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Elena Poniatowska, the French-born Mexican 
journalist and writer, is undoubtedly a major 
representative of what is known as "literatura 
documental o testimonial" ("documentary or 
eye-witness literature"). The genre, very much 
alive in Latin America today, especially among 
writers in exile, comprises a growing collection 
of works of a documentary, fictional or semific-
tional nature which capture and/or denounce 
the atmosphere of unrest, the socio-economic 
problems, and the political upheavals of the last 
twenty years or so. 

Ms. Poniatowska's preoccupation with social 
causes and with the lot of the underprivileged, in 
particular, with that of her "pobre, pobrecito 
pais" ("poor, poor dear country"), is well-
known and has been admirably expressed in 
each of her thirteen books, most of whose titles 
she gives below, with illuminating comments 
on the genesis or background of some of them. 

I first "met" Elena Poniatowska, the acute 
journalist, sensitive interviewer, poignant writer 
and penetrating critic some ten years ago, when 
a friend lent me a copy o / L a n o c h e de T l a t e l o l c o 
(translated as Massacre i n M e x i c o ) , indicating 
that I would be fascinated with it. I couldn't put 
down this book full of the whispers, voices, cries 
and screams of those who, through Ms. Ponia

towska, are able to tell us about the significance, 
the very dimensions of the tragic days of that 
painfully unforgettable October of 1968. Many 
of her works have been translated into French, 
Italian, German, Polish, and Czechoslovakian, 
as well as English. 

When Elena Poniatowska was granted the 
highly regarded Villaurrutia Prize for L a n o c h e 
de T l a t e l o l c o , she rejected it. In an open letter to 
then President Luis Echeverria—successor to 
President Diaz Ordaz, who had declared himself 
responsible for the massacre—she wrote that 
hers was a book about death, about a horrible 
massacre, and that it was not something "para 
festi narse ni para festejarse" ("to be rewarded or 
celebrated"). In concluding her letter, she asked 
President Echeverria, "Quien va a premiar a los 
muertos?" ("Who is going to reward the dead?"). 

I finally met Elena Poniatowska on a visit of 
Mexico in the summer of 1982. For me she 
"created" a half-hour between two previously 
arranged and consecutive appointments, one on 
behalf of her housemaid who wanted to become 
a teacher, and another with two Chinese diplo
mats who were kept patiently waiting while 
Elena was answering my last questions. This 
conversation with one of Latin America's most 



respected writers was for me an extremely satisfy
ing experience, and my first intennew. 

Interview1 

Q : S h a l l we start w i t h a few b i o g r a p h i c a l a n d 
l i terary data? 

P O N I A T O W S K A : A l l r i g h t . I was b o r n i n 
P a r i s i n 1933. W h e n W o r l d W a r II was a l m o s t 
over I came to M e x i c o because m y m o t h e r , w h o s e 
m a i d e n n a m e is A m o r , is M e x i c a n . I went to a n 
E n g l i s h s c h o o l , " T h e W i n d s o r S c h o o l , " a n d 
a f t e r w a r d f i n i s h e d h i g h s c h o o l at the " H o l y 
H e a r t " C o n v e n t i n P h i l a d e l p h i a . T h e n , i n M e x 
i c o once a g a i n . I f o u n d myse l f i n v o l v e d i n j o u r 
n a l i s m f r o m one day to the next, w i t h the Excel
sior, b e g i n n i n g i n 1954. 

Q : So it is w i t h the Excelsior that y o u were 
in i t ia ted? 

P O N I A T O W S K A : Yes , that's where I f irst 
started w i t h j o u r n a l i s m . A n d I c o n t i n u e d w i t h i t 
for a l m o s t t w e n t y - e i g h t years, f r o m 1954 to the 
present, a c t u a l l y ... a n d i n that t ime I a lso wrote 
th ir teen b o o k s . I n 19781 w o n the N a t i o n a l J o u r 
n a l i s m A w a r d , a n d i t was the first t i m e that a 
w o m a n received i t i n m y c o u n t r y . A n d then I 
a l so received some other l i terary a w a r d s . 

Q : W h a t d i d y o u start o u t w i t h : j o u r n a l i s m or 
l i terature? 

P O N I A T O W S K A : I w o r k e d at b o t h at the 
same t ime . It was a s i m u l t a n e o u s effort . T h e first 
l i terary w o r k I p u b l i s h e d , Lilus Kikus came o u t 
i n 1954. Lilus Kikus i n i t i a t e d a n ent ire series, 
that of Los Presentes, i n w h i c h later o n C a r l o s 
Fuentes became k n o w n w i t h Los dias enmasca-
rados, a n d Jose E m i l i o Pacheco . . . . 

Q : A n d w h a t came after Lilus Kikus ...? 

P O N I A T O W S K A : W e l l , next I wrote Meles y 
Teleo, a p l a y that pokes f u n at i n t e l l e c t u a l s . It's 

m e a n t to be a satire o n " M e lees y te l e o " ( " Y o u 
read m e a n d I read y o u " ) , a n d I conver ted t h e m 
i n t o t w o G r e e k characters , M e l e s a n d T e l e o , that 
e n d u p k i l l i n g each o ther , b a s h i n g each other 's 
h e a d i n , because it 's a satire o n " S i tu m e lees, y o 
te leo a t i " ("If y o u read m e , I ' l l read you"). T h a t 
piece c a m e o u t i n 1955, I t h i n k . T h e n I p u b 
l i s h e d a b o o k of in terv iews c a l l e d Palabras cruz-
adas, i n t e r v i e w s w i t h p e o p l e that are dead by 
n o w — n o t a l l of t h e m t h o u g h — l i k e D i e g o R i v 
era, L a z a r o Cardenas , F i d e l C a s t r o ; a few F r e n c h 
m e n , F r a n c o i s M a u r i a c ... a n d a w h o l e series of 
p e o p l e , Z a v a t t i n i . . . . T h a t b o o k was p u b l i s h e d 
a l m o s t twenty- f ive years a g o . N e x t there was a 
v o l u m e of poetry , Rojo de vida y negro de 
muerte. T h r e e of those p o e m s a p p e a r e d i n C a r l o 
C o c c i o l i ' s a n t h o l o g y . T h e n I p u b l i s h e d Todo 
empezo el domingo, a b o o k o n h o w p o o r p e o p l e 
s p e n d their S u n d a y s . A f t e r that Hasta no verte 
Jesus mio c a m e o u t ; that 's a b o u t a w o m a n w h o 
b r o u g h t a b o u t the M e x i c a n R e v o l u t i o n a n d w h o 
received a b s o l u t e l y n o t h i n g i n r e t u r n f r o m her 
c o u n t r y . . . . T h e n there is La noche de Tlatelolco 
o n the s tudent m o v e m e n t of '68, a b o o k w h i c h 
has h a d t r e m e n d o u s response f r o m students ... 
i t ' s g o i n g i n t o its f o r t i e t h e d i t i o n . T h e n I p u b 
l i s h e d Querido Diego, te abraza Quiela, t h e n , 
Fuerte es el silencio, a n d a l s o a b o o k of p h o t o 
g r a p h s w i t h M a r i a n a Y a m p o l s k y c a l l e d La casa 
en la tierra. 

Q : Is that y o u r last b o o k to date? 

P O N I A T O W S K A : Yes , it 's the last b o o k . 

Q : Let ' s r e t u r n to the first one then. . . Lilus 
Kikus is f u l l of c h i l d r e n ' s fantasy, of c u r i o s i t y , of 
love . . . . A s R u l f o puts it so w e l l , it is " a b o o k of 
d r e a m s ; the gent le d r e a m s of a g i r l c a l l e d L i l u s 
K i k u s . . . . " A r e these d r e a m s , p e r h a p s , those of 
y o u r o w n c h i l d h o o d , y o u r m e m o r i e s , y o u r ex
periences? 

P O N I A T O W S K A : Yes , Lilus Kikus is a story 
of c h i l d h o o d , a story that m a y be a u t o b i o g r a p h i 
c a l , o r p e r h a p s w o v e n of the l ives of several 



f r i ends of the same age a n d w i t h s i m i l a r exper
iences. 

Q : Y o u s a i d ear l ier that y o u spent t i m e i n P h i 
l a d e l p h i a , i n a c o n v e n t , jus t as L i l u s K i k u s dues 
i n the last chapter . 

P O N I A T O W S K A : Yes , the par t a b o u t the c o n 
vent is a l s o a c h a p t e r f r o m m y o w n exper ience . 

Q : S p e a k i n g of p e r s o n a l exper ience , a n d see
i n g that the t h e m e o f the t ragedy of T l a t e l o l c o is 
a recurrent o n e i n y o u r w o r k : d i d y o u p a r t i c i p a t e 
d i r e c t l y i n a n y w a y i n the m o v e m e n t of '68? 

P O N I A T O W S K A : D i r e c t l y , n o . I w e n t to a 
few d e m o n s t r a t i o n s a n d at tended a few other 
events. I c a m e to k n o w the students very w e l l , but 
I never i n v o l v e d m y s e l f ac t ive ly for the s i m p l e 
reason that I was n o t a student . 

Q : Y o u ' v e dedica ted m o s t of y o u r w o r k s to 
J a n . . . 

P O N I A T O W S K A : Yes , to J a n , m y brother , 
w h o d i e d at the age of 21.. . 

Q : ... i n '68. W a s he one of the m a n y v i c t i m s ? 

P O N I A T O W S K A : N o , J a n was n o t k i l l e d i n 
the s tudent m o v e m e n t . H e was at the u n i v e r s i t y , 
b u t he d i e d i n a car a c c i d e n t o n D e c e m b e r 8 of 
that year. 

Q : It a p p e a r s that '68 w a s a d o u b l y t rag ic year 
for y o u . I n Fuerte es el silencio, w h e r e I t h i n k 
y o u m o r e or less gather the events of a decade, the 
s t ruggle of '68 o n c e a g a i n takes over y o u r w r i t i n g 
a n d y o u devote jus t u n d e r f i f ty pages to i t , no t 
c o u n t i n g the t w e n t y or so p h o t o g r a p h s y o u have 
i n c l u d e d there.. . . 

P O N I A T O W S K A : Yes , y o u are c o m p l e t e l y 
r i g h t . T h a t b o o k does c o n t a i n the events of a 
decade or so, f r o m '68 to the present, to be exact. 
B u t besides th is c h r o n i c l e of sorts of the s tudent 

m o v e m e n t o f '68, there are f o u r other stories: that 
of the " a n g e l s of the c i t y , " p e o p l e w h o have 
c o m e here i n t o the m i d s t of misery to l i v e , f i l l i n g 
the c i ty to b u r s t i n g ; there is a sect ion o n the 
h u n g e r s t r ike of the m o t h e r s of p o l i t i c a l p r i s i o n -
ers a n d of those w h o " d i s a p p e a r e d " i n 1978; 
there is a l s o a story o n those dec lared " m i s s i n g , " 
a n d there are m a n y of t h e m , A r g e n t i n i a n s as w e l l 
as M e x i c a n s . A n d f i n a l l y , i n the last sect ion of 
the b o o k , I w r i t e a b o u t w h a t h a p p e n e d i n 1973 to 
the c o l o n y of R u b e n J a r a m i l l o i n C u e r n a v a c a . 

Q : O n e of the m o s t s t r i k i n g aspects i n the 
m a j o r i t y of y o u r w o r k s is the e lement of " d o c u 
m e n t a t i o n , " w h e t h e r i n direct f o r m — p h o t o 
g r a p h s , i n t e r v i e w s , l i t e r a l t r a n s c r i p t i o n s of r a d i o 
c o m m u n i q u e s , e tc .—or i n d i r e c t l y , as, for e x a m 
p l e , w h e n y o u f i c t i o n a l i z e a rea l p e r s o n , s u c h as 
Jesusa P a l a n c a r e s . D o y o u feel that y o u r w o r k as 
a j o u r n a l i s t has h a d a s t r u c t u r a l i n f l u e n c e , o r 
a n y other , for that matter , o n y o u r l i t e r a r y w o r k ? 

P O N I A T O W S K A : N a t u r a l l y , I w o u l d say. 
B o o k s of the t e s t i m o n i a l type, l i k e La noche de 
Tlatelolco, a n d Fuerte es el silencio are o b v i o u s 
c h r o n i c l e s , except for the sect ion o n the c o l o n y 
of R u b e n J a r a m i l l o , w h i c h is m o r e of a real i ty-
based f i c t i o n : I never k n e w G i i e r o M e d r a n o , 
never k n e w a n y of the characters I speak of there. 
I v i s i t e d the c o l o n y of R u b e n J a r a m i l l o o n l y 
twice , but f o u n d e n o u g h suggest ions there to 
w a n t to w r i t e a story o n i t . . . . N a t u r a l l y that was 
d o n e f r o m a j o u r n a l i s t ' s p o i n t of v i e w . H a d I not 
been a j o u r n a l i s t for 28 years, I d o n ' t bel ieve I 
w o u l d be w r i t i n g that sort of b o o k . It is t ied 
e n t i r e l y to m y j o u r n a l i s t i c w o r k . Hasta no verte 
Jesus mio is based o n m y conversa t ions w i t h 
Jesusa . I h a d started to tape t h e m b u t s t o p p e d 
w h e n she f o u n d herself d i s t u r b e d by the tape 
recorder . A f t e r that, I w o u l d s p e n d m y n i g h t s 
r e c o n s t r u c t i n g a n d w r i t i n g d o w n w h a t she h a d 
t o l d m e . T h e o ther stories, too, are a l w a y s based 
o n rea l i ty . Y o u ' d agree, w o u l d n ' t y o u , that g e n 
e r a l l y s p e a k i n g I a m not a w r i t e r of f i c t ion? 



Q : B u t y o u r short stories are f i c t i o n , aren ' t 
they? 

P O N I A T O W S K A : Yes, they are, but o n the 
w h o l e it is a f i c t i o n based o n fact. It is n o t a 
l i terature of the fantast ic . . . 

Q : I agree a b s o l u t e l y . It is n o t a l i tera ture of the 
fantast ic . R e a l i t y sneaks i n wherever y o u l o o k . 
T h e r e ' s Jesusa P a l a n c a r e s for ins tance : she is the 
p r i n c i p a l character i n Hasta no verte Jesus mio, 
a n d y o u a l s o m e n t i o n her i n the p a p e r y o u read 
here at the F o u r t h I n t e r - A m e r i c a n C o n g r e s s of 
W o m e n W r i t e r s . . . . 

P O N I A T O W S K A : Yes, I ' m a l w a y s b r i n g i n g 
u p her n a m e 

Q : M a y b e y o u t h i n k of her as e m b o d y i n g the 
M e x i c a n w o m a n i n some way? 

P O N I A T O W S K A : N o , not the M e x i c a n w o 
m a n . I see her as someone u n i q u e . She is not the 
t y p i c a l M e x i c a n m a m a : that devoted, h u m b l e , 
s u b m i s s i v e p e r s o n . T h e w o m a n Jesusa is f u n 
d a m e n t a l l y a rebel . She is not s u b m i s s i v e . T h e r e 
fore, I d o n ' t bel ieve that she represents the M e x i 
c a n w o m a n , b u t that she does h o n o r to the 
M e x i c a n w o m a n . 

Q : S ince that great w o m a n appears so of ten i n 
y o u r w o r k , w o u l d y o u say that Jesusa Pa lancares 
has h a d a n effect o n y o u r o w n life? 

P O N I A T O W S K A : U n d o u b t e d l y . . . I believe she 
has h a d a very dec is ive i n f l u e n c e o n m e . I a l w a y s 
feel that e v e r y t h i n g I t h i n k a n d d o , m y books , the 
t h i n g s I w r i t e , e v e r y t h i n g has a l i t t l e aftertaste of 
Jesusa. . . I h a d k n o w n of soc ia l in just ices a n d a l l 
that before, b u t i n t r u t h she is the reason that I 
became aware of the great i n j u s t i c e that was 
b e i n g d o n e to the very p o o r p e o p l e of M e x i c o . 

Q : A n d i n y o u r w o r k y o u d e n o u n c e that i n j u s -
tice, a n d o f ten y o u give a voice to a great n u m b e r 
of these people . G r i s e l d a G a m b a r o said that " w r i 

t i n g is n o t a g r a t u i t o u s a c t , " that for her i t is " a n 
act of i n e x o r a b l e necessity, of r e s p o n s i b i l i t y a n d 
l u c i d i t y . " C o u l d y o u say w h y y o u write? A n d f o r 
w h o m ? 

P O N I A T O W S K A : I w r i t e because I l i k e to, 
because I've been d o i n g i t for m a n y years, 
because i t 's m y w a y of l i v i n g o n earth a n d of 
b e i n g — t h e r e f o r e I w r i t e . N o t because I feel that I 
have a spec i f i c f u n c t i o n or a c e r t a i n audience . I 
d o n ' t r e a l l y k n o w w h o reads m y t h i n g s . . . I've 
w r i t t e n b o o k s to g i v e a vo ice to those w i t h o u t 
one, to those w h o are a l w a y s s i lent . . . . 

Q : Y o u ' r e r e f e r r i n g espec ia l ly to Fuerte es el 
silencio, aren ' t you? 

P O N I A T O W S K A : Yes , Fuerte es el silencio is 
o n e of those b o o k s . B u t i n La noche de Tlate
lolco I a l s o ga thered the t e s t i m o n y of students, of 
h o u s e w i v e s — o f p e o p l e , i n short , w h o were never 
g o i n g to have access to the m e d i a . 

Q : D o y o u t h i n k that y o u c a n c h a n g e rea l i ty 
w i t h y o u r b o o k s , that l i t e ra ture c a n effect l i fe i n 
some f o r m , n o matter h o w s m a l l ? 

P O N I A T O W S K A : I ' m not pretent ious e n o u g h 
to t h i n k that l i t e ra ture i n f l u e n c e s p e o p l e ' s l ives . 
L i t e r a t u r e is a trade l i k e a n y other , a n d I d o n ' t 
t h i n k i t changes a t h i n g i n the w o r l d . I 'd l i k e to 
be able to c h a n g e i t , b u t l i t e ra ture is not p o l i t i c s . 
If l i t e r a t u r e w o u l d c o u n t , o r i f i t h a d a n y sort of 
i n f l u e n c e , m o n s t r o s i t i e s s u c h as Israel's i n v a s i o n 
of L e b a n o n or a n y of the wars we have expe
r i e n c e d w o u l d n o t h a p p e n . I t h i n k there have 
been a r o u n d 137 w a r s i n the last few years, a vast 
n u m b e r of b a r b a r o u s wars a n d a vast n u m b e r of 
atroci t ies c o m m i t t e d . . . . L i t e r a t u r e sees itself as 
p r e a c h i n g the o p p o s i t e . T h e r e has never been a 
l i t e ra ture of a s s a s s i n a t i o n or s u c h . W h a t this 
s h o w s , t h e n , is that the i n f l u e n c e l i terature exerts 
o n l i f e o r o n p o l i t i c s is less t h a n n o t h i n g . A n d 
f u r t h e r m o r e , I, w h o a m w o r k i n g i n a n i l l i t e ra te 
c o u n t r y , w h e r e m a n y p e o p l e c a n n o t read, where 
books are l u x u r y objects—even m o r e so n o w w i t h 



the devaluation—because they cost far too much, 
I cannot pretend that my literature is changing 
anything. T h e only thing that I as a journalist 
and as a writer can do is to denounce. A n d that is 
what I am doing. 1 try to denounce. 

Q : For awhile now people—literary critics 
mainly—have talked much about the existence 
or non-existence of a "female style of writing," 
whether or not a text written by a woman has 
special characteristics. Griselda Gambaro says 
that "we write what we are." As a woman-writer, 
would you call your style of writing "female," or 
perhaps "feminist?" 

P O N I A T O W S K A : Well , I do believe that I 
write as a woman. T h e fact that I chose a female 
character like Jesusa Palancares in Hasta no 
verte Jesus mio is proof in itself that I see myself 
as obviously aligned with women. But I don't 
know if my writing is female or feminist. I don't 
think it is. I believe that simply all I am trying to 
do is to write, to write to the best of my ability. 

Besides,I had done it for many years before there 
was talk of feminist movements, or before they 
even existed, especially in Mexico, or before fern 
magazine was published. What I'm saying is 
that I don't think that my work carries a puiely 
feminist stamp, even though I feel that some
thing within me is constantly coming to the aid 
of women. In Fuerte es el silencio also, the 
female characters always achieve heroic stature. 

Q : When you say—in the paper we mentioned 
earlier—that "a true women's literature has to 
come as part of the great flood of the literature of 
the oppressed," are you speaking of all literature 
written by women? 

P O N I A T O W S K A : No, not of all women wri
ters, but of certain ones, those who want to be 
that way, who want their voices to be part of the 
voice of the oppressed, those, that is, who are 
defending social causes. But there are many 
women who do not do that—and aren't they 
within their rights? Borges is probably the great-

Elena Poniatowska (Mexico, 1982). 



est of L a t i n A m e r i c a n wri ters , a n d h is p o l i t i c a l 
stance is not s o m e t h i n g one c a n s u p p o r t or w i t h 
w h i c h o n e c o u l d be i n agreement , for we c a n n o t 
be i n a c c o r d w i t h P i n o c h e t or w i t h the t h i n g s he 
has s tood for . Ye t at the same t ime he is a great 
w r i t e r , p o s s i b l y the greatest w r i t e r i n L a t i n 
A m e r i c a . 

Q : W h i c h ones d o y o u i n c l u d e a m o n g those 
w o m e n wr i ters w h o w o r k w i t h i n that " l i t e r a t u r e 
of the o p p r e s s e d " that y o u speak of? 

P O N I A T O W S K A : W e l l , there is of course 
M a r t a T r a b a f r o m A r g e n t i n a w h o wrote a great 
n o v e l o n p o l i t i c a l d isappearances , o n the p o l i t i 
c a l s t r u g g l e i n A r g e n t i n a a n d other L a t i n A m e r 
i c a n c o u n t r i e s . 

Q : Y o u ' r e t h i n k i n g of Conversacion al sur, 
aren't you? 

P O N I A T O W S K A : E x a c t l y , I t h i n k it is a n 
e x t r a o r d i n a r y n o v e l . I n this c o u n t r y , M a r i a 
L u s i a P u g a has a l so w r i t t e n some t h i n g s o n the 
oppressed . Yet M a r t a T r a b a is c lear ly the one 
w h o has c o m m i t t e d herself the most , the deepest. 
A n d before her, y o u c o u l d say that R o s a r i o C a s -
t e l l a n o s d i d it i n her w r i t i n g of the i n d i g e n o u s 
p o p u l a t i o n . A n d others , too, i n cer ta in ways ; 
E l e n a G a r r o , for e x a m p l e . 

Q : B u t as y o u yourse l f have sa id , " w o m e n have 
not been w o m e n ' s best f r i e n d s . " 

P O N I A T O W S K A : T r u e . T a k e M a r g a r e t 
T h a t c h e r , G o l d a M e i r , I n d i r a G a n d h i . T h e y 
represent p o w e r , any p e r s o n i n p o w e r , n o t a m a n 
i n p o w e r b u t anyone i n p o w e r . . . . It is a l w a y s sa id 
that w o m e n pract ice those virtues that m e n d o n ' t 
have t i m e to pract ice , a n d that is not true. A l l 
that stuff a b o u t the " f e m i n i n e c o n d i t i o n , " that 
we are s u b m i s s i v e a n d devoted , a l l th is is m o r e 
l i p service p a i d to a n i m a g e t h a n the t r u t h , for 
the m i n u t e a w o m a n o b t a i n s p o w e r , she acts as 
the m a n i n p o w e r does. 

Q : L e a v i n g aside l i terature a n d p o l i t i c s . . . d o 
y o u t h i n k that i n the c i n e m a o n e c o u l d say that 
w o m e n have been their o w n best fr iends? 

P O N I A T O W S K A : O f course not . I n m y p a p e r 
I speak of L i l i a n a C a v a n i a n d L i n a W e r t m u l l e r . 
I n m y v i e w , these t w o have presented a t r e m e n d 
o u s l y perverse a n d c r u e l v i s i o n of w o m e n . J u s t 
the same, h o w e v e r , the o p p o s i t e w i l l h o l d true. 
J o y c e B u n u e l , for ins tance , m a d e a f i l m i n 
F r a n c e e n t i t l e d " L a j u m e n t a v a p e u r " ( " T h e 
S t e a m - p o w e r e d M a r e " ) , w h i c h is o n the c o n d i 
t ions of w o m e n , a n d it is a f i l m that tells the 
t r u t h of a w o m a n ' s l i f e a n d of the l o n e l i n e s s she 
feels. T h e r e is o n e scene where a l l the h o m e 
a p p l i a n c e s (the b lender , the d i s h w a s h e r , the 
washer a n d dryer , the m i x e r ) start u p at the same 
t i m e a n d m a k e a h e l l i s h racket . A n d there is the 
w o m e n , q u e e n of the h e a r t h , i n the m i d d l e of a l l 
these m a c h i n e s that are l i k e a l i t t l e i n f e r n o . N o t 
because they r e a l l y are, that is , but because the 
w o m a n is so t ied to the s i m p l e dut ies of the 
h o m e . . . s o . . . i t is a l m o s t l i k e a j a i l , i f one c a n n o t 
break a w a y . . . 

Q : ...as y o u c a n d o w i t h y o u r w r i t i n g . . . . A n d by 
the w a y , w h a t are y o u w r i t i n g at the present 
m o m e n t ? 

P O N I A T O W S K A : A b o o k o n T i n a M o d o t t i , 
the I t a l i a n p h o t o g r a p h e r , w h o l i v e d i n M e x i c o 
a n d w h o d i e d i n 1942, a l o n e i n the t a x i , of a heart 
at tack. She h a d a lso been i n the S p a n i s h C i v i l 
W a r , a n d she w a s the l o v e r o f a n d m o d e l for 
E d w a r d W e s t o n , the w e l l - k n o w n A m e r i c a n 
p h o t o g r a p h e r . 

N O T E S 

1. This interview took place in July 1982 in the home of Elena 
Poniatowska in Mexico City. 



PINK FEROCIOUS MOUTH ( g r a p h i t e a n d 
c o l o u r e d p e n c i l ) , by S h a r r o n Z e n i t h C o m e , 1982. 


