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Conceptual metaphors which, according to G. Lakoff and M. Johnson, categorize a fragment of reality relying on another one play a structuring role in interpreting both scientific and fictional texts. This shift of categories which goes along with the metaphorical transfer is based on commonplace regularly occuring correlations.  Orientational metaphors visualize subjective states of consciousness in frames of habitual sensory-motor acts while transmitting the experience gained by transferring them into subjective reality which is beyond the reach of visual observation. 
The story which is, according to the characteristics given by W. Benjamin, the art of exchanging the experience accumulates the cognitive potential of orientational metaphors. The leader of the Latin American Boom literature (“el boom latinoamericano”) of the 1960s-1970s, Argentine writer Julio Cortázar (1914-1984) likens a story to a poem’s line or a photographical image. The story somehow “atomizes” and crops the space by focusing on its restricted segments. However the background – the unlimited space of the fantastical – still shines through the joints between the cinema shots.  

The transparency of the borders which are visualized by the orientational metaphor is one of the main themes of the Cortázar’s stories.   This can be the border between the conscious and the unconscious (“House Taken Over”, “Headache”), between the I and the Other (“The Distances”, “Omnibus”), the fantastical and the real (“Letter to a Young Lady in Paris”, “The Gates of Heaven”, “Bestiary”). In the story “The Distances” (Lejana) the main character Alina takes herself as a “false I”. She meets her alter ego – a lonely beggar - on a bridge in Budapest. Apparently, she finally finds her real being. However, does this bridge actually belong to reality? Its name in the English translation made by P. Blackburn is The Market Bridge, and the Spanish one is el Puente de los mercados (literally: the bridge of the markets). But there is no place named like this in Budapest. This refers to some other toponyms from the heroine’s diary which mentions the Dobrina Stana, the Skorda Prospect, Vladas square.  Budapest from the story is an orientational metaphor which visualizes the heroine’s obsession. The toponymical corruption is not restricted by the diary: otherwise is could have been explained by the heroine’s ignorance or her fantasy. Alina meets her doppelgänger, as is said by the author, at “the bridge” (al puente). Thus, the bridge is a metaphorical extension of the heroine’s idée fixe. So eventually it is unclear whether she actually met the beggar and who she really is. 

In the story “Axolotl” Cortázar describes his character’s obsession with the axolotls – larvae of a certain type of amphibious amblystoma which the hero comes across in Paris Botanical Garden. The hero finds himself literally turned into an axolotl, unable to reflect and express himself, “condemned infinitely to the silence of the abyss, to a hopeless meditation” [Cortázar 1971, 6], and sees his previous human “shell” going away behind the glass of the aquarium. The aquarium turns into a scary metaphor of the closed human mind, and the glass becomes a visualized, but still transparent border between the two worlds – the world of free people and the world of silent axolotls, enchained into passivity.
  In his “theory of figures” Cortázar strives to express that, despite everyone’s personal destiny, we are all part of the figures which we are unaware of.  The story “Clone” has almost become an artificial illustration for the theory. Cortázar’s idea was to create a story which would imitate a musical composition, with eight characters representing eight instruments or vocal patterns.   However, he violates the harmonic organization of the figure, making one of the characters cheat on her lover who eventually kills her. This leads to the destruction of the musical texture – and of the figure. The destiny of every person is “built” into a figure composed by the lives of other creatures. Cortázar determines this figure as a constellation, borrowing this term from J. Cocteau’s remark that separate stars don’t know anything about the constellation which they form part of. By stating the common unity on the cosmic level Cortázar follows Pythagoras who noticed harmony in numeral, geometrical and musical relations of his arithmogeometry. 

In Cortázar’s collage books (“Last Round”, “Around the Day in Eighty Worlds”, “Autonauts of the Cosmoroute”) including a collage into the text doesn’t mean that the writer and the reader take a metaposition referring to the characters and observe the constellation without the characters’ awareness.  The collage and its most “lifelike” element – photos – become a metaphorical seeing as. The imaginative act of seeing an aspect involves mental activity.   Ludwig Wittgenstein writes:  «One wants to ask of seeing an aspect: ‘Is it seeing? Is it thinking?’  The aspect is subject to the will: this by itself relates it to thinking» [Wittgenstein 1958, 213].  Taking pictures means seeing “a different form of clouds” for Cortázar. He claims: “It has always seemed marvelous to me that someone can photograph two or three incongruous elements, for example, the standing figure of a man who, by some effect of light and shade projected onto the ground, appears to be a great black cat. On a profound level, I am producing literature, I am photographing a metaphor: a man whose shadow is a cat” [Peacon Garfield 1983, 12].  By working with visual metaphors the photograph combines the opposite, requiring a mental effort of interpretation from the viewer.  Just like “All fires the fire” (Todos los fuegos el fuego), an act of a person is involved into a cooperative we-activity of interpretation. 
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