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abstract

This analysis focuses on the novel’s protagonist, la Loca, and his narcissistic 
attempts to negotiate selfhood in narratives where he finds himself repeatedly 
inscribed in shame. Psychoanalytical theories of shame inform the study of la 
Loca and the close relationship between shame and narcissism. Ultimately, 
though, the work uses this character as an entry point to unveil Lozada’s 
acute satire of rigid conceptions of identity, attractiveness, desire, and 
success as defined by the prevailing narratives of capitalist consumerism, 
identity politics, and homophobic nationalism in the contemporary 
United States and the island of Puerto Rico. [Key words: Ángel Lozada, 
Puerto Rican studies, shame, narcissism, satire, urban gay male]
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[T]he essence of narcissistic concern is a yearning for absolute uniqueness  
and sole importance to someone else, a “significant other.”

—andrew p. morrison (1989)

Sin visibilidad, no hay posibilidad de existencia.
—arturo arias (2002)

the puerto rican author ángel kozada targets urban united states gay 
“lifestyle”1 in his second novel, no quiero quedarme sola y vacía (2006).  
This exuberant satire combines a multitude of discourses to offer acid criticism of 
rigid conceptions of identity, attractiveness, desire, and success as defined by the 
prevailing narratives of capitalist consumerism, identity politics, and homophobic 
nationalism in the contemporary U.S. and the island of Puerto Rico. Spanglish, bolero 
lyrics, commercial slogans, religious invocations, and business recipes combine—in 
literary experimentation evocative of Severo Sarduy’s neo-baroque texts—to offer 
Lozada’s comic resistance against “all the efforts that pretend to make uniform 
and to subdue the minds of the people, understanding that all these processes are 
extremely violent and that they leave profound physical, psychological, linguistic, 
and spiritual wounds” (Conversation 2009).

In the novel, Lozada exposes the effects of this violence upon la Loca,2 a young gay 
Puerto Rican man in New York City who tries to gain social visibility by fitting into 
the commodified mold of urban gay male desirability with narcissistic3 insistence, 
indulging in debt-driven disastrous shopping escapades and exorbitant fantasies 
of physical perfection. The first-person narrative is effectively used by Lozada to 
bring la Loca’s fruitless attempts at visibility as close as possible for satiric effect, 
while at the same time exposing the traps in the discourses that narrate him in 
shame. As a contemporary example of Manippean satire,4 the novel uses an “explicit 
autobiographical and memoirist approach” (Bakhtin 1981: 27) that invites the reader 
to laugh at la Loca’s personal account of the disastrous consequences of his fierce 
narcissism. Either as the narrator or as the only main character, sole object of the 
narrative’s focus, la Loca centers the story on himself, making the narrative a further 
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act of narcissism. Beginning with his rather promising new job in New York as 
a computer analyst, la Loca details his obsessive shopping and dating habits, his 
increasingly frustrating attempts to cope with life as an “ethnic” homosexual writer in 
the barrio, his brief stint in the U.S. Navy, and the troubling memories of rejection and 
fears that still link him with his native Puerto Rico and its academic elite. La Loca is 
not the main target of Lozada’s critique, however. The author’s satiric lens goes beyond 
the protagonist to establish “crude contact” with “contemporary reality” (Bakhtin 
1981: 23) and expose the oppressive effects of prevailing narratives in the U.S. and 
Puerto Rico such as capitalism, homophobic patriarchy, the urban gay scene, identity 
politics, and nationalism. 

Seeing the Body: Shame Incarnated

The relationship between prevailing narratives, social visibility, and shame is pervasive 
and complex, not the least because it becomes incarnated in the subject’s body. 
Andrew Morrison offers that “shame—failure to meet the standards of the ego 
ideal—often reflects failure to achieve internalized values and goals” (1989: 62, italics 
in the original). The values, ideals, and goals that represent the “norm” in a given 
narrative become internalized by its subjects and strongly condition the possibilities 
awarded these subjects, as well as the ways in which they can react to limitations. 
These, inescapably, will be those available to the subject’s own body, understood as 
the material, visible realization of subjectivity as socially constructed and interpreted. 
This body, which becomes visible and known in a social context, “is indeterminate and 
indeterminable outside its social construction as a body of a particular type” (Grosz 
1994: 60). The complex tension between the body’s needs, demands, rewards, and 
emotions, and the safe visibility awarded those who belong to a “known category of 
social participant” (Katz 1999: 320) becomes evident in shame. The shamed/shameful 
body does not conform to the normative narrative and therefore calls attention to 
its boundaries, becoming painfully visible with the marks of shame. In this way, 
shame—as other emotions do too—turns the self to the body and to how successfully 
—or not— this body has integrated itself into society. However, as shame sometimes 
makes the outline of the transgressor visible, invisibility, according to shame theorist 
Leon Wurmser (1981) is the first and one of the most powerful triggers of shame. 
Thus, in shame, the (embodied) subject enters a complex dynamics of exacerbated 
visibility versus perceived invisibility. The shame of exposure is, consequently, always 
negotiated against the shameful fear of non-being.

Narcissism evidences these complex dynamics between shame and visibility. 
The narcissist is obsessively preoccupied with self-image, as it becomes reflected in 
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mirrors, people’s reactions, social recognition, and other forms of image appraisal that 
are always personal as well as social. The strong undercurrent of shame in narcissistic 
configurations compels the self to find ways to react strongly against it with self-
absorption and haughtiness. The self’s “ideal image” becomes key when looking for 
shame at the core of narcissistic psychological and affective configurations. According 
to shame theorists, narcissism appears to be marked precisely by this conflictive 
relationship of the self and its image, crystallized in the self’s interactions with its 
(affective) context. When this social context does not offer adequate nourishment, 
people “may become narcissistically vulnerable and preoccupied, or, alternatively, 
defensive, self-sufficient, haughty, or arrogant” (Morrison 1996: 17). It is in a social 
context where “bodies take the shape of norms that are repeated over time with 
force” (Ahmed 2004: 145), and subjects negotiate a balance between the visibility of 
agency and the “invisibility that is the vehicle for routinely smooth participation in 
social life” (Katz 1999: 319). Narcissistic personalities appear unable to successfully 
negotiate this balance in a context that has probably left the mark of shame on them. 
The prevailing narratives in a specific social context can, then, protect, nourish, and 
care for subjectivities, allowing them possibilities for valid embodiment with social 
agency, or, as the novel shows, they can, in the form of rigid “cultures, traditions, and 
institutions” reject and fail them (Conversation 2009).

The first narrative that oppresses la Loca and is satirized in the novel is capitalist 
consumerism. La Loca appears as a completely alienated person whose life is dictated 
by TV and popular consumption. He cannot stop spending money he does not have, 
blaming it all on “the system”: “he tenido tantos problemas con el sistema y no he 
podido aguantarme en ningún trabajo ni defenderme cuando me acusan o regañan 
o cuando me atraso en las visas y me llaman los bill collectors a exigirme que les 
pague…” (Lozada 2006: 13). The protagonist finds himself drowning in debt, incapable 
of resisting the strong impulse to “stay ahead of the times,” because if he does, he may 
end up feeling “incompleta” (2006: 17). Everything must be bought and promptly 
used and discarded, providing only superficial and ephemeral respite from the fear 
of incompleteness. He quickly loses interest in the new and buries the passé novelties 
in some obscure drawer that will never again be opened. Even culture, in the form of 
books, is acquired compulsively by la Loca to be stored with no other purpose than 
to be “had”: “[c]ompra libros que no lee y los acumula en tres repisas de libros que ni 
tan siquiera se abren” (2006: 52). No intellectual or spiritual curiosity animates the 
purchases, only the certainty of possessing culture in material form, exemplifying 
Lendol Calder’s belief that in the modern U.S. “culture is overwhelmingly organized 
around the practice and meaning of consumption” (Wickberg 2000: 81).
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La Loca’s consumerist obsession is fueled by the endless lines of credit that he 
opens, “como estudiante, antes de graduarse de la Universidad, le pre aprobaron una 
VISA y, como cada vez que salía gastaba más de mil dólares, enseguida le aprobaron 
una Master Card Gold con una línea de crédito de cinco mil dólares que gastó 
completitos en una tienda de Hugo Boss” (Lozada 2006: 59). The “new forms of 
discipline, authority, and control” (Wickberg 2000: 81) exercised by mass consumer 
credit, according to Calder, fail to educate la Loca into the constricting mechanisms 
of installment payments. Forced to meet them, the protagonist starts writing checks 
without a balance, but does not stop buying art, furniture, and home décor. La Loca’s 
need of possessions attempts to deliver him from his constant boredom, forcing 
him to keep up with the latest fashion. With a new line of credit of $2,500 freshly 
opened, he decides to get a new wardrobe right away. His obsession with social 
status and how this can be implied from the quality and style of his clothes justifies 
all kinds of dangerous financial maneuvers, and la Loca soon becomes bankrupt and 
homeless: “but today I find myself with no food to eat and no shelter to go to. Could 
you please spare any change?” (2006: 137). With la Loca’s rapid descent from a stable 
job and a nice apartment to dire poverty, the satire not only targets la Loca’s irrational 
narcissistic consumerism, but also the narrative of credit consumerism in the U.S., 
which has created the illusion that “‘lifestyle,’ rather than ‘things,’ is precisely what 
the credit card purchases” (Wickberg 2000: 84), calling into question the validity or 
even sustainability of social visibility based upon one’s—perceived—consumer status.

The protagonist’s compulsion to buy and have more and newer objects accompanies 
his narcissistic obsession with physical image. Susan Miller defines narcissistic people 
as those excessively preoccupied or dominated by their image or status as object to 
others, and that is why “shame represents a lurking danger for narcissistic people” 
(1996: 88). She also speaks of perfectionism as one of the most common traits of 
narcissistic personalities (Miller 1985: 144). La Loca dreams of a perfect body: “Cuando 
veía a los modelos de International Male, se decía: ‘así mismito quiero tener mi cuerpo,’ 
y se apretaba las nalgas y los chichos” (Lozada 2006: 53). He has succumbed to the 
impact of U.S. urban gay ideals of physical perfection, particularly as constructed and 
promoted by the media. La Loca’s fear of undesirability or physical decay is put to 
rest by continual plans and programs to look more and more like the ultimate object 
of desire: “[a] los cuarenta comenzaré un régimen riguroso de levantamiento de pesas 
para ponerme fibrosa y atractiva y levantarme el culo a fuerza de squats, para que 
las nuevas generaciones me miren y me deseen. Pagaré por implantes de nalgas en 
California” (Lozada 2006: 54). His strict plans for the domestication and taming of 
his body are a way of channeling la Loca’s deep anxieties over his unruly body and 
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his persistent fear of being HIV positive, a further stigmatization upon his already 
imperfect body. Without seriously putting his plans to work, la Loca instead indulges 
in dreams about his image becoming recognizable worldwide. His lifelong ambition is 
to have his image everywhere and that people learn who he is and want to be like him. 
He does not show any particular vocation or artistic talent; rather, what he wants is 
public visibility, but not understood in terms of social agency. His dream of recognition 
can be homologated to the current phenomenon of image saturation that we call 
“celebrity worship” in popular culture. He does not covet specific achievements in a 
certain field, but rather the massive response to a known (desired) image.

La Loca’s failed crusade towards higher levels of desirability and material success 
is by no means an isolated effort. The target of Lozada’s satire seems to be what 
Michelangelo Signorile (1997) calls “the Cult of Masculinity.”5 This rigid set of beliefs 
imposes the veneration of a certain ideal of masculinity: muscular, active, healthy, and 
successful, which eventually translates into the perceived demand on most gay men in 
the U.S. to become both rigid object as well as objectifier in a constraining reciprocal 
quest to meet impossible standards of physical beauty.6 The force behind this 
impossible ideal is “a highly commercialized gay sexual culture [that] sells a particular 
physical aesthetic to us and demands that we conform to it—much in the same way 
the fashion, film, and beauty industries affect the image of the average American 
woman” (Signorile 1997: xxv).7 These images of the well-built, bronzed sculpted body 
with perfect hair and an immaculate smile are “played back to us again and again in 
gay porn, on safer sex posters, and in dozens of gay newspapers and several glossy 
national magazines that often sport pumped-up coverboys and fetching ads selling 
products and events, from underwear to hot parties” (Signorile 1997: 25). That is why, 
according to Signorile, there is practically no way to effectively ignore or neutralize 
them, reinforcing the objectification of men by men, in the cult of masculinity. As 
shown by la Loca’s dreams of physical perfection, these rigid ideals are far-reaching 
and “play out within racial and other minority groups within the gay world that carve 
out their own space but are always touched in some way by the more physically rigid 
and very white mainstream gay sexual culture” (Signorile 1997: 13).

When attempting to uncover the causes for the popularity of the cult of masculinity 
among young urban gay men in the U.S., Signorile hypothesizes that “perhaps, 
being afraid to access other avenues and still unsure of themselves and vulnerable, 
they simply join the alluring and seductive cult of masculinity. It defines them and 
guides them, offering meaning and purpose” (1997: 32). The need for self-validation 
through a community, which is described by theorists as what makes humans social, 
is reinforced in the case of “people for whom traditional religion, the family, and 
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other institutions have failed” (Signorile 1997: 32). Says Miller, “minorities abused by 
a dominant social group will have difficulty jettisoning shame-based identities”; and 
this difficulty stems from the fact that “the effort to discard a shame-based identity 
likely will provoke feelings of danger in those accustomed to a demeaned experience of 
self” (1985: 184). Thus, when these young gay men in big cities around the U.S. see the 
“scene” with its parties, clubs, and bars, they may read this as the most obvious space 
to include themselves, assuage their fears, and start “living the fantasy” (Signorile 1997: 
26, italics in the original). This fantasy of social visibility and validation, which could 
be read as a powerful narcissistic response to repression and shame, is very hard to 
uphold and impossible to sustain, as la Loca’s gradual submersion into desperation 
shows in Lozada’s novel.

The Eye on the “I”: Shame and Identity

In the case of the novel’s protagonist, the narcissistic lifestyle of the gay scene in New 
York acts as a balsamic remedy against the painful anguish of shame, an emotion 
that the story effectively exposes as afflicting not only his protagonist but other 
marginalized groups in the big city. La Loca confesses to his difficulties with the 
English language and the frustration this provokes (Lozada 2006: 19). His linguistic 
incompetence makes him feel vulnerable and ridiculous, what in turn prompts his 
rage, “If I could walk freely with an automatic and shoot, pointing to the head, at 
anybody who would dare to piss me off” (2006: 20). Exploring reactions before 
rejection, Morrison explains that rage is frequently a pointer towards underlying 
shame (1996: 118). La Loca is well aware that his broken English is not the only 
giveaway of his social status, there is also his “purchasing power,” which, according to 
la Loca, is identified in expensive stores in New York by asking customers about their 
“zip codes” (Lozada 2006: 21). That is why he avoids feelings of shame and inadequacy 
by never acknowledging to live in Washington Heights, because if he does, the store 
attendant “no me tratará como me lo merezco” (Lozada 2006: 21). By showing la 
Loca’s reluctance to give away his physical location so as to maintain social (and moral) 
status before others, the narrative acutely exposes the telling overlap, in contemporary 
U.S. culture, of moral and economic vocabularies as detected by Calder in the use of 
terms such as “value,” “trust,” “worth,” and so forth (Wickberg 2000: 81). The novel 
satirizes the validity of such direct exchange between the two discourses by showing 
La Loca’s stubborn tactics to resist that “descriptive and quantitative” terms be used 
as “normative and qualitative” ones (Wickberg 2006: 81), producing instant value 
judgments based solely on material assets.
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Economic discrimination, however, is not the only source of shame for the protagonist. 
He knows shame and marginalization firsthand, not only because he has no money, but 
also because he is a Puerto Rican in New York. When facing the depressing state of the 
train station in his neighborhood, he reflects that “la estación está así porque aquí sólo 
viven negros dominicanos viejitos cubanos colombianos mexicanos, todos pobres, que 
casi no hablan inglés y que no tienen ciudadanía” (Lozada 2006: 15). The reality that 
“differences in socioeconomic status explain a significant proportion of the discrepancies 
in neighbourhood environments” (Sampson and Sharkey 2008: 2) becomes clear in la 
Loca’s ironic comments on the supposed achievements for his marginal area of the city. 
In a bitter reflection on the kind of neighborhood people with darker complexions and 
little money can afford, la Loca ironically “celebrates” that he has left behind a simple 
house on the island to cram into “depressing apartments” nobody cares about, while “la 
droga se vende en el lobby” (Lozada 2006: 16). The novel thus offers here a dim view of 
life in New York’s poor immigrant neighborhoods, where working people have to resign 
themselves to live amidst crime, garbage, decay, and ignorance. The protagonist derides 
the National Puerto Rican Day Parade8 in New York City as a lie, and a depressing 
spectacle that does nothing to improve the lives of immigrants in the city or to leave 
aside prejudices and hatreds. He despises Puerto Ricans who enthusiastically participate 
in the parade and are blind to the fact that “el sistema los destituye de toda lengua para 
que no puedan articularse” and leaves communities drowned in drugs and young people 
with criminal convictions before they come of age (Lozada 2006: 57). La Loca’s inability 
to specifically assign the blame for these poor immigrants’ situation does not stop him 
from insightfully perceiving that the colorful display of urban multiculturalism is not 
proof of agency but rather of a fleeting opportunity for public visibility.

In the case of the novel’s protagonist, the narcissistic lifestyle of the gay scene in New 
York acts as a balsamic remedy against the painful anguish of shame, an emotion that 
the story effectively exposes as afflicting not only his protagonist but other marginalized 
groups in the big city. 

La Loca thus acidly reacts against what he considers the fallacy of universal 
advancement of immigrant communities in the U.S. The indictment against the 
advertised picturesque multiculturalism of New York is evident in la Loca’s ironic 
comment that “los niños de las escuelas de Washington Heights se gradúen sin saber 
leer ni escribir, mientras Hillary Clinton se opone, por televisión, a los vouchers” (Lozada 
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2006: 16). His skeptical attitude targets the reality of marginality for many immigrants 
in New York City, most of whom form part of what in the U.S. are considered “ethnic” 
communities. This categorization, as discussed by Víctor Rodríguez, has its political 
implications. As he explains, the Greek word “ethnos” means “nation;” while the term 
“ethnikos” means “barbarian, foreign,” in short, the (O)ther (1997: 237). The use of 
“ethnic” therefore marks a group that is not, as Rodríguez persuasively argues, “part 
of the dominant group” (1997: 237). The result of such marked classifications is, in 
the U.S., a perception of multiculturalism where “ethnic” communities are supposed 
to have “cultures,” while “whites just behave the way ‘normal’ people do” (Rodríguez 
1997: 237). As Rodríguez suggests, there is always a dominant group that denominates 
and names all that is “ethnic,” preserving the right to engage in a “labelling process that 
will have specific consequences” and that is therefore always “a political process” (1997: 
237). What remains constant, therefore, is the category of “ethnic” as always implying 
“political, cultural or social domination of another nation” (Rodríguez 1997: 238).

This satire then exposes the rigidity of such labels in U.S. society by showing la Loca 
manipulate the ethnic stereotype in order to appear more exotic, and thus more enticing, 
and ultimately, more visible. He concocts a spurious biography to comply with dominant 
expectations regarding ethnic artists: “I grew up in a coffee plantation. My parents had 
a farm. All the coffee that I drank when I was a kid was produced in our house” (Lozada 
2006: 61). These in fact are all “exageraciones para impresionar a los gringos” (2006: 61). 
La Loca is well aware that such stereotypes include, in literary expressions, “un nombre 
de fruta en el título, muchas escenas tropicales y una maestra que me salve y me lleve 
a Harvard,” all of which la Loca dreams of including in his “La Novela Puertorriqueña” 
(Lozada 2006: 68). The performance of ethnicity, however, is not always useful or 
benign, because there are always cracks and discrepancies with rigid ethnic models. 
La Loca feels he is not noticed or desired in ethnic gay night clubs because “soy blanco 
y no tengo una pinga grande” (2006: 22). Against the masculine ideal of the Hispanic/
Latino male body as “hard and immobile, and the penis…as long, broad, solid, and 
potent” (Girman 2004: 91), la Loca falls short on various fronts. He is therefore trapped 
as not being fully white (he is Puerto Rican, after all), but also as not complying with the 
necessary attributes to become visible as a truly exotic body.

If la Loca cannot fully fit into the urban gay scene in New York because he does 
not have enough purchasing power or enough physical endowment, his situation as 
an aspiring (gay) writer on his native island has always been a source of shame and 
rejection. In the words of “Josefita Vega,” a character who is a representative of high 
culture in Puerto Rico: “[r]esígnate a jamás ser invitada a congresos aburridos de 
literatura pasteurizada ni a homenajes a Luis Rafael Sánchez ni a Rosario Ferré. Cerradas 
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están, permanentemente para ti, las puertas del Instituto de Cultura” (Lozada 2006: 49). 
La Loca is thus denied a place in Puerto Rico’s cultural elite not only for being explicitly 
homosexual, but also for being a literary transgressor. His experimental manuscript 
awakens horror in some Puerto Rican academics, who advise him to “aprender español 
y coger clases de redacción y estilo, si quieres que nos apiademos y te invitemos a 
congresos y a clases. Si quieres aparecer en Cultura Viva” (2006: 31).

La Loca torments himself with contradictory feelings towards Puerto Rico. On 
the one hand, he wants independence for the island, but considers Puerto Rican 
nationalists to be very “patófobos” (Lozada 2006: 23). Many authors, such as Rubén 
Ríos-Ávila and Rafael Ramírez, among others, have commented on the patriarchal and 
homophobic construction of nationhood for Puerto Rico, where “un macho completo” 
is defined as much by biological traits as by a certain demeanor, particular skills, and 
obvious heterosexuality (Ramírez 2003: 240). Ramírez considers that today in Puerto 
Rico “homosexuality is considered a sin, a disease, a deviation, or a sexual orientation, 
according to the ideology of each person, social group, or institution” (2003: 246). 
The critic, however, suspects that “a discreet gay person with wealth, education, 
marketable skills, and/or proper connections is not necessarily isolated from positions 
of power” (2003: 247). The protagonist of this novel does not seem to comply with the 
conditions stipulated for his access to power on the island. He is not “discreet” about 
his sexuality, he is neither rich, nor does he have many “marketable skills.”

Even though he sometimes feels nostalgia for his native land and allows himself 
to dream of independence, such appears to be the segregation and marginalization 
la Loca has suffered in Puerto Rico that the extermination fantasies his (shame) 
rage concocts have no limits. His contradictory feelings towards his native island show 
how emotions constitute an integral part of the shaping and configuration of the self 
in relation to prevailing narratives because “they involve investments in social norms, 
as well as the impressions left by others” (Ahmed 2004: 196). The powerful force of 
narratives or scripts upon subjects stems precisely from this strong hold in the self’s 
affective configuration. It is probably the case that the love la Loca feels for his island 
is as strong as the anger he ignites when he relives the shame and marginalization he 
experienced there. He dreams of ultimate revenge in extermination from outer space: 
“Le pondré una bomba a la Isla de Puerto Rico—ya tengo los screen savers—: los hundiré 
por completo y acabaré con ellos desde el espacio, por haber sido tan patofóbicos y 
haberme querido destruir desde pequeño” (Lozada 2006: 77). If “shame traumatizes 
because it produces intolerable rage” (Miller 1985: 53), la Loca’s bizarre destruction 
fantasies appear as an attempt to channel his rage and wish for revenge caused by 
shame. Also, with the reference to the cyber presence of the future catastrophe, the 
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novel prompts a reflection on the contemporary conflation of media images of political 
violence with those of entertainment, dangerously blurring the very material costs and 
cruelty of the former. This seems to be confirmed by la Loca’s plan to publicly repent—
emulating a number of U.S. public figures—after his massacre by going to a Pentecostal 
Church and asking for forgiveness from his spaceship (Lozada 2006: 77).

Apart from discrimination for his sexuality and his writing, la Loca fears another 
aspect of life on the island: its health system. He is fearful of physical decay, sickness, 
and loneliness: “[s]i no me apresuro a conseguirme un marido pronto, he de quedarme 
sola, vieja y caída si antes no me muero de SIDA” (Lozada 2006: 52). La Loca shares 
these fears with a great number of gay men in the U.S. where, according to Signorile, 
the myth of the “lonely old queen” is still alive and “continues to plague those caught 
up in the scene, fearful of aging and of losing their looks and their self-worth” (Signorile 
1997: xxx). In the case of the protagonist of this novel, however, fears are multiplied as 
he imagines himself victim of a health system which is in ruins: “[y] tener que regresar, 
a morir en la peste de Centro Médico, a morir sobre una cama de plástico sin sábanas, a 
morir y que mis sobrinas tengan que venir a meterme el dedo y sacarme la mierda que 
se me haga piedra dentro de mí…” (Lozada 2006: 53). The overarching fear of AIDS with 
its implied latent threat of deterioration, weakness and—further—social stigmatization 
permeates la Loca’s narrative. The prospect of terminal illness and the possibility of 
having to suffer this on his native island combine to create a pervasive paranoia in the 
protagonist throughout the novel. Such a shaming prospect of decay and hopelessness 
marked by terminal illness and unsanitary care in Puerto Rico has also motivated the 
migration of a good number of homosexuals from the island to the U.S. Alberto Sandoval 
notes that many of the migratory groups of homosexuals from Puerto Rico to the 
mainland, especially after the 1980s, have not only been motivated by homophobia in 
Puerto Rican society (the so-called “sexiles”9), but also with the AIDS epidemic and the 
difficulty of getting proper treatment on the island (1997: 201–6).

In the light of the close relationship between narcissism and shame uncovered by 
shame theorists and mentioned before in this analysis, the narcissistic compulsions 
that drive la Loca’s life can be interpreted as defense mechanisms his self has activated 
against the persistent presence of shame. He has suffered segregation, humiliations, 
and marginality on his island and the situation in New York does not appear to be 
much better. Puerto Ricans scare him so much that “[c]asi nunca me atrevo a mirar 
fijamente a los hombres morenos dominicanos puertorriqueños y thugs que son los que 
me gustan” because he is afraid of a “hate crime” (Lozada 2006: 13). He fantasizes with 
ideas that “no soy pato. Que no pueden reconocerme. Que no pueden identificarme para 
burlarse” (2006: 58). The supposedly more tolerant and empathic U.S. society is also 
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questioned in all the references la Loca makes to the consumerist race that puts millions 
of U.S. citizens in debt to never be able to recover, the marginality and segregation of 
immigrants who work and pay taxes in the U.S., and the hypocrisy of such politics 
as the “don’t ask, don’t tell” that rules the armed forces with respect to sexuality. His 
own short stay in the Navy ends thus: “23. TYPE OF SEPARATION: DISCHARGED. 
24. CHARACTER OF SERVICE: HONORABLE 28. NARRATIVE REASON FOR 
SEPARATION: HOMOSEXUALITY—ADMISSION” (2006: 47).

La Loca’s continual dread of sudden and shameful visibility shows that by the end 
of the novel he has not yet been able to find validation in any of the prevailing social 
narratives and is left without much other choice than to appeal to people’s empathy 
and compassion: “this city can be rough excuse me a quarter a nickel a dime anything 
you could spare to help me out thank you ma’am under this cold winter even some 
food to eat I accept…” (Lozada 2006: 137). His narration ends in the painful admission 
of complete helplessness and la Loca appears as totally disenfranchised by his futile 
narcissistic attempts at resisting shame. If, for the subject of a literary piece, “to be 
made comical, it must be brought close” (Bakhtin 1981: 23), the novel effectively uses 
the first-person account of this highly alienated individual to make the reader laugh 
at his impossible pretensions and useless plans for redemption. La Loca appears as a 
laughable, familiar narrator who is full of contradictions, weaknesses, and miseries. 
However, the spirit that animates the satire goes beyond the ridiculing of a young 
Puerto Rican gay man who seems to be floundering in his narcissism. To the “exclusive 
and comic familiarity” with la Loca and his fears, one must also add the story’s “intense 
spirit of inquiry and a utopian fantasy,” both markers of Menippean satire, a genre with 
the goal to “put to the test and to expose ideas and ideologies” (Bakhtin 1981: 26).

Lozada’s “serio-comical” (Bakhtin 1981: 27) text uses la Loca to further investigate 
the narratives within which he is so desperately trying to gain and sustain visibility 
and agency, however futile his attempts. In the angry and funny recounting of la Loca’s 
misadventures, the novel allows the reader to have a closer look at oppressive, rigid 
discourses within which shame can act as a form of normalizing control. Carefully 
examining contemporary U.S. and Puerto Rican prevailing discourses like capitalist 
consumerism, identity politics, and homophobic nationalism, among others, Lozada’s 
satire critically engages the multiple contradictions between the various claims to 
democracy, equality, emancipation, humanity, and independence the discourses above 
insist on making while still condemning many shamed subjectivities to invisibility and 
alienation. If “laughter demolishes fear” (Bakhtin 1981: 23), it would seem that Lozada 
the satirist has concocted this literary attack not just to demolish and destroy, but also 
to hope and change.
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NOTES

1  Here I put the term between quotation marks to emphasize the satire in Lozada’s text, which 
in exposing the fixed stereotypes of U.S. gay (male) urban cultures, actively questions the 
apparent freedom of choice and possibilities that term implies.
2  This is a particularly charged term, since it translates literally as “mad woman” and is used in 
the Spanish-speaking world to mean not only that, but also: “whore,” “bitch,” and “effeminate 
(male) homosexual.” Cruz-Malavé defines the term thus: “the locas are not just effeminate men, 
or queens, but patos who have decided to assume the feminization imposed on them and wield it 
with a vengeance, as a weapon” (2007: 169). 
3  The use of psychoanalytical theory to read this novel is not to pathologize difference. Rather, its 
application will inform the exploration of the strong relationship between shaming narratives and 
narcissistic responses to these as they are satirically rendered by Lozada in his novel. 
4  Bakhtin discusses a fundamental difference between the two genres: the distance (epic) or 
proximity (novel) to the subject being represented. As direct predecessor of the latter, Bakhtin 
describes Manippean satire as a “serio-comical” classical literary genre that uses humor to expose 
immediate reality, and that is “dialogic, full of parodies and travesties, multi-styled, and does not fear 
elements of bilingualism…” (1981: 26–7). All of these characteristics seem to define Lozada’s novel. 
5  From gay psychotherapist Silverstein (1981).
6  In his compilation of innumerable interviews, questionnaires, and surveys, Signorile affirms 
that, in the U.S., “an ignorance inspired by homophobia” has “contributed to the creation within 
the heterosexual mainstream of the unilateral ‘gay lifestyle’ stereotype, marked by hedonism 
and excess” (1997: xix). But also, it is this focus on a fixed physical image that becomes the main 
impulse “that drive[s] most aspects of our lives” (1997: 16).
7  When discussing the implications of these rigid standards of masculinity, Signorile makes a parallel to 
feminine impossible beauty standards incarnated in the “Beauty Myth” as explored by Naomi Wolf (1991).
8  This annual parade is defined thus in the official website: “The National Puerto Rican Day 
Parade was established to create a national awareness and appreciation of Puerto Rican culture 
and its contributions to society. The Parade emphasizes the achievements of Puerto Ricans 
in all areas; including business, government, entertainment, and community affairs. It aims to 
encourage our youth to achieve their dreams and ambitions through education and hard work. 
The Parade’s mission is to enhance the self-esteem of Latinos and use their pride to promote 
economic development, education and cultural recognition, and advancement.” (http://www.
nationalpuertoricandayparade.org/031507Martinpress.html).
9  Term coined by Guzmán (1997). He was referring to Puerto Ricans who moved to the U.S. to 
escape social marginalization because of their sexuality. 
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