PLQJDUULD�L]DQ�DUUHQ��GLVNXUWVR�KLVWRULNRHL�DXUND�
HJLWHQ� GLH�� HPDNXPHDN� LUDLQW]HQ� ]LWXHQ�� LNXVH]LQ� ELKXUWX� HWD� DOGH�
batera uzten zituen. Era berean, aditzera ematen du emakumearen 
LGHQWLWDWHD�DOGDW]HQ�GHOD�HWD�GH¿QL]LRHWDWLN�DOGHQW]HQ�GHOD�

'MHEDU�HN�HPDNXPHHQ�JHUUDUHQ�WDOGH�PHPRULD�DW]HUULNR�KL]NXQW]DQ�
idazteak ondorio antzemanezinak ditu. “Amatasun/aitatasun 
LGHQWL¿ND]LR�ELNRLW]DUL´��5LQJURVH������������EXUX]�LGD]WHQ�GXHQHDQ��
hau da, bere arbasoei buruz aitak irakatsi zion kolonizatzaileen 
hizkuntzan idazten duenean, askapen bezala eta errepresio bezala 
ulertzen da era berean. Izan ere, “hizkuntza aukerek jatorri kulturala 
HGR�EDQDNHWD�NRGL¿NDW]HQ�GLWX]WH��KLW]�EHUULHNLQ�HWD�PXQGX�EHUULHNLQ�
MRODVWX]�� QRUEHUDUHQ� KL]NXQW]DUHQ� JDOHUD� HWD� EHUUHVNXUDSHQD�
HWHQJDEHNR�QHJR]LD]LRD�GLUD� LGD]OH�KRULHQW]DW´� �.DWUDN�������������
Djebar-ek dikotomia  hori onartzen du eta ahozkotasunaren eta 
testuaren arteko desadostasunari buruz hau dio:

,�KDYH�FDSWXUHG�\RXU�YRLFH���GLVJXLVHG�LW�ZLWK�P\�)UHQFK�ZLWKRXW�FORWKLQJ�
LW«�WKH�ZRUGV� WKDW� ,� WKRXJKW� WR�SXW� LQ�\RXU�PRXWK�DUH�VKURXGHG� LQ� WKH�
VDPH�PRXUQLQJ�JDUE�DV� WKRVH�RI�%RVTXHW�RU�6DLQW�$UQDXG��$FWXDOO\�� LW�
LV�WKH\�ZKR�DUH�ZULWLQJ�WR�HDFK�RWKHU��XVLQJ�P\�KDQG��VLQFH�,�FRQGRQH�
WKLV�EDVWDUG\�� WKH�RQO\�FURVV�EUHHGLQJ� WKDW� WKH�DQFHVWUDO�EHOLHIV�GR�QRW�
FRQGHPQ���WKDW�RI�ODQJXDJH��QRW�WKDW�RI�WKH�EORRG«�WRUFK�ZRUGV�ZKLFK�
OLJKW�XS�P\�ZRPHQ�FRPSDQLRQV��P\�DFFRPSOLFHV��� WKHVH�ZRUGV�GLYLGH�
PH�IURP�WKHP�RQFH�DQG�IRU�DOO��$QG�ZHLJK�PH�GRZQ�DV�,�OHDYH�P\�QDWLYH�
land (1985: 142).

(UUXGXQ� VHQWLW]HQ� GD� EHUH� DPD� KL]NXQW]DWLN� EDQDWX� L]DQDJDWLN��
Konkistatzailearen hizkuntzak potentzial artistikoa ematen dio eta 
HUD� EHUHDQ� LGD]OHDUHQ� LGHQWLWDWHDUHQ� ]HQW]XD� H]HJRQNRUW]HQ� GX� ��
³%DGDNLW�KL]NXQW]D�JX]WLDN�JRUSX�SLODWXHQ�ELOWHJLDN�GLUHOD�>«@�EDLQD�
DXUUHNR� NRQNLVWDW]DLOHDUHQ� KL]NXQW]DUHNLQ� NRQSDUDW]HQ� EDGXJX��
apainketak, bitxiak, loreak… eskaintzen dituena, uste dut heriotzaren 
loreak direla, hilobietako urreliliak” (1985: 181). Idazlearen bazterketa 
eta traizioaren sentimendu horrek bere jaioterrira itzultzeko desioa 



79

“P
ar

te
 h

ar
 d

ez
ak

et
, m

em
or

ia
 n

om
ad

ar
ek

in
 e

ta
 a

ld
iz

ka
ko

 a
ho

ts
ar

ek
in

” T
al

de
-m

em
or

ia
re

n 
be

rp
iz

ku
nd

ea
 A

ss
ia

 D
je

ba
r -

 L
ob

na
 B

en
 S

al
em

45
2º

F.
 #

04
 (2

01
1)

 6
8-

80
.

SL]WHQ� GX�� EHUH� LGHQWLWDWHD�� EHUD]�� HPDNXPHHQ� LVWRULRDN� MDVRW]HQ�
ditu eta idazten ditu talde identitateak eta bere identitatea ere 
EHUSL]WHNR��7HVWXLQJXUX�KRUUHWDQ��KLW]�HJLWHNR�JDL�GHOD�DGLHUD]L�GX��
EHUD]��PHQGHUDWXWDNR�SHUWVRQD�EDWHN�JHUUD�WHVWLJDQW]D�LUDNXUW]HDN�
JDUUDQW]LD�JDOW]HQ�GX��$VVLD�'MHEDU�HN�H]�GX�LGD]WHQ�HPDNXPH�DKD]WX�
KRULHQJDWLN� EDNDUULN�� EDL]LN� HWD� HPDNXPHHQ� WDOGH�PHPRULDJDWLN�
RUR�KDU��HWRUNL]XQHUDNR�JRUGHW]HNR��(UUHVLVWHQW]LD� LVWRULR�KRULHN�H]�
EDGLWX]WH� JRUGHW]HQ�� JDOW]HNR� DUULVNX� KDQGLD� GDJR�� 7HVWLJDQW]HN��
narratiba bihurtzen diren unetik, pribatuak izan beharrean, jabetza 
SXEOLNRD�GXWH�HWD�DKRWVD�SROLPRU¿NRD�GD��JRUSXW]�DQLW]HQD��(PDNXPH�
KRULHQ�DKRWVHN�GXUXQGL�HJLWHQ�GXWH�HWD�D]HQWX�HWD�LQWRQD]LR�EHUHEHU�
HWD�DUDELDUUDN�QDKDVWHQ�GLUD�WHVWX�IUDQWVHVHDQ��+L]NXQW]D�GLIHUHQW]LD�
KRUUHN�³KLUXJDUUHQ�WRNLD´�HUDW]HQ�GX��H]�GD�H]�DUDELDUUD�H]�IUDQWVHVD��
eta idazlea erbesteratutako bere buruarekin eta sakabanatutako 
MDWRUULDUHNLQ� HONDUW]HQ� GD�� /HNX� KRUUHWDQ� ³QLUH� ODJXQ� HPDNXPHHN��
QLUH��NRQSOL]HHN«�DUJL�KLW]DN�SL]WHQ�GLWX]WH´��'MHEDU�������

%RHKPHUUHQ� GXGDN� JRJRDQ� L]DQGD� ³QD]LRHQ� HJLWXUDN� HGR� QD]LR±
HVWDWXDN� JHQHURDN� PHQGHUDWXWDNR� KLHUDUNLHWDQ� VROGDWXWD� EDOGLQ�
EDGDXGH�� HJLWXUD� KRULHN� QD]LRDUHQ� ERWHUHDUHQ� DQWRODNHWDUL�
LQIRUPDW]HQ�EDGLR��QROD� LPDMLQD�JHQH]DNH�JHQHURDN�PHQGHUDWX�H]�
GXHQ�QD]LRD"´� ��%RHKPHU�������������'MHEDU�HN�JHQHURD�HWD�JHUUD�
elkartzearen arazoa errepikatzen du behin eta berriz, batez ere 
PHPRULD� HUGLDQ� EDOGLQ� EDGDJR�� %HUH� HUUHWRULNDUHNLQ� HPDNXPHHN�
nazio borrokan duten rolari lehentasuna ematen die, esfortzu handiak 
HJLWHQ� GLWX� DKRWVD� HPDWHNR� HWD� NRORQLDO� HWD� SDWULDUNDU� ERWHUHDUHQ�
HJLWXUHN� LVLODUD]WHDUHQ� DXUND� ERUURNDW]HNR�� EHUH� UROD� QDEDUPHQGX�
QDKL� L]DQ� GX� OHNXNR� JLVD� HWD� EL]LULN� LUWHQ� GLUHQ� KRULHN� EH]DOD�� EDL�
HWD� ERUURNDUHQ� ]XWDEH� JLVD� HUH�� )URJDWX� GD� WDOGH�PHPRULD� LQGDU�
arketipikoa dela eta horren bitartez menderatutako identitateari eta 
esperientziari forma eman dio. Gainera, idazlea eta bere jaioterria 
DGLVNLGHWX�GLWXHQ�LQGDU�VHQGDJDUULD�GD�
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