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ABSTRACT 

Character and Symbol in Josd Lezama Lima's Paradiso 

This thesis explores the possibility of some degree of unity in 
Paradiso, which appears initially to be a work. of poetic self-indulgence, 
lacking a coherent plot, credible characters and causality, and possessing 
seemingly extraneous chapters. In particular, the characters, with their 
one shared voice (Lezamals) and apparently arbitrary appearances in 
independent scenarios, demand scrutiny, 

Lezama Lima's earlier works are devoted to his sistema po6tico, a 
working method aimed at a material representation of the mystical world of 
the Spirit in the "incarnate Word". Since the writer himself has defined 
Paradiso as a novela-poema, the novel is here examined as a poem, with the 

characters (r-ecurring images) fulfilling symbolic roles. Luis FernAndez 
Sosals reading of some of Lezamals poems "anagogically" (following the 
terminology of Northrop Frye) is equally applicable to Paradiso, with its 

multiple levels of meaning. 
In Paradiso each act or incident is ritualized, suggesting that the 

characters are indeed symbolic and may attain the stature of archetypes. 
Characters derived from members of Lezamals family circle acquire symbolic 
names and layer upon layer of additional imagery until they are expanded 
into archetypes. The recurring image of the (family) tree linking heaven 

and earth, continual emphasis on the cycle of birth/death/renewal and the 

main configurations, such as hero/princess/dragon/treasure, assist in the 

identification of the principal symbolic characters: Great Mother Goddess, 
Son/Lover, Dionysiac sacrifice, the questing Orpheus and the magnificent 
doomed Icarus. 

Each concept or character is a stepping-stone for tne central auto- 
biographical figure, inspired by personal tragedy to seek self-p: erfection 

and accept his vocation. The stages on the journey --family relationships, 
the discovery and mastery of sexuality and creativity, the pursuit of 
infinite knowledge-- are presided over by a variety of tutors, not least 
Hialta, Cemils anima, poetic Muse and spiritual guide. Within Cemils heroic 

conquest of the Unconscious, the imagery of the quest yields much when 
interpreted in terms of Jungian archetypes. With his eventual assimilation 
of opposites, Cem! becomes actively contemplative, attuned to ritmo 
hesicdstico and obedient to his calling. 'The analysis of character is the 

key to Lezamals fictionalized autobiography, which emerges as a finely 

structured novel given precise form by its symbolic characters. 



To Peter, the best friend of all. 



"Such gladness was reflected in her smile; 

Meseemed the joy of God therein did play. " 

Dante Alighieri Divine Comedy: Paradiso. 

Canto )DWII, 1.104-5. 

(Dorothy L. Sayers' Translation). 
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INTR0DUCT10N 

Despite Lezama's insistence on the comparative clarity of his first 

novel C'mi trabajo oscuro es la poesfa y mi trabajo de evidencia, bu- 

scando lo cenital, lo m6s meridiano que podia configurar en mis ensayos, 

tiene como consecuencia la perspectiva de Paradiso") a haze of confusion 

obscures its true significance even now. 
I 

Many critics have uncovered 

serious difficulties when attempting to treat Paradiso as a conventional 

novel with a reasonably traditional structure - that is, with a logical 

plot and credible characters pursuing their existence in a world of nor- 

mal causality. Even allowing for a quite open format in which the 

main character, Jos6 Cemi., goes on a journey of self-discovery, as in 

a Bildungsroman, various aspects of Paradiso remain shrouded in mystery. 

M. Wood declares that: 

It is a novel written by a certain kind of poet, with 
all that kind of poet's slavish devotion to the belief 
that only images matter. All the riches and invention 
in Paradiso have gone into its figurative language, 
leaving tone, syntax 2nd the whole craft of prose to 
fend for themselves. 

0. Mendell voices some of the most common criticisms of the novel: 

Los capitulos no parecen organizados de nmnera deliberada. 
A veces incluyen extensos perlodos de tiempo, pasajes anec- 
d6ticos o superfluos que no funcionan como parte de un 
todo y que debilitan aspectos mäs importantes del mismo 
capitulo. La frecuente presencia de unidades narrativas 
seeundarias da a la novela una estructura fragmentaria, 
desconcertante e indeliberada que 3 no parece obedece-r a 
una necesidad interna del texto. 
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These are legitimate complaints from a reader anticipating a traditional 

nineteenth century narrative structure. Even the reader forewarned by 

his acquaintance with examples of the new Latin American novel, such as 

Cortgzar's Rayuela, Vargas Llosa's Conversaci6n en la catedral or Carlos 

Fuentes' La muerte de Artemio Cruz will most probably be perplexed by 

Lezama's apparently anarchic narrative technique. I hope to prove that 

Mendell's doubts about the "necesidad interna del texto" are unfounded., 

by uncovering a common denominator to draw together the diverse elements 

of the novel. 

Paradiso's fourteen chapters are interwoven in a pattern which 

seems to defy any attempt to rearrange them in a more logical design. 

The characters too have been criticized as an isolated group breathing 

a rarified poetic atmosphere. As Cortgzar says: 

parecen moverse en un continuo absoluto, ajenos a toda 
historicidad, entendi6ndose entre ellos por encima del 
lector y de las circumstancias inmediatas del relato 
con un lenguaje que es siempre el mismo lenguaje y que 
toda referencia a la verosimilitud psicol6&ica y cul- 
tural vuelve inmediatamente inconcebible. 

Each speaks with Lezama's voice, performing ritual acts in a distant 

yet familiar realm. This should challenge the reader to a heightened 

awareness of possible patterns within the novel. Nevertheless, Lezama 

would be the last to make claims for Paradiso as a novel; quite the 

contrary: 

Indudablemente que es una novela-poema en el sentido 
en que se aparta del concepto habitual de lo que es 
una novela. 

, 
Paradiso estg basado en la met9fora, en 

la imagen Yo no me puedo considerar, no, me 
he considerado nunca, un novelista (my italics). 

If he wrote as a poet first and foremost, we can expect to find metaphor 

and symbol developed on a grand scale. The characters in a novel-poem 

would act as images and symbols, providing the key to the work. Lezama's 
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remarks in interviews often reveal the way in which he believes his 

poetic imagery has taken on a life of its own, how it has assumed charac- 

ter, and it is here that investigation can really begin, always bearing 

in mind E. Rodriguez Monegal's warning to the unwary: 

La paradoja es que pocos libros como Paradiso tienen 
tal poder de irradiaci6n luminosa; pocos textos con- 
tienen su propia glosa hasta un punto tal de satura- 
cift total; pocas ficciones desarrollan como 6sta la 

espiral de sus configuraciones con tal segura intuici6n 
del camino recorrido ya recorrer. 6 
Pero en ParadiS0, el exceso de luz actua de ndscara. 

Of Paradiso and indeed his life's work, Lezarna has said, "su raiz 

,, 7 
es esencialmente la de un auto sacramental . We would be wise to 

take him literally with regard to both form and content. He evokes 

the moment of metamorphosis from image to personification in striking 

terms: 

AI llegar a mi madurez se fue haciendo en mi el sistema 
podtico del mundo, una concepci6n de la vida fundamental 
en la imagen y en la metäfora. Me pareci6 adivinar en 
cada poema una vida que se diversicaba, que alcanzaba 
infinitas proliferaciones, entrelazamientos, conversa- 
ciones y silencios., Los enlaces y las pausas se cor- 
porizaban, en un poema hablaba de 

' 
Riosotis de Miraflores, 

Pisa Rocio, EI Entomatado, las palabras al trepar so- 
bre l-asPalabras esbozaban figuras, me parecia que las 
imägenes enmascargdas querian revelar su secreto al 
final del baile. 

Paradiso stands at the climax of the dance but its characters show a 

great reluctance to be unmasked. We might expect them to have scant 

life of their own; they will be subordinated to Lezama's overall scheme 

of the novel; they are not required to be primarily authentic person- 

alities. Lezama's abiding interest, as in the auto sacramental written 

to evoke the mystery of the Eucharist, lies in religious or mystical 

concepts which he clothes later in poetic imagery and still later in 

flesh. He explains to A. Alvarez Bravo his motivation for writing: 
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encontrg la palabra potens ... el si es posible, la 
posibilidad infinita que despuds observamos en el virgo 
potens del catolicismo- o como se puede engendrar un 
dios por sobrenatürales modos -y llegu6 a la conclusi6n 
de que esa posibilidad infinita es la que tiene que en- 
carnar la imagen. Y como la mayor posibilidad infinita 

es la resurrecci6n, la poesia, la imagen, tenia que ex- 
presar su mayor 9 abertura de compäs, que es la propia 
resurrecci6n. 

Lezama seeks the incarnate Word. It is clear that while characters 

have their place, they are secondary to Lezama's system of images, as 

Cortdzar implies: "a Lezama no le importan los car9cteres, le importa 

el misterio total del ser humano.... " 10 
Like many earlier religious 

writers, such as Dante in the Commedia, Calder6n in autossacramentales, 

Cracidn in the Criticdn, or John Bunyan in Pilgrims Progress, Lezama. 

chooses symbolic characters acting out an allegory as the best means of 

expressing and giving form to the intangible: "vi que el poema se habi- 

taba, que el poema se iba configurando en novela, que habia personajes 

que actuaban en la vida como metdforas, como iniggenes.... " 11 

E. Rodriguez Monegal recommends an "anagogic" reading of Paradiso, 

basing his suggestion on Dante's definition in 11 Convivio (11,1): 

conviene empezar por la exposicift literal: es decir, 
el estudio de "la bella mentira" La segunda 
exposicift es la aleg6rica, la que busca la verdad 
escondida .... La tercera es la que deduee la 
moral de la historia .... Y la cuarta y Ültima es, ýa 
anag6giea, la que devela "las cosas sublimes".... 

This scale of meaning is reminiscent of Lezama's "verbo que expresa, el 

que oculta y el que significa" and his "supra verba que es en realidad 

la palabra en sus tres dimensiones de expresividad, ocultamiento y signo. ` 

Lezama continues this line of thought, going so far as to hint again at 

a fourth level of meaning: "Diria que hay una cuarta palabra que es 

5nica para la poesial" but declining to name this mysterious ultimate 

level. 13 
L. FernAndez Sosa applies Dante's scheme of levels of 
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meaning to some of Lezama's poetry in Jos6 Lezama Lima y_la critica 

anag6gica, but it has not been followed for Paradiso. FernAndez Sosa 

was inspired by Northrop Frye's discussion of the archetypal and ana- 

gogic approaches to literature in his Anatomy of Criticism. Frye bases 

his theory of symbols on the above quotation from II Convivio, setting 

out five phases of which the last three, the formal phase (allegory), 

the mythical phase (in which symbol becomes archetype) and the anagogic 

phase are of particular interest. According to Frye, the archetype is 

a "communicable symbol" connecting different poems and helping "to 

unify and integrate our literary experience. " 14 Since narrative is 

"a recurrent act of symbolic communication" and ritual and dream are 

"the narrative and significant content respectively of literature in its 

archetypal aspect. " Frye explains that the archetypal analysis of plot 

"would deal in terms of the generic, recurring, or conventional actions 

which show analogies to rituals, " 15 
such as wedding and funerals. 

Such ritual acts abound in Paradiso and will be examined in detail. 

Frye tells us that the archetypal poem imitates the cyclical process 

of Nature and suggests valuable leads* for the student of archetype in 

Frazer's Golden Bough and in"the work done on the dream basis of naive 

romanc, e'by Jung and the Jungians. " 16 He finds that in the archetypal 

work there is "the tendency to suggest implicit mythical patterns in a 

world more closely associated with human experience. " 17 

The multitude of characters in Paradiso, engaged in a great diver- 

sity of activity and incident which seems to lack a central, unifying 

core, may indeed assume the stature of archetypes as suggested by CortAzar: 

"todos y cada uno de los personajes estän vistos en eseneia mucho mäs 

que en presencia, son arquetipos -antes que tipos. " 18 
Each bears a 

symbolic name,. as we shall see; memories of. relatives become highly 

symbolic characters who are partly biographical but soon seem to transcend 
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their physical counterparts as recognizable archetypes. Lezama takes 

the raw materials of his life, his parents and closest relatives who 

have influenced his early development, transforming them into rather 

larger- than- life characters over a considerable period of time: Rialta, 

Josd Eugenio, Dofia Carmen Alate, Dotia Munda, Doffa Augusta, Andresito 

and Alberto, to name only the most important family characters. The 

basic sketches of his idolized relatives, especially his parents, are 

enbellished with layer after layer of additional imagery. The accumula - 

tion of attributes becomes increasingly complex, lifting the characters 

out of their personal circumstances (actual events in Lezama's life 

such as his father's death) to a level where they can be employed to 

reflect, as archetypes on a mythological plane, the particular patterns 

which the writer discerns in his own life. Each wears at least one 

cloak of additional, but related attributes which may prove to be shared 

with some mythical figure (for instance, Rialta and Doffa Augusta as 

embodiments of the Great Mother, Jos6 Eugenio as her son/lover, Alberto 

as Dionysus and Ceml as a latter-day Orpheus). These mythical figures 

possess their own inherent significance and also specialized identities 

in the world of Jungian psychological archetypes, which draw the reader 

on towards yet another level of significance in Lezama's rich narratiw. 

Recurring imagery such as that of the family tree repeated in patterns 

of renewal and rebirth which appear in the early chapters provides clues 

to the possible identity of each archetypal figure and its hidden meaning. 

Almost all the family characters belong to this category of imagin- 

atively developed biographical personages, but from the eighth chapter 

onwards other ideas are taken and compressed into new bodies, also sym- 

bolically named (Fronesis, Foci6n, Oppiano Licario) and their movements 

indicate the relative positions of certain influences in Cemi's mind 

(for instance, Fronesis appearing in reasoned debate and Foci6n appearing 
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in frenzied sexual activity and street rioting, are representatives of 

order and Chaos). Grotesque caricatures embody the demonic energy of 

the central chapter, while others appear briefly as personifications 

of recurring concepts, such as the idolatrous worship of Reason 

(Mr. Squabs and Dr. Santurce). Characters appear, as in an auto sacra- 

mental, bearing their emblems: Cemi is marked out by his ronchas and 

faulty breathing rhythm as the future poet; Jos4 Eugenio, the ill-fated 

god of fertility, carries a melon and uses a knife to expose its seeds, 

while wearing a green uniform and singing "The Merry Widow". Lezama 

allows his poetic imagery to speak for itself. As archetypes, the 

characters should contain a wealth of meaning and connotation, retaining 

our attention over some six hundred pages. 

To what end has Lezama assembled these characters? Cdsar L6pez 

explains to us their relationship with Cemi: "A la manera de Jung, el 

heroe (en una especie de ascenci6n simb6lica a la poesfa) trata de 

Ilegar a la mismidad, integrando la voz de los arquetipos, movi6ndose 

hacia los imagos parentales. " 19 
Each character should therefore be 

a stepping stone for Cemi in his quest for self-discovery and some sort 

of immortality. It is only in an anagogic approach to life and poetry 

that Cemi will find that part of his nature which is immune to death. 

Frye reasons that if "archetypes are communicable symbols, and there is 

a centre of archetypes, we should expect to find, at that centre, a 

group of universal symbols. " 20 Jungian dream symbolism belongs to 

this group of archetypal, universal symbols which heralds the anagogic 

phase where a kind of supernature, rather like Lezama's sobrenaturaleza, 

is born and "poetry unites total ritual, or unlimited social action, 

with total dream, or unlimited individual thought. , 21 
Frye states 

that when the poet and critic move from the archetypal to the anagogic 

phase, they enter "a phase of which only religion, or something as 
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infinite in its range as religion, can possibly form an external goal. " 22 

We have already seen in his remarks to Xlvarez Bravo the extent of 

Lezama's own religious and poetic quest which produces in Paradiso a 

self-contained world of poetry. The power of Lezama's unifying poetic 

vision of reality must draw all aspects of the novel together on the 

fourth plane which he mentions, on the level of supra verbL, if it is 

to attain any sort of harmony and ultimate meaning. The progress of 

Cemi ("un presunto trasunto de mi personalidad" 
23 

along the path of 

discovery which leads eventually to his vocation as a poet must provide 

the dynamics of Paradiso's plot. Characters who do not help him on 

his way, either as examples and pointers towards his goal (eg. Rialta), 

or as Oire warnings of pitfalls and false trails (eg. Alberto) would 

be aberrations amongst their fellows, gratuitous creations arising 

merely from the exuberance of Lezama's style. Critics have suspected 

such wild spirits as Leregas, Farraluque andAlbornoz to be merely the 

rather salacious meanderings of a self-indulgent writer. 
Z4 

I hope to 

prove that this is not the case. 

Cemi's spiritual journey seems to fall into three major stages, as 

Lezama has indicated: "es la exaltaci6n de la familia, el nacimiento 

del Eros, el conocer en la infinitud.,, 25 
His notable absence from 

those chapters describing his family's history and his lineage may be 

explained by the notion that as a hero embarking on a quest, he requires 

a suitably noble pedigree. The atmosphere of the real world which yet 

contains within it the possibilities of marvellous happenings (such as 

contact with a spiritual plane which abolishes all barriers of time and 

space, as in the juego de yaquis incident) is carefully evoked. Cemi's 

dream of a return to the womb and his three ritual baptisms seem to 

take the place of an account of the momentous, mythical birth of the 

hero. His innocent childhood is shown to be peopled by various tutors 
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who inculcate in Cemi a great respect for and awareness of the sum total 

of the family's significance, immortalized in the memories of its almost 

legendary history. At this stage all sexual themes are transposed to 

other characters. Cemi is challenged by the void created by the death 

of his father. Death comes in the shape of Oppiano Licario, his 

challenger, and with him a simultaneous awareness of the creative poten- 

tial of that void. 

Adolescence, the second major stage, brings with it the problems 

of sexuality and the uses of its creative potential, as expressed in the 

characters of Alberto and other minor satellites. The request of the 

injured lady, Rialta, for Cemf's championship of her cause (the desire 

to make sense of Jos6 Eugenio's death and turn the loss to gain) appears 

in Lezama's mother's inspiring speech urging him towards "lo mAs dificil" 

(1,321). 26 
Thus commences the great battle for control of the self, 

the warring elements within the pure hero being polarized in symbolic 

characters, Lucia, Fronesis and Foci6n. A study of the imagery used 

to portray this stage in Cemi's development will reveal striking parallels 

with the traditional imagery of the quest (the dragon, the treasure, the 

hero reminiscent of St. George) and with the terminology of certain 

branches of Jungian psychology. 

Tranquillity returns with victory and reassuring family characters 

such as Rialta and Do5a Augusta reappear, suggesting that-the hero emer- 

ges uns. cathed from his ordeal. The twelfth chapter, a miniature alle- 

gory of Paradiso within the novel itself, could be seen as the new under- 

standing of his past experiences reached by the victorious hero/poet be- 

fore his final reconciliation, in the third and final stage, of the 

warring factions within his personality. Only a most detailed analysis 

of the characters will reveal how and why this pattern emerges in the 

novel. From an analysis of the characters and their interrelationships 
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it is hoped to prove that they, as archetypes, hold the key to Lezama's 

fictionalized autobiography. 
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ChapterI 

Jos4 Cemi's Lineage 

1. Jos6 Eugenio Cemi and his Family Tree 

Yo creo que Paradiso parte de su circumstancia, su 
realidad inmediata. Ofrece las dos cosas: lo muy 
inmediato, lo niäs cercano - la familia -y lo que 
se eneuentra en la lejania, lo arquetipico, el mito. 
Toda novela es siempre algo autobiogräfico; todo no- 
velista emplea recursos idiomäticosg recuerdos de 
infanciag entrevisiones, momentäneas fulguraciones, 
una visi6n, una totalidad. Para ello he partido, 
como algunos te6logos medievales, de una summa. 
He procurado si., ir de una summa a una totalidad. 
En ese sentido hay en Paradiso personajes autobio- 
gräficos.... ' 

Lezama's words warn us that a dissection of the novel Paradiso with 

a view to identifying members of his real family will be a waste of time. 

Even if the researcher could provide a real life equivalent for each 

member of the Cemi and Olaya families,, his view of the novel would remain 

sadly limited. The reason is obvious: although Lezama recalls his rela- 

tives, even those who died before he was born, with affection, admiration 

and pride, he is merely using them as jumping-off points. spring-boards 

for his poetic imagination. They are vessels remodelled to contain 

whatever ideas Lezama may wish to express, jigsaw pieces to be manoeuvred 

as he deems necessary. Lezama has said that all his characters bear 

altered names.. -in the nove-l-, but-this is not the case. 
2A 

glance at the 

Lezama family tree (see Appendix) reveals that Jos4 Cemi's grandparents, 

with the exception of Ddiffa Augusta, take their names from thý! Ir counter- 

parts in that family,. This applies only to Christian names. Less 
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prominent characters such as Andresito and Eloisa Cemi also retain the 

original names. % but it is accurate to say that all major characters in 

the fictional family are given symbolic names: Do; n-a Rosa Lima Rosado be- 

comes Rialta. Olaya, DofTa Celia Rosado Aybar becomes Doffa Augusta, Don 

Jos6 Maria Lezama Rodda becomes Colonel Josd Eugenio Cemi. 
3 

If we be- 

gin to read these new names like signposts, we my appreciate to some 

degree the way in which Lezama's real family expands from "lo mAs cerca- 

no" into "lo arquetipico,, el mito. " From a collection of everyday 

occurrenms and personal history is woven a complex and often beautiful 

tapestry, a summa which is intended to convey a higher reality. 

Lezama is not particularly interested in historical or factual accu- 

racy; rather he delights in deciphering patterns and coincidences within 

such facts. They are the vivencias oblicuas which he hopes will serve 

to direct the reader's thoughts towards lo incondicionado, the surprising 

level one my reach by observation of events or understanding of language, 

despite rather than because of what Lezama calls "Aristotelian causality": 

Trato en mi sistema de destruir la causalidad aristot6- 
lica buscando lo incondicionado podtico. Pero lo mara- 
villoso, que ya esbozamos en la relaci6n entre la metä- 
fora y la imagen, es que ese incondicionado po6tico 
tiene una poderosa gravitaci6n, referenciales diamanti- 

nos y apoyaturas. Por eso es posible hablar de caminos 
podticos o metodologia pogtica dentro de ese incondicio- 
nado que forma la poesia. En primer lugar citaremos 
la ocupatio de los estoicos, es decir la total ocuPaci6n 
de un cuerpo. Refiri6ndonos a la imagen ya vimos como 
ella cubre la substancia o resistencia territorial del 
poerna. Despuds eitaremos un concepto de enorme impor- 
tancia y que hemos llamado la vivencia oblicua. La 
vivencia oblicua es como si un hombre, sin saberlo desde 
luego� al darle la vuelta al conmutador de su cuarto ina- 
ugurase una cascada en el Ontarior- ... 3 Existe tambidn 
lo que he llaniado el sUbito, que lo podemos considerar 
como opuesto a la ocupatio de los estoicos. 1 ... 1 Existe 
tambi6n lo que pudidramos Ilamar el camino o m6todo hi- 
pert61ico, es decir, lo que va siempre mAs alld de su 
finalidad venciendo todo determinismo. 2i-- 
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These terms are employed by Lezama Lima when offering a description 

of his working hypotheses as a poet. His theory of poetics involves the 

setting up of associations and juxtapositions of words and ideas, in the 

hope of revealing the non-causal connections, called vivencias oblicuas, 

which in turn point the reader towards at least a different, if not higher 

level of meaning. A revelation of the latter,, called lo incondicionado 

(the unexpected) by its very occurrence defies the laws of la causalidad 

aristotdlica, a term used by Lezama to represent the normal process of 

logical connection (1 +1= 2). the commonly accepted relationship between 

cause and effect. We shall find Lezama juggling with this concept when 

examining the complex relationship of Alberto with Santurce, Demetrio and 

Oppiano Licariot and in the episode involving Mr. Squabs and the death of 

Andresito. The vivencias oblicuas are triggered off amongst events in 

"lo m6s cercano - la familia" in order to attain (by el s6bito) lo incon- 

dicionado, which is a key word for "lo que se encuentra en la lejania., lo 

arquetl'pico., el mito. " The first step in a full examination of the 

characters in. Paradiso, with particular regard to the ways in which they 

are employed to express lo incondicionado,, is to observe the paýterns at 

work in lo rnAs cercano. 

Lezama has contemplated his own relatives' characters, enveloped in 

the minutiae of their daily livesq analysing his relationships with them 

and pondering the nature of the family tree until his thoughts have 

carried him off into the far distance,, or lejanfa, and the world of myth. 

It is here that our name-signposts assume considerable importance. The 

accuracy of the information they convey will be confirmed by further study 

of the-novel. Doria Augusta is indeed an august personage, embodying the 

nobility and integrity of the Olayas, whose worthiness Lezama is at pains 

to emphasize. She is head of her late husband's family and also rules 

benevolently over the shattered Cemis following the death of Josd Eugenios 
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thus she fulfils the promise of her name,, which calls to mind the Emperor 

Augustus. The reign of this Roman emperor heralded an age of great li- 

terary activity, which is most interesting since Doffa Augusta contributes 

much to the youthful Jos6 Cemi's awareness of elegant and expressive lan- 

guage. Rialta's name is explained as follows: "Jos6 Eugenio., absorto, 

comprendi6 que por primera vez se habia trazado un puente que lo unia con 

algo, con las ciudades que unen a dos familias en un puente. Mir6 a 

Rialta, que, muy aturdida, extendia el tapete que cubria el piano" (1,155). 

Jos6 Eugenio's realization occurs during his first formal visit to the 

Olaya family. We are to believe that the meeting inspires both young 

people with a sense of awe and awareness. We are shown how Rialta hides 

her maidenly confusion,, "muy aturdida, " by busying herself with a simple 

task. Whether or not this degree of awareness is realistic - they are 

very young - is not important. What is significant is the emphasis placed 

on the meeting by Lezama, here and elsewhere in the novel. The name 

"Rialta" reminds the reader of the peculiar character of the Venetian 

Ponte Rialto, on which stand large family houses2 with the Grand Canal 

below. It could thus be said that Venice is one of the "ciudades que unen 

a dos familias en un puente" (1.155). The bridge is named after the is- 

land which it links to the rest of the city, the word being defined in 

the. Dizionario Enciclopedico Italiano as: "rialto (comp. di ri-e. alto, mo- 

dellato su rialzare) a. Luogo che s'innalza alquanto sul piano; altura. 

b. Piu genericam., parte rilevata, prominenza. " However, whilst he no 

doubt had the function of the bridge in mind, Lezama would be aware of the 

figurative meaning of rialto from rialzare,, that is "alzare di nuovo ... 

riprender coraggio2 redimersi, rialzarsi dal peccato..,, 
5 

The concept 

of striving upwards, of self-renewal, is crucial to the character of Rialta. 

and her influence on her son, Jos6 Cemi. Rialta performs the function of 

the Ponte Rialto in Venice, spanning a gulf between two groups of strangers 
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by her marriage to Jos(ý Eugenio Ceml. It will become clear that this 

gulf lies not only between two families, but between two political ideo- 

logies and heritages. 

The origin of the family name "Cem! " has been debated by various cri- 

tics,, not least among them Klaus Mbller-Bergh, whose explanation is quite 

expansive: 

Jos6 Cem4 el h6roe de Paradiso, es el prototipo del 
cubano aut6etono> completot firimmente arraigado en los 
mitos precolumbianos del mundo del Caribe, asi como en 
los mundos del grecorromano. EI termino ceml, irnagen 
o idolo, abarca distintas divinidades taino, que gobier- 
nan las aguas, las mareas y la maternidad, el crecimien- 
to de la yuca y el curso de los huracanes. De igual 
manera Ceml representa a menudo a Ätabex, la wedre de 
Dios, a su hijo Yucahuguamä, el espiritu de la yuca, y 
a Guabancex 16 la vertiginosa divinidad que gobierna los 
huracanes. 

Lezama's explanation is more straightforward: 

y un presunto trasunto de mi personalidad aparece con 
el nombre de Jos6 Cem!. que es fäcil para todo cubano 
su desciframiento: "cemi", un idolo, una imagen. y 
como Vd. sabe que una de las obsesiones mias ha sido 
la imagen, por eso uno de los personajes$ sino el cen- 
tral, por lo me y os el impulsador central de la novela, 
se Ilama Ceml. 

For the moment, suffice it to say that Jos4 Cem, is intended to be a poe- 

tic image of Lezama's own character, but only as a "presunto trasunto, " 

a sketch based on what he observes in himself, but developed to fit into 

a more ambitious design than a simple autobiography. The Christian na- 

mes, we should notice, have been reduced as we move through the family 

tree. Jos6 Cemi's grandfather bears the Christian names of Joseph and 

Mary, and whilst they are very common names2 we may later find them si- 

gnificant when studying the grandfather's dream. To the reader, 'Josd 

Cemi often appears as just "Cemi". in contrast to Josd Eugenio who is al- 

ways afforded his proper name, or title,, "el Coronel. " It is obvious 
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that Jos(ý Cemi is the fruit of the union of the two family trees, so it 

may be this knowledge which causes the word cem, to be assimilated in 

one's mind with semilla. There is no evidence to suggest that this 

assimilation was in the author's mind but it tends to complement his vi- 

vid imagery involving the family tree, as we shall see. 

Pursuing this line of investigation still further, we find that 

Jos6 Eugenio's name may provide us with another clue to the symbolic si- 

gnificance attached to Lezama's characters. The word "eugenics" in 

English, "eugenismo" in Castillian., refers to the science relating to 

the development and improvement of offspring, especially human offspring. 

It comes from the Greek, (EU-, gen-3, stem,, to produce, as in eugenes, 

well-born). This conveys admirably the careful cultivation of the seed., 

the offspring, Josd Cemi, which is Josd Eugenio's fatherly duty. E. M. 

Santi observes that: "Todas esas diferencias entre padre y hijo se resu- 

men en el contraste inscrito en sus nombres: Josd Eugenio y Josd. El 

del hijo aparece marcado por la ausencia del secundo nombre: Eugenio, 

eugenes, el biennacido. El hijo no es, no puede ser, el 'bien nacido',, 

que seria el padre. " 8 
Lezama has said of Paradiso: 

Pour comprendre ce roman il faut aussi connaltre mon 
intention: exprimer d'aussi prý-s que possible la vie 
quotidienne de I'homme et de sa famille. La. tradi- 
tion cubaine c'est le ddraciTiement5, il faut savoir 
cp-la aussi .... L'Eros cubain est donc I'Eros de 
1'61oignement essentiel. Vous comprenez? Le cubain 
regarde le quotidien comme lointýin et le lointain 
comme s'il pouvait 1'embrasser. 

Thus one must investigate the presentation of the family characters very 

closely but always with the totality of their meaning in view, as Lezama 

suggests. I propose to examine first the Cemi family tree and then that 

of the Olayas, the nature of their union in the marriage of Jos6 Eugenio 

and Rialta,, and the child Cemi's relationships with his relatives. 
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JosO Maria Lezama shares with Josd Eugenio Cem! his career (an 

engineer, and colonel of artillery in the new republic), his death (in 

an influenza out-break at Pensacola, his rmrriage into a revolutionary 

family, his background: "vasco tipico,, hijo de vascos" and some of his 

personal traits: "representaba la alegria, la fuerza expansiva, la sa- 

lud de la familia. " 10 
Lezama speaks of his own father with pride, as 

a competent military man contributing a great deal to the new republic's 

army: "Mire, mi padre era un militar. Pero un militar muy especial. 

Mi padre forma parte de la clase militar cuando la universidad se incor- 

pora al ejdrcito. Era un hombre de carrera: un ingeniero, un arquitec- 

to,, un hombre que sabla idiomas. " 11 
The opening paragraphs of Paradiso 

provide the reader with an introduction by proxy to Jos6 Eugenio, "el 

Coronel. " Baldovinia, the servant gir12 imagines his laughter at her 

discomfiture when he returns to find his son unwell, "mientras el Coro- 

nel baritonizaba sus carcajadas ... 
" (13,6). The reader is shown exam- 

ples of his authority- it is "la casa del Jefe" (1,, 6)., who commands the 

utmost respect from his men: "tambi6n era ingeniero, lo cual engendraba 

en la tropa ... 
la misma devoci6n que pudiera haber mostrado ante un 

sacerdote copto o un rey cazador asirio" (1,9). This is one of many 

comparisons of the family with historical and royal personages in order 

to increase their stature. In the midst of the child's suffering, we 

are-waylaid by references to his father, all of which emphasize his vigour 

and good health. Throughout the novel Josd Eugenio is always referred 

to as "el Coronel"3, even on his death bed, in his role as father and 

leader of men. Only in those chapters dealing with his youth prior to 

his marriage are we permitted to approach him more closely. He is not 

presented unsympathetically yet there is an unrelenting, unyielding quality 

about him which we soon sense. It becomes clear that Lezama does not 

plan any surprises,, since in one sweep of the pen he reveals the cheerful 
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Colonel humming "La viuda alegre", while in the next we are exposed to 

the hidden irony of his choice of song: "Los treinta y tres aTýos que 

alcanz6 su vida" (1,21). He is noted for his musical good naturedness,, 

but what really fires Lezama's imagination is the value of this brief 

life and the effects upon others of its abrupt extinction. Here too, 

we are introduced briefly to his parents: he is "hijo de un padre vasco, 

severo y emprendedor, glot6n y desesperado despuds de la muerte de su 

esposa, hija de ingleses" (1,21). Before he leaves this first glimpse 

of the Colonel, Lezama supplies us with some images of his fruitfulness, 

images which set the scene for further development along the lines of 

Nature's bounteousness. Against his green soldier's uniform he holds 

"el amarillo yeminal del mel6n,, " "yeminal" suggesting creative power in 

Nature. The shape of the melon is used to represent the Colonel's "dias 

redondos y plenarios" (13,21), and the pictorial effect of the image is 

that of a tree bowed down by its plentiful fruit. Rocio, often associa- 

ted with new beginnings and the renewal of the family tree in Paradisoý 

is said to hang heavily in the kitchen as the melon is cut. Dew seems 

to represent new life although, in the context, the cutting of the melon 

suggests the premature death of the life-giver. So in a brief passage 

Lezama has managed to evoke all the most striking elements to be portray- 

ed in the Colonel's character as the novel progresses. 

The puzzling little incident involving the cook's rebellion has a 

place, in the over all pattern of character symbolism in the first chapter. 

It is intimately linked with the illness of the childt as compared with 

the good health of the father, and with the Basque grandfather's goss6 

familia, which serves to introduce his dream. An examination of Josd 

Cemi's illness will prove more useful in a study of his relationshipd 

with his parents2 and will, therefore,, be postponed till then. However, 

one should note that an illness constitutes a falling away from a normal, 
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happy state of affairs, a veritable banishment to a hostile world. A re- 

turn to the former state of good health constitutes a return to normal 

life, where we cease to feel "different" or "marked out", as is Ceml by 

his ronchas. The rebellion of Juan Izquierdo, due to his offended pride 

("Que un hombre de mi calidad tenga que servir ... 
"; 13,20) leads to his 

banishment from the household; he has fallen from grace with his employers. 

It is interesting to note that it is the unjust who stand at God's left 

hand on Judgement Day, a fact that must make poor Juan Izquierdo one of 

the goats. This is borne out in an otherwise mysterious sentence - "La 

tarde fabricaba una soledad, como la lAgrima se cae de los ojos a la 

boca de la cabra" (1,23). The cook has fallen from his paradise, the 

Colonel's kitchen, to the misery of wet nights outside, weeping the slow, 

involuntary, inevitable tear of an animal. The relentless rain seems 

to symbolise his contrition and the sorrow of the family at losing such 

a good cook. Nature., the rain,, seems to sympathize. This pathetic 

fallacy appears in the very next episode also, an episode which is framed 

by the fall and reinstatement of Juan Izquierdo. His acceptance back 

into the fold by the Colonel rounds off a chapter which is chiefly con- 

cerned with recuperation of a former state of well-being. 

The most important redemption is revealed in Jos6 Maria Cemi's dream. 

This is the reader's first excursion into the family's past,, its origins,, 

so the image of the family tree as a vital link with the past is preva- 

lent. Having witnessed the vigour of Jos6 Eugenio and the apparent weak- 

ness of Josd Cemi, we are projected into the past, to the arrival of the 

Cemi name on Cuban soil. The impression given by the grandfather is one 

of great strength and energy; he has chubby fists and zooms about like a 

comet from place to place, still managing, with his "typically Basque" 

short neck, to present an air of solidity. Lezama often mentions the 

short neck, intending it to symbolize the determination and latent power 
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of the man and the nation he represents. Once the family has been ga- 

thered together, the grandfather's conversation flowss but to a purpose 

monitored closely by the author. Under the guise of dinner party trivia 

concerning the food, Lezama contrives to call to our minds the conquista- 

dores. and the English2 who governed Cuba for a short time, thus evoking 

specific stages of Cuban history, before going on to the invasion of the 

island by the grandfather's generation. It is he who is responsible for 

the new blood in the Cuban family of his wife. As befits a great crea- 

tor of new life, he is filled with a life-giving force: "El aliento pa- 

recia que recobraba en 61 su primitiva funci6n sagrada de flatus Dei" 

(It 25). Comparison of the grandfather's habitual reticence with his 

loquacity on his special day leads to the idea that the gossA familia 

is much more than an excuse for a family reunion, that it is rather a 

communion2 infused with God's spirit, which is often represented in the 

Bible as a strong wind: "Pero en el dia del gozo familiar,, ese aliento 

se trocaba en arbol del centro familiar ya su sombra parecia relatar, 

invencionar, alcanzar su mejor forma de palabra y adem6s, como si fuese 

a presentar. segUn las sefiales que los te6logos atribulan a la fiesta fi- 

nal de Josafat" (1,25). The family reunion has now assumed a religious 

aura, but Judgement Day is not intended here as an image of terror. 

Lezama seems to regard it as the means of returning to a former state of 

blessedness. It is a renewal of contact with higher reality. We are 

reminded of the effect of the Holy Spirit (flatus Dei. ) on the disciples, 

who become inspired to speak in many tongues. Cemi's poetic inspiration 

is held to come from the same. source, his early difficulties in breathing 

revealing parallels with his difficulties in expression. The branching 

of the lungs and of the family tree alike form links with Heaven through 

inspired language, in that the breath seems to constitute a column of 

air stretching upwards from the earth. 
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Having established the latter idea in the reader's mind,, Lezama 

proceeds to provide him with a tree which stretches literally up to the 

heavens. Beaten by the Belgian runner in a race in Bilbao, Jos4 Maria 

travels to Cuba., where the debate about Spanish and indigenous seeds 

ensues. This debate is actually political in nature, as it involves a 

crisis of identity for the Spanish immigrant to Cuba, who sees his pure 

Spanish blood being diluted in that of the criollos,, just as the Spanish 

vine seeds seem to be wasted. It is the grandfather's dream which re- 

solves his feelings of anguish in his new country: 

Un dia sall de Resoluci6n de madrugada; las hojas como 
unos canales lanzaban agua de rocio; los mismos huesos 
pareclan I contentarse al humedecerse. Las hojas grandes 
de malanga parecfan mecer a un recHn nacido. Vi un 
flamboyant que asoniaba como un marisco por las valvas de 
la maiiana, estaba lleno todo de cocuyos. La est5tica 
flor roja de ese ärbol entremezelada con el alfilerazo 
de los verdes, sUbita paräbola de tiza verdeg me iba 
como aclarando por las entraiias y todos los dentros (1,27). 

In this lyrical passageý Lezama sets the scene for the dream. Josd Maria 

feels, at last, a deep sense of unity with his beautiful surroundings. 

They seem to represent a New World locus amoenus and appear to welcome 

him. He is the "recidn nacido. " the new arrival who now benefits from 

the rocfo, which baptises him. J. C. Ulloa tells us that the malanga-is 

a "planta aroidea cubana y simbolo del abuelo que se va cubanizando, " and 

he considers that in the above passage Lezama is setting one of his favou- 

rite eras imaginarias,, that is,, "lo filogeneratriz, " into a Cuban con- 

text. 
12 

Lezama describes it on several occasions and it is essential 

to compare its occurrence in his essay "A partir de la poesia" with the 

passage in the novel: 

La primera era imaginaria es la filogeneratriz. Comprende 
el estudio de las tribus misteriosas de los tiempos mäs 
remotos .... Los idumeos aparecen levemente aludidos en 
el Ggnesis. En el famoso soneto de Mallarmg> que comienza: 
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11 "Te ofrezco el fruto de una noche de Idumea, se alude 
a las reproducciones del perlodo mito16gico. Se ador- 
mece el hombre, es decir, el tiempo se borra, de su co- 
stado empieza a crecer un ärbQl, de sus ramas se desprende 
la nueva criatura. En otras interpretaciones, el falo 

crece como un grbol, rnientras el hombre se abandona al 
sue? io, salta del ärbol la nueva vida (11,835). 

In Paradiso, it is certain, the self-same dream appears: 

Senti que me arreciaba un sue'rfo, que me Ilegaba derrum- 
b6ndose como nunca lo habia hecho. Debajo de aquellos 
rojos y verdes entremezclados dormia un cordero. La 
perfecci6n de su sue-no se extendia por todo el valle, 
conducida por los espiritus del lago. El sue-no se me 
hacia traspi6s y caida, obligindome a mirar en torno 
para soslayar algdn reclinatorio. Inm6vil el cordero 
parecia so? iar el Arbol. Me extendi y reclin6 en su 
vientre, que se movia como para provocar un ritmo favo- 
rable a las ondas del sue-no (1,27). 

It seems appropriate that a man named Jos6 Maria should dream of the 

sleeping lamb with all its Christian connotations and ancient mystical 

import. 

Whilst I am uncertain as to whether, as Ulloa claims, the red and 

green colouring of the scene refers to the "rojo del cinabrio y al verde 

II de las infusiones de td de las permutaciones alqu'micas de los tao'stas 

en busca de la inmortalidad. " It seems clear that images of measured 

breathing persist throughout the dream sequence: "Recordemos que los pro- 

cesos alquimicos creaban entre los taoistas un ambiente propicio para la 

adquisici6n de la respiraci6n embrionaria. " 13 
The flamboyant sways 

rhythmically in the breeze ý"asomaba como un marisco por las valvas de 

la maffana.... "); the effect of the red blossoms and green fireflies, 

whether narcotic or otherwise,, is to purify Josd Maria's whole being. 

It seems that-his dream is induced by his surroundings which become infu- 

sed wi th the na tura I rhythm of s leep. A lamb dreaming of a tree could 

well be Christ offering the purifying way of the Cross. Hence there is 

an opportunity to return to Paradise even in the distant New World, whose 
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natural beauty recalls a lost Eden. The image of the lamb complements 

that of the "fiesta final de Josafat" of the Cemi family and Juan Izquier- 

do, emphasizing the breath of the Spirit (flatus Dei)which suffuses their 

communion in the gossA familia. Jos6 Maria has stumbled upon the imagi- 

native, innocent first era imaginaria, a poetic age in which men believed 

reproduction to be a miracle beyond normal causality, in which the tree, 

like the Cross, brought new life. It is only through the abolition of 

Time in a sleepy descent into the Unconscious that man joins in once more 

in the moment of perfect creation. The union is short-lived as Ulloa 

points out: 

... Lezama Lima muy acertadamente -nos indica que nadie 
entre sus familiares pudo hallarlo durante su periodo 
de dormici6n porque las huellas "se hablan borrado,, " lo 
cual constituye en alusi6n indirecta al hecho de que el 
hombre ha perdido el camino o nexo que lo unia con ese 
estado- paradislaco de que gozaba antiguamente y que U 
permitia estar en estrecha relaci6n con lo sagrado. 

Permitted to touch on lo incondicionado,, Jos4 Maria experiences, however 

briefly, mythical Time. According to Mircea Eliadet quoted by both Ulloa 

and M. J. Fazzolari in their discussion of the dream: 15 

in illo tempore, in the mythical time of Paradise, 
a ntain, a Tree, or a Pillar or a liana connected 
Earth with Heaven, so that primordial man could easi- 
ly go up into Heaven by climbing it. Communication 
with Heaven in illo tempore was simplel6and meetings 
with the gods took place in concreto. 

So Jos4 Maria's dream of a lamb beneath a tree is as effective a return 

to the origins as Moses' journey up the mountain to receive the Ten Com- 

mandments. Since these paradisical times communion between Man and his 

gods has been severed (in Christian terms, by the Fall of Man),, hence the 

nostalgia for Paradise. The sacred meeting place or altar was always 

considered to be at the centre of the world, an axis mundi consecrated by 

long use an4 popular belief. 17 
Just as the flamboyant is a link with 
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Heaven, the family tree is to be the axis mundi of the Cemi and Olaya 

families. The first seven chapters of the novel are devoted to this 

return to the origins through dream sequences and memory. Lezama has 

warned his readers that his characters tend to gravitate from the every- 

day to the miraculous and mythical and we must take him at his word, 

charting carefully their movement through the novel. 

The reader is told nothing more about the Colonel's ancestry until 

much later, after being introduced to the Olaya family in Jacksonville. 

Some confusion arises from the fact that Jos6 Eugenio now seems to have 

been an orphan from the age of ten years and has been brought up by his 

maternal grandmother. Another surprise is that the Enriqueta of the 

gossA familia has now become Eloisa. In her introduction to an annotated 

edition of Paradiso, Lezama's sister Eloisa remarks: 

Se ha tomado como un error el que J. L. L. Ilame Enriqueta 
a nuestra abuela Eloisa. "Otro zapote, Enriqueta, " es 
una frase de cufio familiar que implica "repeticidn. " 
(Enriqueta era hermana de El sa y estaba casada con otro 
vasco,, Juan Felipe Lezama). 

The true identity of Enriqueta can be discerned within the text of ParadisO, 

not without some difficulty. However, the early appearance of Josd Maria 

Cemi, followed by that of his orphaned children, presentsa problem in the 

novel's structure. These may be slips of the I)en, but without them we 

might miss the tale of the Spanish emigr6 who has a mystical experience in 

the New World, or alternatively the story of the resentful Tio Luis and 

the career and marriage of the forceful Jos6 Maria as a new Cuban. As 

it is, we receive first hand accounts from People involveds speaking from 

very personal viewpoints. Lezama is highly selective in his choice of 

family anecdotes, and it seems that he is quite prepared to subjugate in- 

dividual characters to the requirements, not of plot in the accepted sense, 

but of an evolving system of ideas to be presented in the novel. This is 
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a practical example of Lezama's disregard for the concept of causality. 

Thus in what might be termed a flashback to Jos6 Eugenio's childhood, 

we find that someone we have already enc ountered in the future no longer 

exists. Lezama is anxious to present Jos4 Maria's dream related, at 

an early stage, in the first person, not as the memory of another cbarac- 

ter. He is concerned, above all, with the dream imagery of a return to 

the origins, which is to be of fundamental importance to the Cemis and 

Olayas. Lezama reveals his underlying pattern in no uncertain terms: 

Al padre de Josd Ceml, a quien vimos en capitulos ante- 
riores ... lo vamos a ir descubriendo en su nifiez ha- 
sta su encuentro con la familia de Rialta Alcan- 
zaba el Coronel todavia el ärbol universal en la ültima 
etapa, feudal del matrimonio. Inmensas dinastias fami- 
liares entroncaban con el misterio sanguineo y la eviden- 
cia espiritual de otras tribus Asi las dos fami- 
lias alentronearse se perdfan en ramificaciones infinitas� 
en dispersiones y reencuentros, donde coincidian la hi- 
storia sagrada, la domgstica y las coordenadas de la imagen 
proyectadas a un ondulante destino (1,87-8). 

The dream of Jos6 Maria has the effect in the novel of setting up just 

such an altar as Eliade descrýbes, in the form of the Cemi fami- ' and Olaya 

ly trees; the very structure of the early chapters ensures that the reader 

is carried back deliberately into the origins of things in a way that he 

cannot ignore. Lezama forces us, by means of such authorial interference 

as that quoted above3, to be aware of glancing constantly over our shoulder. 

Heestablishes the status quo, and then proceeds to explain how it came 

about, returns ils to the Colonel's career, then plunges us into the trials 

of the Olaya family, only to place us back among the CemiS. now seen as 

interlopers. 

In the Ruda household during Josd Eugenio's childhood, Tio Luis is shown 

to have misgivings about his status in the new Age in Cuba, just as his 

"rival". Josd Maria, had done. He is presented as a country bumpkin 

whose awkwardness is aggravated by the superior attitute of Jos4 Eugenio, 
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now twelve years old. Josý Eugenio is -not malicious but he has the young 

person's curiosity about the fact that someone of his acquaintance is 

"different". What Jos4 Eugenio notices most is Tfo Luis' accentý but 

when he realises that the desired pronunciation of reloj is impossible,, he 

relents,, abashed. Tio Luis' failures all relate to standards of culture 

which are essentially European. His character lacks light and shade; it 

lacks definition, like the voices of the singers at the opera which he so 

admires. He arrives in Havana in 1902, troubled times in which attempts 

were being made to form a new Cuban government. His main difficulties 

are, significantly, in self-expression: "tosco', aunque bien plantado y 

con destemplados presunciones de guajiro tiposo; hablador, aunqu-- con abun- 

doso riego de palatales trocadas en silabas explosivas, en incorrectas 

divisiones de silabas y en ingurgite de finales de palabras" (1,82). 

However, like his Spanish ancestors before himý Josd Eugenio discovers 

that it is possible to push the rustic poor relation too far; hewill. ulti- 

mately rebel and withdraw from the "superior's" company. Just as Cuba 

was dependent on other nations at this time (Spain and North America) 

Tio Luis is financially dependent upon the Cemi will and he has neither 

job nor ambition. The uncle is compared with an amoeba, which suggests 

his unformed state, the lack of personal identity. Doffa Munda's pride 

in her son's sayings cannot conceal the fact that they are boorish, re- 

vealing only his ignorance of European culture,, from which he has become 

isolated since the arrival in Latin America of his, ancestors., the conqui- 

stadors. The names of craftmen and cultures which he bandies about are 

not supplied from a fund of personally-studied facts. He speaks as a 

parrot and his discomfiture in the presence of his cultured half-Spanish 

nephew suggests that he knows this. Dofra Munda knows that Tio Luis must 

complete his education outside his own country and she speaks of this as 

a postscript to her concern for Josd Eugenio's education, "Eres un viejo 
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accidente entre nosotros., y eso quiere decir que debes ir a buscar tu 

centro al extranjero" (1,107). 

Doffa Munda may seem harsh and on the personal level this is proba- 

bly true, but in political terms it is common sense. Cuba needed Spanish 

financial support to survive and had to accept it,, harsh though the terms 

might be. There is no place for the man who refuses to assimilate the 

two cultures and backgrounds. Later on we find that Jos6 Eugenio has 

learned this lesson well$ having combined his observations of Tio Luis' 

behaviour with his school experiences of the attraction of "otherness"and 

of the potential for creation out of the void. He reveals this in a 

conversation with Doffa Mela, the separatist: "Existe el Eros de lo que se 

nos quiere escapar. tan fuerte como el conocimiento sexual de la ausencia. 

En el animal poderoso, la conciencia de lo que se le quiere separar es el 

nacimiento de un ojo" (1., 163-4; my italics). This is how Lezama des- 

cribes the loss of the Spanish colonies, Cuba included. The struggle is 

presented as inevitable, bringing with it a sense of loss to both parties, 

yet essential for the future growth of each. The opponents become fully 

aware of each other only when they are separated by distance. This ap- 

plies equally to personalities, such as Luis Ruda and Jos6 Eugenio, or 

Eloisa and Jos6 Maria, and countries, such as Cuba and Spain, which are 

inextricably bound up in these characters. Josd Eugenio first experien- 

ces the potential of absence or emptiness at school (a stage of his life 

best examined later in close relation to Alberto, his future brother-in- 

law): "El hecho de mezclar en el gusto una especie cualquiera, quedaria 

para 41 como una infinita sexualidad engendrada por la memoria de un 

tacto imposible, que a ciegas reconstrula los cuerpos en la lejania 

(1,121; my italics). In other words, in the void left by the separation, 

each entity is enabled to form a clearer image of its own nature and of 

its opponent, touched now by a longing for that which is out of reach. 
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The concept relates both to the creative imagination and to political 

consciousness between nations. Future growth is assisted by the in- 

sights gained at a distance,, Lezama seems to imply. 

Dofýa Munda feels compelled to inform her grandson of his ancestry 

in an attempt at self-justification as a result of his demand for an 

increased allowance. The union of the two families is one of strength 

and delicacy, as erabodied in Josd Maria and Eloisa, respectively. They 

seem to be archetypes even to the extent of personifying what for Lezama 

are the salient features of their races; a refinement typical of the En- 

glish and a vigour typical of the Basque. Fazzolari has said that the 

lament of Doffa Munda is actually "la versi6n lezamiana, muy poetizada3, de 

Contrapunto cubano del tabaco y el az6car,, de Fernando Ortiz. Lezama 

recoge la idea., la condensa y la complica al convertirla tambi6n en un 

contrapunto de lo cubano aut6ctomo con lo espaffol importado, para resumir 

el drama de la Isla. 
19 

This certainly seems to be the case, with the 

family tragedy of Eloisa's death representing the end of the original way 

of life,, in the face of a new influx of Spaniards from the mother country. 

DoWa Munda regrets the passing of the old ways as much as the death of 

her daughter: 

Teniamos ese refinamiento que tienen la gente de tierra 
adentro cuando estän dedicadas al cultivo de hojas muy 
nobles� ya adivinar los signos exteriores de los insec- 
tos en relaci6n con las estaciones. Ese trato con la 
naturaleza cuando elabora esos productos de distinci6n 
y excepci6n principales, el arroz, el t6 o la hoja de, 
tabaco, pasa a las manos primero ya la visi6n para el 
primor despu6s ... 

(1,92). 

All this has been replaced with "aquellos sembradios de cafra vulgarota, " 

to which both the delicate Elolsa and the refined art of tobacco culti- 

vation. cannot adapt themselvps. The contrast of characters is too great 

and Eloisa's death seems to be the result of a change of environment and 

the lack of pure honey from the palm to keep asthma at bay. The art of 



31 

cultivating these palms has also been swept aside by the spreading sugar 

plantations. We have already seen how Josd Marla's lungs have the ca- 

pacity to be filled with_flatus Dei and we now find that Eloisa's brea- 

thing rhythm is also significant: "Tu madre tenia la rapidez invisible 

de la respiraci6n, parecla habitar esa contracci6n, ese punto que separa 

lo mineral grabado por la secularidad y el desprendimiento, del nacimien- 

to de lo que bulle para alcanzar la forma de su destino" (1,93). The 

latter description could very well be an evocation of the alchemists 

toiling over their infusions, as Lezama has drawn them in "Las eras ima- 

ginarias: la biblioteca como drag6n": "La bdsqueda alquimica de la pildora 

de oro, para conseguir-la inmortalidad., se trueca en la captaci6n de una 

luz blanca por la respiraci6n interna, por el aliento secreto. La luz 

ha de entenderse como principio, como embridn, no como resplandor o 

brillo" (11., 911). 

It is Elolsa's need for light and clarity, qualities which her son 

will inherit in abundance, which leads to her demise, as these things are 

denied her in the new environment. The ancient craft of the family has 

been further subjugated by anonymous administrators. Fazzolari identi- 

fies them, in my view quite correctly, with the anonymous North America 

businessmen who took over financial power from the Spanish. monopolizing 

the sugar industry. 20 
The bitter resentment felt by Jos4 Maria on the 

-death of his young wife seems to constitute his own fall from Grace., as 

he condemns God and tries to "punish" Him by pining away. Of course the 

reader cannot forget the. gossd familia and it is an irritating confusion, 

but the higher truths conveyed by both passages compensate for this appa- 

rent piece of carelesness. Doffa Munda seems to come to terms with the 

situation in her conversation with Tio Luis, finally becoming aware that 

the change has been inevitable, bringing with it benefits for the new 

generation: 
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Desde ese dia [on which she discovered that Jos6 Eugenio 
had inherited his mother's finer feelings3 pienso en mi 
hija y en los sentidos que como hojas la hubieran ido ro- 
deando para formar con sus hij. os una cAmara sagrada, como 
esos Arboles desarrollados por la cercania de la sombra 
de otro Arbol, sin mostrar ninguna subordinaci6n de 
cuerpo a sombra, pues sus raices se clavan en la inme- 
diata corriente, justificando orgullosamente la unidad 
de su jerarquia (1.105). 

Although Luis mocks Doffa Munda and her symbols of vegetation ("Vd. siempre 

Mam6 Munda, queriendo colocar la familia en el parafso pradera de los 

incas"; 1,, 106, my italics), he is moved to accept her words. In DoTTA' 

Munda's eyes the Basque, as she calls him, is glorified by his rebellion 

against God ("Pues s6lo los reyes sienten el deseo de rebelarse contra 

los dioses y titanes"; 1,105) since she is also aware of his secret 

remorse. 

If the comparison of the decline of Eloisa and that of Cuba under 

renewed Spanish dominance in the nineteenth century is pursued still fur- 

ther, it seems that Lezama pictures the resistance of Spain to the inevi- 

table loss of its Cuban colony in the defiance of Jos6 Maria who refuses 

to accept Eloisa's death. The objects of his displeasure are "los dio- 

ses y titanes" (1,106). in other words, Fate. His apparent remorse 

wins Dorn-a Munda's grudging admiration because it seems to imply an admis- 

sion of guilt,, at least of the sin of neglecting to ensure the well-being 

of his self-assumed responsibility, Eloisa. As Jos4 Eugenio has said 

with reference to Spain: "En el animal poderoso, la conciencia de lo que 

se le quiere separar es el nacimiento de un ojo. Entonces siente al 

lograrse la separaci6n, la p4rdida de un tentAculo de visibilidad, y 

brama rizando el cielo. Es una hermosa pelea" (1., 163-4). Their mar- 

riage entails a sense of loss,, yet the union of the two families is a pro- 

cess of assimilation of the best attributes of both, symbolized in Josd 

Eugenio who represents the new Cuban of the turn of the century, the re- 

sult of a similar exchange of qualities. Jos4f Cemi will inherit the 
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qualities of both grandparents and it is interesting to note that the 

questions of rhythm of breathing and personal adjustment to the surroun- 

ding world are the concern of all three. Both Do? fa Munda and Josd Maria 

take us back to a paradisical era to establish contact with the Heavens 

once more by means of a family tree intimately connected with the indige- 

nous Cuban trees, the flamboyant and tobacco and sugar cane, the inter- 

loper. As we shall see, Jos6 Eugenio's outlook is developed at school, 

that is, as his relationship with Alberto deepens. Alberto is to be 

the instrument by which the Olaya family will receive a surge of energy 

in the shape of Josd Eugenio and his heritage. The union will be between 

the old established family and the recently assimilated, second generation 

Cuban whose forebears had come to Cuba in the 1880s. An examination of 

the nature of the old criollo Olaya family must precede a study of the 

union and its fruit. 

II. Rialta Olaya and her Family Tree 

Soy el produeto de un eneuentro placentero, en los pri- 
meros aiýos de la Repüblica, entre familias de gran acen- 
tuaci6n cubana y familias en las cuales predominaba lo 
espanol r-... 1 CParadiso is: ) un contrapunto, un nexo, de 
c6mo estaba forrnada ýi sociedad cubana en aquellos in- 
stantes hist6ricos. 

Lezama's declared interest in Cuban society might very well take the rea- 

der by surprise since the writer seems to ignore recent events in Cuba, 

although much of Paradiso must have been written since the 1959 revolution. 

However, Lezama's concern with the establishment of the first republic and 

the kind of people involved in the forming of a new government, (through 

undercover support from the rebels,, the provision of funds for the same) 

and involved in bringing new, invigorating qualities to the country (by 

intermarrying and by reviving the economic life of the island) is clearly 
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visible in the early stage of Paradiso. Once again Lezama's family is 

called upon to illustrate life in Cuba at this time, the last twenty years 

of the nineteenth century, and the beginning of the twentieth. While 

Lezama presents an interesting picture of the period, politics is only a 

secondary concern. Here too, Lezama begins with his personal experiences 

and develops them to suit his underlying design, as Jean Franco suspects: 

el casamiento de los padres de Cemi redne el estoicismo 
del vasco y la "viveza criolla" de la familia de Rialta, 
contraste que, sin embargo, no obedece a un inter4s na- 
cionalista por parte del autor, sino que sirve de metd- 
fora para este choque d 22 elementos dispares que producen 
la revelacid-n podtica. 

This is borne out in the novel by the author's masterly evocation of the 

spirit of each family. 

Lezama takes particular care in his introduction of Rialta and D(yn-a 

Augusta, just as he does with Jos6 Eugenio. Within the confines of one 

chapter he manages to bring out some salient characteristics of the Ruin 

characters before propelling us into the midst of a prior generation em- 

bodied in Dofýa Augusta and Josd Maria; meanwhile Cemi's illness and Juan 

Izquierdo's little fall from grace run their course. Mother and daugh- 

ter seem to be inseparable and are almost confused with one another in 

the text: "Una parecia que dormia; la otra en su lado contaba. Por los 

rincones, una cosia las medias; la otra hablaba. Cambiaban de pieza, una 

como, si fuese a buscar algo en ese momento recordado, llevaba de la mano 

a la otra que iba hablandot ri6ndose secreteando" (1,, 19). Their rela- 

tionship seems to be perfectly balanced and Rialta is almost a carbon 

copy of her mother; that is, she bears all the distinctive qualities of 

her family. Both women have access to a secret, a shared outlook on 

life. The power of tradition is emphasized by the discussion of lace, 

in which the two ladies lament the innovationsof the lacemakers. Rialta 

ia emphatic in her expression of disgust, which gives rise to the reader's 
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first glimpse of her delighfully original similes such as, "Eso me gusta 

como si le pusieran una inyecci6n antirrAbica al canario o como si Ileva- 

sen los caracoles al establo para que adquiriesen una coloraci6n chartreuse" 

(12 17). This revelation is immediately followed by the information that 

Dofra Augusta also uses similes compulsively; their colourful statements 

are said to be incontrovertibles (1,17) since Rialta, and by implication 

Dofra Augusta3, is "sumergida en las tradicionales aguas de seiscientos 

affos" (12 17),, in other words they are of an old, established Cuban fami- 

ly, dating from the earliest days of the conquest. They embody that 

authority afforded by custom and tradition. The pieces of French lace 

which they discuss so avidly have that same resistance to change, having 

been celebrated in "versos, de excelentes poetas franceses" (1,17). 

The characters' fluent speech in this part of Paradiso is also poetic, a 

fact which becomes most significant when we consider that this is the gif t 

of speech and command of language which will be inherited by Jos4 Cemi and 

used to immortalize his family. Traditional values are evoked by the 

image of lace painstakingly worked in days gone by and expressed in the 

typical time-honoured style of the Olaya women: 

El encaje es como un espejog que hecho por manos que 
podian haber sido juveniles cuando nosotros nacimos2 
nos parece siempre un envio o como una resoluci6n de 
muchos siglos, grandes elaboracio-nes contemporAneas de 
paisajes fijados en los comienzos de lo que ahora es 
un disfrute sin ofuscaciones (1.17). 

The paisajes prefigure Josd Marfa Cemi's dream of a locus amoenus, already 

discussed. 

Dofra Augusta occupies a position of authority in the household, as 

a representative of the past and of honoured tradition. Her criollo 

cooking is an aspect of tradition which fills the rest of the family with 

delight. This too prefigures the importance accorded to ritual meals 

later in the same chapter. Lezama endorses the grandmother's respected 
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position by employing several similes evoking royalty through the ages: 

11asf como los reyes de Georgia tenian grabadas en las tetillas desde su 

nacimiento las dguilas de su herAldica, ella por ser matancera se crela 

obligada a ser incontrovertible en alm1bares y pastas" (1$ 17-8), and: 

"aun el Coronel la obedecla y obligaba a la religiosa sumisidn, como esas 

reinas que anta? fo fueron regentes, pero que mucho nAs tarde, ... volvian 

a ocupar sus antiguas prerogativas ya oir de nuevo el susurro halagador 

de sus servidores retirados" (1.18). If the reader visualises the timid 

Jos6 Cemi observing her supreme reign in the kitchen with a sense of child- 

ish awe. 7 the similes lose some of their strangeness and seem more fitting. 

The process whereby royal status is granted to certain characters involves 

a kind of mystification used to distance them from the reader; Lezama 

wishes to ennoble Jos6 Cemi's ancestors2 or rather, to turn the close re- 

latives into revered ancestors or even archetypes whose origins lie in 

the mythical past. He uses the technique repeatedly in the novel. 

Certain critics such as J. M. Alonso have found the process of glori- 

fying respected ancestors distasteful: 

But what makes Paradiso truly off-putting here., I believe, 
is what has caused it to receive a bad reception C ... 3 
Lezama's underlying but obvious protest of aristocracy 
Unfortunately, Lezama's heavy load of ornamental erudition, 
much like the ownership of jewelry and furs in many cases., 
ultimately means to signal the Cemi family's claim to ac- 
tual sociological Aristocracy, the kind once supposedly 
assigned by God. 

Lezama has explained his use of 

sia, " in which he considers the 

have possessed a truly poetical 

other Ages. One such image is 

of the stature of Julius Ceasar 

spirit of their times and had a 

images of royalty in "A partir de la poe- 

great epochs in history which he believes 

spirit, so powerful that it can affect 

"los reyes como metAfora" (11,837), kings 

and Alfonso X el Sabio who embodied the 

profound effect on world history. Lezama 
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wishes to lift them out of their historicai contexts and give them immu- 

nity to Time: 

No basta que la imagen actde sobre lo temporal hist6rico, 
para que se engendre una era imaginaria, es decir, para. 
que el reino po6tico se instaure. Ni es tan s6lo que 
la causalidad metaf6rica Ilegue a hacerse viviente, por 
personas donde la fabulaci6n uni6 lo real con lo invisi- 
ble, Ee. g. certain kings3 ... sino que esas eras imagi- 
narias tienen que surgir en grandes fondos temporales, 
ya milenios, ya situaciones excepcionales, que se hacen 
arquetipicas ... " (11,832-3). 

There is no doubt that Dbffa Augusta is represented as the great matriarch, 

with the help of images which lend a sense of magnificence to quite ordi- 

nary tasks such as cooking traditional dishes. However the writer's 

primary concern in giving this impression is for the spiritual nobility 

of the characters out of whose midst the young poet Josd Cemi is to emerge. 

The background of such a personage must include many types of culture, an 

awareness of the rest of the world, an assimilation of all that has gone 

before. The very strong influence of his cultured and magestic grand- 

mother will be instrumental in achieving this. The royal images under- 

line the fact that the criollo family is in a unique position culturally, 

as J. J. Arrom has said: "criollo, en lengua espa: n-ola, es un termino que 

designa distinciones de carActer cultural. Los criollos somos los que, 

sea cual sea el color de nuestra piel, nos hemos criado de este lado del 

charco y hablamos y pensamos en espa? 1ol con sutiles matices americanos. " 24 

In other words,, the criollo has access to both European and Latin Ameri- 

can cultures. 

Lezama's treatment of Rialta follows the pattern already established 

for Jos6 Eugenio. Having introduced two generations of each side of tle 

family,, the Olayas and Cemis, and described the Colonel at work, Lezama 

proceeds to delve into the past of the Olaya family, beginning with Rialta. 

She is described in a manner which is totally in keeping with Lezama's 
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previous exploitation of the theme of the family and the tree. It is 

worth quoting in full: 

La tendida luz de julio iba cubriendo con reidores sal- 
titos los contornos del 6rbol de las nueces, que termi- 
naba uno de los cuadrados de Jacksonville, en los ini- 
ciales crepUsculos del estio del 1894. Rialta, casi 
sonambulica en el inasible penetrar vegetativo de sus 
diez afios, se iba extendiendo por las ramajes mAs cru- 
jientes, para alcanzar la venerable cApsula llena de rui- 
dos concavos que se tocaban la frente blandamente. Su 
cuerpo todo convertido en sentido por la tensi6n del e- 
stiramiento, no ofa el adelgazamiento y ruido del rendi- 
miento de la fibra, pero sus oidos habian quedado colgados 
del rejuego y sonido de la baya corriendo invisible den- 
dro de la vaina. Despert6, oyd, se volvi6. -Rialta, 
don't steal the nuts (1,53). 

In "Las eras imaginarias. la biblioteca como drag6n, " Lezama evokes a 

certain stage in the history of Chinese philosophy during which Lao-tse 

"sentia el surgimiento del ser como una fruta silenciosa desprendida de 

un Arbol inm6v-il" (11,895). Similarly Lezama reveals Rialta's destinyý 

the emergence of her Being, through the presence of a tree laden with 

fruit. As in the case of Jos4ý Eugenio, the character is examined at the 

beginning of adolescence, at the point of entry into the adult world. 

The other new beginning which may be hinted by the prominent positioning 

of the date in this opening paragraph of the chapter is that of Cuba it- 

self. At this time Jos(! Marti and other separatists, with whom the Olaya 

family is identified through Doffa Mela, were preparing a rebellion against 

Spanish power in Cuba. It is a time of hope on many levels; for the 

young girl in the Spring of life and for the country she has been forced 

to leave. There is an aura of happiness around the girl, expressed in 

the light which bathes the tree, "con reidores saltitos"; this light re- 

appears in the description of Rialta's smile seen some time later througli 

the blind by Jos6 Eugenio. She is completely in harmony with the life- 

force flowing in the tree and perilously oblivious to the dangers of the 

creaking branch. In fact it is the most creaking branches which she 
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chooses to climb upon, in her so-nambulous state. The latter state often 

overcomes Lezama's characters when they are in harmony with the Unconscious 

to the extent of temporarily losing their own identity. 

Rialta is unheeding of danger in her desire to hear the invisible sap 

flowing; she reaches out for something just beyond her grasp and thus her 

security is undermined, as Fazzolari has pointed out: "prefigura el consejo 

que algUn dia darA a su hijo de perseguir siempre lo rrkis dificil. La ad- 

monici6n final la acusa de querer robar las nueces, de aspirar a una per- 

fecci6n que est6 uiýs allA de las limitaciones humanas. " 25 
Nevertheless 

the gentle touch of the nuts on her forehead seems like a calling to her 

destiny, that of marrying Jos4 Eugenio and thereby performing the duty of 

maintaining family continuity at the expense of her own happiness when 

the branch breaks and Jos6 Eugenio dies. If, as we have said in connec- 

tion with the dream of Jos4 Marla, the family tree is a symbol of the 

axis mundi, then this passage is a symbolic representation of Rialta's 

part in furthering the family's links between heaven and earth, between 

the present and the origins. This impression is supported by Ulloa's 

claim that the nut is a symbol of unity and perfection, represented by its 

spherical shapeP "emblema de esperanza en el n-ds allA. " 26 
The mAs alld 

in question is both the return to the origins and the glimpse of lo incon- 

dicionado, such as that afforded us by the poetic artifice of placing 

Rialta up a tree, setting up waves of meaning in the passage. Standing 

by the trunk of the tree Rialta is once again bathed in light and she is 

said to be reinstated in "su segura levitaci6n terrenal" (12 54). This 

seems to suggest that she will rise above her circumstances,, as she does, 

by successfully raising her three children after her husband's death. 

The-entire passage is an example of Lezama's skill in creating a scene 

Im vhich,, by his choice of images, we are permitted to grasp an idea which 

is operating on the symbolic mythical level2 as is that of the family tree. 
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His poetic principle of sUbito (a realization of some higher truth 

pertaining to lo incondicionado, as noted) is seen in that moment when 

Rialta stands beside the tree: "y sUbita,, la luz comenz6 a invadir su 

contorno ... 
" (Iy 54; my italics). His intention is that we will be 

able to make the connections from the situations which he sets up, thus , 

illuminating our underatanding in a flash of insight. 

Rialta is to provide the means whereby the family will develop fur- 

ther, but in looking to its future Lezama does not forget its past, sym- 

bolized in the person of DofTa Carmen Alate, "'la hija del oidor ', la vieja 

Cambita" (1,86). In ofder that we cannot easily avoid comparing the 

most venerable woman with the youngest, he places Rialta at the beginning, 

fittitN31y, and Cambita at the end, framing the chapter. Our brief intro- 

duction to the grandmother shows that Lezama is using her as a symbol of 

the conquering of Time, both in the family memory and in her death. The 

phrase, "la hija del oidor, " takes its place amongst estribillos popular 

in the family, but complements particularly the phrase emphasizing dis- 

tance, exile, long periods of time, such as "cuando la emigraci6n" and 

"alld en Jacksonville" (11 61). Like the others, Lezama says, it was 

"una f6rmula para despertar la imaginaci6n familiar" (1.61) which will 

always evoke feelings of sadness. The importance of exile lies in the 

fact that it involves distance and separations, just like death. Lezama 

constantly links exile and death, since members of the family have been 

buried in Jacksonville, a fact which predisposes the characters to an awa- 

reness of these related phenomena. However, memory and feelings evoked 

by the grandmother's name are of a more positive, even exotic nature. 

The power of her name is underlined by the fact that even JosLY Cemi., her 

most distant relative, is affected by it; it is "olda y saboreada por 

Jos(ý Cemi como la clave imposible de un mundo desconocido" (1,61), gi- 

ving the impression of a vast distance spanned in Time. The grandmother 
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possesses both extreme old age and youth3, as her name conjures up contra- 

sting pictures, hence she is "una divinidad dual" (1,62). Lezama uses 

images deriving from Egyptian, Greek and European myth to express her dual 

nature - she is a perfectly preserved mummy, a statue from the classical 

world enhanced by the erosion of Time, and a beautiful young girl retur- 

ning from exile to meet an old king, her father. The king represents 

the family member who recalls her name afresh; the child she carries is 

the new understanding or creativity which her spoken name produces. The 

antelope is Time, distrustful since the girl/grandmother escapes him pe- 

riodically. 

Because the grandmother is the most distant relative, the closest 

the family can come to the min trunk of the tree, she is an aid to under- 

standing the continuity of the tree. For this reason we are encouraged 

to link her with Rialta., for she is "llenando al mismo tiempo esa linea 

del horizonte de delfines y salmones griegos, de tortugas trasladando 

lotos,, como aparecen en las mitologlas hinddes" (1,62). Here Lezama 

reveals the source of his symbols at once and we can easily verify that 

both represent immortality. These images reappear in the description of 

the moment of death of Cambita: "Al fin de los fines, donde saltaban los 

delfines adridticos y las tortugas hinddes, el ocaso imaginativo sefýalado 

por 'la hija del oidor' se consum6 ... 
" U, 87). The idea of the tortoi- 

se as two halves of a whole, yin and yang, is discussed by Lezama in 

"Las eras imaginarias: la biblioteca como drag6n., " in which he says: "la 

tortuga es cielo y tierra ... " (11,922). This is most appropriate as 

Lezama describes the death in terms which suggest a return to the earth 

in plant form, a return which is also the resumption of the life of the 

spirit alone. Ulloa points out that: "Eliade encuentra que el hombre 

cree que los mortales' ... become one with the womb of all things, again 

acquire the status of seed, again become germs. Death is a renewal of 
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contact with the source of life. "' 27 Cambita does not exactly die - 

she withers away "ganando el amarillo y la quietud" (1,86). The slow, 

quiet rhythnof her death is very striking and much emphasized: "se e)&in- 

gWO. entre una rara mudez.... " and "mientras su cuerpo permanecia d4lfi- 

camente inmutable ... 
" (IS 86-7). She is perfectly immobile, seeming 

to develop tentacles like a jellyýish in order to collect sensory infor- 

notion. There are two main forces at work to bring about her "death "p 

one is "los adormecirriientosde la clorofila, " that is, the process througli 

which she returns to the state of dormant seed; and secondly, "las suti- 

lezas del prehAlito" (1,87), that is., a return to the "respiraci6n em- 

brionaria que trataba de imitar la respiraci6n del feto en el vientre 

maternal" (Il., 899). This might seem to be an exaggerated claim on the 

strength of one word, prehAlito, but if the state attained by the grand- 

mother in her stillness and silence is considered in this light, it be- 

comes possible to attempt an interpretation of the mysterious incident 

of the diamond trapped by her rigor mortis. 

The rather amusing dilemma of her son and his fury at the prospect 

of losing his ring seem strangely out of place in the death scene. it 

is as if the grandmother cannot resist a little prank, even on her death- 

bed, hence Lezama's references to "la aparici6n insinuante de dones de 

profecia y de burlas" (1,86) and the diamond, once it has escaped from 

its restrictive clasp "sonri6ndose" (1,87). Once again the clue to this 

puzzling configuration of symbols and events lies in Lezama's essay, "Las 

eras iniaginarias: la biblioteca como drag6n. " The purpose of alchemy 

amongst the Chinese has always been2 according to Lezama, the attainment 

of a golden pill of long life or immortality. In later ages., Chinese 

philosophy and alchemy turned more towards the concept of "la flor de 

orot" then "la flor de luz.,, forma visible del aliento,, el aliento que es 

el actuar del cielo" (11,911). so that eventually measured breathing be- 

came of prime importance in the search for eternal life: 
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La obtenci6n de esa luz blanca nos Ileva a la suspensi6n 
de la respiraci6n, sustituy4ndola por la respiraci6n in- 
terna. Con la respiraci6n interna el hombre se trueca 
en un neuma,, asf obtiene el cuerpo hAlito, el cuerpo 
neun-&tico. Todo el cuerpo se une con el creador, con 
el cielo, con el aliento superior,, al obtener el cuerpo 
h6lito,, el cuerpo diamantino, la flor de oro, la luz 

... (11,912; my italics). 

Cambita is the diamond. She has broken free from all bodily restrictions 

and like the stone she can afford to smile at her puzzled relatives as she 

returns to the state of the embryo or seed. In "The Process of Indivi- 

duation, " M-L von Franz my provide an insight into the choice of the 

diamond as an image. She says that "the Self is symbolized with special 

frequency in the form of a stone, precious or otherwise .... In many 

dreams the nuclear centre, the Self, also appears as a crystal, " and she 

continues: "The mathematically precise arrangement of a crystal evokes 

in us'the intuitive feeling that even in so-called dead matter, there is 

a spiritual ordering principle at work. " 28 
Cambita is now sustained 

by inner breathing or preh6lito; despite the fact that Lezama makes scar- 

cely any direct reference to her breathing it is clear that it is the 

secret of her "death" when we consider el_cuerpo diamantino as synonymous 

with el cuerpo hAlito which comes into being at the moment of union with 

creation. Octavio Paz tells us that "el budismo 1ýý ýra Lana ... concibe 

al sabio y al santo, al adepto que ha alcanzado simult4neamente la sabi- 

duria y la liberaci6n., como un ser hecho a la imagen del diamantes" and 

he gives the meaning of the supreme Buddha's name, Vairasattavat as 

"esencia diamantina" in Sanscrit. 29 
By his comparisons of her with the 

, Greek oracle ("con una rapidez y gravedad oracular") at Delphi (" su cuer- 

po permaneci"a MIficamente inmutable 1,86-7). Lezama is suggesting 

her wisdom. In a similar fashion he alternates his references to the 

diamond with others to "el escarabajo triptol6mico" (19 87),, an ancient 

symbol of wisdom and power of the Pharoahsý who are noted in "Las eras 
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imaginarias: los egipcios" for their attempts at overcoming death. This 

ties in neatly with a previous image of Cambita, unwrapped from her mummi- 

fication as good as new. Not only has she attained wisdom but also free- 

dom to assume the next stage of her being: "Ante el asombro del abogadillo, 

el diamante qued6 sin retorno, pues el organismo vegetal se habla replep- 

do en una form que sus hojas y escudetes se cerraron en espera de la pr6- 

xima marea baja y del nuevo cabrito lunar" (1,87). Although the jewel 

is returned to the son, it has no hidden meaning for him. Thus it is 

personified as an extension of Cambita, content in her fulfilment. It is 

also an ironical smile because the secret remains hidden. Once again 

the rhythm of breathing has been brought to our attention, as in the case 

of Josd Maria and his wife Eloisa. This theme reaches its climax in the 

trauma of Josd Cemi's asthma attacks and difficulties of self-expression, 

as we shall see. 

Within the carefully established framework of this chapter various 

seemingly unrelated characters play out their little dramas. All are qui- 

te closely inter-related when we examine them in detail. The voice which 

warns Rialta against stealing the nuts belongs to the female half of a 

very odd couple indeed, Mr. Frederick Sn, tabs and his wife Florita. The 

name "Squabs" has a Dickensian flavour which is appropriate for their mi- 

serable nature. Everything about Mr. ScLuabs suggests coldness and a 

soulness nature and both people are described in a humourous and mocking 

tone. This is epitomised in their child's tedious repetition of the 

phrase "Man-6, a scene in Pompei, a scene" (1,55), which is adopted by 

the entire Olaya family and adapted to every suitable occasion. The 

ingenuity of the Olaya children in employing the phrase emphasizes the 

barren mind of Flery Sýuabs. Indeed the Sqjuabs are used by Lezama to 

throw into relief the striking qualities of the Cuban family in exile. 

The contrast between the two families is used to illustrate the dichotomy 
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expressed at the beginning of Lezama's "Preludio a las eras imaginarias, " 

with the Squabs favouring rationalism, what Lezama often calls la causa- 

lidad aristotdlica: "Con ojos irritados se contemplan la causalidad y lo 

incondicionado. Se contemplan irreconciliables y cierran filas en las 

_. 
dos riberas enemigas" (11,797). The confrontation ends in the death of 

the exponent of lo incondicionado, Andresito. There is no reconciliation 

between the explicable and the mysterious in this case. The conversation 

of Do'na Augusta and Florita, ostensibly about Rialta's dangerous escapa- 

des, is like a stone thrown into a pool tQ make ripples of meaning which 

reach out across the rest of the chapter. Florita condemns Rialta for 

overreaching herself, while Doffa Augusta remarks: "Pienso que a los 9nge- 

les tendrA queserles amable, y aumentargn sus musicados cuidados, cuando 

un nin'o se extiende por un ramaje para oir el gracioso rodar de aquellas 

esferitas por el misterio de su cipsula" (1,58). She approves of the 

child's sense of adventure and wonder at natural things. Florita justi- 

fies her inaction with the fatalistic remark that her will was only strong 

enough to prevent the child from stealing, not from falling. There fol- 

lows a debate on the merits of Free Will in Protestant doctrine, and the 

action of Divine Grace in Catholic belief. Do5a Augusta defends her own 

beliefs against the gloomy ideas of Florita, as she sees them: "Pero us- 

ted se fla demasiado de su voluntad y la voluntad es tambi6n misteriosa, 

cuando ya no vemos sus fines es cuando se hace para nosotros creadora y 

po4tica, " (1,57). The Olayas prefer to leave room for Grace to have a 

beneficial effect on their human limitations, to improve their own efforts 

in a mysterious way until they are acceptable to God, according to their 

faith. She regards the Protestant way as too independent and proud, and 

says so: "Qu6 sombrio debe ser en ustedes los protestantes. ... que espe- 

-ran que al lado de su voluntad suceda algo ... " (1ý 58). 

Mr. Squabs is also mocked in the phrase "Do you want to play the organ, 
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Mr. Squabs? " and is reintroduced after Lezama explores the possibilities 

of the phrase, "la hija del oidor" and the richness of the family's ima- 

gination. The writer then turns from the family's skilful use of lan- 

guage to its musical hopes, although we should bear in mind that the con- 

clusions he draws about musical creativity refer very pointedly to lan- 

guage and poetry also. Once again the Squabs and Olayas are contrasted. 

Don Andr4s Olaya is one of many men in Paradiso to be pushed into the 

background by the powerful characters of the females in the family. From 

the brief episode in which he mediates between his son and tale-bearing 

daughters we see that he has given his son every encouragement in his mu- 

sical aspirations. Andresito's talent is infuso, inborn, a gift (1,64). 

Carefully picking his words, Don Andrds tries to tell his daughters that 

he knows of their petty misdemeanours from Andresito. Their reply is a 

startling portent of Andresito's death: "-Ohl oh, padre, nosotros no po- 

diamos saber eso, pero que tan cerca de nosotros estd un muchacho muerto" 

(1,64). His playful reference to "un principe usurpador, disfrazado de 

buf6n, que se acaba de ahorcar" (1,64) soon takes on a similar aura. 

Exchanges between Don Belarmino and Dofra Augusta are interspersed with 

the machinations of a still more gloomy Mr. Squabs, directed towards ensu- 

ring a well-lit garden for Flery's twelfth birthday party. On the one 

hand we have the old Cuban exile, Don Belarmino, attempting to persuade 

the delicate and sensitive Andresito to give "una interpretaci6n" at the 

tombola. He regards Andresito's skill with, the greatest respect., although 

the boy is much too reserved to draw attention to himself. On the other 

hand Mr. Squabs is the exact opposite, as a musical performer: "Improvi- 

sard - aftadi6 mintiendo, pues ya casi se sabia la obra de memoria, pero 

asi tenia al alcance de la mano esa disculpa ... " (It 77). His self-con- 

scious art is uncreative and unpoetic. Andresito is rather young to be 

at ease performing: "se sensibiliza casi hasta enfermarse cuando cobra 
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conciencia de que es vigilado, seguido o interrumpido" (1,78). In fact 

he has the sensibilities of a prima donna. The situation begins to chan- 

ge when his father takes the view that the tombola is just what the boy 

needs, as a kind of rite of passage into society. He hopes that it will 

cure a certain backwardness in Andresito which is also visible later in 

Alberto after his first few adventures at school. Like Andresito, Alberto 

experiences a feeling of panic in the face of new phenomena which seem to 

him to threaten his own identity: 

Gozosa lucidrnaga bainSndose en la mdsica de la oscuridad 
incorporada, al Ilegar Alberto Olaya a la esquina del co- 
legio, encendi6 un cigarro clari-neante. Triunfo sobre 
el encierro injusto, la pequeTfa candela retocaba su or- 
gullo. Era el centro de un carrefour, de una encruci- 
jada,, la diversidad que corria hacia 41 no podria sofo- 
carlo, tendria que comenzar a recoger su cordel y enre- 
darlo de nuevo en el carretel de un orgullo que se pre- 
cipitaba sobre su propia energia encegueciendolo (1, 
132-133; my italics). 

Andresito feels that: "cuando conoce a a1guiens como para abandonar la, 

imagen nueva. que camina hacia 61, se sobresalta, y quisiera ... tirarse 

al_rio_para liberarse de ese fantasma invasorque lo cifre" (1,, 79-80; my 

italics). 

It is revealed that Don Andr4s has been having discussions on theology 

with Mr. Sýuabs and Do%a Augusta suspects that their if conversaciones de 

sobremesa" (1,81) have had some influence on Andresito's decision to play 

in public. This leads directly to tragedy: "Aunque 61LDon Andr4s)se buria 

del organista, todos los burlados, por una especie de venganza evang6lica, 

ejercen una influencia muy decisiva y terrible sobre los burladores" (It 

81). Andresito has become a victim of the rationalist Mr. Squabs. 

Instead of continuing to perfect his craft in private he succumbs to the 

temptation of "hacer visible la voluntad" (1,81). The decision to pe r- 

form in publict to act,., is intimately connected-with the opposing principles 

of human rationality and Divine Grace, since Mr. Squabs believes that 
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"ningun aprendizaje debe hacerse en el silencio del que espera, sino que 

es la acci6n la que logra su forma, y no la etapa ultima de la materia, 

como creian los escolAsticos ... y ni siquiera la acci6n sobre el in- 

strumento,, sino la acci6n como acto inocente y salvaje" (1.81). Andre- 

sito's violin solo is the least of the issues at stake. It seems that 

the reception of his playing is favourable and he is treated as a serious 

musician by the Cuban audience. Yet he is the victim of a disaster which 

is set in motion not only by Mr. Squabs' advice to perform before he is 

ready emotionally, but also by his rival claims on the time of Carlitos, 

whose work is incomplete, thus causing Andresito's death precisely because 

he has been called away by Mr. Squabs. The alternation of scenes concer- 

ning the tombola and the birthday party sets up two patterns of causality, 

one being the obvious chain of events which leads to faulty workmanship, 

and the other,, the persuasion of Mr. Squabs, however indirect, which 

effects a change in the minds of father and son. When Mr. Suqabs first 

encounters the unexpected (the elopment of Flery and Carlitos three years 

later) he cannot cope and becomes insane. Extreme rationality therefore 

has inherent perils, Lezama seems to say. Even in his music the orga- 

nist cannot escape his own, self-imposed limitations; when he finally ac- 

quires illuminations for his garden it has the look of death and sterility 

about it: "La iluminaci6n de la casa y el jardin remedaba una planicie 

donde las parejas al danzar se trocaben en arboles escarchados (1$ 84). 

The fact that people in the garden continually consult their watches shows 

that all are tied to the present; there is no future or beyond. The bla- 

sted trees are in striking contrast to the healthy Olaya family tree which 

dominates the chapter. Thus it seems that the spiritual outlook of the 

Olayas has come under attack from the cold-hearted rationalist, Mr. Squabs, 

with disastrous results. The Michelena episode will presently be shown 

to be an integral part of the debate on Grace versus Feason; it is a vital 
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counterpoint to the apparent triumph of Mr. Squabs; it is not the 

aberration which some readers have suspected, heralding, rather, the 

symbolic union of Cemi and Olaya. 
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CHAPTER 11 

The Sacred Union 

I. The Michelenas 

Lezama brings many diverse elements into play in the most complex 

third chapter in an attempt to uncover the true 'nature of the Olaya family 

and its Cuban origins, and there are few passages in Paradiso as obscure 

at first sight as the episode concerning the Matanzas festivities. it 

presents the reader with many problems, not least that of disentangling 

actual events from the imagery which envelops and even threatens to 

smother them entirely; and even should he complete that task to his satis- 

faction the reader must then decide what it is they have been drawn to- 

gether to represent. Other apparent digressions such as Jos6 Maria Cemi's 

dream and the death of Cambita are experienced and related directly by 

members of the Olaya and Cemi families whereas Andrýs Olaya was not pre- 

sent at Matanzas for the festivities. His information is derived from 

the gossiping of "el joven de la carpeta" (1,67) and we receive a version 

filtered through the consciousness of Andr6s. As he has never been to 

Matanzas on business before on Elpidio Michelena's behalf, he has not been 

involved in any outlandish exploits and it seems as if his employer has 

had his final fling on his last visit before assuming the role of a re- 

sponsible father. The episode is centrally placed in the chapter 
., 

flank- 

ed on either side by the dealings of the Olayas with Fiery, Florita. and 

MT. Squabs, and it tbus precedes Andresito's untimely demise; these events 

are in turn encased in an outer shell formed by the images of Rialta, 



53 

reaching up intall her youthful confidence to the unobtainable fruit, 

and Cambitametamorphosed by her stillness into a plant, part of Nature 

which has reabsorbed her in death. Thus it seems that the Michelena 

episode is to be the kernel of this part of the novel, of this chapter, 

symbolizing a sacred union on several levels. 

As we have seen, the characters of Mr. Squabs and Andr6s Olaya senior 

have been juxtaposed, as have those of Mrs. Squabs and Dona Augusta; the 

former through their discussions on theology and "la nueva. imagen del 

mundo" (1,80) and the latter in their impromptu discussion of Free Will 

and Grace, resulting from Rialta's tree-climbing. Andresito's death 

seems to reveal the workings of causality, yet knowing the reasons for 

the disaster on the physical plane explains very little. Don Andr6s 

Olaya's poetic outlook on life and his interest in theology lead him to 

explore the works of the German mystics; thus Dofia Augusta and her husband 

share a belief in the miraculous, at least in terms of Roman Catholicism. 

Protestantism, as represented by Mr. Squabs, is gloomy and over-ambitious, 

while Catholicism awaits God's pleasure, in the form of Grace. Once 

again Lezama is using characters to embody concepts, with the result that 

the antithetical characters are woven into debate and controversy, appEa r- 

ing to be incompatible. Bearing this in mind, I think it would be true 

to say that Lezama provides the reader with an example of the miraculous 

or mystical in action in the shape of the Michelena episode, before of- 

fering his rendition of sterile causality on the prowl in Andresito's 

death scene. It is his way of fore-arming the reader. 

Don Andrds has been encouraging his son in his promising career and 

dealing with his mischievous daughters, when Lezama suddenly whisks us 

into the past, to the times in which the elder Olaya has been a struggling 

young man himself. We are given quite an amusing picture of his employ- 

er, Elpidio Michelena and Juana BlagaI16, who is plagued by nervous tics 
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and affects looks of bored indifference as signs of her refinement. 

Andr6s Olaya is in an ambiguous situation in his new job as he is the 

poor relation, recommended by a rich relative from Cienfuegos. He is 

accorded the honour of sitting at the master's table but is revealed 

as a misfit by the ill-mannered servants: "su deslustrada y usada indu- 

mentaria habia tenido reojos y risas ocultas del resto de la servidum- 

bre" (1,65). A simple incident at table is now related by Lezama 

with the intention of extracting certain elements at a later stage and 

weaving an elaborate web of symbol around them. Much to Andrdes' em- 

barassment, he finds himself singled out for attention by the Chinese 

cook: 

Un dia que esforzadamente disimulaba su apetencia, 
not6 que el chinito que servia manejaba el estilo 
ruso de repartos de delicia con una grave irregula- 
ridad para M. Pasaba las bandejas, cargadas de 
venecianos ofrecimientos, con excesiva velocidad 
que recortaba su tiempo traslaticio de bandejas de 
ajenias de viandas a plato de propia divisiones ... (1,65). 

Andrds is naturally annoyed that he and the Chinese servant are so far 

out of synchronization that he is caused to miss some courses. The 

servant is presented as rather unsavoury once Andr6s realises that he 

is being deliberately insulted, by the "grosero y malintencionado chino 

servicial" (1,65). He is then shown to be apparently very old, "la 

mejilla disecada y paliducha" (1,65-6), but also mysterious, "la in- 

traducible intenci6n budica del servidor" (1,65). The article in 

dispute on the occasion on which the youth finally loses , his temper 

is interesting: "la doradilla de un buftuelo de oro regado con rocio de 

mieles mantuanas" (1,65), since it must call to mind the golden pill 

of long life sought after by the Chinese alchemists, which we have seen 

to be of great interest to Lezama. He seems to be laying a trail for 
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,, 
particularly in using the word b6dica which reflects his the reader 

interest in Chinese philosophy. At this stage all that can be safely 

concluded is that the Chinaman possesses something of value to Andr6s, 

(the golden doughnut) and prevents him from obtaining it because he 

moves too quickly for the paradoxically slow young man. One should 

also note that Andr6s is goaded into very nimble movement and retaliation, 

which is unfortunately witnessed by his employer. 

There follows another incident which Lezama proposes to combine 

with the doughnut affair but again he relates it quite simply at this 

stage. Se5or Michelena takes Andres into his confidence regarding the 

couple's desire for a child. The poor, obliging employee is encouraged 

to join in their prayers to the Cuban "Virgen de la Caridad" (1,67) in 

the hope of obtaining sobreabundancia (1,66), which should be taken to 

mean Grace, a gesture of mercy to a particular human being, to bring 

about an event over and above normal causality. Elpidio Michelena's 

remarking on the fact that he and his wife are getting on in years re- 

minds the reader of that biblical couple, Abraham and Sarah, whose fond- 

est hopes were realized in the gift of a son, Isaac, despite their 

advanced years which should have prevented such a birth had it not been 

for the workings of sobreabundancia. The ceremony of praying seems to 

have become a ritual: "En alta voz, frente al pequefio altar de la Caridad 

que tenemos en la sala, vamos haciendo las invocaciones, reiterAndonos 

hasta el abandono por el suelTo o el desmayo" (1,66-67). All three 

become totally involved in expressing their wishes to the Virgin, hoping 

to influence her power by the very limited power of their voices, yet 

they have faith in her intervention. If we accept that "Transcurrieron 

algunos meses en que se iba adomerciendo, musitando adn ei rezo" (1,67), 

it is not really so surprising that the Matanzas fiesta should materialise 

in Andres' somewhat fevered brain in the manner described below. 
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The plainest version of the facts would appear to be that Elpidio 

Michelena has a party at one of his Matanzas farms, to which he invites 

a little band of four musicians. Accompanying them is Isolda, from 

Seville, the mistress first of the clarinetist, Joan Albayat with whom 

she had travelled from Spain, and then of the surly Luis Mendil, the 

violinist of the group. Isolda shares her affections with the host, 

Michelena, but she ýs also attracted once more by Mendil and possibly 

Albayat. There is much jealousy between the men; Isolda seems to fall 

foul of the Chinese servant, once outside the brightly-lit house, but 

it seems unlikely that any real crime passionel is involved, despite 

the passions which are unleashed by Isolda's attractions. However 

the struggle between opposing factions which Lezama chooses to represent 

has little direct relationship with the private lives of these rather 

mysterious characters. Once again the writer exploits them to illu- 

strate a system of ideas which might otherwise have remained closed to 

many of his readers. J. J. Arrom. has reminded his readers that Lezama 

has said in an interview: "Para llegar a mi novela hubo necesidad de 

escribir mis ensayos y de escribir mis poemas. Yo dije varias veces, 

que cuando me sentia claro escribia prosa, y cuando me sentfa oscuro 

escribia poesia. " 1 
Relating Lezama's statement to the Matanzas epi- 

sode, Arrom comments: 

Pues bien, hasta este momento la novela habia fluldo 
en una prosa que, en relacift al estilo de Lezama, 
casi pudiera calificarse de transparente. Pero en 
el trozo a que me refiero hay un despliegue tal de 
insospechados neologismos, de fastuosas metgforas, de 
veladas alusiones, de sustituciones perifrästicas y 
de arcanos y mägicos simbolismos que nos sume en un 
alucinante mundo po6tico. 

There is no doubt that the difficulties presented by these pages are 

manifold, incorporating the elements mentioned by Arrom, but I feel 

that the convolutions of Lezama's prose have misled him on one point, 
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when he claims that "Michelena estaba ... en compaTifa de una 'irreco- 

nocible Isolda', cuando se entreabri6 la puerta y apareci6 la otra,... " 3 

I agree with E. Gimbernat de GonzAlez that there is but one woman or 

manati involved and concur that "nuestra afirmaci6n de que s6lo hay 

una mujer, se afirma en el trozo ... donde se habla de 'la mujer que 

daba uTias en aquellos rasgueos' ... 
" (1,67), 4 

that is, the fact that 

the young man telling the tale to Andrds refers to one woman only taking 

part in the festivities. The battle of wills set up by Lezama is waW d 

between the Chinese servant who has made a fleeting appearance in previous 

pages and the woman Isolda, who is a completely unknown quantity as far 

as the reader is concerned, at this stage. The reader is witness to 

the juxtaposition of these two characters, their dawning attraction fcr 

one another and their eventual meeting and interaction. Gimbernat de 

GonzAlez states that the woman represents "como en las pinturas de los 

taoistas[sic], el elemento 'embri6n-fluencia, " 5 
and later expands on 

this: "dentro de la estructura interna de este episodio, esta mujer/pez- 

sir4nido tiene un valor deembii6n-fluencia-iiiiagen-embri6n, o sea, el 

dado por los taoistas rsic] en sus pinturas .,, 
6 

Of the Chinaman, she 

says, "es el vacio, el espacio creador del tao. " 7 
Unfortunately 

there has been no really detailed study of the episode in question to 

substantiate these statements to date. 

Lezama has not cast the reader adrift entirely however, since it 

is not his purpose to wilfully confuse, but rather to challenge and to 

stretch the mind to its limits. Left wi th recourse to his own imag- 

ination only, the critic could find this episode quite formidable. 

Guided by the author's remarks concerning Paradiso, the reader of this 

novel may uncover other sources of information: "Es decir, mi trabajo 

oscuro es la poesia y mi trabajo de evidencia, buscando lo cenital, lo 

mAs meridiano que podia configurar en mis ensayos tiene como consecuencia 
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la perspectiva de Paradiso" 
8 

which seems to suggest that all shall be 
I 

made clear in the novel. In this case it appears that a satisfactory 

degree of understanding can be reached only by comparison of the content 

of certain of Lezama 's essays with the text of the novel: 

En numerosos ensayos, que aparecen en la primera parte 
de mi libro "La Cantidad Hechizada" Isicl he procurado 
esbozar una concepci6n total de la vida partiendo de 
la poesia, tomando como fundamento la frase de Tertuliano: 
"Es cierto, porque es imposible. " Aliados la metäfora, 9 
la imagen, el poema y la poesia intentan ese imposible. 

Turning to the text, we find a rather weird spectacle unfolding 

before our eyes. The reader is placed firmly outside the brightly-lit 

house, "En la casa estaba la afiebrada pareja.... " which is then 

identified for us as "la irreconocible Isolda "of and "Dentro estaban el 

se? ioi Michelena ... y la mujer ... " (1,67). The fact that the house 

is brilliant with lights is interesting since this feature appears later 

at Mr. Squabs' party, where it is an infernal glare, and also at signif- 

icant moments for Alberto and Jos6 Cemi, as we shall see. Here there 

seems to be nothing sinister about the brightness, but it may be signif- 

icant that the manatee is only too ready to forsake it for the dark 

woods around the farm. The woman seems ordinary at first sight as she 

begins to "levantar la voz hasta las posibilidades hilozolStas del canto" 

(1,67); she is attempting to sing, but Lezama's use of the unusual word 

hilozoistas in this context, meaning to give form or existence to an 

idea, recalls some thoughts expressed by Lezama in "Preludio a las eras 

imagi-narias, " in relation to the coming into existence of an image or 

of poetry itself: 

La potencia actuando sobre la materia parece engendrar 
la forma y el signo. Es cierto que en la forma la 
materia parece Ilevada a su dItima dimensi6n y morada. 
En el signo la potencia en la materia se vuelve hilozoi- 
sta, cruje, se lamenta, regala su escultura para que la 
entierren (11,811-2; my italics). 
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In "Introduccift a los vasos 6rficos. " Lezama ponders the nature of 

song, the song of Orpheus in the Underworld in particular: 

Desaparecen los fragmentos habitables de lo temporal, 
para dar paso a una permanente historia sagrada, escri- 
ta, desde luego, en tinta invisible, pero rodeada de 
un coro de melodioso hieratismo. Tanto la luz como 
el cono de sombras, penetran en las posibilidades del 
canto, hasta en el sombrio Hades, la morada de los 
muertos "que viven", siempre que el canto, que antes 
respondia presuntuosamente a la luz, responda tambign 
en la noche de los muertos (11,853-4; my italics). 

As far as Lezama is concerned, canto is synonymous with poema and can 

be seen as a catalyst acting between heaven and hell, between histor- 

ical and sacred Time, since through Orpheus' attempt to rescue his 

wife, Eurydice, death and hence historical Time was conquered by the 

power of song and poetry. This attempt was of course doomed to failure 

by Orpheus' own impatience. Isolda's preference for darkness suggests 

that her song will appeal to dark mysterious forces as she leaves 

the house. 

Already Isolda is undergoing a curious metamorphosis whilst in the 

house. She seems to be half woman and half siren: "desperezaba su 

lomo de algas, y se desenredaba despu6s ... 
" (1,67) as her voice takes 

on a life of its own: "la voz desprendida del cuerpo, evaporada lenta- 

mente, se reconocta en torno de las lAmparas o al ruido del agua en 

los tejados ... 
" (1,67). It seems to rise upwards at first towards 

the light, as Lezama suggests above, free from all restrictions. 

Lezama has expressed an interest in the disembodied voice in "Preludio 

a las eras imaginarias": "Me parece realmente deslumbrante. Fue la 

voz tan solo lo que ol, porque cuando me fij4 en el grupo, observd que 

me era imposible precisar de quidn era esa voz,, la raiz humana de ese 

verso. Po6tica la voz, an6nimo el rostro. Buena se6al" (11,799). 

In a similar way, Isold4 has been described as irreconocible whereas 
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the voice, the song, "se reconocia ... 
" (1,67). Still considering 

the phenomenon of the disembodied voice in "Preludio a las eras imagi- 

narias, " Lezama concludes that "el no viajar aparece como un conjuro 

capaz de Ilevar lo 6rfico a confines donde la etapa previa a la ma Idi- 

ci6n se entretiene cantando" (11,800). He is referring to the man 

who journeys in the mind only, the man capable of being receptive to 

the creative power of language, to song or poem, and so to sacred Time. 

The woman is expelled from the house with some violence, "amoratada" 

and "chillante", "en reverso" (1,67), and since the house bathed 

in light has been turning into a sea in which the sirena Isolda floats 

C'una goterosa iluminaci6n, " "corrientes marinas"; 1,67), she now 

appears in the rich darkness, as a fish out of water: "la mujer que 

despaciosamente abria y alineaba la boca como extraida de la resi- 

stencia liquida, con las pequefias escamas que le regalaban el sudor 

caricioso" (1,67-68). She is still singing, she still embodies song 

and poem, but she has been wrenched from her own environment to be 

thrust into darkness, in which she soon begins to move about mournfully. 

Like the signo, the image, which we have seen described and personified 

above: "se vuelve hilozoista, cruje, se lamenta" (11,812); she embodies 

and symbolizes "las posibilidades del canto, " which Lezama sees invaded 

by both the influences of light and "la noche de los muertos" as a 

result of the myth of Orpheus which expresses what is to Lezama an 

important stage in Greek thought, the realization of the creative 

possibilities of the image in life and death. On the basic level, 

the woman has sexual relations with Michelena and leaves the house; on 

a second level, the siren comes out of the ocean, representing light, 

and moves on to the land, darkness; the final level seems to, represent 

the movements of the creative force and its agent, the song/poem, bet- 

ween planes of reality, Heaven and Hell, fleeting and eternal Time. 
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Phrases such as "la mujer que lo rozaba" and "el sudor caricioso" 

(1,67-8) leave the reader in little doubt of what has taken place 

between Michelena and Isolda and the sexual element is forcefully, 

although subtly, represented. 

It is most interesting that Lezama should choose the image of a 

manatee in this passage since it is an animal, or fish, which appears 

at intervals in his essays. Arrom is mainly concerned with "lo tra- 

dicional en el mundo novelistico de Lezama Lima, " and recalls the 

early writings of the Spanish explorers: "si leemos a los cronistas 

de Indias, pronto surge, clarisima , la explicaci6n Cof the word manat-13: 

la imagen del manati entra en las cr6nicas envuelta en un halo de lo 

asombroso, lo ilusorio y lo fant4stico. " He goes on to explain that 

Christopher Colombus himself was the first to connect the humble sea- 

cow with the European myth of the sirens, in his Diario: "vido tres 

sirenas que salieron bien alto de la mar ... pero no eran tan hermo- 

sas como las pintan.... " 10 
Arrom is at pains to point out that 

Lezama, whatever his purpose, is using a specifically Cuban image, deriv- 

ing from the actual arrival of the conquistadors in South America. I 

find it more significant still that Lezama has used the image in his 

essays also and have taken particular note of the contextsin which it 

appears. The most striking occurrence of the manatee is to be found 

in "Introducci6n a un sistema po6tico" which is collected in Tratados en 

la Habana, first published in Havana in 1958. ý It is important to note 

that the first four chapters of Paradiso were published in isolation 

in Orfgenes from 1949 to 1955 and "Introducci6n a un sistema podtico" 

also appeared in the latter in 1954.11 "Introducci6n a los vasos 

6rficos, "' which has also been useful in formulating an interpretation 

of the Michelena episode, first appeared in. La cantidad hechizada, a 

collection published in Havana in 1970, the essay being dated 1961. 
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This would seem to suggest that Lezama was writing his major essays on 

poetry and the early chapters of his novel in the same period, a fact 

which is clearly illustrated by the echoes and reflections inspired by 

using sections of these essays as parallel texts for this part of 

Paradiso. 

Lezama now leaves the woman/manatee outside the house and turns 

II to the silent witness of her trial , el chinito de los rdpidos buTruelos. " 

He is thus named to banish any doubts which the puzzled reader may have, 

as to his connection with the Chinese servant of earlier pages. He is 

identified by the golden doughnuts which we have already seen to be of 

likely symbolical significance, and he acquires other epithets which 

refer back to Andr4s' uncomfortable meal at the Michelenas'. This is 

the only thing which might serve to remind us of Andr6s at all. The 

author introduces the Chinaman with some striking imagery: "Frente a 

la casa de druidicas sospechas lunares y con sayas dejadas por las 

estinf6lidas, sentado en una mecedora de piedra de raspado madreporario, 

el chinito ... se movia 6seamente dentro, de aquella casona de piedra 

(1,68). This could almost be a picture of the sea itself') moving 

restlessly amongst its coral reefs', immobile for millenia. The rocking 

of the chair may suggest the movement of the tides in contrast to the 

stillness of the reefs. The image appears also in "Introducci6n a un 

sistema po6tico", where Lezama asks the reader to imagine two opposing 

inscriptions on two blackboards: "soy, luego existo" and "Existo, luego 

soyll (11,393-4) stating that "a medida que el ser se perfecciona. tiende 

al reposo. " He continues: 

La serenidad del indice o el temblor de la mano Ewriting 
the inscription on the blackboard3 al avanzar en el va- 
clo, el antin6mico colorido de las tizas, el carbonario 
encerado o la caliza pedregosa, el reposo aristotdlico 
o la dinamia pascaliana, el ser del existir y el existir del ser, se mezclan en claroseuros ir6nicos o se fana 12 tizan mirändose como irritadas vultUridas (11,395). 
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Lezama thus juxtaposes the concept of eternal Being manifesting itself 

in the particular, in examples of existence, with the transient, par- 

ticular instance of material existence, striving to attain eternal 

Being of its own volition. Describing their inevitable failure to 

come together, Lezama proceeds along now familiar lines: 

Pero, en esas regiones la sintesis de la pareja o del 

mUltiplo no logra alcanzar el reposo donde la urdimbre 
recibe el aguij6n. Alli la sintesis presupone una 
desaparici6n sin risorgimiento rsic) 

, pues aquellos 
fragmentos como un rompecabezas de rruirmol comienzan 
sus chisporroteos o sus instantes donde no se suelta 
el pez de f6sforo que une al inanimado madreporario 
con la flora marina, con la cabellera de algas, o 
con la musgosa vagina. Contaminada esa sintesis de 
toda grosera visibilidad, bien pronto nos damos cuenta 
que conducidos por Anfiareo o por Trofonio, buscamos 
la cueva del dictado prof6tico o las profundidades 
de la plutonfa (11,395-6; my italics). 

From the very close similarity in Lezama's choice of imagery in 

his essay and in this passage, to represent immobile Being and change- 

able existence, it seems that the Chinaman is to portray Ser while the 

manatee, in her process of metamorphosis, is Existence. 
. 

Here too we 

uncover references to the dangers of a failure to effect a union of 

the two, to the alternatives of light and darkness, Heaven and Hell. 

The hurricane, "el brisote del cordonazo" (1,68), represents chaos. 

The Chinaman is determined to resist the approaches of the manatee but 

he is filled with "el hastio que le regalaba el huevo de cristal sobran- 

tell (1,68). This too has been described by Lezama: the consciousties3 

that perfection of Being leads to repose, "derivado de la sorpresa de 

ese reposo, lo Ileva a la tierra a6rea y al hastio del ser" (11,393). 

The crystal egg which is said to be responsible for hastio is a symbol 

of wholeness and completion, in "Introducci6n a los vasos 6rficos": 

De los comienzos del Caos, los abismos del Erebo y el 
vasto T6rtaro, el orfismo ha escogido, la Noche, maje- 
stuosa guardiana del huevo 6rfico o plateado, "fruto 
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del viento". La noche agrandada, hi5meda, y placentera, 
desarolla armonizado el germen. En ese huevo plateado, 
pequeffo e incesante como un colibri, se agita un Eros.... 
Ese huevo, al cascarse, fija al Eros en el Caos alado, 
engendrando los seres que tripulan la luz, que ascienden, 
que son dioses (11,854-5). 

The Chinaman has access to the secret of the egg as to all other secrets; 

moreover he seems to be in charge of the entire ceremony, conducting 

the proceedings. The image of "el sueTio de antilopes y candelabros 

frontales" (1,68) may be a reference to dreams and hopes of metamor- 

phosis to achieve complete Being. His conducting of the scene would 

allow him to "sacar cualquiera de las piezas charlatanas, inoportunas 

e intemporales, y colocarle de otra parte del rio ... " (I, 68), that is, 

to use any one of the cheap songs supplied by the musicians who we are 

to meet presently, and transform it into a significant signo with a 

deeper meaning. He can place everything in order but declines to do 

so - the "bastonete de Lully" (1,68) being the symbol of measured 

melody and rhythm in the traditional style in music, of order. Instead, 

he hears within the "excepci6n de la ley del remolino" (stillness) being 

devoured by "el crecimiento de las mareas en la desolaci6n pianistica 

del lunes" (1., 68). Chaos seems to be increasing its influence and 

the Chinaman does nothing in his capacity of all-powerful Ser to prevent 

this, but it need not be destructive: "el remolino de la puerta del este" 

(1,68) is linked with creative tendencies in "Introduccift a un siste- 

ma. po4tico": 

La potencia apetitiva es caracteristica de la fruici6n. 
La potencia apetitiva estg en directa relaci6n con la 
idea de entrar en, por eso el misterioso entrar en las 
ciudades va unido a los simbolos de la Puerta del Este, 
el Oio de la Aguja ... teniendo a su lado el concepto 
de guardiän ... (11,394-5). 

The Chinaman is the guardian whose role it is to prevent the manatee 

from entering by the Cate of the East into the world of creative 

possibilities. 
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The woman/manatee continues her transformation into a sea creature, 

from "mujer boqueante" (1,68). The undertones of an orgy are now 

allowed to come to the surface: now, "la piel se le habia doblado, cosi- 

do y encerrado, como para hacerse resistente a los batazos que por la 

borda la pegaban los marineros de la Cruz del Sur" (1,68). Of these 

sailors, Gimbernat de GonzAlez has said: "En el comienzo del camino 

entre la casa y los yerbazales la mujer, 'nuevo manatl' enfrenta el 

primer choque con el asombro de los marineros de la conquista. , 13 

This is the probable identity of the sailors, who are introduced to 

remind the reader that we are dealing with Cuba, before looking for 

other complementary explanations of the beatings. If indeed the move- 

ments of the manatee towards darkness are connected with the creative, 

nocturnal Orphic rites, then we should note Lezama's description of 

these rites in "Introduccift a los vasos 6rficos": 

Se alejan los peregrinos de la ciudad por el puente de 
Sisifo, rodeado de las mäs antiguas tumbas. Los sim- 
bolos de Sisifo y de los descensos infernales son im- 
puestos por los bosques de los alrededores de Atenas 

Arrancan los efebos ramas de los ärboles, co- 
mienzan a golpear a las doncellas para incitarles a 
las apariencias mäs germinativas (11,858-9). 

The desired effect of any orgy is the enhancement of the possibilities 

of creation, according to M. Eliade: 

The orgyis asymbolic re-entry into chaos, into the 
primordial and undifferentiated state. It re-enacts 
the"confusion", the totality before the Creation, the 
cosmic Night, the cosmogonic egg ... to recover the 
original wholeness out of which sprang dif4erentiated 
life, and from which the cosmos emerged. 

Lezama has combined the idea of the orgiastic ritual beatings with that 

of the struggle between Be ing and Existence which results in the pro- 

duction of the image in "Introduccift a un sistema po6tico": 
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Pero la 6nica soluci6n que propugnamos para atemperar 
el irritado ce? io de los dos encerados, la poesia man- 
tendr. 4 el imposible sint6tico, siendo la posibilidad 
de sentido de esa corriente mayor dirigida a las gru- 
tas, donde se habla sin que se perciban los cuerpos, 
oa las 6rficas moradas subterräneas, donde los cuer- 
pos desdeiiosos no logran, afanosos del rescate de su 
diferenciaci6n, articular de nuevo las coordenadas de 
su aliento, de su pneuma (11,396). 

Only poetry is pure enough to achieve a total union between Being and 

Existence, the universal and the particular. Lezama expands further 

on this idea and his remarks are well worth quoting: 

Marcha de ese discurso po6tico semejante a la del 
pez en la corriente .... Maravilla de una masa acu- 
mulativa que logra sus contracciones en cada uno de 
sus instantes, estableciendo al mismo tiempo una re- 
laci6n de remolino a estado, de reflejo a permanencia, 
como de golpe en el costado o de escintilaci6n erran- 
te deträs de la prodigiosa piel de su duracidn 
(11,397). 

It seems certain that the idea of the image of the fish, or even 

of the manatee being beaten, was quite clearly formulated in Lezama's 

mind when writing "Introduccift a un sistema po6tico. " The wrapping 

of the Paradiso manatee in her own skin suggests mummification, which 

is perhaps plausible if we recall that Lezama emphasizes that the ma- 

natee is doomed and that the Egyptian mummies were a method of triumph- 

ing over death: "El nuevo manatf sonaba de pelda-no en gualdrapa fune- 

ral ... " (Iý 69). Her oiliness may also be a reference to the process 

of embalming, bodies before mummification, another example of an image 

developed by ancient civilisations especially for overcoming historical 

time. Her own physical efforts give her "nuevos reflejos que se in- 

crustaban por los palos que le daban por la borda ... " (1,69), and as 

she draws nearer the Chinaman sees her as more of a threat, "hacia cal- 

mosos gestos de rechazo ... 11 (12 69). The bones which he rattles are 

a puzzle, but if the manatee embodies in her approach to the Infinite 

(the Chinaman) the Orphic fertility rites and the regeneration of 
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creative power, there may be a connection with the rites of Dionysus, 

at which the death of the god of wine (and later vegetation) was re- 

enacted. His murderers, the Titans, are said to have used rattles 

to attract the infant god to his doom. This would explain the China- 

man's alternate attraction and rejection of the manatee; on the level 

of the rite, the animal/god must die (human sacrifice may have been 

substituted by that of an animal at a later date), whilst on the level 

of Existence trying to manifest itself in Being, never the twain shall 

meet. The woods of the Orphic rites are present and whenibe manatee 

reaches them', the lights of the house are utterly extinguished. Her 

oiliness assists her progress towards the stone chair, eternal immobil- 

ity and repose. 

Under one of his many pseudonyms, Bufluelo de Oro feels constrained 

to speak, by the nearness of the manatee; she has drawn a reaction from 

him by her approaches. His greeting is ominous: "Aqui nos estamos 

mirando E ... I pero el vegetal se pica cuando lo mira fijamente el gato 

montds" (1,69). He is referring to the permanency of his condition 

in contrast to her temporal slavery: "Ka es tambi4n para los egipcios 

el gato" (11,401-2), Lezama has said, and the meaning here is that 

Ka, the Egyptian double image or soul, will survive death. The China- 

man recommends applications of coconut oil for the manatee's protection. 

Further reference is made, to Egyptian religious belief when Bunuelo de 

Oro remarks: "Los halcones blancos se reproducen mirAndose sin volver 

los ojos hacia atr6s" (1,69), since the white falcon is also an 

Egyptian symbol of the human soul (11,889), as explained by E. Neumann: 

Preservation of the body through embalming, its puri- 
fication, also the purification of the Ka, the ghost- 
soul belonging to the body, these are ýT-e preliminaries 
that lead up to the grand Osirian mystery, namely the 
germination of the spiritual body from the mummified 
corpse. The heart-soul (Ba), a human-headed falcon 

15 
who is the life principle of the body and the mummy.... 
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It is interesting to note that Orpheus fails to conquer historical 

Time because he looks back. Lezama seems to be suggesting that the 

Orphic rite is not entirely suitable for his purpose, as he has done 

at intervals throughout these pages. Nubes Precipitadas seems to be 

the Heavens, Being, Creative possibility, and upon meeting with the 

tree, a growth upwards from the earth, Time is reversed, as is shown 

by the tree desanillAndose, cancelling out the rings in its trunk which 

denote its historical age. Time is Apresurado Lento, and here it is 

sacred Time, or eternitywhich is strongest. For this reason, the tree 

must represent man's upward striving towards higher reality and the 

Heavens, which move to accomodate him. This is also why the two to- 

gether (Apresurado Lento and Nubes Precipitadas) have an influence on 

the white falcon or soul. The Chinaman continues his speech by saying: 

"Existe la reproducci6n por la mirada y por el grito" (1,69-70); re- 

production means here any act of creation and speech and writing have 

the capacity to create, as does the look or gaze which is empowered to 

observe and interpret visual signs of reality. The coconut tree has 

"la mirada espejo" (1,70), that is, a double existence or image as in 

"Preludio a las eras imaginarias": 

Al convertirse el germen en acto, lo incondicionado 
en causalidad, no como en los griegos colocando las 
pausas del sueiio en las metamorfosis, sino por medio 
del 

' 
umbravit de la sombra que avanza hacia nosotros, 

se lograba un perfecto doble de lo incondicionado 
sobre la causglidad y de la causalidad sobre lo incon- 
dicionado, por medio de la poesia que se apoderaba de 
esa imagen, formändose las siguientes parejas donde 
encarnaba esa relaci6n: imagen-espejo, identidad- 
mddula de sauco, extensidn-ärbol, unidad-el uno, esse 
sustancialis-ser causal encarnaci6n-resurreccidn 
(11,817-8). 

The tree is a sign that the age in which men despaired is past, and 

that they need no longer rely entirely on their own efforts to save 
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themselves from historical Time. The concept of miraculous rebirth 

or resurrection has come into being, the possibility of a degree of 

I 
permanency for the soul through the use of religious symbols and lan- 

guage. Man will be able to communicate with the Heavens, with abso- 

lute reality, through his capacity to form images of the same (tree). 

This faith in creative potential and resurrection is made possible by 

the existence of the Etruscan concept of potens (11,817), the know- 

ledge that anything is possible , even the miraculous which can defy 

causality. The tree is an image of the growth of Man towards Heaven, 

a link between Heaven and Earth which are thus drawn closer together. 

The formulation of a poetic image of the Absolute is comparable with 

the setting up of a tree or altar described by Eliade, as in Josd 

Maria Cemi's dream (1,27); it is a gesture to which the Absolute may 

respond. 
16 

Lezama suggests in this chapter that the imagery used 

by Man to approach the Absolute (Ser) fulfils the role of tree or 

altar and this implies that the poet must assume the task of communic- 

ating with the sacred in these secular times, using poetic imagery. 

In the preceding lines Lezama celebrates the moment when Man began 

to look beyond obvious phenomena towards the Infinite, and then hastens 

to introduce the reader to the equivalent process in Chinese philosophy. 

Dos Reverencias seems to represent an element of doubt by mocking the 

power of the grito and "se asombra del grito de un insecto ... " (1,70), 

an important animal for the Chinese: 

Los insectos, los päjaros, y las mariposas servian a 
esas incesantes metamorfosis de las iniägenes que venian 
a cumplimentar la ralz taoista de esa pintura, el ein- bri6n ineesante, la vuelta a las origenes prenatales, 
que eran para el chino la vuelta a la lejania (from 
"Las eras imaginarias: la biblioteca como drag6n"; 11,902). 
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They represent the dynamism of images of reality which flow to and fro. 

Quieto Presuroso also arrives and derides, in his turn, "la mirada" and 

the "burgomatstre halc6n blanco" (1,70), the use of symbols of a double 

reality, defying death. His reason is that "el grito puede reproducir 

por conjugaci6n de los distintos" (1,70), in contrast with the look, 

which can act only as a mirror. Nevertheless he eventually retires 

in confusion, forced to admit that both have their powers. The fact 

that he moves into "the dynasty of the blue dragons" suggests that he 

accepts the Taoist belief in the creative void, which could be compared 

with the blueness of the firmament. The tree of Hanga Songa represents, 

it would seem., the Chinese philosophy of the creative void also, and fla y 

be the actual creation of an image at a given moment, by the interaction 

of the poet and the potential for a poemhence the projection of a sha- 

dow or image towards Heaven -a tree reaching across the void. The 

Nictimenes, which circle the tree in endless flight, are its protectors. 

Nictimene was a Greek woman, daughter of Epopeo, king of Lesbos, who 

was turned into an owl for sinning against her father. 17 
There are 

six of these metamorphosed women who move from a circle to a spiral: 

lose abrian en espiral, comenzaban a Ilorar, guardando la distancia del 

espejo corteza para mantener la borrosa imagen" (1,70), reminding the 

reader of Lezama's description in "Introducci6n a un sistema podtico" 

of the trembling hand which writes up the phrase, "existo, luego soy, " 

the motto of uncertainty (11,394): "Los anteriores conc4ntricos de 

albatr6s son reemplazados por ansiosos espirales alci6neos" (11,394). 

The manatee, the poetic image, has launched herself out into el vacio 

with no-one to assist her. Nubes Precipitadas, in the upper branches 

of the tree, is less silent and less impressive than the flight of the 

Nictimenes "vuelo de silencios de aceite planisfero, pisados silencios 

de pie piano" (1,70), which Gimbernat de Gonzdlez sees as another 
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example of the "recurrencias dentro del episodio de escalones que 

fa I tan. " 18 Lezama refers to missing steps on more than one occasion: 

I 
Un hombre camina por la tierra pisandola, dice Chuangtse, 
pero lo que bace posible la gran prosa cbina y toda la 
prosa en general, podemos alfladir, es la tierra que no 
pisa, la distancia entre los pasos lo permite llegar a 
una gran distancia ("Las eras imaginarias: la biblio- 
teca como drag6n"; 11,908-9). 

It is the empty space which provides the greatest opportunities for 

creativity, the eloquent pauses and tasteful areas of blank canvas,, so 

to speak. In the next few lines it seems as if'Chinese philosophy 

at last supersedes the mirror image of the Egyptians: "la doble columna 

de aire, el cuerpo que penetra por la derecha y sale en imagen ... 

por la izquierda .. ." (1,70-1) may be a reference to foetal breathing, 

which for the Chinese meant "conseguir la immortalidad" ("Las eras ima- 

ginarias: la biblioteca como dragdn"; 11,911). The fact that the 

Nictimenes now fly in an anti-clockwise direction shows that historical 

Time has been momentarily overcome The manatee now becomes immobile 

herself. 

The Chinese servant., now alias Bandeja Saltamontes, ponders forms 

of matter and forms of Time: that is, historical and sacred Time. He 

sees historical Time as "las armas de Aquiles, " a symbol of what Lezama 

calls hybris or "el orden de la desmesura" (in "Introduccidn a un si- 

stema p6etico"; 11,426). When discussing the inevitability of Achilles' 

death as a sign of his mixed origins, Lezama compares his life with the 

desmesura or chaos which featured in the Greek cults. In Paradiso he 

juxtaposes "las armas de Aquiles" (1,71) with "el peto de la tortuga" 

(1,71) which is a reference to the tortoise as "X: inEI Csic3 y yang ... 

cielo y tierra" in "Las eras imaginarias: la bibli oteca como, drag6n" 

(IIý 922). Because the arms of Achilles (chaos) and the tortoise (a 

symbol of the union between Heaven and Earth because of its shape) weigh 
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heavily on him (in his role as the creative void), he wishes to dissolve 

"tiempo entrecruzado horizontal vertical" (1,71) that is the union of 

the two types of Time in the image, for if he does not do so, "la som- 

bra le sobreviviria como cuerpo y entintaria el muro con las huellas 

de la tiza" (1,70); in other words a permanent (artistic) creation 

would come in'to existence, in the form of writing as a result of the 

interaction of fertile Chaos and vaciO or lejania. The Chinaman states 

this in another way: "El prehAlito y el ultracaos unen la sombra hacia 

arriba del Hanga Songa, " thus uniting the essence of Orphic and Chinese Tacist 

thought. The virtues of the Ser manifesting itself in Existence are 

expounded in a rather beautiful passage: "El lunar del conejo es su 

vida en la nieve, si no la homogeniedad lo destruiria, como el nacimien- 

to de una fuente de agua en el fondo marino o la gota de agua rodando 

dentro del cristal de cuarzo" (1,71). 

The paper tree erected by the party-goers is something of a parody 

of the Hanga Songa tree but it has the semblance of a ritual, neverthe- 

less. The musicians all wear masks and Joan Albayat is disguised as 

an official of the l8th-century Prussian court of Potsdam, prepared to 

play Mozart's clarinet concerto while Mendil is dressed as a Polish 

guard, presumably also in an 18th-century style costume; another refer- 

ence is made to this century by proffering the information that Mendil's 

great grandfather was Sir George Pocock's personal, rascally hairdresser, 

when the English won Cuba from the Spanish and French. Isolda is lost 

to Mendil when he neglects her to study a Mass by Cuba's first great 

composer, Esteban de Salas, and so she returns to her first love. No 

wonder Michelena is confused. The woman/manatee continues to sparklei 

that is, she is still producing reflections, as does the poetic image, 

as described by Lezama in his essays. The masks present no problem 

for the Chinaman, "pues el desfile de disfraces le habia transparentado 
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los simbolos" (1,73). Mendil and Albayat are consigned to the level 

of elements in the orgy, but to Lezama they represent an important 

stage in Cuban history. It may be that he is poking some fun at the 

squabblings of European powers over Cuba in the 18th-century. Various 

symbols reappear briefly as the Chinaman weaves patterns with his cords - 

he is el vacio creador, producing images to be combined as he sees fit. 

Having set such complex images before his reader, Lezama warns that 

same reader against his own prose: "Para no perderse en la curva hay 

que dibujar el arco, pero hay que pensar tambi6n en Descartes, escondido 

en Amsterdam, pues cuando el sabio dice sus cosas mAs claras debe estar 

escondido, estar escondido con los tres proverbios ... " (1,73). 

Lezama the essayist has described in "Las eras imaginarias: la biblio- 

teca como drag6n" how "la prolongaci6n indefinida de curvas horizonta- 

lizadas, viene a-darnos la sucesi6n embridn, nombre, imagen, embri6n" 

(11,903), shown in Chinese painting as gracefully trailing branches. 

He is aware of the dangers of becoming disorientated in the vertigo of 

vacio but Lezama is not averse to complication in his language and 

meaning: "Hay la palabra simple, la jeroglifica y la simb6lica. En otr os 

t6rminos, el verbo que expresa, el que oculta y el que significa. " 19 

Lezama believes that only his interweaving of levels of meaning pre- 

sents a true challenge to the mind and this is what he means by "los 

tres proverbios. " 

Meanwhile, the manatee has become discouraged and has turned back 

towards the musicians, for which the penalty will be failure to achieve 

a lasting existence (Orpheus looking back). The Chinaman's mutterings 

are now quite obscure to all who hear them and he prepares to trap the 

manatee, who is off guard. He is now Pasa Fuente Veloz and whilst he 

ties the moaning manatee up, Albayat's influence is felt: "temblando, 

como si el rocio le penetrase por los poros, regido por las ordenanzas 
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del clarinetista franc4s" (1,74), as if Albayat embodies the fertile 

chaos which has gone before. A branch of rue impedes the Chinaman in 

his attempts to tie the final knots and he brushes it aside in vain: 

11volvia para pegarle por todo el cuerpo ocupando de nuevo su sitio como 

una guardia polaca humeda y humosa" (1,74); this recalls the beating 

of the manatee with branches in the Orphic. tradition and underlines 

Mendil's involvement. Having performed this act, Pasa Fuente Veloz 

drags the trussed manatee to the tree, significantly placed mid-way 

between the bright house and the immobile chair, rattling the bones 

all the more as the hour of the manatee's death draws nigh. still 

muttering, he leaves the bundle hanging from the tree, where the Nic- 

timenes peck at it like vultures, dropping small pieces which still 

cast reflections and glitterings. In this way the manatee's flesh, 

her being, is reabsorbed into the vacio. The aura of ritual surround- 

ing the manatee's death calls to mind some similar aspects of the an- 

cient agriculturally-based religions, in which the god was ritually 

killed in order to ensure the continuance of the life-force and the 

fecundity of the earth, animals and their owners, faced with a drought 

or cold winter during which the god seemed to be absent or to have died. 
I 

The basic elements of such a rite as that of Dionysus, a god of vege- 

tation in one of his aspectswho dies periodically and is resurrected 

after an orgiastic death ceremony, follow the pattern established in 

the Michelena episode: that is, the Absolute is approached at a suppli- 

catory level, provoked into action by the sympathetic magic of the orgy 

and responds finally through its own graciousness, so that Spring re- 

turns, the Michelenas have children, the miraculous occurs and creat- 

ive power on all levels is renewed. This phenomenon might be seen as 

a prelude to certain Christian concepts of Divine Grace, and, indeed, 

the placing of the Michelena episode within the context of a debate on 
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Grace in Christian terms (between DoTla Augusta and Mrs. Squabs) serves 

to highlight such an impression. The rending of the corpse in the 

course of the rites, as in the legends pertaining to these gods, is a 

commonplace. The body of Osiris is torn and scattered all over Egypt 

(Hý 883); Tiamat, a monster representing untamed creative power in 

Assyro-Babylonian mythology, is challenged and conquered by Marduk, 

who imposes order on the world only after tearing the monster to pieces. 

She seems to have been trussed up in a net like the manatee: "The Lord 

spread out his net and caught her in it. / The evil wind which followed 

him., he loosed it in her face. " 20 
His weapon, the strong wind, re- 

minds us perhaps of the cordonazo hurricane wind beating the manatee. 

There is no way of knowing which specific aspect of mythology Lezama 

had in mind, but it is the overall pattern which is important. Other 

fertility cults involved the same enactment of the violent death of 

the lover/son of the Great Mother Goddess; she is immutable, while he 

is ever changeable and prone to death, like the crops and beings he 

represents. Attis, Adonis and Tammuz were such gods. 
21 

The common 

factor is the encouragement of fecundity and creativity by means of a 

violent death and/or orgy which implies, as we have seen, a return to 

the primeval state of undifferenti&ted chaos, full of potential. In 

the Michelena episode the mediating element is the poetic image, re- 

presented by the advancing manatee. The scattering of the pieces 

of her body symbolizes the unleashing of creative power; similarly 

the reflections and glitterings of her scaly flesh represent the waves 

of meaning and significance exuded by an effective poetic image towards 

the receptive reader. Bufiuelo de Oro's last act is most important; 

by acting on the manatee and then beating on the door of the lighted 

house, he is able to metamorphose the forms of matter, where the manatee 

seemed to have failed: "Bandeja Saltamontes, con el puEo crispado, segula 
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golpeando la puerta, hasta que se hundid en la madera ablandada por la 

lluvia. Se hundi6 tambiýn hasta el sue5o claveteado, peldaTio tras 

niebla, niebla tras peldaiNo que falta" (1,75). Thus Being or creat- 

ive emptiness, the void, encouraged by the approaches of existence, the 

image, is eventually moved to act on behalf of the image, so creating 

the meeting point of historical and eternal Time. This meeting point 

is the exact spot into which Buffuelo de Oro's hand sinks, as the door 

is softened by rocio and Iluvia, often used as symbols of fertility by 

Lezama, as signs of the presence of creative possibilities. In these 

pages Lezama surveys the imagery employed by the Greeks, the Egyptians, 

the Etruscans and the Chinese to express the desire to transcend death 

with the image. He borrows freely from their religious symbolism to 

enrich his text and without his corresponding essays, the critic would 

be in grave difficulties. 

Elpidio Michelena has his request to the Virgin answered, whether 

as a result of his prayers or of his orgiastic exploits we cannot be 

certain, and twins are born to Juana BlagaI16, but the family fortune 

dwindles. One should note that Michelena's Christian name suggests 

"61 pidi6,, " as indeed he did. He begs for a miracle and receives it. 

I do not think it would be pushing the analogy too far to say that he 

has approached the Absolute, in humility, in the same way that the 

manatee moves towards the immobile Chinaman, el vacio creador, hoping 

for the impossible, and once sufficient supplication has been made, the 

Absolute, lo incondicionado plays its part in creating in the first in- 

stance a child and in the second instance an entry for Existence into 

the sphere of Essence (Ser) through the "graciousness" of that entity. 

If this is the hidden meaning of the Michelena episode, then it fits 

into the jigsaw of the third chapter admirably, complementing the de- 

bates on Free Will and Grace which take place between the Squabs and 
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the Olayas. The death of Andresito has such an effect on the Olayas 

that as an image of lejania and ausencia it is rich in possibilities. 

Even family sorrow is not sterile. If the reader bears in mind the 

Michelena episode as an example of the creative power of the image, he can 

appreciate fully the fact that Mr. Squabs' victory is hollow and his 

illumination infernal. 

The grief of Jacksonville fades as Lezama describes the meetings 

of Alberto and Jos4 Eugenio which will lead to the union of the two 

families. It is recalled only in the dance scene where the President, 

referred to as Don TomAs by Rialta, urges her to have her brother's 

remains returned to Cuba. Don TorriAs is ? rotAly the first President 

of the Republic, TomAs Estrada Palm, so by using the actual historical 

person in his novel Lezama is once again relating the Olayas to the 

heart of Cuban life and society. "La vieja Mela" (1,156) is another 

member of the Olaya family who conquers time, but only through the 

foibles of her erratic memory: "De su boca saltaba el tiempo disfrazado 

(Iý 157). Her memories of her antics as a separatist are partic- 

ularly vivid, much to the embarrassment of the rest of the family, when 

Jos6 Eugenio comes to call. The Olayas and Cemi's seem set to remain 

on opposite sides of the political fence, the former wanting complete 

independence for Cuba and the latter prepared to maintain its connect- 

ions with Spain. It is the diplomacy and courtesy of Josd Eugenio 

which prevents a rift in the budding relationship. La Mela finds his 

admission that he has relatives of the same opinion as herself most 

disconcerting. It is Colonel M6ndez Miranda who is chosen to give 

away the bride at the wedding of Rialta with Jos6 Eugenio: "representaba 

la confluencia en simpatia de las dos familias" (1,169). Although 

Dofia Mela is included as a figure of fun to some extent, with her arms- 

cache in the henhouse, she has a serious side, revealed in her nightmares. 
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She dreams repeatedly of sirenas, who moan andwail like the Isolda/ 

manatee/sirena in the Michelena episode: "esas fanfarrias de sirenas" 

(Ip 160). Her son Andrd's treats the dream as a symptom of her chronic 

asthma, unimpressed by her description of the star she had seen in a 

park full of people: "como si fuese un bal6n plateado de muchas puntas, 

estaba allf para alegrar a aquella romeria" (1,160). On her return 

to bed, "soYýaba de nuevo que la estrella, rodando, iba pasando las 

tibias puntas por su pecho, zafando botdn tras bot6n, hasta que de 

nuevo su respiraci6n se extendia con ritmo que le comunicaba una brisa 

clýsica, tierna y respetuosa" (1,160). The star is the lone star on 

the Cuban flag, and its effect is seen to be highly beneficial. Lezama 

uses the image of asthma here to represent the struggling of the Cuban 

people to come into being as a nation. Difficulty in breathing implies 

that natural self-expression is being hampered. The moaning of the 

manatees expresses the sorrow of the Cubans, symbolized by an indigenous 

animal. The struggle to evolve, to have Being, is the underlying con- 

cern of the writer in the Michelena episode, and although it is perhaps 

best to consider it as an examination of the process of becoming of any 

image or idea, I feel that Lezama must have had the creation of a new 

Cuban republic and nation in the forefront of his mind as he wrote of 

the manatee. 

Jos6 Eugenio sums up the separatist cause in a speech which, signi- 

ficantly, is placed just prior to the wedding ceremony and recalls La 

Mela's feelings of suffocation: 

El animal fuerte, poderoso, resistente, que rie con 
el testuz Ileno de frutas y pAjaros insulares, obliga 
el imbito al sofoco. El separatismo surge de ese so- 
foco. Pero solo [sic] nos separamos en una dimensi6n 
de superficie, de aquello que sabemos que es una fuerza 
demasiado oscura, indomenable para nuestra progresi6n. 
(11 163). 
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In other words, Lezama wants the Cuban to retain all that is best of 

his Spanish inheritance. The histories of the Cemf and Olaya families 

illustrate the history of Cuba in the nineteenth century, in all its 

subtleties, political and social. The writer applies his theories 

on culture and the progress of the poetic image as religious symbol 

through the ages to his own country and family. The family feeling 

of the Olayas, that of exile and sadness, is complemented by the con- 

fidence of the Cemis. Lezama has said of Cuban history: 

Pero esa gran tradici6n romäntica del siglo XIV; la 
del calabozo, la ausencia, la imagen y la muerte, 
logra crear el hecho americano, cuyo destino estä 
mäs hecho de ausencias posibles que de presencias 
imposibles. La tradici6n de las ausencias posibles 
ha sido la gran tradici6n americana y donde se sitila 
el hecho hist6rico que se ha logrado. Jos6 Marti 
representa, en una gran navidad verbal, la plenitud 
de la ausencia posible (11,345-6). 

Lezama is thinking here of all theCubans forced into exile, for what- 

ever reason, given the opportunity of scrutinising their country from 

a different viewpoint, as they experience the sorrow of a stranger in 

a strange land. Jos6 Marti is Lezama's favourite example of this 

aspect of Cuban history and spirit, a man deeply committed to bringing 

about the new Cuba, who died just before his dream was realized, in 

1895. Lezama exploits the Olayas' exile from Cuba by combining it 

with their faith in the miraculous as illustrated in the third chapter 

of Paradiso in particular. He prepares to blend Cemi strength and 

Olayas mysticism. The union will express multiple levels of meaning: 

it symbolizes the complex relationships between colony and mother 

countrys, the blending of national and personal characteristics to form 

a new being, the poet. Combined with the spirit of the Olayas, the 

the forcefulness of the Cemis forms a parallel with the image acting 

on the potential of the creative void, of vigorous movement approaching 
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serene immobility, just as acted out by the manatee and the Chinaman 

in the Michelena episode. Such a recipe of ingredients, such a union, 

must produce either a prodigy or a monster, in the frail body of 

Jos6 Cemi. 

The Sacred Union 

li. Rialta and Jos4 Eugenio 

Josd Eugenio y Rialta atolondrados por la gravedad 
baritonal de los simbolos, despu6s de haber cambiado 
los anillos, como si la vida de uno se abalanzase so- 
bre la del otro a travgs de la eternidad del eirculo, 
sintieron por la proliferaci6n de los rostros fami- 
liares y amigos, el rumor de la convergencia en la 
unidad de la imagen que se iniciaba (1,171). 

It is with a sense of surprise that the reader stumbles upon the 

wedding ceremony of Jos6 Cemf's parents, for it materializes abruptly 

between the political confrontations of Josd Eugenio with La Mela and 

the antics of Don Demetrio. Yet at times it has seemed as if the 

early chapters have all been designed to point out the inevitability 

and necessity of the union of these two young people who embody the 

quintessence of the qualities brought together in their complex ancest- 

ries. Lezama devotes part of his first chapter to a picture of their 

married life, followed by a glimpse of the Colonel at work in Mexico 

and Jamaica, all interspersed with frequent references to the children, 

Jos6 and Violante. As we have seen, the reader is drawn into the 

fascinating worlds of the Olaya and Cemi ancestors, where he flits from 

one colourful memory to another until Time begins to move forward once 

more as Josc< Eugenio meets Alberto Olaya at school and the new neighbours 

discover each other by degrees. At many stages in the text there seem 
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to be portents of the union of the two families, thus introducing the 

notion of Destiny: Rialta's attempt to reach the nuts on the tree (1, 

53-4); the author's comments used to reintroduce Josd Eugenio after 

his absence from the previous chapter: "Asi las dos familias, al entron- 

carse, se perdian en ramificaciones infinitas, en dispersiones y reen- 

cuentros, donde coincidian la historia sagrada, la dom6stica y las 

coordenadas de la imagen proyectadas a un ondulante destino" (1,88); 

Josd Eugenio's first meeting with Alberto Olaya: "Y no obstante la 

frase ... Ilave ... contracifra iba a entregarle los laberin- 

tos y bahlas de los otros aiios que regalaria Cronos. Clave de su 

felicidad primigenia y generatriz, sombra de fondo para deslizarse a 

lo largo de su calle" (1,101); and Josd Eugenio's appreciation of the 

symbolic content of Rialta's name: "comprendid que por primera vez se 

habia trazado un puente que lo unia con algo ... 
" (1,155). 

The portents culminate in Josd Eugenio's initial reaction to a 

glimpse of Rialta's smile at a dance. That smile expresses the essence 

of the Olaya spirit whose significance Lezama tries so persistently to 

emphasize, using both imagery and blatant authorial intervention. 

Nosotros, nuestra familia, tiene la carcajada, s61o 
imagino sonreir a mi madre, a pesar de que apenas 
puedo ya recordarla Giraba la luz por las 

persianas, poliedro que amasa la luz como harina de 
los transparentes, como si hubiese caldo su sonrisa 
[de Rialtal en el agua de las persianas. Me pare- 
c ia que nuestra antigua carcajada necesitaba de esa 
sonrisa, que nos daba la lecciön del espiritu ac- 
tuando sobre la carne, perfeccionändola ... 

" (1,148). 

The carcajada is a symbol of the Cem! family's good health and high 

spirits, which can be a little overpowering, as the more delicate 

Jos6 Cemi is to discover. It expresses the innate happiness of Josd 

Eugenio and his joy in living. Yet Jos4 Eugenio is aware, as soon as 

he comes in contact with the smile, that the boisterous aspect of the 
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Cemi spirit would benefit from its influence. He is already thinking 

in terms of a spiritual union which would improve and refine the balance 

between the body and spirit. He recalls his mother, Eloisa, and her 

smile, a facet of her personality which seems to have been swallowed up 

in the exuberance of her husband until both she and the smile simply 

faded away in her son's memory and in fact. Eloisa was noted for a 

transparence, an inner quality symbolized to some extent in her English 

ancestry and ill health, but it was too fragile to survive. As I 

have noted, Doffa Munda's ruffled feelings are smoothed when she sees in 

Jos6 Eugenio a similar refinement; it is this delicacy in him which now 

finds an echo in Rialta, who is also from a criollo family, in a situa- 

tion where the principle of "love at first sight" seems to be operating 

on the spiritual level only. It is Rialta's smile, more than any 

aspect of her person, which dazzles Jos4 Eugenio. Lezama is here con- 

sidering the smile as an expression of the inner self, that is, as a 

more refined and reflective reaction to the world than the involuntary 

laugh. The author seems to see a marked contrast between the laugh 

and the smile, as symbols of differing characteristics and attitudes in 

the two families. The Olaya smile has a spiritual quality, having the 

effect of expressing the unseen workings of the mind, of drawing people 

together by its old-fashioned graciousness, as seen in the interview 

between Rialta and the President. Josd Cemi, much later in the novel, 

sees his mother's smile as a passport to the world of the marvellous 

or miraculous. At this stage in his development, while he is becoming 

More closely emotionally involved with his mother and the qualities 

represented by her smile, the rude good health and vigour expounded in 

his father's frequent laughter illustrates the polarity of the charac- 

ters and outlooks, as we shall see when examining Jos4 Cemi's childhood 

ordeals. The duration of a laugh is the moment in which a person's 
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whole being is convulsed in an involuntary reaction to some phenomenom. 

On the other hand, the smile is gentle and may not require any exterior 

provocation, so it is an expression of hidden, quiet thoughts, possibly 

from a higher source. For Lezama, it seems, the laugh represents an 

attitude to life at once too brusque and too forceful, whilst the smile 

is required by the Cemis because so far, as Lezama has shown us, the 

members of the latter family have reacted forcefully to their surround- 

ings without much hint of introspection; Lezama wants to develop in 

his characters that awareness, that susceptibility to the marvellous, 

to Divine Grace, which, for him, is embodied in the Olaya smile: "la 

lecci6n del espiritu actuando sobre la carne. " Jos6 Eugenio is to be 

a man of action in harmony with the world, but his actions are to be 

tempered by the influence of Rialta. She is to cherish the spiritual 

aspect of his nature, so that Jos4 Cemr will develop a deep self- 

awareness and sensitivity to the world around him, appropriate to the 

poetic mind. 

In Paradiso it is clear that Rialta's smile is a source of good- 

ness since Lezama employs a favourite image to underline the fact; a 

prism reflects light in all directions and the effect of seeing the 

smile through the blinds is similar, like sunlight penetrating into a 

darkened room. Donna Munda's reply to her grandson's rather startling 

remarks is calm and continues in a similar vein, comparing and contrast- 

ing the Spaniard and the criollo in other traits. She chooses the 

courteousness of Don Jos6 Maria and Don Andrds Olaya whom she has es- 

pied through the blinds; she concludes that both are in fact very alike 

in their attitudes and that their gestures are "Una misma nota en dos 

registros" (1,149). This could be said of the laugh and the smile 

also, since one is merely a refinement of the other. Lezama is very 

concerned with the mixing and blending of races, which is not surprising 
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since his own character is a blend of Spanish, criollo, English and 

Basque qualities. He is not merely interested in purity of blood, 

but rather in the synthesis of qualities embodied in different nation- 

alities to produce the true Cuban. This concern is tempered by his 

desire to describe the origins of Josd Cemi as a poet, drawing on 

elements grafted on to his family tree through the ages, to evoke a 

picture of spiritual growth. 

The consequences of an unfortunate mixture of forebears is re- 

vealed to the reader in the space of a few pages; the ill-fated Dr. 

Zunhill, who attacks one of the Olaya girls to whom he was engaged, is 

shown to be a complete misfit (as was the fair-complexioned, Danish 

Cuban, Dr. Selmo Copek of the previous chapter): "un hombre mAs bien 

bajo, a quien su pelkroja ascendencia irlandesa le daba un aspecto un 

tanto ridiculo, apopl6tico ... " (1,152). Doffa Mela might be expected 

to despise anyone less "Cuban" than herself. However, her caustic re- 

marks are used by Lezama to emphasize the condition of the madman: 

"Esos criollos que tienen pinta de extranjeros son muy complicados. 

Su propia sangr6 los ofusca y los enreda" (1,153). 1 find it doubt- 

ful that Lezama is here succumbing to racist tendencies. He seems to 

be using these examples of peculiar mixtures of races in order to under- 

line the appropriateness of the union between the criollo and Spanish 

families, and the potential for growth in individuals and in the country 

as a political entity, through a blending of the Spanish elements al- 

ready present in the criollo and a fresh vigour derived from the new 

Spanish immigrants. The laugh and the smile symbolize the qualities 

inherent in the two families, extrovert and introvert, robust and 

delicate, flesh and spirit, active and passive, even masculine and 

feminine as do Josd Eugenio and Rialta. These characters are seen as 

the sum total of their family heritages and are in this sense archetypes. 
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Nothing has been concealed from the reader. Indeed it seems that 

every nuance of the magnetism drawing the families together inexorably 

has been documented minutely. How, then, can the wedding scene take 

the reader by surprise, when he has been so well prepared by the author? 

Lezama appears to be quite vague about the ages of his characters 

from time to time. The last reference to Josd Eugenio's age comes in 

a conversation between Doffa Munda and her son Luis Ruda, in which they 

decide to send him to college. This would tend to suggest that he is 

around twelve to fourteen years of age, since we are told that he is 

"aun de doce afios" (1,89) earlier in the same chapter. Some isolated 

incidents concerning his first day at college, a conversation with his 

classmate Fibo which suggests they are still getting to know each other, 

and an ambiguous episode in the showers with Alberto Olaya give no clue 

to the amount of time passing. All these events could have taken 

place within the first week at school, or they could have been selected 

from a period of some years. The sense of time passing is also dis- 

rupted by the fact that the reader's attention is diverted away from 

Jos6 Eugenio's development at this point so that Lezama can concentrate 

on Alberto's adolescent trauma. The exploits described could occupy 

a single night in which Alberto moves from one new experience to ano- 

ther, meeting the girl with the pitahaya flower, the old man in charge 

of the carros'whip' who pursues him to the cinema., and lastly Oppiano 

Licario in the"Reinode siete meses"bar, returning to the girl with the 

flower much later that same night. The heated exchange between Dofia 

Augusta and Sr. Jordi Cuevarolliot is set in the early forenoon follow- 

ing Alberto's "primera noche fuera de la casa" (1.143) which also leads 

one to think that little time has passed. Josd Eugenio reappears in 

the novel in response to Alberto's invitation to the dance and while he 

("criado en un ambiente provinciano y es. paffol") finds her gracious manner 
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to be "la quintaesencia de lo criollo" (1,145), Rialta in her turn 

"por la primera vez habla fijado el rostro de aquel amigo de su hermano" 

(1,146). As we have seen, Rialta's smile ensures love at first sight 

and the formal introduction of the families is effected by the extra- 

ordinary scene made by the insane suitor, Dr. Zunhill. The only pos- 

sible stumbling block to the union, La Mela, the separatist grandmother, 

is thwarted by Jos4 Eugenio's diplomatic speech at his first dinner in 

the Olaya household. No sooner has the curtain dropped on this decisive 

scene than the reader is swept into another, in which Jos6 Eugenio is 

seen admiring his dress uniform before two mirrors, being aided by Luis 

Ruda. It is not revealed that this is the long awaited day on which 

the two families will be united until the details of Josd Eugenio's 

finery have been described. 

The reader suddenly finds himself caught up in the bustle of last- 

minute preparations and minor crises. There has been no attempt to de- 

scribe the courtship of the couple and no reference whatsoever to any 

physical desire, although their attractive personalities have been clear- 

ly revealed. Their ages are no longer a mystery since we know already 

that Rialta is two years younger than her husband and she is described 

thus, at the turning point in her life: 

Lucia Rialta esplgndidamente sus veinte aiios y al en- 
frentarse con su destino ostentaba sonriente el tran- 
quilo rielar de la casta Venus. Siempre a los fami- 
liares ya los extraWos, les causaria esa impresidn 
como de caminar sobre las aguas. De quien, en los 
peligros, oye una voz que le avisa del buen t6rmino 
de sus designios (1,169-70). 

Jos6 Eugenio presents an equally impressive figure and he too is noted 

for the qualities which other people value in his character: 
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Josg Eugenio Cemr era un punto de rara confluencia 
universitaria La seguridad de su alegria, 
la elegancia de su voluntad, la magia de su ejerei- 
tada diseiplina intelectual, le regalaban centro, 
le otorgaban gracias, que sin ofuscar de sÜbito, man- 
tenlan una cariffosa temperatura, de criollo fuerte, 
refinado, limpido, que hacia que se le buscase, y. 
como uno de los signos de su fortaleza, sin agotarse 
en su intimidad ni debilitarse en arenosas confi- 
dencias (1,171). 

Lezama portrays the couple as particularly blessed with exceptional 

qualities of spirit which commend them to all who know them. Rialta 

appears to be guided in her judgements by a secret voice, presumably 

that of Divine Grace, since the gift of walking on the waters is that 

of Christ or of Venus rising from the foam. Josd Eugenio is the cen- 

tral point in his social circle, just as he will be the centre of his 

family. Lezama places considerable emphasis on the fact that he 

appeals to all classes of students, and he denotes them by "los casi- 

mires y gabardinas de los estudiantes de familias ricas" and "las 

americanas de entreestaci6n de los estudiantes rrAs pobres" (1,172). 

He is a man of the new republic: "En la pr6xima convocatoria, para for- 

mar la oficialidad de la naciente rep6blica, alcanzaba el numero uno ... 

(1,165) and in this sense too he must appeal to all, as does the re- 

public itself. Thus Lezama links even this most personal of moments, 

the marriage of Jos6 Eugenio and Rialta based on that of his own parents, 

with the dawning of the new republic of Cuba. 

At this stage in the narrative, the reader is no longer confused 

as to the ages of the main characters, although the difficulty of 

tracing the time-scale in this part of the novel remains. This ob- 

scurity may have been intended by Lezama to give the impression of an 

inevitable event whichchooses its own time and place and then just 

"happens" before our very eyes. Lezama is not a writer given to com- 

pressing events for the sake of brevity. On the contrary, quite minor 
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events are often expanded at length to bear the weight of important 

symbolism. A case in point is the first meeting of Josd Eugenio with 

Alberto,, studied in chapter IV. The writer may have felt that a des- 

cription of courtship would have detracted from the wealth of symbolism 

that has been built up over several chapters, all fashioned carefully 

to emphasize that this union is not merely taking place between two 

ordinary mortals, but between whole systems of ideas. The close re- 

lationship which exists between the real parents of Lezama Lima and 

the fictional Cemis is another possible impediment to the development 

of the characters along these lines. The writer not only omits any 

sexual references which would disturb the atmosphere of ritual and re- 

verence, but actually emphasizes the purity of his central characters. 

We have been told in a striking phrase that Rialta "ostentaba sonriente 

el tranquilo rielar de la casta Venus" and as G. Zaldfvar has pointed 

out, the adjectives used all confirm her innocence: "graciosa, leve, 

muy gentil" (1,145), from the first moment Josd Eugenio sees her. 22 

He too is beyond reproach, as the devotion of his friends reveals: 

"criollo fuerte, refinado, 13-mpido" (1,171). The last adjective 

here is most significant, again meaning pure and without guile. If a 

great poet is to emerge from the new family, the latter must be exem- 

plary in every way; since Lezama has shown other members of the Cemi 

and Olaya clans in contact with a higher reality through dream and 

memory, using the symbol of the tree reaching towards heaven, the new 

union must also be seen to be perfect so that it is worthy to produce 

one who is able to relate to higher realities through language. 

We must now return to the introductory quotation. It describes 

the precise moment of the ritual in which the two people are formally 

joined. They are shown to be mutually dependent in "la eternidad del 

circulo", symboli2ed by the exchange of rings; the company of their 
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friends ("la proliferaci6n de los rostros de familiares y amigos" (1, 

171) makes them very much aware that they are setting up a new circle 

of their own ("sintieron ... el rumor de la convergencia en la unidad 

de la imagen que se iniciaba" 1,171). Julio Ortega has commented on 

the intensity of the symbol of the circle: 

La imagen es la fuerza que en estas convergencias 
logra transponer el espacio y el tiempo de la situa- 
ci6n, creando una hipftbole que resume la situacift 
en esa "eternidad del circulo"; como esa figura que 
no tiene principio ni fin, la imagen rescata la reali- 
dad para la poesia entera. 
Por eso en la imagen hay un 2 ýncuentro del tiempo con 
el espacio, una fusi6n.... 

Lezama reveals that while Josd Eugenio is the centre of his social 

circle for the present (his fine qualities "le regalaban centro"; I, 171), 

Rialta "Comenzaba un extenso trenzado laberfntico, del cual durante 

cincuenta aiYos, ella seria el centro, la justificaci6n y la fertilidad" 

(19 170). We cannot fully appreciate the ominous portent contained in 

these words until we witness the Colonel's death scene, but the reader 

might pause to wonder why Rialta is to be the centre of the family, 

rather than Josd Eugenio. The image of the circle, in relation to 

Rialta and her family, becomes increasingly important in this section 

of the novel, as we shall see. The first stage of the relationship 

is brought to a close with a description of Rialta's smile: "Rialta 

asumid una sonrisa desprendida Durante la duraci6n de su ma- 

trimonio, mostraria siempre esa alegria derivada, su j6bilo parecia 

desprenderse de la salud alegre, del frenesi soterrado de su esposo" - 

(1$ 172). Such devotion, depending entirely on the well-being of one 

person, is sure to be very vulnerable. 

Without further ado, Lezama hastens on to his next scene, having 

established the ritual of the wedding as a moment isolated in time, as 
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it is from the rest of this chapter. The reader is now ushered in to 

the home of Josd Eugenio and Rialta with no more ceremony. There, yet 

another confrontation occurs between relatives, Josd Eugenio and Rialta's 

uncle, Demetrio Olaya, who will later play a quite important role in 

the development of Jos6 Ceml. The uncle is presented as a feckless, 

"temporarily" unemployed gourmet, baited mercilessly by Jos6 Eugenio 

and nicknamed "Cuasa Bimba" because of his empty pride and false dignity, 

assumed to protect him from the "sorna criolla" (1,173) of his relat- 

ives. Jos4 Eugenio's attitude reminds the reader of his treatment of 

his own uncle, Luis Ruda, which may have been excused as youthful 

thoughtlessness. In this context, however, the consequences could be 

much more serious, since "se divertia mucho viendo el rostro de Deme- 

trio amoratado por el miedo, perplejo de terror" (1,173) while he 

shows off his collection of weapons. Having stressed that Demetrio is 

determined to have his revenge for the constant humiliations, Lezama 

seems to digress somewhat, with Rialta's richly ornamented account of 

the attack on the shrubbery at the military camp where the couple lives 

and Josd Eugenio is commandant. The author makes full use of this 

opportunity to reveal precisely how the great gift of the Olaya family, 

that of fluent self-expression, has developed in Rialta since the days 

of clever phrases in Jacksonville. In the midst of the tale he halts 

Rialta's flow of speech in order to point out to the reader the differ- 

ences in style which it displays when compared with that of Doffa Au- 

gusta, which. is "majestuoso, oracular" (1,174). Rialta's indignation 

transforms her speech into "un encantamiento, una gracia, el refina- 

miento de unos dones que al ejercitarse mostraban su alegria, no su 

castigo ni su pesantez" (1,174-5). Lezama seems to be thinking of the 

ways in which Castillian has been transformed in Cuba b the criollos, y 

a phenomenon which he has described in "Nacimiento de la expresi6n 
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criolla": "La espuma del tu6tano quevediano y el oro principal de. 

G6ngora, se amigaban bien por tierras nuestras ... " (11,350), and 

"por lo americano, el estoicismo quevediano y el destello gongorino 

tienen soterramiento popular. Engendran un criollo de excelente 

resistencia para lo 4tico y una punta fina para el habla y la distin- 

ci6n de donde viene la independencia" (1,351). 

The passage woven around the apparently simple episode of two 

prisoners insisting on hacking down weeds and shrubs alike, in defiance 

of Rialta, could almost be an illustration of criollo speech at its 

best. Rialta's moral and spiritual qualities have been certified by 

the author as irreproachable, only a few pages earlier, so we are in- 

tended to accept her authority on ethical matters. Indeed the question 

of cutting down the bushes is afforded the stature of a moral issue by 

the emotive language unleashed by her fury. She is the defender of 

all that is good and worthwhile and here she is seen to lose the battle 

(the bushes are cut down), yet the implications of the incident resonate 

through her language. She sees the prisoners as: "raspados, ceýffidos 

por la piel de la cebra ... canailles" (1,174) and "unos sepultureros 

shakesperianos" (1,175). Rialta's role as the protectress of right 

and decency is reinforced by her references to phrases from Mallarm(! 

C'mumura sus abejas") and Shakespeare ("mientras la pulpa de los anones 

les enselTaba sonriente la leche de la bondad humana") which allude to 

the benevolence of Nature. Human kindness is the last thing likely 

to appeal to these malevolent men, determined to destroy the straw- 

berry and naseberry plants by inventing orders from Josd Eugenio. 

By destroying them they are actually attacking him, since Rialta says 

her husband was planning to sow the strawberry plants in other parts 

of the camp. If Josd Eugenio is considered in his role as leading 

shoot of the Cemi family, the reader finds the attack on the plants, 
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intended as a symbol of his person, quite shocking. Rialta's emotive 

language encourages us to think in terms of an assault on a human being; 

the escort is an accessory to the crime, with his "indice rispido" and 

his hideous maw: "risa mala, ense? ýaba todos los dientes, ahora se pre- 

cisaba en el espacio hundido por dos muelas extraidas, una extensi6n 

necrosada de tejido purulento, como quemada" (1,175); the "victim"ý 

the plants, are seen as a symbol of fertility since they bear fruits 

which "romplan la brevidad de su rocio para alegrar la mafranita" (1,174) 

and they seem to bleed and struggle as "comenzaron a pegar tajos, hacia 

las raices o hacia la copa, haciendo temblar como una zarza el tronco" 

and "Bajo la presi6n central, el ramaje del Arbol pareci6 abrir los 

brazos" (1,175). The blows are extremely vicious: "un machete ince- 

sante, sanguinario", "cada machetazo sanguinolento, " "Las raices tren- 

zaron la bayoneta como un caduceo pitag6rico" (I, 175), and they finally 

triumph. 

Yet the fruit seems to have hidden qualities, and benefits from 

"El rocio, divinidad protectora entre lo invisible y lo real ... " (I, 

175). The reader may recall that Josd Eugenio is first seen in 

Paradiso carrying a melon, literally bearing fruit, and that Mamita 

calls him "el dios de las cosechas opimas, que armada de una gran cor- 

nucopia inunda las nieblas y las divinidades hostiles" (1,43-4). She 

sees him as someone "siempre perseguido muy de cerca por la muerte" 

(I. 43)and yet she believes that his destiny is "fecundar la alegre 

unidad" (1,44). He will fulfill this duty within his family circle, 

but MaTnita's intuitive feeling about him will prove to be well-founded. 

The eventual fate of the strawberries is most significant, in my opinion: 

y las fresas reventadas, con su linfa sagrada pene- 
trando en la Tebas de sus semillas, se desconchaban 
a trav6s del pared6n, donde muy pronto la llegaba 
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del rayo solar ordenaba sus transmigraciones miste- 
riosas, ya de pavo en Ceilgn, ya de perezoso en un 
parque londinense (1,176). 

Still bearing its hidden power for fertility and growth("linfa sagradaý'), 

the fruit bursts against the wall, where it has been violently hurled, 

but under the sun's rays (another aid to creation and growth in Nature) 

its juices form strange patterns. Images are created by these patterns 

in a kind of natural abstract art. The overall meaning of the passage 

appears to me to be that something can be created even out of destruc- 

tion, should all our attempts to defend beauty, culture and life itself 

be doomed to failure. The themes running through the passage seem to 

prefigure those surrounding the death of Josd Eugenio, particularly the 

concern with the aftermath of what seems like wanton destruction and 

the possibilities of creation which death might bear in its wake. The 

prisoners are merely trying to strike a blow against authority but in 

Rialta's eyes they are the almost fiendishly ugly agents of death, of- 

fending Nature. 

The tale of the burlador burlado is resumed in the very next para- 

graph, in which Demetrio is allowed his little triumph when Jos4 Eugenio's 

antics almost lead to his death. The prankster is convinced that he 

has dealt Demetrio a mortal blow when the gun turns out to be loaded 

and the "victim" does not disillusion him until he has savoured Josd 

Eugenio's look of horror: "Su terror parecia superar a las figuras ante- 

riormente aludidas del fresco terrible" (1.176). Just as the male- 

volent jokers who uprooted the plants are mocked by the images produced 

by the crushed berries on the wall, Jos6 Eugenio is derided by the re- 

sults of his own action when "El eco de la de-tonaci6n rodando por las 

piezas de la casa, ceffido de una nidscara burlesca, ladeando la boca, 

inauguraba un caffuto de agua lanzado sobre la frente frigida y sudorosa 

del burlador burlado" (1.176). It seems that the stray bullet has 
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ended up puncturing some part of the plumbing and the leak chooses its 

landing place precisely. Demetrio has cheated death in a more obvious 

way than the fruit. I find it most interesting that Demetrio, like so 

many characters in ParadiSO, has an evocative name. Whatever its de- 

rivation, it is likely to remind the reader of Demeter, of whom Neumann 

says, "the Demeter of the Greeks is, as mistress of the underworld, 

also a goddess of death. The dead, named by Plutarch 'demetriol,, 'are 

her property.... 
24 

This seems to suggest that the Demetrio in Paradiso, 

in the present context, is a symbol of death, someone whom Jos6 Eugenio 

is seen to mock and deride until his jokes backfire. Demeter is also 

the Earth Mother, responsible for growth of all vegetation and fertility. 

Rialta has been connected with the family tree, the dormant seed, the 

fruit of the nut tree, and now with the cutting of fruit-laden plants. 

She will presently see the tragic felling of a mature pine tree (1,218), 

her husband. Neumann continues describing Demeter, "her earthly womb 

is the womb of death, yet it is the lap of fertility from which all 

life springs. " 25 
Demetrio's appearance here enables Lezama to hint 

at an aspect of the symbolism of the marriage by externalizing or per- 

sonifying that aspect, keeping it isolated from the pleasing personality 

of Rialta in her role of loving wife and mother. Rialta is not to 

blame for her husband's death in any causal sense. It is rather a 

natural result of the alignment of the Olayas with permanence, the world 

of Grace and the spirit as symbolized by, their contemplative smile, and 

the contrary alignmýýht of the Cemfs with transience, the world of ac- 

tion and personal endeavour and laughteras we shall see. Lezama 

s, ees the Olaya virtues as eternal and immutable, a stable background 

against which action may evolve. 

Jos6 Eugenio is a burlador by the very nature of his personality, 

cheating death by virtue of his enjoyment of life and its fruits. 
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We see him in his prime, as a successful student, military engineer 

and young, devoted husband. Lezama has exploited this character to 

the full, draping several layers of meaning about his strong shoulders: 

in considering the compl, --mentary aspects of the family trees, various 

apparently unrelated themes have been skilfully intertwined: family 

relationships, hereditary personality traits, the extrovert, physically 

strong male and the introspective, contemplative and delicate female, 

even at times the historical relationship of Cuba with Spain. It is 

certainly true that Josý Eugenio and Rialta are "atolondrados por la 

gravedad baritonal de los siMbolos" (1,171), both at their wedding 

ceremony and in the reader's mind. Despite the fact that these charac- 

ters may already be somewhat top-heavy, Lezama adds further subtleties 

by juxtaposing the marriage ceremony and the incident of the hacking 

down of the strawberry plants. In so doing, the marriage is inevita- 

bly fused with startlingly vivid images of death, by a writer who, 

contrary to first impressions, does not indulge his image-forming genius 

at random. The configuration of struggle-death-union-creativity has 

appeared in unforgettable form in the Michelena orgies. It involved 

references to many religions devoted to the concept of birth derived 

from death, resurrection. In the curious fate of the strawberry 

plants, making possibly significant patterns on a sun-baked wall, we 

see a kind of resurrection. When we consider that Jos6 Eugenio is 

closely identified, if not synonymous with the butchered plants, and 

that at his moment of death "Rialta recibia la m6s sombrfa noticia de 

su vida ... oyendo como un hacha el viento lento del enero americano 

recorrer los pinares" (1,218), we can see that the linking of the 

maLilage and death is prophetic. Like the vegetation gods whom we 

mentioned in connection with the sacrifice of the manatee (Attis, 

Osiris, Tammuz), the young man is doomed to a death from which new 
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life will arise. Just as the ritual death of the manatee touches on 

the higher levels of reality, of Being, through the poetic image (of 

which religious symbols are an example), so Josd Eugenio's death should 

be given meaning by Jos6 Ceml, the son who meditates on his loss and 

on the Infinite in his poetry. I am not, of course, suggesting that 

the manatee simply represents Josd Eugenio, as the image is far too 

rich in possibilities for such a simplistic interpretation; but as we 

proceed to examine the relationships of parents and children we will 

see that love and death are intimately interwoven. The apparently 

sacred union of the parents is followed by the death of the father and 

the birth of artistic creativity in the son., in the form of poetry which 

is intended to re-establish contact with the Infinite in a reunion of 

matter with Spirit, a concept with which Rialta and the Olayas are 

persistently identified. 
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CHAPTER III 

The Childhood of Josd Cemi 

I. The Trauma 

Un nifýo puede tener a su lado el tao, sin saberlog 
pero si al paso de los afýos, durante toda su vida 
lo busca,, s6lo comprueba que se ha evaporado, que 

I el tao no lo acompaffa. Tal vez en su agonia lo 
pueda recuperar y entonces percibe que penetrard en 
lo invisible con tao, con germen y con imagen, su 
espera fue un acto creador. Su espera cred una 
iniagen y esa imagen va a resultar sorprendentemente 
creadora en la muerte ("Las eras imaginarias: la 
biblioteca como drag6nl"; 11,891). 

Such an individual is Josd Cemi., -destined to undertake a solitary quest 

for truth. The tao, to which Lezama refers frequently in "Las eras ima- 

ginarias: la biblioteca como drag6n, " is the appreciation of the existence 

of the creative void, the silent and se emingly inexorable challenge of 

which inspires the human mind to produce images that are in themselves 

overtures to the unimaginable and incomprehensible. The lack of an an- 

swer to the great imponderables leads to a diversemultitude of answers. 

The ancient religions of the world are examples of Man's response to the 

creative void. It becomes clear from the detailed examination of the 

Michelena episode (1.64-75) that Lezama envisages the interaction of the 

image (the manatee), and the void (the Chinaman),, as a religious rite in 

which the image is powerless without the intervention of the void itself 

in a reciprocal approach. The religious overtones are highlighted by 

the preceding discussion of Divine Grace, between Doffa Augusta and Mrs. 
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Squabs. The interweaving of symbols from Greek, Egyptian and Chinese 

thought, with the eventual triumph of Grace in the Christian and particu- 

larly Roman Catholic sense suggests that Lezama regards each system of 

images andjdeas as a step further along the path to the conquest of Time 

in a perfect resurrection or return to the paradisical origins. Of the 

role of poetry Lezama has said to Alvarez Bravo: 

encontr6 la palabra potens ... el si es posible, 
la posibilidad infinita que despu4s observamos en el 
virgo potens del catolicismo -o como se puede engen- 
drar un dios por sobrenaturales modos -y Ilegud a 
la conclusi6n de que esa posibilidad infinita es la 
que tiene que encarnar la imagen. 

Within this statement Lezama is combining the poetic and the religious. 

He then continues: 

Y como la mayor posibilidad infinita es la resurrec- 
ci6n, la poesial la imagen tenia que expresar su mayor 
abertura de compAs, que es la propia resurrecci6n. 
Fue entonces que adquirf el punto de vista que enfren- 
to a la teorfa heideggeriana del hombre para la muerte, 
levantando el concepto de la poesia que viene a esta- 
blecer la causalidad prodigiosa del ser para la resur- 
recci6n., el ser que vence a la muerte ya lo saturniano. 
(My italics). 

Lezama sees his task as a primarily sacred one, in which poetry is to 

reveal the invisible truths in words that will conquer Time because they 

are the distillation of wisdom and the revelation of a higher reality. 

The word becomes flesh in a very special way: "la maravilla del poema es 

que Ilega a crear un cuerpo, una sustancia resistente.... " 2 
The poet 

feels its challenge: 

Se convierte a si misma, la poeslao en una sustancia 
tan realt y tan devoradora, que la encontramos en todas 
las presencias. Y no es el flotar, no es la poesia en 
la luz impresionistap sino la realizaci6n de un cuerpo 
que se constituye en enemigo y desde alli nos mira. 
Pero cada paso dentro de S sa enemistad, provoca estela 
o comunicaci6n inefable. (My italics). 
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The poet thus has the duties of interpreter and shaman2 expressing the 

higher truths of his peers who are not gifted with similar powers of under- 

standing, so that they too my approach the mysteries of life and death. 

Many family characters have been used to illustrate concepts which 

Lezama considers as precursors of the tao to be rediscovered by Jos6 CemT. 

Long before Jos6 Cemf comes to the forefront of the novel,, the ideas of 

ausenciap as the void out of which images flowp and lejanial, suggesting 

a similar concept but also implying the inaccessibility of that void, have 

been well established. The image of the family tree has served to reveal 

the ways in which the Olayas are in touch with higher truths; the most 

important aspect of tao, in which the soul returns to oneness with the 

creative void, to the completeness of the seed, is represented by Cambita's 

death scene; Time, in the historical sense, is destroyed in many ways. 

We have seen these elements in the family characters but they will be of 

little use to Jos6 Cemi until he makes them his own., consciously and 

through personal experience,, however painful. Lezama has described Jose 

Cemf as "un presunto trasunto de mi personalidad" and regards him as "el 

impulsador central de la novela. " 4 
When asked to define Paradiso, he 

has divided the novel into three parts on almost every occasion. The 

three sections follow what he considers to be the pattern of his own de- 

velopment as a poet, the essential growth in understanding which leads 

to poetic maturity: "La novela es una vida, la de Josd Cem!,, y la mia,, 

que estA metida por cada una de sus esquinas. Es un Wilhelm Meister 

habanero y constituye hasta ahora la mds grande experiencia sensible e 

intelectiva. realizada por un cubano, por un americano tambi6n. 
5 

The 

novel is therefore an attempt to come to terms with Cuban and American 

life as experienced by one person., a. poet,, by examining three stages in 

one life: "Es mi madre,, mi familia; la amistad, en lo que significa de 

reto religioso (la apertura del compds: la amistad) y. despu6sp la presencia 
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de Oppiano Licario ... que significa el 'Eros de la absoluta lejanja!... " 6 

In a letter to his "queridas y buenas hermanas" Lezama refers in a similar 

way to the novel: "es la exaltaci6n de la familia, el nacimiento del Eros, 

el conocer en la infinitud. " 7 
The process involves those phenomena to 

be found near at hand, that is, family relationships; the widening horizon 

of school days and new friendships leading to unknown desires; and firully 

an exploration of phenomena whose roots lie far beyond the physical rea- 

lity and geographical limitations of Latin America, in the labyrinths of 

the human mind itself. 

Since Lezama's chosen weapon for his duel with "lo invisible" (11,891, 

and above) is the image or poetry, it is reasonable to assume that Cemi 

will also be a poet and that he, like Lezama, is the child who "puede 

tener a su lado el tao" (Ibid), that is, the awareness of creative power 

in himself in the midst of a silent void. Jos6 Cemi undertakes, in 

Paradiso, a quest whose goal is an image: "Su espera cred una imagen y 

esa imagen va a resultar sorprendentemente creadora en la muerte" (Ibid), 

a quest for an image of permanency, eternity or Being, as opposed to mere 

existence. Lezama has laid the trail for the journey already in the 

Michelena episode, where there is a struggle between immutable Being 

(symbolized by the Chinaman in his ancient coral chair) and existence 

(symbolized by the manatee, lurching clumsily towards the Chinaman at 

whose hand she becomes a sacrifice in a ritual which breaks down the 

barriers between historical and sacred Time). Cemi is driven to seek 

the image of eternity by personal tragedy. The reader must not expect 

the text to be littered with youthful dabblings in poetics, for Lezama's 

deepest concern is with the quest as the cultivation of a certain state 

of mind in which the developing poet is predisposed to look beyond the 

material towards the spiritual. The poem itself is almost a by-product 

of the quest, hence we have no examples of poems in the novel offered as 
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Cemi's own work. However we can trace the progress of Jos4 Cemf through 

childhood towards poetic awareness with great accuracy. As Ortega has 

said, in a most interesting article, "toda la novela vendria a ser el 

debate y el descubrimiento de un cauce que conduce al hallazgo y formu- 

laci6n de una concepci6n de la realidad a partir de la poesfa. " 8 The 

theme of the spiritual journey has been noted by G. P6rez Firmat, who 

sees many parallels with Dante's Divina Commedia, not least the Italian 

title common to the novel and the third section. He compares the habits 

of the two protagonists: 

like Dante ... he[Cemi3 is continuously a wayfarer, 
un caminante. As a child he is seen walking home from 
school; during his days as a university student he ha- 
bitually strolls through El Prado .... As in the 
Divina Commedia, the act of walking bec q mes a metaphor 
for the spiritual journey of the soul. 

Josd Cemi is the focal point in the novel around which everything else 

revolves, awaiting his attention. He is an image of Lezama: "cemi, un 

idolo, una imagen. " 10 
The early chapters of Paradiso (1-7) reveal 

how Ceml' is chosen for the quest. 

In the opening pages of the novel, the reader finds Cemi floundering 

in the midst of a crisis, with only the ministrations of anxious servants 

to assist him. The descriptions of the asthma attack are interspersed 

with others of the house and the inhabitants are named in connection with 

the rooms they occupy. As a result, we can deduce that the victim of 

the attack, a five year old boy, is Jos6 Cemi, but during the crisis he is 

referred to only as niTio, criatural garz6n, muchacho; he is an anonymous 

being, fighting for his life. At the tender age of five years, Cemi is 

already marked out as different by his irregular breathing and his mys- 

terious ronchas: "Mie7ntras las ronchas recuperaban todo el cuerpo, el jadeo 

indicaba que el asma le dejaba tanto aire por dentro a la criatura, que 

parecia que iba a acertar con la salida de los poros. " (1,6) His major 
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difficulty is one of expression, because so much air (childhood impres- 

sions or ideas? ) is bottled up in his little body and Baldovinia says 

of him: "no quiere o no sabe Ilorar" (1,10). The rhythm of his breath- 

ing prevents him from expressing himself freely. Ortega points out that 

it is only in the final image of the novel that Cemi discovers his ritmo 

hesic6stico: "Este proceso de la conquista de la realidad por la poesia 

es un ciclo ... que empieza en la primera imagen de la novela y concluye 

en la 61tima imagen.... " 11 
Two distinct types of imagery run througý- 

out the scenes depicting Cemi's illness; the first relates to Christianity 

and the second to magical rituals of initiation. They are very closely 

connected and radiate from the would-be witchdoctors, the servants. The 

first cure, suggested by the orderly and Truni, is the more easily under- 

stood since it has a certain logic - alcohol would have the effect of 

temporarily cooling the offending area - and its advocates stand around 

draped in blankets like the cloaks of officiating priests who are in "la 

misma posici6n de la huida" (1,6). The parents seem to have fled from 

Cemi also, leaving the servant "cumpliendo las 6rdenes de sus seffores en 

huida" (1,5) although she is almost overcome with horror herself: "el 

afgn que ya tenfa de huir" (1,6) and imagines the ugly blotches on the 

child's body to be contagious: "como animales que eran capaces de saltar 

de la cama y moverse sobre sus propias espaldas" (1,10). Baldovinia, 

most probably a character inspired by Baldomera who worked for the Lezama 

family, sees that even the most sensitive areas of the child's body are 

affected: "vio los muslos., los pequeVos testiCulos Ilenos de ronchas que 

iban agrandando ... " (1,5). It is noteworthy that the areas most 

closely connected with reproduction (a form of creativity) are particular- 

ly marked. This may symbolize Cemi's potential for creativeness of a 

different kind, that is in poetry. 

All who observe the physical evidence of Cemi's unusual condition 
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wish to flee, as from something incomprehensible or evil. Only Baldo- 

vinia, in her compassion, controls the impulse, and when she finds the 

drops of alcohol and her frenzied massaging to be of no use, she finds 

another possible remedy. Holding the lighted candelabra close to the 

child's skin to ascertain her degree of success with the "planazo mAgico" 

(1., 10) she drops some hot wax: "una gruesa gota de esperma se solidifi- 

caba sobre su pecho ... 
" (12 10). Seeing that the drops serve to cover 

the blotches at least temporarily, she allows more to fall: "Encristaladas, 

como debajo de un alabastro., las espirales de ronchas parecian detenerse, 

se agrandaban y ya se quedaban alli como detrds de una urna que mostrase 

la irritaci6n de los tejidos" (1,10). The blemishes do not disappear2 

but they become immobile and appear less widespread until the child moves: 

"Al menor movimiento del garzdn, aquella caparazdn de esperma se desmoro- 

naba y aparecian nuevas, matinales, agrandadas en su rojo de infierno, 

las ronchas ... " (12 10). Arguing in favour of the existence of "el su- 

strato edipico de la novela". E. M. Santl has noted that Josd Cemi lacks 

a middle name whilehis father is Eugenio, "el bien nacido. " 12 
Assuming 

that Josd Eugenio represents "el sentido mismo, el centro, la autoridad, 

el orden del discurso, la razdn de ser, " Santi postulates that "Esas 

espermas rgotas de cera derretida y liquido seminali provienen de una 

vela encendida, de una especie de falo presencial, que ilumina la primera 

escena en ausencia del padre y que permite ver bien al que no es 'bien 

nacido. ' "13 The references to flight and absence which I have noted would 

support this interesting conclusion. As to the nature of the droplets 

of sperm or wax, Santi believes them to be "gotas de sabiduria, de sen- 

tido pleno, de patria potestad, de Presencia, que ahora se malgastans se 

dispersan ... no pueden Ilevar a cabo ninguna in-semi-naci6n. " 14 

I too consider this to be the general meaning of the passage, but would go 

further by saying that the image of wax/sperm covering the blemishes of 
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the son depicts the father's desperate attempts to integrate him into 

normal rhythms of breathing and behaviour, attempts which are later re- 

vealed in detail. The sperm represents the father's natural vigour and 

good health, expressed in his active life, a way of life which he tries 

to impose on a more contemplative (but not necessarily homosexual) soul. 

Santi suspects that the final leave-taking of the blemishes is described 

in a significant way: "Las ronchas habian abandonado aquel cuerpo como 

Erinnias, como hermanas negras mal peinadas ... " (IP 15). He points out 

that the Erinnias were "las Furiaso Eumenides, cuya funci6n, entre otras, 

era la de castigar a los parricidas, " and compares this occurrence with 

another which takes place after Cemi has overheard the story of Dolffa 

Augusta's disinterred father: "Esa noche volvieron las pesadillas a cabal- 

gar de nuevo las Erinnias" (1., 196). 15 
There may well be an element 

of withdrawal from Josd Eugenio and all he represents revealed in the 

child's dreams, which will be examined presently. I feel that much more 

evidence is required before what Santi calls the "teoria del texto" can 

be accepted: "una po4tica de la oscuridad sem9ntica como la dificultad 

de la transfiguraci6n del hijo en el padre, de la copia imperfecta en el 

original, de la repetici6n en la presencia-en-si, y de la imposibilidad de 

que los dos pueden coincidir en a1916n espacio o momento. " 16 
According 

to this idea, Paradiso would be a novel dedicated to showing how the past 

and present cannot usefully interact, even to the extent of deliberate 
I 

misquotation within the text to illustrate the point. There would be a 

cycle of replacement and renewal which one could trace throughout the 

novel,, a point well worth considering as we proceed. 

Returning to the dismal scenes Baldovinia has hastened to beg more 

advice from Zoar and Truni. Truni has thrown a sheet over her head, thus 

enhancing her previous similarity to a nun or priests draped in robes. 

The distressed Baldovinia is like "una disciplinante del siglo XVI" and 
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Zoar's body appears to become like "un escaparate de tres lunas" which 

suggests vividly a church window symbolizing the trinity. The atmosphere 

is laden with the overtones of a Christian rite: "Truni, Trinidad, preci- 

saba con su patroniMico el ritual y los oficios. Si., Zoar parecia como 

el Padre, Baldovinia como la hija y la Truni como el Espiritu Santo" (1,11). 

Ortega regards this grouping as the first example in Paradiso of a re- 

curring motif: "la trinidad aparece como grupo de complementarios a lo 

largo del texto" and is only the first of "los sucesivos desplazamientos. " 

The three servants are thus replacements for the elements of the trinity 

and for the absent parents; and "el mismo Cemi estA desplazado de la figu- 

ra trinitaria porque A autor nos habla de la. hija y no el hijo (Cemi).... " 17 

The child is excluded and therefore I feel that he is intended to represent 

here fallen Man, whose task it is to gain his own reinstatement to a state 

of innocence. Ortega himself suggests that the image of the sick child 

is "la alegorl'a del nacimiento mismo, una imagen del hombre escindido de 

la divinidad por su. misma naturaleza humana.... " but does not follow up 

this idea because he feels that there is no implication in the chapter of 

the concept of original sin. 
18 

It seems to me, however, from my study 

of Jos6 Maria's dream depicting a tree connecting Heaven and Earth with 

the lamb sleeping beneath, paralleled in the story of Juan Izquierdo's 

fall from grace within the Cemi household, that every image in the opening 

chapter leads the reader to this conclusion. Lezama offers us three 

distinct pictures of the fall from Grace in case we require variations on 

the theme to clarify the issue. CemPs illness, as M. Fazzolari has 

said: "abre la novela como un heraldo que llegara a anunciarnos el destino 

poftico de su protagonista ... lo hace morir y resucitar en cada ataque.... " 

In addition "Las ronchas ... son signo tambi4n de una piel extremadamen- 

te sensible que prefigura la comuni6n con las estrellas, pues recu6rdese 

que 'las atracciones entre los seres y las cosas jankis se producen entre un 

poro y otro poro, sino entre los poros y las estrellas. ' ' 19, 
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Cemf is destined to communicate with higher levels of reality; the 

blemishes on his skin mark him out from all others. Even his initials 

may be significant2 according to Ortega: "pues cuando Licario encuentra 

por primera vez a Cemi - encuentro que fundamenta su destino de figura en 

la novela - lo reconoce por las iniciales J. C. IParalelismo entoncesp 

del destino po6tico con el de Cristo como hijo? " 20 
This can be supported 

quite well from the text: Zoar picks up the languishing child "como un 

San Crist6bal" (1,, 12); the incantations are accompanied by the crossing 

of the arms before and behind the child; the kisses which Truni places in 

the centre of the crossed arms recall the kiss of Judas which marked out 

Christ for death; the child sees the whole ritual as something which si- 

gnifies that other people will shun him: "Ahora se me quedardn esas cruces 

pintadas por el cuerpo y nadie me querrd besar para no encontrarse con 

los besos de Truni" (1,13). It is interesting to note that the child 

does seem to begin his recovery after the ritual has taken place, in a 

kind of acceptance of his condition. This is shown by Baldovinia's won- 

dering remark: "Como un pequeffo c1rculo de algas,, que primero flotasen 

por tu piel y que despu6s penetrasen por tu cuerpo ... 
" (it 13) which 

seems to imply that the býemishes are an outward sign of the inner con- 

dition. There appears to be a link between the "gran aguacero de oc- 

tubre" and the child's "copiosa orinada" (1.13), since both result from 

a build-up of pressure which is then relieved. Juan Izquierdo suffers 

the wrath of. his employers and the storm simultaneously; Baldovinia fears 

that Cemi will disolve in his own urine and be absorbed into the rain- 

storm; both have fallen from Grace and are reinstated after a period of 

banishment and this is made clear in Cemi's case by the use of a most 

appropriate biblical image: "la imagen de la mallana que nos dejaban era 

la de todos los animales que salian del Arca para penetrar en la tierra 

iluminada" (1,15). The Latin American reader might also recall the 
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story of Creation in the. Popul Vuh, in which the gods destroy the results 

of their first attempts to make men in a great flood. Like the God of 

the Jews, they are angered because their creations "En su torpeza no com- 

prendieron tampoco la presencia de los dioses.... , 21 
The world-wide 

legends of a flood celebrate a new beginning for Man, as does the example 

of Christ; so it is here: "el polvillo de la luz ... comenz6 a des- 

lizarse en su cabellera" (1.16). A halo of golden light surrounds the 

restored child. The means of restoration have followed Christian patterns, 

but the aura of a pagan, magical ritual is very marked: Zoar is "el he- 

chicero"; there is fear of the powers of Nature, so great that Baldovinia 

begins to tap out a beat reminiscent of the Negroes'magical drums to ward 

off death; much of the magical and Christian ritual is blended in much 

the same fashion as it is in the'TrA*ffigo brotherhoods' ceremonies in Cuba. 
22 

To sum up,,, l think that Cemi is closely bound to the figure of Christ 

in his role as a mediator between Man and God. Lezama clearly sees the 

poet's duty in a similar light and the task is an honourable but onerous 

one. The difficulty in breathing caused by asthma echoes the problems of 

poetic inspiration and expressionp and there is much suffering involved 

before the union with wholeness attempted in Taoist "foetal" breathing 

exercises can be his. Cemi has been chosen by the circumstances of his 

family, by an accumulation of hereditary characteristics, and the crisis 

that we witness is his first confrontation with his own uniqueness; and 

yet, if he but knew it., he is not alone in his suffering. Eliade has 

made a study of "Illness and Initiation" and states that 

Even when the office [of shamanj is hereditary,, the 
election of a new shaman is preceded by a change of 
behaviour: the souls of shaman ancestors choose a 
young man out of the family; he becomes 

... drea- 
my ... has prophetic visions and$ !ý some cases, 
attacks that leave him unconscious. 
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Cemi's asthma attacks certainly leave him unconscious and the necessary 

drugs make him dreamy. In the shaman or interpreter of the spiritual, 

it is a sense of isolation which brings on illness: 

The precarious state and solitude incident to every 
illness are ... aggravated by the symbolism of the 
mystical death: for to assume the supernatural "elec- 
tion" is to be filled with the sense of being abandoned 
to the divine or 2 ýemonic powers; that is, Aoomed to 
imminent death. 

Each asthma attack has this effect on the child., and the blemishes in- 

crease his conspicuousness. However, this process of election does not 

really become conscious in Cem. 1 until after his father's death, coming 

as it does just at the beginning of his adolescence. The first chapter 

in Paradiso is intended to prepare the reader for Cemi's special future 

task, and is followed by a prolonged study of the family tree which I 

believe to be an image of "a symbolic ascent to Heaven by means of a tree 

or post" and of"Ethe shaman's3 journey right to the foot of the Tree of 

the World. ., 25 
This same tree appears in Josd Maria's dream. The 

chosen one undergoes a great crisis, descending from the Heavens to the 

depths. Eliade says that this is because "thesymbolic return to chaos 

is indispensable to any new Creation.... , 26 
In Cemi's case., this means 

that he will only be able to "create" when he has explored and mastered 

his own internal heaven and hell, having accepted his own natures what- 

ever that my be. The result will be that after "all these trials, the 

sensory activity of the 'elect' tends to become a hierophany: through the 

strangely sharpened senses of the shaman., the sacred manifests itself. " 27 

It seems to me that Cemi's illness presents all aspects of this phenonenon 

in miniature. 

By the time that Cemi is reintroduced in chapýter V19 the reader is 

forewarned with the knowledge of his inherited characteristics- We know 

little of the intervening years and when Cemi reappears he is still five 
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years old, as in the first chapter. What has been made clear, however, 

is that "todos manejaban el arte de la conversaci6n, de la narraci6n, y 

de la paremiologia. La tradici6n oral que nos fue transmitida enrique- 

ci6 nuestro inconsciente. " 28 
These are the words used by Lezama's 

sister to describe family life in her childhood. Cemi is also deeply 

impressed by family conversations and memories and is mentioned briefly 

as a silent witness, from time to time: "Jos6 Cemi habfa oido de ni-no a 

la senora Augusta oa Rialta oa su tia Leticia decir ... allA en 

Jacksonville" (1,61) or again "esa palabra de 'oidor', oida y saboreada 

por Jos4 Cemi como la clave imposible de un mundo desconocido" (1,61). 

He is continually being initiated into his own family's history and 

values., a suitable lesson for a shaman or seer since he is "the principal 

custodian of the rich oral literature. " 29 

The child is to be the victim of three submersions in cold water, 

while Violante suffers a fourth which almost proves fatal. Elements of 

these horrific incidents are combined in Cemi's mind to produce night- 

marish fancies which reveal his deepest fears. The tensions which lead 

to Cemi's trauma stem from his father's disappointment in him and his na- 

tural desire for fatherly approbation. The two are contrasted: 

Josd Eugenio expansionaba su pecho de treinta afios, 
parecia que se fumaba. la brisa marina, dilataba las 
narices, tragaba una dpica cantidad de oxigeno, y lue- 
go lo iba lanzando por la boca en lentas humaredas 

Pero enfrente vela a su hijo de cinco a-nos, 
flacucho, con el costil! 4r visible, jadeando cuando 
la brisa arreciaba, hasta hacerlo temblar con disi- 
mulo ... (Ip 177). 

The contrast is made in terms of their breathing capacities; the father 

fills himself with life-giving air, enjoying nature's bounty; the child 

is over-sensitive to the same elements, and unable to expel air in a 

normal rhythm. This is meant to indicate that he cannot turn his expe- 

riences into words, so A method of coming to terms with reality has to 
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be found: "En el sueffo gira, se desespera, quiere escribir en las almo- 

hadas ... se despierta como si hubiese salido del infierno. ýQu6 es 

lo que ve en esa excursi6n? Siente el sueiro como un secuestro ... 

Cada sueffo que no puede contar3, lo ahoga, ahi estd ya el asma" (1,182). 

The terms which Rialta uses to describe Cemi's distress remind the reader 

of Cemi's first crisis. They also echo Eliade's account of the necessary 

spiritual journeys of the shaman, down to hell. As Gimbernat de GonzAlez 

has said: "El sueffo es escritural es traducci6n a un sistema nuevo. El 

ritmo desajustado, presencia del ritmo sistAltico, de la disnea, es fruto 

##30 de lo no contado... . In his dreams, the child descends to a darkq 

unknown world, which is, in fact, his own psyche. 

In the first incident, in the canoe., father and son are watching 

each other all the time: "miraba a su padre con astucia, para fingirle la 

normalidad de su respiracidn" while his father draws attention to the di- 

sability: "4No notas extraTfa la respiracidn de Joseito? Fijate que 61 no 

respira igual que tfl .... Cuando se pone asi me intranquilizo 

(1. % 177). The father's concern is tempered by irritation, to the extent 

that he is prepared to risk the life of Violante, his favourite, in th-- 

murky pool at El Morro to show off his healthier child: "Queria evitar 

la vulgaridad tragic6micag de que comenzaran a darle recetas, p6cimas y 

yerbajos" (1,179). The finger from which Cemi dangles in the water 

beside the canoe is "su indice hecho a ejercer la autoridad" (1,177) 

and it is like an anchor., revealing that Cemi looks to his father for 

guidance and support. It is withdrawn at precisely the crucial moment 

and Cemi is left to sink or swim in the little whirlpool. This seems 

to me to be a symbolic representation of Jos4 Eugenio's death, which 

takes place at the onset of Cemi's adolescence. It is noticeable that 

Cemi expresses no anger towards his father but remains the silent victim., 

trying to confort the would-be teacher: "le daba palmadas a su padre., 
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asustado ahora por su susto" (1,178). At El Morro., "Se vela que a Josd 

Eugenio Cemi le molestaba mostrar a su hijo con el asma 179) and 

in a heavy-handed attempt at joviality he tells the children that sharks 

frequented the pool in former times. Cemi is naturally transfixed with 

horror at the "Motivo para sustentar muchos &Vios de pesadillas. 11 as it 

becomes, especially as he is witness to Violante's peril. Again, there 

is much imagery evoking the descent to hell; Violante is likened to Eury- 

dice; her rescuer is Poseidon; she is fished out with "largas varas con 

tridentes" (1,179) which could refer back to the river and sea god, or 

to the devil's trident. The latter is more likely, for in one of Cemi's 

anguished dreams he equates "el perd6n" (release from the subterranean 

hell) with "el despertar" (release from his dream). The quest is also 

evoked by the phrase "no encuentro la piedrecilla". which is the seed of 

wisdom or understanding. It is in this passage that a vivid image of 

the fish appears: "los tiburones ... la plata sagrada de sus escamas y 

caudas" and "los tiburones dormidos flotan ininterrumpidos en el aceite 

de sus musculos abandonados a la marea alta ya la f laccidez" (1.179). 

The effect on Cemi is noticed by Rialta: "observ6 que se llevaba las manos 

a los ojos como queriendo rechazar una visi6n" (1.181). The expe- 

rience has already become a vision. The conversation between the an- 

xious parents touches on the sources of CemPs problem, its hereditary 

nature, possible remedies and its one possible benefit: "es una enfer- 

medad protectora como una divinidad. 

tra todas las enfermedades" (1., 182). 

El que la, tiene, se inmuniza con- 

It is seen as a Triark of divine 

favour instead of a curse., in the same way as the poetic disposition 

whicb now isolates him will later be a great gift. His mother has noted 

already that his company is much sought by his friends when he is well. 

It is now Josd Eugenio's turn to try some sympatetic magic, plunging his 

son into the bath of ice to cure a fright with a shock. The third 
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submersion is the most obvious ritual: "La escena tenia algo de los an- 

tiguos sacrificios" (1., 183) and it is the climax of Jos6 Eugenio's 

attempts to restore Cemi to a normal rhythm of breathing, which would 

reassure the father that the son was not radically different in both 

body and mind. Neumann describes a similar phenomenon: 

The pre-Christian plunge bath signifies return to 
the mysterious uterus of the Great Mother and its 
water of life. The plunge bath ... became in 31 
Christianity the baptismal bath of transformation .... 

Ancient gods have been held responsible for sending floods to wipe out 

their unsatisfactory creations and it seems as if the intention is to 

first cleanse and then bless with a new life,, both physical and spiritual. 

This is the purpose of the Christian baptism and, according to Eliade, of 

the future seer or shaman's initiation, which requires a descent to the 

depths, here symbolized by the immersion of the child. The elements of 

destruction and re-creation are both present in the symbolism of these 

scenes. 

Cemi's long and involved dream of the fish is woven around his 

father's inept efforts to "save" him from his condition and his mother's 

acceptance of it. It is she who refers to the illness as a blessing in 

disguise, she who deals with the aftermath of the father's well-meaning 

blunders: "Rialta penetr6 en el batio con la confianza de que iba a eranen- 

dar los yerros de su esposo" (1.184). There can be no doubt that Cemi's 

relationships with his parents are problematic. It may be useful to 

summarise the dream briefly. Cemi is in the depths of a troubled sleep, 

his arm hangs extended over the bed, sweating profusely, and presently 

curls up over his chest. He glimpses his father in his uniform, bowing 
J 

courteously before Doifla Augusta's house. This vision fades and is re- 

placed by the sensation of losing grip of his father's finger, as in the 

river, accompanied by an apparent loss of consciousness. A broad pink 
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fish leads him to the safety of a gentler rhythm of breathing and thereafter 

it is his mother who dominates the dream) in the form of a starfish which 

pulsates in the presence of the fish producing a white tegument. Along 

the tegument, little dwarves or elves with long white hair come merri-ly 

into a wooden cabin, in which Rialta presides over a long table covered 

with platters. The child's arm continues to expand and contract and he 

witnesses again Violante's disappearance down the fearful hole, but now 

he sees his mother on the edge. The dwarves become active again, bur- 

sting in over the sill in one direction, then suddenly, many of them 

exit once more as the door opens of its own accord. Those remaining 

inside wear red waistcoats with blue buttons, and they tap out special 

rhythms to settle into their new home. Cemi's arm now relaxes on the 

cool stone floor, as if he is aware that it is his mother who governs his 

existence and baptises him in soothing water. Each dwarf now goes to 

his rightful position where the platters contain fish with faces like 

that of Rialta. They seem to be nestling into the walls, forming a kind 

of Marian retable. The child awakes in a much happier state of mind: 

11como si sobre sus mds oscuros regiones, el mediodia hubiese comenzado 

a predominar" (1.187). 

The most interesting piece of work,, to date, on the above passage 

has been done by P6rez Firmat,, who believes that the dream is but one 

element in a web of homosexual imagery and themes in Paradiso: 

The psychoanalytic background of Cemi's sexual ambi- 
valence is well-defined. According to Freud, Stekelt 
Irving Beiber ... male homosexual tendencies are 
often the result of a child's fixation on the mother 
coupled with a fear of an authoritarian or aloof faSýer. 
E ... I The childhood of Cemi repeats this pattern. 

There is no denying the fact that Cemi's experiences with his parents 

would provide the makings of a Freudian text book case. This in itself 

should put the reader on guard, if only because it is too obvious. 
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Lezama has said: "el cristiano puede decir, desde la flor hasta el falo, 

este es el dedo de Dios"-words which he puts in the mouth of Cem! (1,425). 

Being able to see a higher meaning in all things could also be a gift of 

the poet, and so the reader must dig deeply to understand Lezama's inten- 

tions in Paradiso: "su raiz es innegablemente ecum6nica, es cat6lica ... 

si algdn autor se ha caracterizado por la gravedad de su obra he sido yo. " 33 

So what can be the purpose of what seems to be a passage laden with se- 

xual overtones? I agree with Hrez Firmat in that the fish and the fin- 

ger are Josd Eugenio and that Rialta is the rescuer. The union of Rialta 

and the child appears to P6rez Firmat to be "the ultimate consequence of 

Cemi's Oedipal fixation: the desire to copulate with his mother, " and he 

explains his evidence carefully: "As in copulation, both parties move 

rhythmically and become as one"; the orgasm is symbolized by the entry of 

the dwarves into the house, the rigid arm is the phallus and the perspi- 

ration is the sperm; "The banquet that goes on inside the house is another 

symbol for the satisfaction of the sexual drive. " Pdrez Firmat continues: 

As in copulation, some midgets/sperm remain inside the 
house/vagina and some do not. [ ... I those who remain 
are the ones wearing red vests E... ] red is the colour 
associated with lust C ... 3 the suggestion of coitus is 
maintained by repeated references to rhythmic motion: 
the midgets that descend on the tegument are "ri6ndose 
en su vaiv6n" I ... 3 the midgets dance while discovering 
the secrets of the house (the sperm exploring the vagina). 

Finally, this critic sees the relaxation of Cemi's hand as "the post-or- 

gasmic detumescence of the penis" and the movements of the midgets from 

one room to another as "the passage of the sperm from the vagina into 

the uterus where the ova/fish are fertilized/eaten. " 34 

Whilst this interpretation my add to a fuller understanding of the 

textv it does not reach right to the heart of the matter, so I pTopose 

to re-examine the dream, bearing in mind the imagery of descent and 

initiation so far uncovered. Lezama has interwoven Cemi's daytime 
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trauma with what appears to be part of the children's fairytale of Snow 

White and the Seven Dwarves. It is most certainly the dream of a child 

who needs "to restore Cthe3 psychological balance by producing dream 

ma terial that re-establishes, in a subtle way, the total psychic equili- 

brium"; these are the words of C. G. Jung, on the subject of the general 

function of dreams. 35 
Cemi needs to resolve his confused relationships 

with his parents. In the dream, the entry of the dwarves into the little 

cabin C'una casa de madera, como de cazadores canadienses"; 1,185) re- 

presents the "hut for initiations" which Eliade notes to be common to many 

nations and which he says "symbolizes the maternal womb"; hence the entry 

of the future seer into the hut implies his descent into death and his 

return to the womb in the foetal condition: "the candidate's regression 

to the pre-natal stage is meant to render him contemporary with the crea- 

tion of the world; he no longer lives in the maternal womb as he did be- 

fore his biological birth, but in the cosmic Night and in the expectation 

of the 'dawn' - that is, of the Creation. " 36 
The healing powers of such 

a return to the womb were believed to be very strong, and this healing 

process seems to have its effect on Cemi, who awakes refreshed to a new 

dawn: "pudo ver por primera vez a su barrio en la madrugada, cuando la 

retirada de la brumosa y bostezada placenta nocturna deja a la arcilla ya 

las piedras de las casas bondadosamente lavadas ... 
" (1,187). He sur- 

vives his night of illness in the first chapter in the same way, since 

he awakes bathed in a golden halo of light, on a morning reminiscent of 

the end of the biblical flood, symbolizing God's forgiveness, or the 

return a new beginning. I feel, therefore, that while Cemi's dream may 

possibly reflect the child's total identification with his mother by the 

use of the imagery representing a physical union, there is a greater 

probability that it represents a successful symbolic death and mystical 

rebirth of the child destined to be a poet. It is successful in 
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contrast to those "deaths",, imposed by the fatherwhich have ended in 

hasty rescues and withdrawals from the point of danger. 

What Cemi witnesses here in his dream is, in a sense, his own con- 

ception, rather than his copulation with his mother. It is clear that 

the marriage of Rialta with Josd Eugenio is a sacred event, unbesmirched 

with any taint of sexual desire, that it is a marriage of concepts. 

We know nothing of the couple's intimate relationship and it seems to 

me that Cemi's dream places the marriage on a ritual level once more, as 

the child struggles to come to terms with his own being, examining his 

own inherited characteristics. Lezama has gone to great lengths to 

enumerate these characteristics as they occur in members of Cemi's fa- 

mily tree., both Cemis and Olayas. He has in fact devoted the better 

part of five chapters to revealing that the Cemis embody the active spi- 

rit in Man and that the Olayas are contemplative and more passive. He 

even goes so far as to picture these features in the physionomy of some, 

such as Eloisa's fine, English lips and Josd Maria's powerful head and 

short, bull-like neck. The regal air shared by Rialta and her mother 

signifies their susceptibility to the influence of the spiritual, of 

higher reality. Finally, Jos6 Eugenio expresses his vigour and his 

slightly aggressive nature in his hearty laughter while Rialta possesses a 

gentle2 inspiring smile2 of which Jos6 Eugenio has said: "Me pareci6 que 

nuestra antigua carcajada necesitaba de esa sonrisa, que nos daba la lec- 

ci6n del espiritu actuando sobre la carne, perfeccionindola 148). 

It seems to me that Jos6 Eugenio represents natural Man and Rialta re- 

presents spiritual Man, the first having recourse to science and ethics, 

and the second looking beyond his material nature to hidden qualities 

of the spirit or the subconscious. One might say, with J. L. Henderson: 

Here we come to that aspect of initiation which acquaints 
man with woman and woman with man in such a way as to 
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correct some sort of original male-female opposition. 
Man's knowledge (Logos) then encounters woman's re- 
latedness (Eros) and their union is represented as 
that symbolic ritual of a sacred marriage which has 
been at the heart of initiation sinc S7 its origins in 
the mystery-religions of antiquity. 

Rialta's smile is a symbol of her female "relatedness" and there is no 

doubt that Josd Eugenio has an active and questioning mind, as shown by 

his chosen career of mathematics and engineering. Jose` Cem! must choose 

between the active and the contemplative modes, he must become "actively 

contemplative" in order to fulfill his eventual role as poet and seer. 

This would require him to combine his "male" and "female" aspects, to 

become fully integrated as an individual, capable of plunging into the 

depths of his psyche and emerging unscathed. His dream grapples with 

these problems of the Unconscious. 

The image of the child's arm extending and contracting may remind 

the reader of Lezama's description of his childhood dream of reaching out 

for the other hand, which he explains thus in "Confluencias": 

No solamente esperaba la otra manog sino tambi6n la 
otra palabra, que estA formando en nosotros un continuo 
hecho y deshecho por instantes .... Saber que por in- 
stantes algo viene a completarnos., y que ampliando la 
respiraci6n se encuentra un ritmo universal. Inspira- 
ci6n y espiraci6n que son un ritmo universal .... Lo 
que se oculta es lo que nos completa .... El saber 
que no nos pertenece y el desconocimiento que nos per- 
tenece forman para mi la verdadera sabiduria (11,1210-11). 

The hand reaches out to the unknown, in the threatening night, and what 

it seeks is the creative power of language. Finding true knowledge is 

equated with joining the balanced rhythm of the universes as symbolized 

in the natural rhythm of breathing. The arm seeks "una casi invisible 

salvaci6n" (1.184). in Cemi's troubled sleep., It is bathed in a cold 

sweat which "coincidia con la respiraci6n,, que se hacia m6s dificultosa 

y anhelante" (1.184). so that Cemi's anxiety increases as his arm gropes 

about in vain, and the sign of his troubled condition, an asthma attack, 
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appears. It also reveals his divorce from the natural rhythm of the 

universe, sought by Lezama in his childhood dreams in the form of self- 

expression in language. Cemi now seems to be swimming about in "el 

acuario del suelYo, " reminding us of the river scene when he almost dr-own- 

ed. Just as he glimpses clearly his father bowing to his grandmother's 

house (resignation? ), like a suitor come to call on Rialta, he is sucked 

into a vortex and seems to lose consciousness. This may signify that 

Cemi has moved into a time preceding his own birth,, to the time of his 

parents' courtship. It strongly suggests a descent into the unknown,, 

and certainly into darkness: "parecia como si le pusiesen una mano frente 

a los ojos3, entonces una ola oscura y con cuernos ... 
" (1,184); the 

latter seems like an image of the devil and hell. The child's rescue by 

a second fish could be his father's remorse at nearly drowing him. The 

second fish's laughter (one of Jos6 Eugenio's characteristics) is not 

unkind, for it protects the child's finger just as his father has initially 

helped him to swim. This fish leads Cemi to "unas flotaciones muscineas, 

donde comenzaba la m6sica acompasada, de fino cAlculo, de su nueva re- 

spiraci6n" (1', 185). This could mean that Jos6 Eugenio, who is basical- 

ly well-intentioned towards his son, brings him to Rialta for comfort and 

that the child is more at ease in her company, because their characters 

have more in common. The rhythm is that of balanced breathing, foetal 

breathing perhaps; its secondary meaning may be that of the rhythm of 

sexual intercourse, since the "salvaci6n por la pez" dissolves into "el 

rostro de su madre" whose symbol at this point is a starfish. The inter- 

action of the starfish and the fish who brought Cemi to her may very well 

represent the sexual union of his parents: "una estrella de mar P que se 

contrafa o expandia a la cercania del pez" (1.185); and by implication, 

his own conception. The role of the fish is momentary and it is soon 

absorbed in an image of Rialta's family tree- "se borraba en el reposo 
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de hojas gigantescas, de visible circulaci6n clorofilica, para metamorfo- 

searse en el rostro de su madre" (1., 185). This image calls to mind 

the concept of the Earth Mother and her consortp but I will postpone an 

examination of this aspect of the relationship for the present. Josd 

Eugenio's death will effect his withdrawal from the scene and the in- 

creased influence of Rialta, the all-encompassing mother-figure. Jos(ý 

Eugenio is the means whereby the child is brought to the depths, in im- 

mersions, and also in the sense of Jos6 Eugenio's seed being brought to 

Rialta; that is what I think is symbolized by the fish and the starfish. 

I accept Pdrez Firmat's interpretation of the movement of the sperm/ 

dwarves into the house, but I think that the house is a symbol of the 

womb and the dream itself is a return to that womb, or to the Creation. 

I am encouraged in this view by some remarks on the creation myth and, 

in particular, on the "ouroboros", made by Neumann: 

So long as the infantile ego-consciousness is weak 
and feels the strain of its own existence as heavy 
and oppressive, while drowsiness and sleep are felt 
as delicious pleasure, it has n? A yet discovered its 
own reality and differentness. 

As a result,, 

It is in this sense that we speak of "uroboric incest" 
to be understood symbolically, not concretistically and 
sexually. & ... 1. 
Uroboric incest is a form of entry into the motherg of 
union with her. In uroboric incest., the emphasis upon 
pleasure and love is in no sense active., it is more a 
desire to be dissolve and absorbed .... The Great Mo- 
ther takes the little child back into herself., and al- 
ways over uroboric incest there stand the insignia of 
death, sý§nifying final dissolution in union with the 
Mother. 

It is almost impossible to determine whether the rhythmic union takes 

place between Cemf and his motherg or between the mother and father. 

As there are continual references to foetal breathing rhythm which might 
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also be the rhythm of intercourse, and since the entry into the womb is 

an act of creation on the part of the father's sperm and a return to the 

origins,, to the depths of the Unconscioust on the part of Cemi, I would 

say that both a physical and a spiritual union are implied. That of 

Cemi with his mother represents a spiritual oneness, his preference for 

the contemplative mode of thinking, "produciendo un 9mbito donde su re- 

spiraci6n parecia zafar sus cordeles" (1.187). The "blanco tegumento 

algoso" seems to be connected with "la descarga del sudor po .r el canal 

del brazo" (1.185). so it does seem as if the child's re-entry into the 

womb is directly linked with sexual intercourse. Father and child be- 

come almost indistinguishable, but I think this is partly because Lezama 

is using the same symbolism to represent two different types of union. 

The horror of "el boquete infernal de aquella piscina, que parecia buscar 

el centro de la tierra, el infierno de los griegos" (1,185) is a vivid 

evocation of a second death, of the return to the womb. It is unlikely, 

in the dream of a five year old, to be the horror of the vagina which 

Fronesis later feels. One should remember that Cemi regularly suffers 

a simulated death in his asthma attacks, and is predisposed to this type 

of sensitivity, to loss of consciousness and the feeling of falling into 

darkness. Violante is mentioned to give the dream-like sensation of 

observing yourself acting in your own dreams. It is really himself that 

Cemi sees teetering on the brink. The sperm which stay in the womb have 

distinctive markings of red and blue but the colours may only have the 

vague meaning which Pdrez Firmat ascribes to them (red for lust and the 

genital area of the female). When the arm finally relaxes, it is bathed 

in dew, which may represent the moisture of the vagina or the sperm, or 

roc10 may be used as a sign of fertility, even the potential for creation 

which is encouraged by Rialta in her son. His father'has now disappeared 

completely, so the episode could be another fore-runner of the death of 
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Jos4 Eugenio and Rialta's new role as centre of the family. An important 

example of her influence on Cemi is her advice to him after he has been 

in danger in the student riots. Rialta's influence is like "un bautizo" 

(1. % 186), a word which enhances the idea of Cemi as a chosen one. He 

emerges from the depths thanks to his mother, whose face appears in all 

things: "todas las figuras remedan el rostro mariano ... " (1., 187). 

Rialta has become identified with the Virgin Mary which, according to 

P4rez Firmat, "allows him to avoid guilt-feelings by removing his affec- 

tions to a neutral object. " 40 

The same critic has devoted some time in his study of Paradiso to 

equating Rialta and Beatrice, as guides and mentors to Cemi and Dante re- 

spectively. Given the similarity of title that we have noted, it seems 

highly plausible that Beatrice is as a mother to Dante, for she is said 

to look at him "con quel sembiante che madre fa sovra figlio deliro" 

(Paradiso; i, 101-2); and given the ambiguity of sexual roles in Cemi's 

dream, we can imagine Rialta as at least a spiritual mother/lover, whose 

smile introduces Cemi to "un mundo m6gico" (1,198) and "la lecci6n del 

espiritu" (1,148). It seems to me that Rialta's nature as a type of 

the Virgin Mary goes far beyond being a method of guilt transference. 

M. L. von Franz discusses the presence of a female in male dreams as 

follows: 

LThe*dreamer] will discover a female [or male] personi- 
fication of his unconscious Jung called its male 
and female forms "animus" and "anima. " The anima is a 
personification of all feminine psychological tendencies, 
in a man's psyche, such as vague feelings and moods, pro- 
phetic hunches, receptiveness to the irrational, capa- 
city for personal love, feeliýj for nature ... and his 
relation to the unconscious. 

As Rialta is Cemi's link with the Unconscious, and provides much of his 

poetic inspiration,, which can only come from an exploration of one's own 

Unconsciousq the theory of the anima seems particularly appropriate. 
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Von Franz continues by saying that "In its individual manifestationfthe 

character of a man's anima is as a rule shaped by his mother. " 42 

Various types of influence, for better or for worse, are then examined, 

and it is tempting to recognise amongst them one kind of anima which 

seems to have power over Cemi: 

Whenever a man's logical mind is incapable of discer- 

ning facts that are hidden in his unconscious, the 
anima helps him to dig them out. Even more vital 
is the role that the anima plays in putting a man's 
mind in tune with the right inner values and thereby 
opening the way into the more profound inner depths 
In establishing this inner "radio" reception, the 
anima takes on the role of guide or mediator, to the 
world within and to the Self 1: ... ý3 this is the role 
of Beatrice in Dante's Paradiso. 

I would say that this is also the role of Rialta. Josd Eugenio, the 

active part of Man, brings Cemi, the seed, to Rialtaý the contemplative 

part. Both are needed, but the active half is only the initiator of 

the processo a factor which can later be dispensed with. The reader may 

be reminded here of the immobile Chinaman and the manatee, the creative 

void and the image struggling to come into being, the passive "female" 

principle and the active "male" principle. If Cemi is to be a poet, 

possessing intuition and receptiveness to "the right inner values", he 

must go in search of his "female" side. This does not mean that he will 

automatically develop homosexual tendencies, as P6rez Firmat suggests, 

but it my mean that he runs a grave risk of being overwhelmed by that 

side of his nature, as he explores the Unconscious. His great challenge 

in life will be the mastery of all elements so that both sides are held 

harmoniously in. balance. 

The harmonious union of the opposing principles of heaven and earth, 

., 
in tao, "el vac"o embrionario" (II, male and female 1 890), has long been 

the desire of the Chinese philosophers and alchemists who sought the se- 

cret of eternal life or longevity. Lezama describes a process devised 
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by them to achieve this end, in "Las eras imaginarias: la biblioteca 

como drag6n": 

El taoismo establecl'o lo que ellos llaman la respira- 
ci6n embrionaria, que trataba de imitar la respiraci6n 
del feto en la vientre maternal. Al volver a la base, 
al retornar al origens se expulsa a la vejez, se vuelve 
al estado de feto, se retorna al origen. (11,899) 

It could be a description of Cemi's dream, with the new rhythm it brirgs, 

but for the fact that the dream is virtually an unconscious experience 

for the five year old. This is but a preliminary return to the ouroboric, 

undefined Unconscious. Cemi must yet,, like Orpheus, make the journey as 

a fully-conscious adult in order to make the experience his own, prior to 

winning the gift of poetic insight. 

II. Images of Death 

La poesia es algo nids misterioso que una dedicaci6n, 
pues yo le puedo decir a usted que cuando mi padre 

e muri6 yo tenia ocho affos, y esa ausencia me hizo hi- 
persensible a la presencia de una imagen. Ese hecho 
fue para mi una conmoci6n tan grande que desde muy 
nifro ya pude percibir que era muy sensible a lo que 
estaba y no estaba, a lo visible ya lo invisible. 
Yo siempre esperaba algo, pero si no sucedfa nada en- 
tonces percibia que mi espera era perfecta, y que ese 
espacio vacio, esa pausa inexorable tenia yo que Ile ý4 
narla con lo que al paso del tiempo fue la imagen. 

In these moving words Lezama expresses his belief that the death of 

his own father is the major event in his poetic development. It has 

come to represent in his mind the basis of his image-forming capacity. 

Confronted with the inexplicable absence of a person once centrally placed 

in his world3, the child's mind is filled with horror by the sudden empti- 

ness and hastens to eliminate the infinite void with the images formed 

in the course of grappling with the concept of death. Something which 

began as a balm to the child's troubled spirit gradually transforms itself 
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into a great gift for a future poet. In some terrible act of the gods 

the perfect way of life is swept aside; the stability of family life 

is shattered when Lezama's father dies,, and he is forced to seek new 

answers. Paradiso is the story of that quest. Cemi begins by search- 

ing for his father and ends up seeking higher reality through imagery 

which he hopes will provide an answer to death. We have seen how the 

pathetic creature of the first chapter has been marked out for his task 

by his illness which causes his unusual breathing rhythm and isolates 

him from others. It becomes clear that the child's future role is that 

of seer, for his particular circumstances have elected him to cherish 

and protect the family tree in whatever way he can. We have witnessed 

the various rites administered by Jos6 Eugenio, in his attempts to re- 

store his son to his idea of normality; Cemi's dream expresses the dis- 

turbed state of the five year old mind which longs to return to the warm 

security of the womb to escape his father's heartiness and the outside 

world; ultimately the dream of the return to the womb, to the original 

unity, signifies that the child has undergone a symbolic death and re- 

birth at the sub-conscious level. It indicates also, by the withdrawal 

of the father from the dream situation, the complete spiritual union of 

mother and son. Since Rialta has been presented to the reader consi- 

stently as a vessel of the spirit and of Grace, as a Marian figure like 

Dante's Beatrice, it becomes clear that Cemi's preference for the more 

contemplative qualities of his mother denotes his receptiveness to a 

higher level of reality. Cemi's inner mind is already aware that he 

must seek out the "female" element of his nature., using the driving force 

and energy of the "male" element - he must become actively contemplative. 

Rialta will become, in Jungian terms, Cemi's anima; in poetic terms, his 

Muse. Three years before his father's death, the child bears in some 

secret corner of his psyche the knowledge that his choice in life has 



127 

been made. Related so closely to the sacred and spiritual, Rialta will 

naturally expand her influence to fill the void in her son's life, until 

she becomes indispensible to his poetic world. 

Death is no stranger to Jos6 Cemi; it stalks around his bed during 

every asthma attack, while the child floats dreamily in the vapours of 

soporific herbal remedies. He is no doubt familiar with the memories 

of Andresito and old Cambita,, not to mention three of his grandparents, 

all held dear and oft-lamented by those remaining. The various incidents 

in the child's life catalogued by Lezama between the dream of the return 

to the womb and the death of Josd Eugenio are all, each in its own way, 

experiences by which Cemi is compelled to formulate images; almost all 

are images of death. 

Rodrigez Monegal proffers a list of important experiences in Cemi's 

development "desde la muerte y resurrecci6n incesante que se produce con 

los frecuentes ataques de asma de la nifrez" and including "toda esa su- 

cesi6n de instantes de revelaci6n, iluminaci6ng visitaci6n de lo sobre- 

natural que acompallan su desarollo. " 45 
He abandons his task,, admit- 

ting that the very presence of any event in the novel guarantees its 

significance to Cemi. The novel is composed of precious formative 

moments. Ortega regards the novel in a similar light: Cemi's life is 

"una serie de iniciaciones -en el proceso de aprendizaje- C ... J adquieren 

una resonancia de destino casi religioso, presidido por la coincidencia 

de un oficiante - el padre, la madre, el tio Alberto., los amigos, Licario - 
46 

The child is willing to learn from everything he is able to ab- 

sorbývia his senses., but almost all the incidents are beyond his under- 

standing at the time he perceives them. He tends to stumble from one 

to another, somewhat blindly. In rapid succession we are presented with: 

an interview between father and son, with the son's confusion of the terms 

bachiller and amolador; the heroism of the father before his men, faced 
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with bandits; Do? ia Augusta's aphorisms; the exhumation of her father; 

Santa Flora and the Olaya smile; the rustic bedtime stories of Baldovinia; 

the Colonel's death song. We must attempt to uncover Lezama's intentions 

and the hidden meaning of these diverse moments in the childhood of Cemi. 

We must ask: which moments are singled out, and why? 

When Cemi emerges from "la brumosa y bostezada placenta nocturna" 

(1., 187)., the world seems to unfold itself before him with a clarity hi- 

therto unknown. The dream has had its restorative effect and when he 

meet his father downstairs, his heightened senses take pleasure in the 

odour exuded by the book before he becomes interested in the contents in- 

dicated by "el dedo indice del padre" (1,188). The finger is that of 

the Creator, protector and tutor, but on this occasion the lesson takes 

an unexpected turn. Lezama offers here a perfect example of the inter- 

action of two quite distinct phenomena which, on being abruptly juxtap-o- 

sed, strike sparks of meaning off one another. The sudden flash of 

insight attains the level of incondicionado (LGT, pp. 34-5) and an addi- 

tional meaning is born. Cemi's apparent "raro don metaf6rico" (It 188) 

is actually the result of a misunderstanding for the child confuses the 

new names bachiller and amolador when looking at the illustrations. 

Nevertheless$ his combination of the traditional images (the scholar at 

his studies and the knife-grinder surrounded by showers of sparks) provi- 

des a vivid,, new image of that scholar locked away with his dusty books: 

Un bachiller es una rueda que lanza chispas, que a 
medida que la rueda va alcanzando mäs velocidad$ las 
chispas se multiplican hasta aclarar la noche (12 188). 

The new image appears to be an inspired metaphor evoking the gift of wis- 

dom or of poetry2 illuminating the darkness of ignorance and confus. ion. 

Above all, the incident reveals how the unexpected, higher level my be 

reached when two elements of daily reality are thrown together in what 

Lezama calls the. vivencia oblicua (LGT,, pp. 34-5). 
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The Colonel's success in routing bandits in the country districts 

is portrayed as it must have seemed to the small boyv as an act of heroism 

worthy of admiration. The reader is shown thatq despite certain diffe- 

rences between the natures of father and son, the child can still look 

upon the father as a conquering hero who cheerfully defies wrong-doing 

and death itself: "No estaban acostumbrados a las actuaciones de un cubano 

fuerte, viril, que en cualquier latitud donde estuvo, se gan6 la admira- 

ci6n ... 
" (1., 189). Cemi will naturally want to emulate his father, but 

in a different field of action. He will expecially wish to imitate Josd 

Eugenio's lack of respect for death, "la gesta por la que se gan6 la bue- 

na y graciosa simpatia del pueblo de Dios" (1,190). Josd Eugenio is 

never seen in a truly war-like situation at any stage in the novel. How- 

ever we are left in no doubt as to his moral strength and qualities of 

leadership - his potential in any walk of life is immense: "la alegria 

fuerte, que marcaba las lineas de la cara con decisidn dominante ... 
11 (1., 191). 

Cemi once again has the exclusive attention of the womenfolk when 

his father is absent and his mother and Doffa Augusta reign supreme again. 

The grandmother broadens his education by bringing home little figurines 

and precious curiosities, which help to expand his imagination. Words 

and objects are now highly evocative: "vio el camino trazado entre las 

cosas y la imagen, tan pronto ese pueblo empez6 a evaporar en sus recuer- 

dos. Veia, como en un cuadro de Breughel, el pueblo por la maTiana 

(Iq 192). Other works of. art influence the childq including a Venus 

with Cupid. The most impressive aspect of DoTfa Augusta is her prodigious 

memory, which she combines with her aphorisms such as "La caca del hudr- 

fano hiede mAs" (1.194). Lezama defines the effect of this use of lan- 

guage as the creation of a state of awareness in the listener (Cemi) of 

"la presencia de lo nauseabundo contrastado con la del esPlandor" (it 194). 

This might be more clearly seen in the phrase "Eso es como escupir sangre 
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en una bacinilla de oro, " and its ultimate consequence in writing could 

be Lezama's detailed description of the growth extracted from Rialta's 

body, which Cemi observes with fascinated horror in its jar. It is 

beautifully ugly (1,451-2) and the writer dwells upon it. Lezama is 

not averse to poeticising the unpleasant for his own ends, and we are 

shown here how Cemi first experiences such a use of language on a smaller 

scale. Juxtaposition of opposites produces some witty results here but 

Lezama will later expand the notion to encompass even the grotesque, as 

in the infamous eighth chapter. 

Images of a sombre nature soon invade Cemi's conscious mind, on 

overhearing Dofýa Augusta's gory tale of the exhumation of her father. 

She relishes the story, it is clear: "Pero lo que aquella tarde vi reba- 

s6 todas mis suposiciones, todas mis posibilidades imaginativas, sobre 

la linea donde lo irreal pesa mds que lo real y le da como pies para 

andar" (1,195). She can only recall how filled with joy she was at 

the glimpse of a loved-one long dead, even though the vision is shattered 

at once by the effect of the elements. Such a miraculous preservation 

of the outward image of the man inspires DoInTa Augusta: "Nos dio como una 

d1tima orden, que sin poderla interpretar nos Ilen6 y nos recorri6 de 

nuevo" (1.196). Hardly surprisingly, this vision from beyond the grave 

has the power to horrify the young eavesdropper. The nightmare which 

follows involves Cemi in an imitation of his father's military manoeuvres 

on a mysterious plain where forms coalesce and dissolve before his eyes: 

"los cuerpos, en las extensas invitaciones que le hacia la llanuraý se 

trocaban en los polvorosos remolinos y despuds volvfan a rehacerse de 

nuevo en las falsas seguridades de sus acostumbradas figuras" (1,197). 

Memories of his grandmother's story are present in the changing form of 

reality, while admiration for his father causes him to mimic soldiery. 

Santi sees the mimicry as a desire to replace his father, suppressed but 
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appearing in the dream; he rightly draws attention to the introduction 

to the passage (,, Esa noche volvieron las pesadillas a cabalgar de nuevo 

las Erinnias" (1,196) which refers to "Las Furias o Eumenides, cuya 

47 
funcidn, entre otrast era la de castigar a los parricidas. " As we 

have already observed, Santi points out the presence of the Erinnias 

image in Cemi's night of illness. Here, however, the critic links it 

with the Colonel's comments on Cemi's persistent nightmares which he 

(the Colonel) refuses to take seriously: 

para no hacer acopio de laberintos, como despuds, 
desdichadamente, harlan los padres con los hijos, 
convirtiendo una etapa en un sistema y llevando 
aquellos presuntos Edipos de bolsillo a enfrentarse 
con la cara pecosa del siquiatra y comenzando alli 
realmente la danza decapitada de horribles complejos 
(1,200-201) 

Lezama's thinly-veiled reference to Freudian theory is surely a warning 

to the unwary that Cemi's condition of mind is not psychotic. He suffers 

not from an easily-defined oedipal complex, but rather from a poetic in- 

tuition which leads him on inexorably to cultivate those qualities inhe- 

rent in his mother's gentle personality. The Erinnias are mentioned in 

order to implant in the reader's mind the concept of the father being 

replaced by the son; it is present in the child's imagination largely 

because of the image of the preserved corpse crumbling to dust, that is, 

an image of life disintegrating in an instant. 

Santa Flora's waxen perfection exudes an aura of concrete reality 

which confuses Cemi even more, until he is convinced that the religious 

image is the body of the dead saint. Lezama is unusually explicit in 

his description of Cemi's lack of understanding, putting much emphasis 

on his tender years: "iba descubriendo los objetos,, pero sin tener una 

masa en extenso que fuera propicia a la formaci6n de anAlogos ya los 

agrupamientos de las desemejanzas en torno a ndcleos de distribuci6n y 

-de. nuevos ordenamientos" (1,198). In other words,, his immature mind 
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does not yet possess enough information to make the kind of cross-refe- 

rences necessary for successful images and metaphors to be produced. 

Neverthelessq the child is enabled to glimpse the level of higher reality, 

lo incondicionado, in his grandmother's smile: 

Esa sonrisa su imaginaci6n volv'a a 1 inaugurarla cada 
vez que era necesaria una introducci6n al mundo n-Agico. 
La sonrisa que observaba ... no era causal, no era la 
respuesta a una motivaci6n placentera o jocosa. Era 
el artificio de una recta bondad, manejada con delica- 
deza y voluntad, que parecia disipar los genios de lo 
errante y lo siniestro (1,, 198). 

The reader is reminded, inevitably, of Jos6 Eugenio's reaction to the 

smiles of Eloisa and Rialta. The women and the smiles are one and the 

sames mirrors reflecting Divine Grace upon the beggars at the church 

door, their friends and family circle. Even the comparatively young 

Cemi is aware of the secret power of this particular smiles which can 

dispel evil. The regal air and the apparent graciousness which accompa- 

nies it might lead one to think of a contemporary figure such as the 

British royal family's queen mother, who seems to embody both qualities 

in her public image. The child is consciously linking his female rela- 

tives with the world of the miraculous because he notices it most at 

those moments when the women are speaking of awesome subjects such as the 

preservation of a body after deaths religious statues, and works of art, 

all in rich, fluents elegant language. It is no wonder that this exotic 

blend of imagery and death disturbs the child's sleep. Baldovinia's 

stories are quite innocuous but may well have sexual overtones of which 

Cemi is not unaware, although he does not understand them: "Eran sus 

cuentos comienzos de fAbulas, pragmAticas introducidas a la Fontaine, o 

relatos de sangre" (Is 199) which often have hastily improvised endings 

to conceal their true meaning. The Colonel's reaction to Baldovinia's 

reports on Cemi's nightmares is typical and quite in character., for he 

turns Cemi's fear of death into a joke: "Cuando nosotros estibamos vivos/ 
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andibamos por ese camino/ y ahora que estamos muertos/ andamos por este 

otro ... " (19 201). In retrospect, the song is deeply ironic since 

within a few pages the Colonel himself will be treading the other path. 

Cemi's horror at the thought of his father even "playing dead" is almost 

overwhelming and combines with all the other images of death previously 

experienced, in a ghoulish chorus in his mind. He is quite uncertain 

of his father's power to overcome death, despite his earlier admiration 

for him. 

I feel that we must connect Jos4 Eugenio's earlier successful ex- 

ploits with Cemi's feart because there has been an aura of death hanging 

over this chapter, even in the tales of bravado. The wedding of Josd 

Eugenio and Rialta is closely followed by the incident with Don Demetrio', 

in which Jos6 Eugenio, the Colonel, features as the burlador burlado in 

a game of death (1,176). The description of Rialta's defence of the 

Colonel's strawberry plants contains quite alarming images of the tree 

struck down, yet the aftermath is strangely optimistic (the juice of the 

destroyed plants makes mysterious patterns on the wall, natural abstract 

art). Now, instead of a scene of victory, Cemi sees and hears signs of 

tragedy. His father's laughter echoes constantly in the short passage: 

"Le quedaba a6n la vibraci6n anchurosa de la carcajada ... "; "sentia la 

carcajada de su padre ... "; "su padre,, con el disfraz de la muerte y el 

recuerdo de la carcajada tratando de destruir la imagen ... 11 (Ip 201), 

but it is now hollow and rings out in vain. It has always been a sym- 

bol of good health and happiness but now Cemf imagines it being swept 

aside, as in a circus trick: 

como si le remacharan las tablas del entarimado que 
lo sostenfa, y ya entonces cala de bruces, reemplazdn- 
dose el golpe en la frente por silenciosas carcajadas 
de algod6nq que arden con levedad, desprendiendo un 
hurpo como si la. figura antes de hundirse se quitara 
el sombrero, deacuerdo con 14 tradici6n milenaria y 
desconocida, (I, 201). 
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This is a striking picture of a burlador burlado. Lezama does not 

intend us to think of the Colonel's attitude to death as entirely point- 

less, but he shows clearly that he is pitifully unprepared for a reality 

which refuses to be laughed away. The female branches of the family 

tree are much more in tune with rhythms of life and death, and perhaps 

for this reason, they tend to outlive their partners. So$ in answer to 

the question: "Which moments are singled out? ", we see that Cemi's life 

is charted in terms of moments of insight into reality, particularly 

into the nature of death. As to the reason, Lezama wants to underline 

the fact that Cemi learns simultaneously about imagery, language and 

death. He will later employ the weapons of imagery and creative writing 

against death. 

Masks of death have watched over the Colonel at many points in his 

life and it seems that Lezama hopes to direct the alert reader to the 

second chapter, by means of a reference to his early career in Kingston 

and Mexico. In the same paragraph, he reveals finally that Josd Eugenio's 

death is at hand, drawing in other family tragedies which unite the pre- 

ceding chapters: 

Otra vez� la primera en los dias de la emigraci6n del 
separatismo, la familia iba a sufrir un sumergimiento, 
una ruptura, iuna profundizaci6n en la dimensi6n de 
verticalidad tierra-cielo? Lo cierto es que la cat. 4- 
strophe que se aveeinaba, abandonaria la familia a su 
dimensi6n de imagen, de auseneia L ... 3 la espiral le- 
vantada por el padre, al consumirse en el mon6tono 
desesperado destino del hijo, logra realizar el esplen- 
dor de un destino familiar, donde cada uno de los so- 
brevivientes logra prolongar la casi gloriosa visibi- 
lidad de sus misterios ... 

(19 202). 

Lezama insists that the reader be aware of all the ramifications of the 

death, after which,, he implies, the son will replace the father in an inter- 

pretative role. Looking back at the Colonel's early career, in the firm 

knowledge that he is destined to die in the prime of life (aged thirty 
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three years), we appreciate that he is a marked man, rather like his son. 

Examining the imagery carefully, we can see that the death is inevitable 

and even necessary, in the sense that out of loss comes gain on a diffe- 

rent level. What this really means is that as a result of a long pe- 

riod of meditation on his personal tragedy, Lezama has deciphered certain 

patterns within it, patterns which transpose the death on to a mythical 

plane where its poetic potenýtial my be exploited. We have seen that 

certain deaths can be creative, such as that of the manatee, around whom 

were woven many symbols of religious sacrifice. These sacrifices were 

intended to ensure continuing fecundity on all levels of creation, to 

influence the gods. Signs and portents of this sort surround the Colonel. 

Some have been noted in passing, but a brief review of the most striking 

will prove valuable. 

The Colonel appears bearing fruit (a melon) in the early pages of 

the novel, whistling a tune from the "Merry Widow" which we now know to 

be rather ironical. He is surrounded by the colours of fruitfulness, 

green and yellow., "Al acercarse contrastaba el oliva de su uniforme con 

el amarillo yeminal del mel6n ... 
" (1,, 21) and by "el olor natural del 

rocfo" (1,, 22). Rocio, dew from the heavens, is frequently connected 

with both the Colonel and his father; both are men fulfilling the role 

of grafts on to the Olaya family tree, which is almost a matriarchal line. 

It is the great female characters in the family who are especially re- 

called (Mela, Carmen Alate)but Jos6 Maria Cemi is remembered for his 

vigour, symbolized by his strong bull-like neck. Men in the family 

who have died young include Josd Maria Ceml, Don Andrds Olaya, Andresito 

and, by implication the husbands of Abuela Munda, Abuela Mela and Carnen 

Alate. It will soon be the turn of Josd Eugenio and Alberto. The 

women also follow a distinct pattern. All have been blessed with longe- 

vity and are more deeply aware of the spiritual side of life. We have 
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noted that Rialta and Augusta are almost one and the same person, sharing 

all their interests, a special regal smile expressing the miraculous, 

widowhood and responsibility for Jos6 Cemi's education. They represent 

the prevailing female principle and by virtue of their spiritual insight 

they have the most powerful influence on Cemi. The Cemi men seem to 

me to embody many of the main characteristics of the mythical husband of 

the Great Goddess or Earth Mother, as described by Eliade: 

this structure made up of the rainy sky, bull and Great 
Goddess was one of the elements that united all the pro- 
to-historic religions of Europe, Africa and Asia ... 
the greatest stress is laid on those functions of the 48 
sky god in bull form which bear on birth and plant life. 

Similarly, the greatest significance of the Cemif males is in their contri- 

bution to the family tree (fruit of the Earth) which is represented by all 

kinds of vegetation at different stages in the novel. That their role 

is essential is often stressedý for the matriarchal line is helpless with- 

out their power. Jos6 Eugenio, the "sky god"., will express his power as 

"simply an unlimited reservoir of seeds. " 49 
He is the rain watering the 

earth and his seed is Cemi, while the name Eugenio suggests the cultivator 

of the seed. At his death there is a flowing-out of creative power: 

"como, una campanilla que se dilata hasta el rocio de las hojas nocturnas" 

(1,217), at the precise moment that the telephone rings to announce the 

death. This little phrase contains the elements of dew, vegetation and 

the fertile nightP all directly related to Jos6 Eugenio. 

These exalted beings, the embodiment of the life-bringing elements, 

pay a high price for the favours of the Great Goddess: 

They are no longer the creators who make the cosmos ... but simply fecundators and procreators at the biological 
level. Hierogamy with the goddess becomes their essen- 
tial function ... but they never play the leading part 
in them Efertility cultsD , that is always played either 
by a Great Mother, or by a "son", the g98 of vegetation 
who periodically dies and rises again. 
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There is no doubt that women have all the leading roles in ParadisO, but 

the men are indispensible, nevertheless. Women have a certain regal 

presence befitting the goddess and they are archetypal mothers in the 

novel. If the men are gods of a rather ephemeral type such as Attis, 

Adonis and Tammuz, they are doomed. The marriage of Rialta with Josd 

Eugenio is the "hierogamy with the goddess" described by Eliade above. 

Itis anotably pure union, celebrated in great pomp, and many of Rialta's 

characteristics as Great Goddess are emphasized. She is presented as 

the centre or focal point and "ostentaba sonriente el tranquilo rielar 

de la casta Venus" (1,169). Her chastity is unquestioned but the 

phrase "siempre 
... causaria esa impresi6n como de caminar sobre las 

aguas" (1.. 170) must refer not only to her spiritual gifts but must also 

call to mind the traditional representation of Venus rising from the 

waves, as in Botticelli's painting. She is a chaste mother goddess and 

later a Marian figureq embodying the positive aspects of the myth. 

However, in the inevitability of her husband's death, we can see the 

more fearful side of her nature. He is clearly marked out as "el dios 

de las cosechas opimas, que armado de una gran cornucopia inunda las 

nieblas ... " (19 43-44) and is simultaneously "perseguido muy de cerca 

por la muerte" (1,43). The role of god of the harvest brings in its 

wake the role of sacrifice. It must be stressed, nevertbeless,. tbat 

there is no dark side to Rialta's character in the novel and this is be- 

cause the death of Jos6 Eugenio is part of the natural process, a phase. 

in the cycle of life. Eliade explains it thus: 

When the Earth becomes a goddess of Death, it is simply 
because she is felt to be the universal womb, the inex- 
haustible source of all creation. Death is not, in 
itself,, 'a definite end, not an absolute annihilation 
Death is likened to the seed which is sown in the ý? som 
of the Earth Mother to give birth to a new plant. 
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No blame is to be apportioned since the death will eventually be turned 

to good by the son, Cemi. The reader has already seen a character re- 

turn to the womb of creation , on the occasion of the death of Carmen 

Alate, La Cambitat who becomes first like a plant and then like a dried- 

up,, dormant seed. In Jos(5 Eugenio's case the seed is already born, 

but has not received its call to germination as yet. Rialta's stature 

is increased by the death and Lezama does not picture her in any direct 

way as the terrible and cruel version of the Great Mother who is re- 

presented in myth by such figures as Kali or Ishtar. 52 
She will be a 

positive influence upon the psyche of the budding poeý, in the aspect 

of a sacred Muse, like Dante's Beatrice as portrayed by Dante Gabriel 

Rossetti in his "Beata Beatrix"3, or indeed the aspect of the Virgin Mary. 
53 

Nonetheless, she is a demanding goddess in her own way. We shall see 

that Cemf must draw on every resource to fulfil her wishes, all of which 

are designed to assist him in seeking out his own destiny. 

The many masks of death hovering around the Colonel are intended to 

help us bear in mind that premature death is his fate. Mexico is a 

threatening place for him, "un mundo soterrado" (1.48) which he visits 

in the line of duty. It is not so surprising that he should have a pre- 

monition of death there, since it is the land of maize har wast and drought, 

where the god of vegetation bears many attacks made by man and the ele- 

ments. He feels that it is a land filled with images of death which pre- 

vail over all others, through ancient religions and superstitions: "La 

niebla cerrada en un azul nebuloso, de principios del mundo,,, impedia los 

avances de la imagen" (1.49). In other wo rds, the power of ancient 

beliefs almost overwhelms him until his own image of himself is completely 

obscured. His symbolic calling as a god of vegetation, of lifetis very 

strong at this point. Jos4 Eugenio's second unusual experience in Mexico 

is his meeting with the Mexican diplomat. The latter contemplates a 
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precious jewel set in a secret compartment of his gold pocket-watch "como 

un gato egipcio ante un ibis" (1,49). The Colonel chides him for cul- 

tivating greedy, obsessive pleasuresq contrasting his own instinct for 

sharing: "El placer, que es para mi un momento en la claridad, presupone 

el diAlogo. La alegria de la luz nos hace danzar en su rayo" (1,49). 

The secret worship of an idol is shown to be a sterile activity by the 

empty bowing and babbling of the beggar at Cuernavaca, who only occasio- 

nally manages to make his chants coincide with the passing of potential 

benefactors. Animal masks dance around the Colonel at Taxco, seeking 

him out, perhaps as a victim. All these phenomena blend into the dream 

which follows his loss of consciousness in his hotel room. In the ob- 

scure passage there seems to be a struggle between the forces of dark- 

ness and death. % represented by characters from the Popul Vuh$ a6d some 

more benevolent power, signified by the enormous sparkling diamond. 

In the midst of th-is confrontation stands the babbling beggar, measuring 

time into units. Placed at the end of the third chapter of Paradiso is 

a very similar episode in which one of Doff'a Carmen Alate's relatives 

ties to wrench from her petrified hand a ring containing a precious jewel. 

The jewel appears to represent the perfect self - it is the emblem of the 

"adepto que ha alcanzado simult6neamente la sabiduria y la liberaci6n. " 54 

Here it is a symbol of Jose Eugenio's continuing quest and eventual success 

in attaining that wisdom. The fact that this jewel is contained in a 

watch suggests that he too must overcome Time, not by becoming a seed but 

by sharing his knowledge of goodness and gift for living. He too has 

access to visions of a higher plane of reality, believing, we are told 

just before his death, in a kind of Platonic second family: 

Si su conducta se configuraba, adquirra un signo, ei 
s61o hecho de imacinarse que podia causar un desagrado Q 

en esa familia sobrenatural, pero que ei sentia como 
gravitante y real, lo intranquilizaba, le daba un sen- 
timiento de fracaso, de hacer visible s. u debilidad ... 

(Ig 209). 
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His conduct is therefore governed by an ideal, of whichhis earthly family 

is the material representation. By virtue of his ideal "la eticidad era 

el fondo del carActer del Coronel" (1,208). 

1 find it interesting that Cemf should have his first sexual expe- 

rience just before his father's death. It is a purely passive affair, as 

he is pursued by the girlGrac , but it is important as another initiation. 

He is shortly to assume the role of creator, but on the artistic plane, 

and this is the only first-hand experience in sexual matters directly re- 

lated to him. It should be noted that Jos6 Eugenio dies of a disease of 

the lungs, while his son lives with another. This b1nds them even more 

closely together. The legacy from father to son is entirely bound up in 

the unexpected presence of Oppiano Licario, who has already aided Cemi's 

uncle Alberto in his first night away from home. It becomes obvious 

from the conversation at the Colonel's bedside that a friendship has Ch - 

veloped from that meeting and that Licario had always hoped to meet Josd 

Eugenio. If Licario is, as Lezama claims,, "el eros de la absoluta 

lejani'a, " 
55 

then he must symbolize the dawning of the deepen 
I 
ing awareness 

of the distant and miraculous, and therefore of the powers of the creati- 

ve void. When we ci3me to examine Alberto in detail, we will see that 

this is indeed the case. At Alberto's moment of crisis,, Licario deserts 

his friend when the latter gives in to despair. Josd Eugenio is sorrow- 

ful., but never despairing, and so Licario stays to witness his death. 

Rialta is unable to witness his passing because of a twist of fate; her 

absence leads to the dying man's commands being passed on to Licario: 

"Tengo un hijo., con6zcalo, procure ense7n-arle algo de lo que usted ha 

aprend 4 ido viajando, sufriendo, leyendo" (1,, 216). Cemi's father has in 

this way appointed Licario to be his most important tutor,, qualified by 

his experiences of travel, suffering and culture. Licario's character 

is a metaphor representing an awareness of the creative potential of 
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emptiness and the void left in Cemi's world by his father's death: as 

Lezama has stated "esa ausencia me hizo hipersensible a la presencia de 

,, 56 
una imagen. He signifies a quality dormant in Cemi himself, an 

ability to sense hidden truths, a faith in the miraculous, cultivated by 

the female influence; it is closely linked with the faculty of looking 

beyond obvious, concrete reality, in terms of imagery. Every word of 

Paradiso has been preparing the reader for the moment when Cemf receives 

his call. M. L. von Franz has described the phenomenon in a way that 

seems to apply to him: 

The actual processes of individuation - the conscious 
coming-to-terms with one's own inner centre (psychic 
nucleus) or Self - generally begins with a wounding 
of the personality and the suffering that accompanies 
it. This initial shock amounts to a sort of "call". 
although it is not often recognised as such. 

57 

Cemi is deeply wounded by his loss but does not fail his first test. With 

the help of Licario, he remains conscious at his father's bedside and 

looks steadily at the corpse: 

Sinti6 que se anublaba, que se iba a caer, pero ... 
se sostuvo de unos ojos que lo miraban ... con ine- 
xorable fijeza. Era el inesperado que Ilegaba, el 
que habla hablado por 61tima vez con su padre (1,220). 

The fact that the Colonel dies alone, with Licario remaining in the wings, 

means that he has to face the Infinite, the void of death, unaided. 

Licario is,, significantly, "el inesperado. " Cemi's new found strength 

comes, not from any exterior source., but from within. It prevents him 

from "perder el sentido" in more ways than one,, as Santi- points out: 

No significa precisamente que Licario impida que Cemi 
desmaye,, sino tambidn que de esa manera comienza su 
misi6n de recuperar o de "recoger" el sentido mismo 
la raz6n, el lo os 58 que se acaba de dispersar con la 
muerte del padre. 
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Licario disappears from the text until Alberto's death and has no further 

contact with the child until he has almost reached maturity. It seems 

that his influence lies dormant throughout the turbulent period of 

adolescence. 

Jos6 Eugenio's death marks the end of an era of family stability 

and harmony. The family's image par excellence, the tree,, has suffered 

a mortal blow: "Rialta recibfa la m6s sombria noticia de su vida rodeada 

de extraTios ... oyendo como un hacha el viento lento del enero ameri- 

cano recorrer los pinares" (1,218). It is interesting to note that 

both deaths in exile take place in North America ("Pero el abeto norteno 

exigia de esa familia nuevas ofrendas funerales"; I, 218); each time the 

Cuban family comes in contact with this country, it suffers loss and one 

cannot help wondering whether this is coincidence or whether a touch of 

political symbolism has crept in. The most important aspect of the 

death is,, of course, its creative effect upon Cemi's poetic imagination. 

He will now be totally under his mother's influence and she will be his 

spiritual guide in all things. At this stage in the novel, the reader 

is rather perplexed as to precisely how the apparent disaster may be 

turned to the family's advantage. In what way can Rialta and Cemi tran- 

scend Jos4 Eugenio's death and what will be the nature of their relation- 

ship as great mother goddess and "new born" son? 

Cemi's duty is to transform the images of death into images of life 

and resurrection. If. as Eliade says: "Death is likened to the seed 

which is sown in the bosom of the Earth Mother to give birth to a new 

, 59 
plant, ` then Jos6 Eugenio's demise is a symbol of hope. He passes 

away (as the god of fecundity) so that an even greater act of creation 

may take place,, that is, the celebration of the family's history and 

meaning in an art form, Paradiso. It is not long before Rialta provides 

her son with an example of the power of the image to conquer death. 



143 

The children's game of yaquis turns into a sort of mass hallucination 

and appears to be based on an actual event, described by Lezama in an 

interview: 

advertimos$ en el circulo ... una figura que se 
parecia al rostro de nuestro padre. Lloramos todoss 
pero aquella imagen patriarcal nos dio una unidad 
suprema e insta16 en MamA la idea de que mi destino 
era contar la historia de la familia. Td tie 96s 
que ser el que escriba, decia, til tienes que. 

This incident is rather a mystical one, and the writer sees it as a 

turning point in his life. Its significance derives from the fact that 

it reveals some kind of life after death, if only in the memory of the 

one left behind. How much more powerful such an image would be with 

the vigour of creative language at its disposal. The process whereby 

the image is formed, according to Ortega 3, i5"tambi6n el rito de aquel es- 

pejo universal que la misma novela representa. " 61 
The game itself m-ay 

be what we call "jacks" and it soon sets up a rhythm of its own. The 

children's concentration on the bouncing ball and falling jacks leads 

them into a hypnotic state: "el ascender de la pelota se cristalizaba 

como una fuente ... 
" (19 225). until they reach "dxtasis coral" (1.225). 

They are in a world outside normal time, in a magic circle, formed by 

three, which expands now into a square and back to a circle as Rialta 

joins in the game. Slowly, the conditions become ripe for a penetration 

into "un pequeno cielo imaginario" (1,, 225). It is a moment of communion 

when matter is transformed: the tiles are "liquidas 16minas" (1.225) which 

at length become "un cristal oscilante, que se rompla silenciosamente,, se 

unia sin perder su temblor$ daba paso a fragmentos de telas militares$ 

precisaba rfspidos tachonazos, botones recidn lustrados" (1.226). The 

effect is somewhat like peering into an abstract painting and discerning 

vague forms. The numbers in the game are noted$ three$ five and seven, 

and it is not until twelve is reached that the whole image is visible., 
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Four3, the number of sides to the square, is combined with three, the 

number of sides and angles of the triangle,, so that in their union an 

act of creation takes place. This configuration of numbers and forms 

has some considerable significance in psychology and mysticism, accord- 

ing to M. -L. von Franz: "roundness (the mandala motif) generally sym- 

bolises a natural wholeness, whereas a quadrangular formation represents 

the realization of this in consciousness. " 62 
Yantras, that is instru- 

ments of meditation in Eastern religions (like the mandalas) are patterns 

of triangles, which express the tension of opposites. In Lezama's 

pattern, circleý square and triangle are all present at different times. 

They signify a moment of union with a higher plane of reality, beyond 

death. As R. D. Souza has said: "The geometrical progression from a 

square to a circle ... is used to convey the attempted movement from 

inner confusion to inner unityt or the movement from a pluralistic to a 

unified state. " 63 
Here we have another example of lo incondicionado 

working through everyday objects. Matter can reveal spiritual truths, 

given the proper conditions. Lezama manages to expand the instant by 

his detailed description of what "en realidad, era una sensaci6n en- 

trecortada, pues se abria dentro de un instanteg pero donde los fragmen- 

tos y la totalidad coincidian en ese pestafieo de la visi6n cortada por 

una espada" (1.227). Much of Lezama's writing is dedicated to isola- 

ting a moment in Time, a moment set apart from all others$ communicating 

for an instant with sacred Time. Just as matter dissolves here, we have 

seen it do exactly the same thing at the point where the Chinaman "con el 

pufio crispado adn segufa golpean do la puerta, hasta se hundi6 en la ma- 

dera ablandada por la Iluvia" (1.75). The principle is the same; through 

some act of Grace, the normal barriers of reality are broken down. 

Rialta has always held a special fascination for her son, but as 

time passes his appreciation of her fine qualities becomes more conscious. 
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Their first moment of parting since the death of the Colonel helps Cemi 

analyse his impressions of her. Any absence is, for him, the absence 

of a dead loved one, yet his attitude seems to be changing: "A medida 

que fueron pasando los an-os paradojalmenteg esa sensaci6n de muerte ... 

lo fueron llevando ... a sentir la vida como una planicie ... hasta 

decir con sencillez que la vida era un bulto muy atado, que se desataba 

al caer en la eternidad" (1., 297). In other words, he comes to long 

for eternity, in later years. Meanwhile,, he is becoming aware of his 

mother's task as leader of the family: 

La lejania parecia ya el elemento propio para que sus 
ojos adquieran todo su sentido, el respeto por sus hi- 
jos y sus profundas intuiciones familiares. Al paso 
del tiempo seria el centro sagrado de una inrnensa di- 
nastia familiar. Su serenidad, la espera,, sin preci- 
pitaci6n innoble o interesada, en el desarollo de las 
virtudes de sus hijos (1,297). 

He realizes that all her efforts are on behalf of her children and that 

they will learn to look towards lejanfa by following the look in her eyes, 

a facet of her person which is to become increasingly important to her 

son. His awe of Doffa Augusta is supplemented now by the knowledge that 

she is dying of cancer. Her regal qualities are magnified by death, 

which is "ai6n mas majestuosa que su innata majestuosidad" (11 297). He 

is conscious of a great battle between life and death within her body. 

She is another figure who has seemed solid and permanent and is about to 

be withdrawn from his circle; this is foreshadowed for Cem! in a disin- 

tegrating image,, like the one of the dissolving soldiers of his child- 

hond dru,. Lu: "La marcha del tren, en la rapidez de las imAgenes que fijaba, 

le daba. c! rostro de Dofia Augusta, miriadas de pespuntes que se deshacian 

de una figura oscilante hacia una nada concreta como una miscara" (1.298). 

The childhood image of the death mask reappears once more. 

I have said that in her role as Great Goddess, Rialta is demanding. 
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She reveals her wishes in a long speech which is crucial to an understan- 

ding of Cemi's task. No Spartan mother ever issued a more daunting 

command, yet he is greatly inspired by her words, which Lezama has attri- 

buted to the impression made upon his own mother by the vision of the 

dead Colonel: "S6 que esas son las palabras m6s hermosas que Cemi oy6 en 

su vida, despu6s de las que leyd en los evangelios, y que nunca oird 

otras que lo pongan tan decisivamente en marcha ... 
" (1,322). The word 

of conviction, Sd underlines the fact that he is speaking from experience 

of a most personal kind. What can a mother say, to inspire her son to 

assume his destiny as a creator, to fill him with "el orgullo consistente 

en seguir el misterio de una vocaci6n" (1,325)? She praises his efforts 

to take the place of his father in leading the family: "vas ocupando el 

lugar de 61, " believing that the empty space will be filled in some mira- 

culous way. Fear for his safety is stressed because he has just witnessed 

riots at the university; the shadow of death has passed him by. She pon- 

ders briefly the rightful place of parent and child., saying that each must 

respect the natural order of life. The very embodiment of piety and 

motherly love, she proceeds to recount her prayers for him: "que una vo- 

luntad secreta te acompafTase a lo largo de la vida, que siguieses un punto, 

una palabra, que tuvieses siempre una obsesi6n que te Ilevase siempre a 

buscar lo que se manifiesta y lo que se oculta" (1,321). As his Muse.. 

Rialta sets Cemi the task of looking always to the infinite void, of rea- 

ching out to the spiritual plane of Being. As his mother, she begs him 

to remember his father and help her to make sense of their lives without 

him, through his creative powers: "me quedd sin respuesta.... " she laments, 

but it is not without hope because of her faith: "siempre conoci que un 

becho de esa totalidad engendraria un obscuro que tendria que ser acla- 

rado en la transfiguraci6n que se exhala la costumbre de intentar lo mds 

dificil" (1,321). The death must be turned to good in some way, if only 
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by attempting the impossible. Circumstances which are very difficult 

will, she hopes, bring out the best in her son. To make an attempt is 

the essential factor; the reward is guaranteed: 

cuando el hombre, a trav(ýs de sus dias, ha intentado lo 
mäs dificil, sabe que ha vivido en peligro, aunque su 
existencia haya sido silenciosa, aunque la sucesi6n de 
su oleaje haya sido manso, sabe que ese dia que le ha 
sido asignado para su transfigurarse, verd, no los peces 
dentro del fluir, lunarejos en la movilidad, sino los 
peces en la canasta estelar de la eternidad (1,321). 

Such a man will succeed in reaching the level of eternal Time and so ex- 

perience a spiritual resurrection. This will be the aim of all Lezama/ 

CemPs work,, culminating in Paradisol. Within Rialta's speech lies the 

answer to the death of Josd Eugenio, the method by which the family will 

transcend its tragedy. 

We must now turn to the second question: what will be the nature of 

the relationship between Rialta as Great Goddess and Cemi as her "new 

born" son? The mother sees the son as a replacement for the father on 

a spiritual level only but that does not mean that the aspect of the old 

religious myths wherein the Great Goddess takes her son as her new lover 

is irrelevant. It is expressed in the dangers of which Ceml is warned 

in his mother's speech. I am not suggesting that Rialta is thinking 

of herself here, but that some section of these unspecified dangers is 

connected closely with her. I have shown that, in Jungian terms, fi- 

gures such as Beatrice and Rialta represent the femaleq intuitive side 

of the male psyche, to which the man must be receptiove in order to delve 

into the spiritual qualities in himself. We must., of course, remember 

at all times that: 

When analytical psychology speaks of the primordial 
image or archetype of the Great Mother, it is refer- 
rings not to any conscious image existing in space 
and time, but to an inward image at work in the hu- 
man psyche. The symbolic expression of this psychic 
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phenomenon is to be found in the figures of the Great 
Goddesses represengd in the myths and artistic crea- 
tions of mankind. 

Lezama creates a mythical goddess of his own, in the shape of Rialta. 

The image of the mother is especially suitable for expressing the nature 

of the hidden anima, in fact it seems that: "In its individual manifesta- 

tion., the character of a man's anima is as a rule shaped by his mother. " 65 

As we have seen, Cemi is being urged to seek out the spiritual side of 

life, thus cultivating his "female" aspect, and the burgeoning presence 

of such mother-dominated figures as Don Demetrio and Alberto in the novel 

seems to be a warning, since their lives are uncreative in any sense and 

quite unsatisfactory. Von Franz confirms the dangers of over-emphasis 

on one aspect of the psyche: 

Worship of the anima as an officially recognised figure 
brings the serious disadvantage that she loses her in- 
dividual aspects. On the other hand, if she is regarded 
as an exclusively personal being, there is the danger 
that, if she is projected into the outer world, it is 
only there that she can be found C ... :3a man becomes 
either the victim of his erotic fantggies or compulsi- 
vely dependent on one actual woman. 

There is no doubt that Ceml is totally dependent on Rialta for spiritual 

guidance, but only until Oppiano Licario reappears on the scene. If he 

represents Cemi's own capacity for an appreciation of lejania and the 

Infinite, then it seems that the youth becomes autonomous at last. What 

saves Cemi from being merely an extension of his mother may be the fact 

that she is not demanding some sort of totally passive, dominated exi- 

stence, rather, on the contrary, she demands a heroic attitude, the cou- 

rage to risk all for the ideal of resurrection. This role is not for a 

weakling, but for a seekerg a mystic who is what I would describe as 

"actively contemplative. " Cemi is a hero who has a succession of tutors, 

and achieves spiritual growth because: 
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In the developing consciousness of the individual, the 
hero figure is the symbolic means by which the emerging 
ego overcomes the inertia of the unconscious mind, and 
liberates the mature man from a-regressive longing to 
return to the bliss fub state of infancy in a world domi- 
nated by his mother. 

Cemi will take up arms like a knight of old, Rialta being the Lady 

who inspires his devotion, but she is merely his guide to higher paths. 

She represents the origins, the moment of creation, and Cemi seeks her 

out, not because he wishes "to return to the blissful state of infancy, " 

but rather to the womb, which is a symbol of the original unity of Being, 

the Unconscious, the Void. He seems to escape the worst dangers of 

excessive attentiveness to his anima., but observes the negative aspect 

in friends like Leregas and Foci6n. Lezama never forgets the source of 

his inspiration, with the result that poems on the mother/son relation- 

ship appear periodically in his work. Particularly in Aventuras__LLL1- 

losas, published in 1945, where we find the image of the mother, and of 

a union of mother and son: "Llamado del deseoso" begins with the words 

"Deseoso es aquel que huye de su madre" (1.759). and pursues the theme 

of the desire to approach and simultaneously flee from her. This seems 

to express the longing to return to a state of perfection and wholeness 

which is at once awesome and attractive. "La esposa en la balanza" (I. 

761). confuses the roles of wife and mother. We should not be surprised 

at this, since we have noted already how Lezama employs sexual imagery in 

0 Cemi's dream of the fishes, which also evokes a return to a pre-natal, 

unified state. Naturally,, this technique risks misinterpretation, but 

it should be clear that the meaning transcends the imagery, leaving be- 

hind any oedipal connotation. The first line of "El retrato ovalado" 

takes up the theme again: "huy6, pero despuds de la balanza, la esposa 

se esconde como madre" (1,777). The wife and mother are two elements 

of the female principle, so, for Lezamaq union with them signifies the 
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attainment of unity within his own psyche and therefore perfect wisdom 

and creative power. Even after her death, Lezama's mother is remembered 

in "La madre" 
68 

and other poems, and in a*letter to his sister2 Eloisa, 

he has written: "Creo que la muerte de MamA me ha herido para siempre. " 69 

Her influence prevails throughout his life's work: 

S6lo las madres saben mirarg tienen la sabidurla de la 
mirada C 

... 1 miran para ver el nacimiento y la muerte C 
cuando levant6 los ojos se encontr6 con la mirada de su 
madre. Era esa la forma de sabiduria que deseaba que 
lo acompaiiase siempre (1,454-5). 

In Paradiso,, Cemi is eventually enabled to talk fluently to his dying grand- 

mother about the hidden meaning of his mother's life: "ustedes dos parecen 

dictadas, como si continuasen unas letras que les caen en el oldo. Nada 

m6s que tienen que oir, seguir un sonido ... " (1. 
% 516-7). The most im- 

portant point about the conversation is that she, the great matriarch. 9 

accepts him as her representative: "lo propio tuyo es captar ese ritmo 

de crecimiento para la naturaleza" (1., 517). formally appointing him: "En 

eso yo tambidn observo que td eres de nuestra familia ... td observas ese 

ritmo que hace el cumplimiento de lo que desconocemos2 pero que ... nos 

ha sido dictado como el signo principal de nuestro vivir" (12 517-8). 

In other words, she accepts him in her capacity as head of the family, 

and also as a symbol of the Great Mother Goddess and consequently of the 

feminine principle or anima in his own psyche. Cemi has been incorpo- 

xated into the Olaya family thanks to his intuit*Lve, poetic gifts9 despite 

the long period of doubt and danger through which he passes during his 

adolescence. Dcrna Augusta is saying, in effect, that his spirit is still 

pure, ready to meet once again the mysterious figure of Oppiano Licario. 
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CHAPTER IV 

Initiations 

1. The Life and Death of Alberto Olaya 

The ill-fated Alberto Olaya emerges in Paradiso as a restless spirit 

on the verge of adolescence, the second son of DoTfa Augusta and Don Andrds. 

one of five children, he is shown to be the innovator of family jokes, 

since it is he who notices with amusement the frasecita ritually exchan- 

ged between the Jacksonville pastor and his organist. Thus "Do you 

want to play the organ, Mr. Squabs? " (1,60) becomes a family estribillo 

which is aired on any occasion in danger of becoming too solemn. Alberto 

seems to have inherited Dofýa Augusta's skill in employing appropriate 

aphorisms and word play at crucial moments. The great matriarch's apho- 

risms are reknowned in the family circle: 

Pero donde su reposada sabiduria paremiol6gica alcanzaba 
celeste sin zureo de mosca, era en el refr9n que volcaba 
sobre unos vecinitos de la esquina. Alli estaba como 
recogida de la casa una flacucha de doce afros, aunque su 
sonrisa entreabria rio creciente y matinal y su mirada 
atrala y rimaba. Cualquier familia la endilgaba malas 
notas,, pereza, gracias fofas, cuentos torpes. Dofia 
Augusta afirmaba milenaria, llorosa casi: "La caca del 
hudrfano hiede n-As" (1,194). 

Alberto's word play comes in lighter vein: 

Cemi habia oido contar que Alberto tenia un amigo colec- 
cionista., cuyo padre era un ricach6n con un ingenio de 
azdcar. A su pasi6n por los platos de cerdmical, unia 
la constante alusi6n a los opulentes ramajes de su hergl- 
dica. ý En cuil de sus platos,, Sefforia,, le preguntd 
Alberto, saborea su sirope en campo de azur (1,241). 
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Even in this simple way Alberto bears upon him the mark of the Olayas in 

skill with words and conversation. Simultaneously he is noted for his 

"resguardada malicia de garz6n criollo" (1,60), something which is re- 

presented here as a rather endearing feature, typical of the Cuban boy's 

high spirits. This personal charm and attractiveness, in which he most 

resembles his sister Rialta, is to remain with him until death, despite 

all his failings. 

Towards the end of Alberto's life we see that he also possesses 

Rialta's special smile; seen through the eyes of his uncle, Demetrio, he 

appears "con todos los recursos de su simpatia criolla, entreabri6ndose 

en mdgica fineza por sus ojos y por su sonrisa" (1,233). We are told 

that he is divinely gifted with the power of seizing and benefiting from 

the present moment. It seems that Alberto is aware of the concept el 

s6bito, leading to lo incondicionado as described by Lezama elsewhere. 

However this ability to live only in the present moment in spite of 

glimpses of the invisible. incondicionado will eventually overthrow him. 

Throughout the course of Paradiso . the two features of Alberto's charac- 

ter revealed at his first appearance, that is, boýyish mischievousness 

and skill with language, remain constant. The elements which will con- 

spire to effect his downfall are present from the start; the effect of 

time on his character is to magnify the degree to which he possess both 

features. However., Cemi's uncle Alberto does not come across as a static 

character by any means. He is based on a Lezama's own uncle but perhaps 

more significant for the student of Paradiso is the fact that Lezama Lima 

regards Alberto as a typical component of the Cuban family: "En la fami- 

lia cubana es muy frecuente la presencia de un tio un poco bala perdida, 

el tio terrible, el tio solter6n, que se emborracha, que en las familias 

rrLAs graves es como una excepci6n, una tarambana. " 2 
He describes such 

uncles as protective of3 and protected by, theirfamilies, much loved 
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despite their demonismo. It is obvious that Alberto follows this pattern 

exactly (1,233-6). Such an explanation of Alberto's character leaves 

vast areas of mystery surrounding him, although Lezama 's comments descri- 

be accurately the human being from whom he was developed, and may explain 

his place in the average Cuban family. In the extraordinary world of 

the Cemis and Olayas, the forty year old bachelor has acquired great sta- 

ture. His deeds are already being overlaid with a gloss of glamorous 

myth. He is a survivor of those hazy times, "alld en Jacksonville" (1, 

61); he makes himself known to Josd Eugenio before anyone else in the 

family; he enjoys a certain notoriety; even amongst his sisters, Rialta, 

Leticia and Matilde., "llegaba su heraldo precedido por la tradici6n oral, 

por las cosas que de 61 se contaban bajando la voz ... 
" (13,236). 

This amusing,, temperamental figure who is one of "esas criaturas in- 

clinadas aunque sea con levedad al mal" (1.235),, does not seem a plausible 

candidate for a tragic death. Yet Alberto's death is described in such 

terms that critics have been led to speculate as to whether or not he 

escapes final damnation. Fazzolari and Ulloa hold widely differing views: 

Ulloa opina que la cargada simbologia que acompaiia el 
viaje de Alberto apunta hacia la resurrecift y la bien- 
aventuranza eterna, aunque no ignora que "la imagen fi- 
nal del ärbol estä estrechamente vinculada con destruc- 
ci6n y muerte y qu 5b es, por tanto, embleniätica de gsta 
mäs que de vida", pero permanece ciego por completo 
a las innumerables alusiones infernales. Hay un contr- 
apunto de irrk4genes y situaciones de eternidad y salva- 
cift con otras de muerte y con ena en el que definiti- 
vamente triunfan las dltimas. 

ga 

Alberto's life may not have been exemplary but it is not at all obvious 

why his death should involve these problems of interpretation. Nevertheless), 

Lezama's imagery in this chapter demands an explanation, a re-evaluation 

of Alberto as a character and/or archetype. I propose to scrutinise his 

role in the novel, and in the light of this scrutiny to re-examine his 

death. We have seen Alberto playing pranks with words but 
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his other appearances in the third chapter involve more serious conse- 

quences. An elaborate chain of circumstances is shown to have caused 

the death of Don Andr6s' first-born. Not least in this causal chain is 

Alberto. Andresito is seeking Alberto, whomhe knows to be upstairs at 

the emigrds party, at the precise moment that the lift gives way. Alberto 

is a rather unworthy successor to the shy, sensitive musician whose last 

act has been to represent his family's honour before strangers. At least 

this is how the family memory recalls him. The reader is shown that Al- 

berto is something of an usurper: by his occupation of his brother's room; 

his substitution of the music stand (a symbol of the late Andresito's ar- 

tistic endeavour) with a pair of binoculars (an aid to pranks); and by 

his conversion of the violin into a guitar. All suggests the debasing of 

what might have been and the choice of words reveals Alberto's innovation 

in an unfavourable light: "los temblequeos de la voz" (1,85) and "banales 

guitarreos" (1,86). Alberto's choice of coplas is interesting, under- 

lining his adolescent preoccupation with his own awakening sexuality. 

It seems that the boy has unusual verbal skill, even if it is applied to 

trivia at this point. The reader may begin to suspect that the punning 

in the little verse will lead to rather insalubrious results: 

Ya se aproxima la hora, 
Ya se aproxima la hora, 
en que la vaquita va al vacän. 
Rasca 
al rmtadero, al matadero (1,86). 

Alberto puns on the word vaca (heifer or cow), to arrive at vacAn3, with 

connotations of the bull awaiting the heifer; through the similarity in 

Spanish of the sounds of the consonants "b" and "v" the word vaca acquires 

a masculine element in vacint since bacin means "sugar daddy. " Indeedý 

the second edition of Paradiso in Espiral/Fundamentos (Madrid 1976) reads 

bacdn. 4 The expression al matadero,, can mean "to the abbatoir" or by 
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implication "to the slaughter. " This in turn suggests sexual initiation, 

in that Alberto seems to see himself as the vacAn or bacAn in question. 

We are left with an impression of Alberto strumming mediocre ballads to 

himself in stark contrast to his late brother Andresito practising on his 

ill-fated violin. 

Alberto's first meeting with Josd Eugenio is marked by the more in- 

trusive presence of the narrator in an attempt to evoke an air of portent. 

The new boy's mysterious loitering on the opposite balcony (1,98), up to 

his old Jacksonville tricks again, is emphasized by the narrator's rhetorical 

question, lComo no vamos a ofenderle regalAndole una finalidad, una cade- 

neta causal que desprecia? " (1.98) and the image of the antelope also has 

this effect of adding an elusive quality to the scene. It appears seve- 

ral times in connection with the momentous meeting: "De prontot Josd_ Eu- 

genio vio salir por la puerta que correspondia al piso alto de al lado, 

a1guien de la misma edad suya, muy dýsenvuelto, de criollos tobillos de 

antilop. SL, que al pasar a su lado ni mird, ni salud6 ... 
" (It 98; my 

italics) and also: "La decisi6n de los pasos de regreso, agrandados, gra- 

ciosamente exageradost como el gamo despues de saborear la entregada 

corriente busca lasombradel ceibo, ponidndose en marcha-con ligerisimo 

trotecillo" (It 101; my italics). The impression of an imminent, far- 

reaching encounter is very strong. The words uttered amid the clouds 

of Alberto's cigar smoke are unimportant but their historic import for 

the two families affords them a life of their own. The representation 

of these words as "Clave de su felicidad primigenia. y generatriz" (1., 101) 

for Josd Eugenio, is effected by Lezama Lima retrospectively imposing 

order on events that eventually turned out to be significant. Alberto 

is thus seen to be the vital link between the two families and the impli- 

cationsof the first encounter are contained within the imagery of the 

passage. 
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Before developing Alberto's relationship with Jos6 Eugenio at school, 

Lezama chooses to digress to ponder the effect of Time upon various per- 

sonages, concentrating on Tio Alberto. The passage appears to be an im- 

promptu explanation of the author's technique of writing about his rela- 

tives. The family softens the memory of Alberto's adult tantrums by 

comparing them with those of an historical figure, thereby converting them 

into a treasured family memory (1,108). This is precisely what Lezama 

has done in the novel in order to lend his family the trappings of royalty 

in order to emphasize their inner nobility, as in the case with Do6a Munda: 

"La vieja subid la cabeza con irrebatible altivez, como Catalina de Rusia, 

bondadosa en la severidad del ceremonial ... 
" (1!, 107). The same pro- 

cess can be seen in operation in the later development of the incident 

where Alberto smashes a S6vres vase, into the second motif in chapter XII. 

This digression seems to be Lezama Lim's warning to the reader about how 

he may employ his characters. He even admits that this way of preser- 

ving a person's memory reduces the stature of that character by limiting 

him to one aspect of his nature. 

ýFue ese el Unico gesto de aquellas largas vidas que 
adquirid relieve? 0, por el contrario, el brutal 
aguarrAs del tiempo los fue reduciendo achicAndolos 
hasta. depositarlos en ese solo gesto, como si fuese 
una jaula con la puerta abierta para atrapar a un pA- 
jaro errante (1,108). 

Alberto is therefore a stylised memory like Lezama's other family chaia c- 

ters, and as such, may be exploited as a symbol. A note in Lezama's 

sister Eloisa's edition of Paradiso seems to reveal clearly that this is 

indeed the case: "En la realidad el tio Alberto muere pocos meses despuds 

de su madre; los meses que vivi6 hudrfano fueron de total disipaci6n. " 5 

She remarks further that "La muerte de tio Alberto es una verdadera crea- 

ci6n: Jos6 Lezama Lima le da la muerte que le correspondia; en la reali- 

dad Alberto queda esa noche preso y en la maTiana siguiente amanece ahorcado. " 6 
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The youthful Alberto is not merely intended to forge a link between 

the two families. The connection established between himself and Josd 

Eugenio through their shared school experiences, is to remain an impor- 

tant factor in Alberto's life after the death of his friend., with possible 

far-reaching consequences in his own death scene thanks to the power of 

memory. Jos6 Eugenio has already proved to be a resourceful, sensitive 

boy, -with his father's determination typical of a Basque and his mother's 

English delicacy of feeling. Even the formidable Dofra Munda has come 

to admire his qualities, however much she may resent his orphan's dignity. 

It is interesting that his first experience of the wider horizons provided 

by the school hall full of strangers is immediately preceded by that of 

Alberto. After taking the initial step, the latter recedes from the 

reader's view2 so that all attention is focussed on Josd Eugenio's impres- 

sions of the vast space surrounding him, like a great$ sparkling monster 

(12 111). We are as yet unaware of Alberto's reactions to this "other- 

nessil, the void peopled with faces which fascinates Josd Eugenio at this 

juncture in his life. At first., Lezama deals solely with Josd Eugenio's 

adventures - his reactions to "el monstruo de la extensi6n" (1$ 111); his 

observation of Enrique Aredo's attempts at ingratiating himself with his 

peers (1,. 117); the almost sexual excitement aroused by that ingenious 

test of alertness instituted by the Headmaster2 Cuevar,, ollivt (12 118-9); 

the --exual overtones of reconstructing in his mind the sight of bodies 

fro. ]ýcking like fish in the baths, merely from the sounds in the distance 

(12 121-2). an evocation of the power of the image. 

In order to appreciate the significance of Josd Eugenio's observations 

and to interpret Alberto's school experiences we must examine Fibo and 

Aredo. Fibo is a demon-rampant., selecting victims at random for his 

attacks with a sharp-pointed pen. The essence of the game, is that no- 

one knows where the pen, (variously described as "litigo tocoloro., " "varita 
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arcoiris, " "ariete rizado") like that of the satirist. may strike next q 

and no-one must betray his attacker by crying out. It is interesting to 

note that whereas other children obey this unwritten rule, Aredo ignores 

it. The tone of the descriptions of Fibo are humorous: "como un direc- 

tor de orquesta abandonado al 6xtasis"; "con la rapidez de un bailarin 

en una feria rusa"; "con la rapidez de un endemoniado que salta sobre su 

caballo despu6s de haber cumplido su incomprensible venganza" (1,114-5). 

On the other hand, Jos6 Eugenio sees Fibo's sexually-oriented attacks as 

an example of original sin, 

En aquel primer dia de clase iba Josd Eugenio a inau- 
gurar el primer dia de contemplaci6n de maldad en su 
pura gratuidad; la primera demostraci6n que veria, nds 
alld de la dificultad conciliar del 

, 
quod erat demo- 

strandum, de la incontrovertible exiStencia del pe- 
cado original en cada criatura (1.112). 

Unlike other children who approach each other and make contact in the new 

environment$ Fibo's method of contact is ambushq causing pain and also 

surprise. The classroom is an infernillo in the sense that the pupils 

may have an adverse influence on each other, in their highly susceptible 

adolescent state of latent sexuality. Of this sadistic tendency in some 

children, Sigmund Freud has said: 

Cruelty is especially near the childish characters 
since the inhibition which restrains the impulse to 
mastery before it causes pain to others that is, the 
capacity for sympathy, develops comparatively late 

.... Children who are distinguished for evincing especial 
cruelty to animals and playmates may be justly su- 
spected of intensive and 7 premature sexual activity 
in the erogenous zones. 

However we should bear in mind that Jos6 Eugenio's attitude to the new 

environment also involves an almost sexual pleasure, in the desire to re- 

construct using the imagination, that which is out of reach: "donde la 

simple presencia de un objeto era una traici6n intolerable,. ofuscadora" 
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(13,121). He has discovered that by connecting the sounds of , ater in 

the distance with the sights that pertain to them - water splashing on 

the bodies in the showers - he can invoke the creative powers of space 

and distance. It seems that Lezama considers this to be the germ of 

the concept of lejania, which he personifies later in the character of 

Oppiano Licario. Lezama refers to the phenomenon in relation to his own 

father's death, attempting to explain the emotions embodied in Jos6 Cemi: 

11cuando mi padre muri6 yo tenia ocho aifos y esa ausencia me hizo hipersen- 

sible a la presencia de una imagen. Ese hecho fue para mi una conmoci6n 

muy grande que desde muy nino ya pude percibir que era muy sensible a lo 

que estaba y no estaba, a lo visible ya lo invisible. " 8 
This dawning 

perception of reality in the father will be inherited by the son. Here 

as elsewhere in the novel, the reader is afforded a glimpse of the great 

potential of Jos6 Eugenio, of the qualities which are destined to make 

him a first class engineer and mathematician, rather than a poet. The 

void out of which the image emerges (in "Las eras imaginarias: la biblio- 

teca como drag6n") is understood to be the Taoist concept of "WU wei" 

(112 896); "el vacio embrionario" (11,, 890); "el espacio creador" (II,, 

895); the young Jos4 Eugenio has stumbled upon the tip of the iceberg 

which will only be revealed in part to him. Only the simpler aspect of 

the concept is relevant to him: it will be up to Cemi to uncover the 

rest. The father's discovery is "lo que expresa el espacio vacio, " (II, 

893) and it, seems that he is fully self-aware, since he tells Fibo, 

"Necesito equivalencias luego surgen las grietas, el hecho s6lo es crea- 

dor por mi respuesta" (1,123). He is ready and willing to play an 

active part in events, a fact revealed by his readiness to defend himself 

with the inkpot. Even the potentially evil Fibo comments on Josd Euge- 

nio's steadiness, his strong roots. It is made clear that he has placed 

himself beyond the reach of Fibo, and by implication, of evil. It appears 
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that he has done this by adopting an outward-looking attitude, by becoming 

aware of the potential of the invisible, in the form of the image. 

Enrique Aredo contrasts sharply in temperament with Fibo. This 

singles him out as a prime target; he is by no means the innocent victim. 

Whereas Fibo pounces on situations, Aredo is the type of person to whom 

things inevitably happen. His weakeness, readily available wealth and 

obesity, compared with Fibo's mulatto blood and lower social status, are 

factors that make him an object of mockery for the common herd, which is 

quite conscious that he is "different" in more ways than one (1,117). 

Aredo's game of chance is rather perverse2 even masochistic,, involving 

the opposite principle to that of Fibo. Jordi Cuervarolliot initiates 

his pupils into the experience of being the victims of the unexpected, as 

does Fibo in a more negative way. The reaction Cuervarolliot demands is 

exactly the kind that Josd Eugenio is prepared to give in his personal 

circumstances. The aim is to make the most of the chance event (to catch 

the bread),, thus avoiding regrettable consequences (in this case ridicule, 

spilled water jugs, etc. ). Indeed, the essential thing is not to allow 

oneself to be a victim at all, to keep alert. In keeping with his cha- 

racter as portrayed so far, Aredo is a passive observer in this game, 

risking personal ridicule so that he may enjoy the discomfiture of others. 

Again this way of looking at events is described in terms of sexuality: 

"EAredoJ sentia la sAdica voluptuosidad de rebasar una medida, como si 

su sexualidad ... tuviese que atraversar el Cipango del azar y de la 

coincidencia de todas sus posibles en una afortunada coordenada" (1,119- 

20). Firstly we have two characters who devote themselves to chance 

and coincidence, to sadism and masochism, respectively, to active and 

passive roles which are parasitic. Their enjoyment depends on others' 

pain or embarassment. Secondly, we have Josd Eugenio,, refusing to 

allow himself to be manipulated in any way, prepared to go a step further 
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and take advantage of the creative possibility. What of Alberto in this 

situation? He seems to have gone to ground early in the school episodeý 

yet within a few pages we find him undergoinga crisis. Fibo holds back 

in awe of Alberto, whose presence has protected his friend, Josd Eugenio. 

We are thus quite unprepared for Alberto's banishment to the eerie showers, 

let alone for the powerful fascination which Aredo seems to exert over 

him. Alberto's initial offence is not at first obvious but it seems 

that he has caused a commotion in class by demanding a translation (in it- 

self a reference to making songs and poems). He has dared to question 

his peers and has treated Browning with levity ("galleaba 
.... 1,127). 

Alberto's request to have "Thinking songs of things" translated does not 

really seem to me amusing enough in itself to dissolve the class in 

laughter. On consulting an original copy of Origenes (published in 1955) 

kindly presented to me by Lezama's wife, the late Seirora Maria Luisa Bau- 

tista de Lezama during my recent visit to Havana,, I found that only in 

this first version of the latter half of chapter V of Paradiso does the 

phrase appear as "thinging songs of things. " 9 
Such a pun makes sense 

of the boyish laughter which is. unleashed by Alberto's flippant air and 

implied disrespect for the teacher and the matter in hand. It is inte- 

resting to note that in the Uni6n edition of Paradiso, the first published 

complete version of the novel (Havana, 1966), the phrase has already been 

changed to "thinking songs of things" and thus it appear in all subse- 

quent editions, including the Obras completas (1,127). 10 
It is impos- 

sible to determine whether this is a result of over-correction, or a 

change of heart on the author's part. I find the latter doubtful, as 

in my oi)inion the original version of the phrase makes better sense in 

the context. 

Alberto's punishment possesses the aura of a human sacrifice, evoked 

by the imagination of those who watch him go. The mythical atmosphere 
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of the quest is established: "un emisario que tendria que inventar, que 

encontrar casi por milagro, el prodigio de su regreso" (1,128). There 

follows a passage in which it is difficult to isolate concrete events, as 

opposed to fevered imaginings. On the "realistic" level, Alberto reluc- 

tantly enters the showers; feelingLhreatened by the gurgling pipes, he re- 

treats until he finds himself looking down the rumbling plughole, an even 

more frightening prospect. He then seems to move towards a second cubicle 

in which there is a second large draining hole which does not seem so mena- 

cing, but he cannot find a satisfactory means of escape, so he falls asleep 

and dreams. Aredo and Josd Eugenio are both present at this point, either 

as an image in Alberto's mind (Jos6 Eugenio) or in fact (Aredo). The 

aforementioned mythical aura is further developed in Alberto's dream by 

the magical transformation of the threatening shower-head and its pipes 

into "el ave de Angra Mainyu" (1,128), suggested by the shape. The plug- 

holes become two areas of dread; the first seems to be associated with 

death, doubt, fear, and Enrique Aredo. In Alberto's vision, the latter, 

in his fine leather hunting coat, recalls both the description of Alberto's 

11criollos tobillos de anti'lope" (1,99) and later his remark "Pensar que 

un antilope vendria a morir a'mis pies" (1,117) - although there is no 

causal link between these phrases, they increase our appreciation of Alberto's 

hunted feeling. Falling victim to Enrique Aredo, the voyeur of physical 

coincidence, (the passive observer of the game), is equivalent in Alberto's 

mind to succumbing to death and passivity. Death brought by the bird of 

Angra Mainyu would mean the negation of all creativity. Probably used 

here by Lezama Lima in its original sense, he was an Iranian winged god, 

the creator of a world of death, introducing doubt into the world of faith. 11 

He represents darkness and falsehood but is regardelin myth as the inverted 

mirror image of good. 

The alternative provided by Lezama Lima to Angra Mainyu is CotzbalAn, 
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hardly less fearsome. Cotzbal6n is one of the demons which the Quich6 

gods used as an instrument of vengeance against their unsatisfactory crea- 

12 
tion,, Man. After destroying many by floods the demon tore Man's flesh 

to pieces, like a wild cat. These mythical animals are placed in Alber- 

to's mind to reveal his dilemma to the reader - their origins in myth are 

not of prime importance here, as only CotzbalAn is readily recognizable 

to most readers., since the image is taken directly from Latin America 

culture. The agent of the gods destroys Man's body and this fact recalls 

the first description of the little baths, down whose drain (tragante) 

the soapsuds progress slowly "tratando de despedazar" or "tear up" "el 

recuerdo del cuerpo adolescente que habia bruTiido" (1.118). The shower 

is already linked with cleansing, descending to the depths, punishment 

and renewal. Jos6 Eugenio's action of pouring out a glass of water seems 

to suggest a further purification for Alberto, in the face of Aredo's 

spying. His offering is "sin claroscuro temporal" (1,130). thus it is 

permanent, unchanging, "una cascada rodeada de una naturaleza detenida., 

congelada" (1,130) recalling(although distinct from)the "agua maternal" 

which suggests a return to the womb and the halting of time (1.129). 

The subject of "Sentia que avanzaba siempre hacicLAngra Mainyu 

(1) 130) seems to be Alberto, still under attack from Angra Mainyu, al- 

though Jos4 Eugenio is the key to the previous paragraph. Destruction 

of the body and consciousness occurs in sleep, equally as well as through 

the violent action of the wild c, at demoný thus Alberto has found a way 

to avoid the issue: CotzbalAn cannot face Angra Mainyu if the body has 

already been "destroyed. " Despite the fact that Alberto has undergone 

the test, it is Josd Eugenio, by his forceful presence in the mind of 

Alberto, who resolves the problem of escape; it is almost as if one is 

the double or alter-ego of the other. We are shown that Jos4 Eugenio 

fully understandsthe trial, the choice between "el primer tragante ... 
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la mentira" and "la cascada miniaturesca la destruccidn del cuerpo" 

(Ip 130-1). The cascade as used in Alberto's letter (Ch. VII) is also 

a symbol of life and the possibly of poetry (1.238) and may represent 

ejaculation, sexual activity and creativity. Alberto's slumber indicates 

that he is not self-aware; thus it is Jos6 Eugenio's wisdom that prompts 

his friend to go one further than Cotzbalgnv making the body "disappear" 

altogether. This is symboli2ed by the actual escape from the danger 

by action (they abscond from punishment). There are sexual undertones 

regarding the two tragantes, the relationships between the four youths 

and Alberto's descent into the dungeon but as Eros (desire) relates both 

to the concept of leianfa and to human relationships, the parallels in 

imagery are very close. Fibo and Alberto are perhaps similar in their 

unchannelled, uncontrolled Eros, whereas Aredo is totally passive and 

dependent and Josd Eugenio is self-sufficient in his surroundings. The 

gift of the compass underlines the new union of Fibo and Aredo, once 

they know that Alberto and Josd Eugenio are closely allied, since the 

compass joins two points. 

Alberto seems to be wavering between self-assertion amidst the un- 

differentiated mass of "otherness" which he has just encountered at school 

(comparable experiences are those of Andresito at the tombola and Jos6 

Eugenio in the vast space of the school hall) and the temptation to allow 

himself to be re-absorbed into passivity as a part of the unconscious 

state. We have here a prelude to Jos4 Cemi's dream of a return to the 

pre-natal, unconscious state of ouroboric incest. The incidents have in 

common: blissful sleep, the idea of escape from responsibility and choice, 

the image of descent into "agua maternal, " a state of oblivion which is 

at once conforting and terrifying. However the boys at Cuerarolliot's 

school are adolescents,, not infants, and can no longer yield to such a 

regressive temptation,, they must actý taking full responsibility for them- 
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selves. Alberto would appear to have reached the stage beyond the mater- 

nal ouroboros, a stage defined by Neumann as follows: 

During the phase when consciousness begins to turn 
into self-consciousnesst that is, to recognise and 
discriminate itself as a separate individual ego, 
the maternal ouroborus overshadows it like a dark 
and tragic fate. 

This would explain why Lezama allows Alberto's mind to choose such awe- 

some images from myth to represent his confused feelings. Neumann 

continues: 

Whereas, in the beginning, the waking state was sheer 
exhaustion for the feeble ego consciousness2 and sleep 
was bliss, so that it could later surrender itself 
rapturously to uroboric incest and return to the Great 
Round,, now this return becomes more and more difficult 
and is accomplished with increasing repugnance as the 
demands ot3'ts own independent existence grow more in- 
sistent. 

The unconscious, ego-less state holds a fatal fascination for Alberto and 

that is why his relationship with Aredo is ambivalent- this character 

embodies the simultaneous attraction and repulsion he feels. Fibo, as 

the other side of the coin, (a vicious type of self-assertion) is also 

unacceptable because he represents a potentially negative type of sexua- 

lity. If Fibo and Aredo refer to two different types of existence2 

Alberto and Josd Eugenio provide us with the possible reactions of the 

introvert and extrovert, respectively, in keeping with the contrasting 

nature of their family backgounds. The struggle for autonomy is much 

more difficult for the introverted Alberto. Hanging around his neck is 

the albatross of generations of Olaya susceptibility to the spiritual 

life and the Unconscious. Here we can observe yet another reason for 

the necessity of a new grafting of vigour on to the family tree. 

Aredo and Alberto are closely linked by the image of sacrificed 

animals, but it has been noted that in some sense Alberto is a prey also 
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in Jos6 Eugenio's eyes. The latter pair shares a very strong attraction 

and Alberto is the graceful male antelope who will lead home a future 

husband for his sibling doe, Rialta. The imagery of the delicate antelope 

is superceded by that of Aredo as hunter. This is particularly vivid in 

Alberto's hallucinations: 

vio a Enrique Aredo, del tama7no de un faldero, haciendo 
zalemas en el portal de su granja, con una cazadora de 
coloreadas tirillas de sarape. Desnuda toda la pierna 
izquierda, sonri6ndose mientras transportaban el jaball, 
con la cabeza horriblemente fl9ccida, en una parihuela de 
hojas de pl4tano y tejas coralinas (1,128-9). 

Alberto sees himself as the captured boar and equates an acceptance of what 

Aredo stands for with death. It is interesting to note that according to 

Neumann, "the pig is a symbol of the Archetypal Feminine and occurs every- 

where in myth as the sacrificial beast of the Earth Goddess. " 14 
So, it 

seems, should Alberto regress to an Aredo-like stance, he will be sacri- 

ficing himself to the Great Mother or the Unconscious; he will forfeit his 

personality, sexual development and will-power and remain an incomplete 

individual. It will be a spiritual death. 

Unfortunately for Alberto, these are not the only dangers to be 

avoided. The wild cat, Cotzbalan is ready and willing to tear him to 

pieces, should he escape the fate of the boar, as a straightforward sacri- 

fice. Tearing to pieces also suggests a sacrifice; can this one involve 

Fibo? The latter seems to embody excessive sexual aggression, while 

Jose Eugenio offers a golden mean. The alternative to submergence in 

blissful unconsciousness is to hurl oneself into all life's experiences, 

especially sex. In so doing, one remains vulnerable to time and death 

but it would seem at first sight to be a definite means of self-expression 

and to provide an escape for the ego from the perils of the "Great Round" 

or ouroboros. So where does sacrifice fit into this state of affairs? 

Once again we must turn to Neumann for a possible interpretation, since 
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Lezama seems to be employing archetypal imagery to portray the development 

of his characters. Obsession with sexual exploits brings disaster: 

the cult of the phallic fertility, like the phallic 
sexual orgy, is everywhere typical of the Great Mother. 
Fertility festivals and rites of Spring are sacred to 
the youthful phallus and its rampant sexoality. C.... 0 

The grim contrast between these orgiastic Feasts in 

which the youth and his phallus play the central part, 
and the subsequent ritual castration and killing,, de- 
fines archetypally the situation of the adolescent ego 
under the dominance of the Great Mother. [ý ... 3 

The youth has at this stage no R sculinity, no conscious- 
ness, no higher spiritual ego. 

These activities are seen to be a disguised method of submergence of the 

self in a state resembling unconsciousness, that is, in ecstasy; hence 

it is not a true path to self-expression. Although it seems that Alberto 

indulges in masturbation in the showers, while facing this crisis in his 

sexual progress ("detenida entre el indice y el anillo de la mano derecha, 

la flor del sexo pendia en el hastio final de la desnudez"; 1.130). he 

appears to have made good his escape with the help of Josd Eugenio. 

What the latter has to offer, as we have seen, is his clear-sightedness, 

his way of meeting "otherness" head on, and his extrovert personality. 

There is nothing whatever in the passage, of an explicit nature, to suggest 

that these two boys share their first sexual experience, other than as 

a poetic expression of the concept of lejanfa. It is essential to remem- 

ber that Lezama often expresses relationships in. sexual terms, which 

have no real physical context, as far as one can tell. Lezama makes it 

cle, ar that even after he has "escaped" from his dilemma2 Alberto is still 

apprehensiveý fearing the loss of his identity in the mass of new sensa- 

tions around him: "la diversidad que corria hacia 61 no podria sofocarlo" 

(Iq 132). Whereas Jos4 Eugenio preserves a distance between himself 

and the void filled with new phenomena so that he can maintain a degree 
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of (almost artistic) controlq Alberto is capable of reacting only in a 

proud and defiant manner. It is a reaction which will lead him to di- 

saster and death. He seems to remain at the level of aggressiveý ado- 

lescent sexuality throughout his life and his poetic potential is thus 

stunted. 

We have seen that in his interview with Santana Lezama describes 

Oppiano Licario as "el Eros de la absoluta lejania. " Of this mysterious 

characterv he says, "salta en la leiania de la ruina tibetana, como una 

ciudad donde ya el hombre ha roto los limites de su frontera corporal. " 16 

It seems that this escape from bodily limitations is what Jos6 Eugenio 

urges Alberto to attempt in the dungeon of the showers. In the literal 

sense Alberto has made his body disappear; he escapesfrom his bondage 

in the school baths. However, his subsequent actions show that his 

achievement is only on one level. The fact that his subsequent encoun- 

ter with Oppiano Licario is flanked on either side by a sexual adventure 

which ends in deception and falsehood seems to confirm this. We learn 

during the Colonel's death scene that Oppiano Licario is aware that 

Alberto, although saved from the homosexuals, yields to a different kind 

of temptation. He follows Fibo's path, after all. Alberto is at 

once attracted to the girl with the. pitabaya flower, in the amusement 

park. Symbols of female sexuality and phallic symbols prevail: the 

captured pitahaya flower; the tio verde who steals the yellow flower - 

his dolmen-shaped cigart his maize-coloured hair, evoking the presence 

of a fertility god. The tone of the language suggests evil: "el dolmen 

de un tabaco del tamaTio de un murci6lago con las alas abiertas" (1$ 134. ). 

The yellow flower is used as a symbol of the search for a golden pill 

of longevity by the Chinese alchemists and is described in "Las eras 

imaginarias: la biblioteca como drag6n": "la destilacidn de la gota de 

oro se va trocando, en ese vacio creador taol-sta, en la flor de oro. 
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El artificio destilado se trueca en la naturaleza de la flor de oro, 

la luz ... " (11,911). It may be that Alberto's dawning Eros is being 

given another test; the girl may represent innocence in this her first 

appearance. Young Alberto casts himself in the role of rescuer of the 

damsel in distress but he does not see that all is not as it seems. 

He substitutes the lost flower with the gift of a propelling pencil, 

perhaps intended to represent his linguistic potential, his possibilities 

as a creative writer, following Jos6 Eugenio's example. We should note 

that the pencil could also be regarded as a phallic symbol, and that the 

more subtle gift replaces the raw sexuality of the viejo. The entire 

situation in the play-ground seems to prefigure the amusement park and 

the evil old man encountered by Cemi on his way to the lighted house 

in the finale of the novel. It is important to note that Alberto has 

already rejected the homosexual advances of the old man before he meets 

the homosexuals in the bar. His flight from Aredo implies this rejec- 

tion also, as the latter embodies passivity. His initial attraction 

to the girl affords him protection from the maize man/god. The fact 

that the old man still sports the flower when he comes in search of 

Alberto shows that the flower as a symbol of creative sexuality is being 

steadily diminished as Alberto is drawn into this kind of chaotic energy, 

this uncontrolled creative force. It is also an indication that the 

old man represents all kinds of sexuality. 

The meeting with Oppiano Licario seems to offer another chance. 

It is ironic that it takes place in a bar where Oppiano Licario warns 

Alberto against the demon drinkv which accounts to someextent for his 

fi-rst meeting with death in a bar in his final hours. The enigmatic 

phrase pinned on. the door is not meant for Alberto for it sounds a 

death knell in his ear (It 137). The sign is disturbed by Alberto on 

his way out againg "Ievando co-n el rabillo 'taptum regis, "' reminding 
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us of a Fibo-like demonismo, as revealed by Alberto's forked tail. it 

seems that this demonismo will get in the way of his higher potential, 

eventually leading to his downfall. Both Oppiano Licario and the barman 

are bound like Egyptian mummies: "un calv6n, muerte ceffida de lino" and 

"Sin descansar los brazos, maniobr6 con astucia todo su cuerpo para acer- 

carle mAs al mostrador ... 
" (13,138). This must surely be a represent- 

ation of la absoluta lejania, as Lezama describes it to Santana., 
17 

since 

we are also told: "No parecia notar la cercania ... 
" (1,138). The 

image of Osiris is explained to Alberto by Oppiano Licario, who is not 

named until his encounter with Jos6 Eugenio much later. It involves the 

name of the bar, "Reino de siete meses, " which is explained as a referen- 

ce to the seven month absence of Osiris, the god of fertility, for part 

of the agricultural year during the drought, and his two month return 

during the rainy harvest season. Without the help of Lezama's essay on 

Egyptian religious beliefs it would be difficult to decipher this passage: 

in "Las eras imaginarias: los egipciosq" Lezama traces the development of 

the concept of lejanfa in Egyptian thought, in relation to other philo- 

sophies. What interests him most as a poet is the capacity for forming 

images out of the void. The myth of Osiris tries to account for the 

absence of fertility for part of the agricultural cycle, so the king to 

whom the door will be opened by Oppiano Licario/Osiris must be someone 

able to think in terms of the image spanning absence and distance, which 

will give him power over death, emptiness and distance. The meetingý 

coming at this point, dovetails neatly with the two preceding sections 

concei. iled with the desire of the flesh. A different causality is esta- 

blichcd by the Egyptians bj preserving the body in mummification in order 

to preserve the soul. Oppiano Licario, as the image of lejania2 is con- 

cerned for Alberto's wayward soul and its preservation through the flesh 

and spirit acting in unison, creatively. 
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Alberto's reaction to Oppiano Licario's approach is to take his 

advice, rejecting the homosexuals. We discover later that the relation- 

ship has deepened to one of friendship. It is interesting to note that 

it is Oppiano Licario who teaches Alberto to play chess, a skill which 

is passed on via Alberto, to Josd Cemi. Oppiano/Osiris represents a 

typical lover of the Great Mother who endures ritual death to bring life 

once more. He is inviting the youth to assume the role of creator, 

whether insexual or poetic terms, and his appeal seems to prevent Alberto 

from becoming involved with the homosexuals, seen in this context as sym- 

bolic of an even more negative approach to self-expression; their flight 

from the Great Mother, is neither backward to the maternal ouroboros nor 

forward towards ordinary sexual activity, rather it is a form of self- 

castration as victims of her terrible aspect. Osiris is notable in myth 

for the fact that he is succeeded by his son Horus who was conceived by 

Isis after his death. Oppiano/Osiris' invitation to Alberto to become 

the king, in the inscription on the door, signifies his willingness to 

have Alberto become his son Horus, of whom it has been said: 

the Horus king no longer acts the part of a temporary 
fertility king under the dominance of the Earth Mother; 
he has become the ever-fruitful patriarch who conti- 
nually fertilizes the earth and rules over its progeny. 

His function has rmde itself independent of the natural 
rhythmwlich wasl§iven sacred expression in the old fer- 
tility ritual. 

Alberto has the chance to set himself outside the merry-go-round of sexual 

exploits which binds him to the Unconscious, just as Horus and the later 

Egyptian kings freed themselves from the old cycle, thanks to the resur- 

rection of Osiris, who bequeathed divine authority to his son from be- 

yond the grave. Oppiano Licario is a symbol of the potential creativity 

of the void, a path which Alberto could follow to safer ground. 

Having fulfilled his role as matchmakerg Alberto disappears from view 



175 

until the link with Jos4 Eugenio i; n. re-established by the death-bed pre- 

sence of Oppiano Licario. Alberto is notable by his absence from the 

wedding celebrations, probably because his presence would disrupt the 

atmosphere of purity surrounding them. The glimpse of Oppiano Licario 

which is afforded to Cemi represents his first serious brush with lejania, 

as revealed to him by his father's death. At this stage we begin to 

realise that Alberto is not the king sought by Oppiano Licario, but his 

regent. Until Cemi comes into direct contact with Alberto after his 

father's death, his power over words and the foundations laid by other 

family members remain dormant. By this time he has suffered the pain 

of loss, shared the "juego de yaquis" vision, and now Alberto helps him 

on his way with the letter,, the chess game and even his death. On the 

simplest level of the story, Alberto reappears as a latter-day Dionysus, 

having left Osiris far behind, ruining himself with alcohol yet possessing 

charm and personal appeal which have helped to make him the object of 

family protection. 

Don Demetrio Olaya provides an interesting parallel, as he is devoted 

to his mother's memoryý just as Alberto is to DoITA Augusta, despite his 

attitude when he is drunk. The memory of La Cambita ceases to be debi- 

litating when Demetrio is able to merge it with the general concept of 

the Earth Mother, embodied in La Blanquita. She is also a Marian figure, 

as Rialta seems to become in Josd Cemi's dream of fishes. Ia Blanquita 

ia described as follows, in relation to Don Demetrio: 

Los afýos transcurridos desde la muerte de la madre de 
Demetrio, doiýa Cambita, la hija del oidor2 le hablan 
ablandado una tristisima soledad. La Blanquita con 
sus ungUentos, se habia convertido en una intercesora 
mariana, entre su frustraci6n y su destino (1.231; 

my italics). 

Rialta is seen in a similar Marian role in her son's dream: 
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La faz de esos pescados multgnimes repetia siempre 
el mismo rostro, Rialta .... Si adoptamos una per- 
spectiva tangencial al refectorio y nos recogemos en 
cuclillas, los platos ascienden, como si estuviesen 
calzados en las paredes, haciendo n-kýs visible la do- 
minaci6n del rostro, como en esos retablos, donde con 
sutileza de matices que cuesta trabaj0 perseguir, to- 
das las figuras remedan el rostro mariano, en distintos 
gestos, pero donde la persistencia de los signos de la 
cara central, influye en cada una de las demäs figuras 
que parecen proteger a la oveja, a los ni-nos ya las 
nubes (1� 187; my italics). 

Thus both mother-son relationships are being transformed into quasi-reli- 

gious devotion to a Marian image. Blanquita, because of her Indian 

background, is further sublimated into the figure of Great Mother. 

Lezama considers the latter image to be-expressed in every mother-son 

relationship, including his own. Here we have another striking example 

of the process whereby Lezama raises many of his characters to the sta- 

ture of mythical beings. We have noted that the demetrio! were those 

beloved of Demeter, the dead living in the womb of the Earth whose egos 

and personalities have been reabsorbed into the Unconscious. The mother- 

son motif is explored ad infinitum in Paradiso. and it involves tragedy 

and death in Alberto's case, as will be shown. Demetrio and Blanquita 

are used to illustrate various things; firstly, Cemi's introduction to 

their household by Alberto leads to his realisation that the space encom- 

passed by the house (its capacity for creation), not the exciting objects 

it contains, is the most important thing: "Era,, todo lo contrario,, como 

si uno se abandonase al sueiTo, a los nacimientos, albricias navide? ýas 

o ag6nicas visiones" (1,232), secondly, in the comparison of Blanquita 

and Alberto Lezama suggests that Blanquita is protected from her ancient 

Mexican gods by a layer of natural goodness and reminds the reader that 

Alberto is in danger from his own demonismo; thirdly, we have Demetrio's 

introduction of Cemi to Alberto's style in the letter. It is appro- 

priate that he should perform this task as he has successfully resolved 
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his mother's memory into a poetic image of reality, with the aid of 

Blanquita. 

Both Fazzolari and Gimbernat de GonzAlez see Alberto's letter as an 

initiation into the world of language; Fazzolari emphasizes the departure 

of the ladies as the traditional exclusion of women from tribal puberty 

rites and magical rituals. 
19 

Gimbernat de GonzAlez describes the lan- 

guage and style of the latter at length. The main point which she makes 

is that the letter operates on two levels, the literal- a list of fish, 

and the metaphorical - sexual references. This is accurate as far as 

it goes. 
20 

The letter is indeed the product of Alberto's concern for 

Demetrio's relations with women, but it is also a piece of linguistic 

virtuosity which is carried along by its own momentum. The words "acdr- 

cate m6s" signify that Cemi is now to be drawn forward into the mysteries 

of sexuality and language,, "el idioma hecho naturaleza" (13,199). 

Alberto's potential for metaphor, only glimpsed so far, takes all, inclu- 

ding the reader,, by surprise. Alberto's unease prior to the reading 

arises from his mistaken belief that its only value is as amusement. 

Gimbernat de GonzAlez points out that the constant warnings refer to the 

deceptive nature of the language, its double meanings. There are several 

quite important points to consider. The letter was posted on the "second 

Ide of March.. " a date famous for the death of an emperor. The little 

copla (1.238) will later be used by Death's messengergreferring to 

Alberto's own loss. Rialta's comment on Alberto's "histrionic powers" 

should perhaps be taken as a warning about the letter's worth. The 

different fish often seem to refer to different kinds of women and sexual 

activity3, but. there are constant undertones of death and renewal which 

can either be regarded as subconscious manifestations issuing from Alberto's 

troubled mind., or as a form of communication working directly between 

Lezama and the reader. Examples of this are plentifulq for instance: 
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"El teleosteo, reino de hueso, con su caballo de mar,, trueca los bronquios 

en branquias, y Ileva el aquejado de athma (ahogo, en s6nscrito), a que 

le penetre una cascada por la boca ... 
" (1,238). This may present a 

parallel with what Alberto is doing - providing Cemi with the poetic in- 

spiration which will eventually lead to control and balance in the ritmo 

hesicAstico of the final chapter. The phrases which immediately follow 

seem to evoke Alberto's fate once his benevolent influence has had its 

effect on Cemi: "Pero al final, las 16grimas de oro aparecen en la cAma- 

ra mortuoria, donde el Chucho, muestra su morado, con eclipses azules y 

su cola erotigante como la de un gato" (1.238) and yet: "Glanis hechi- 

cero igual a Glanis, pez astuto, le enseTf6 no solo a no picar el anzuelo, 

sino a comerse el gusanillo carnada" (1,240). Taking the bait without 

the hook, as well as a sexual reference, could refer to a use of the 

creativity of eros which-does not lead to death,, i. e. "el eros de la 

lejania" as a means to poetic expression. By learning from Alberto's 

mistakes and his use of rich language, Cemi may take the bait without 

the hook. The "pez fAlico" is linked by the imagery to primeval chaos 

and the "lechuza de mar, " the "sea owl" or "whore".. takes its place 

bearing "los ceros de la muerte" (Ip 240) - in other words this sort of 

sexuality leads to spiritual death. It is the path followed by Fibo 

and all who are obsessed with sexual ecstasy. The final exhortation to 

action could apply to Demetrio and Cemi equally well; "Tu muela de can- 

grejo eq un molino para el trigo" (1.240). suggesting assimilations and 

transformations. The signature rex puer suggests a young king, and as 

Alberto is expressing himself in creative, evocative language, he may 

at this point have some pretentions to the title. We recall here the 

interest of Lezama in Lao-tse who is the "viejo-sabio-niffo" (IIp 890). 

However whimsical Alberto's royal title, it echoes the many instances in 

which royal personages are linked with family members, in order to 
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underline their nobility of mind. So the family black sheep is still 

part of the family line in this sense. The reflections of Cemf on the 

letter reveal that he has been receptive to its nuances. Alberto's 

humour, his ývord play (sinope/. ýýýo e; 1,241), the frolicking words, fish- 

like in their darting movements and ever-changing shoals - all combine to 

present a fresh view of his uncle, and of language itself, with strong 

visual impressions reminiscent of Jos6 Eugenio's experiences of space 

at school. 

Like Demetrio, Santurce seems at first sight unimportant to Alberto 

and Jos6 Cemi. Santurce, Leticia's husband, ýhas a staid, pseudo-scientific 

approach to life, Whereas the Colonel's forceful nature has equipped him 

for a life of action (travel., war) and precision (mathematics and engineer- 

ing), Santurce's logic is flawed by pedantry and dogma. The discourse 

on sugar production is well placed, just after the letter, and shows up as 

a barren desert in comparison. Naturally the temperament of family members 

differs but Leticia seems to represent the Olaya spirit warped by the in- 

fluence of her husband, that is, the influence of blind, unimaginative 

logic. Alberto's chess game provides a concrete example of the principles 

underlying his prose. The colourful enumeration of the fish, with its 

secondary level of sexual allusions and a possible third level of portent, 

is reflected in the method whereby Alberto wins his chess game. Since 

it is Oppiano Licario who introduces him to this kind of chess., we should 

consider it as a forerunner of his "silogistica del sobresalto. " The un- 

expected correspondence between the elements reveals another level of rea- 

lity in the vivencia oblicua, by the sudden glimpse et s6bito, and leads 

to lo incondicionado, the unexpected result, in this case Alberto's win 

and the mysterious, meaningful, third level of the letter. 
21 

Santurce.,, 

Lezama's long-standing foe in the guise of what Lezama terms "Aristotelian 

causality, " is beaten by the false clues because he relies on conventional 
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logic and concrete evidence (cercania. ). once again, Cemf is fascinated 

and begins to understand the process involved, recognising his uncle as 

a kindred spirit. 
e 

it is at this time that Josd Cemi emerges as an individual, to a hi- 

therto unprecedented degree. He participates in the "juego de yaquis"; 

he is taken to Demetrio's house and draws some important conclusions; he 

listen5to and appreciates Alberto's letter; his imagination is so fired 

by the chess game that he rushes to check the board for himself; lastly, 

he allows his judgement of Santurce to be influenced by his family. 

Their amused tolerance and Alberto's ill-concealed disdain inspire Cemi 

to defy his authority. Bearing in mind that Santurce has so far repre- 

sented blind logic and is a figure of fun in the family, Cemi's deliberate 

rattling of the cutlery when Santurce demands silence, signifies a very 

important rebellion. The reader is unlikely to be aware of this in a 

first reading since it is the parallel between Cemi's action on this 

occasion and a similar action much later that alerts us. It will be 

useful to compare them: "Un tintineo del tenedor sobre la vajilla, hecho 

con malicia por Cemi, fue la primera violaci6n de la norma dictada por 

Santurce. El tintineo pareci6 el eco de la ironia al ofrecer la cabecera 

al visitante familiar" (1,252-3) and: 

r-El negro: J comenz6 a golpear con la cucharilla en el vaso, 
agitando lentamente su contenido. Impulsado por el tin- 
tineo, Cemf corporizo de nuevo a Oppiano Licario. Las 
silabas que ola eran mls lentas, pero tambi6n claras y 
evidentes. Era la misma voz, pero modulada en otro regi- 
stro. Volvia a oir de nuevo: ritmo hesicdstico- pode- 
mos empezar (1,645). 

Santurce can never head the Olaya family, at table or anywhere else. He 

and what he represents command no respect in a family which reveres the 

imagination. The same tinkling, produced by chance on the final page 

stirs Ceud-'s memory and he connects the different areas of his apprentice- 



181 

ship to form a new balance and understanding. Alberto, despite his de- 

fects, is furthering the cause of Oppiano Licario2 so it is not surprising 

that the latter should appear in person at the cafe at which Santurce 

breaks the news of Do`? Ia Augusta's imminent death (1,260). The tragedy 

of the situation is that the shock of the news blinds Alberto to every- 

thing else, including the presence in the background of Oppiano Licario. 

Thus Santurce is "el bloque de hielo"; normal causality (death = oblivion) 

prevents Alberto from rising above the circumstances. Grief prevents 

Alberto from seeing beyond the physical fact of death, therefore his 

mother's death will debilitate him, can never be creative in any sense. 

One feels that Lezama is writing from personal experience when he says, 

"ella le daba esa alegria de sentirse seguro y adn joven, pues en realidad 

la vejez de un hombre comienza el dia de la muerte de su madre" (1,260). 

Alberto's sin seems to be that of despair, of lack of faith. Gifted 

with a degree of insight2 he does not possess enough to formulate an 

acceptance of his mother's death. The one thing which he does not have 

is time to ponder, but for the imagery of the last few pages of his life, 

which are really only his dream of salvation. Alberto's despair has 

erected a causal barrier through which the concept of lejanfa cannot 

penetrate. 

Critics have been impressed by the irony surrounding the great family 

occasion, the ritual meal. Fazzolari points out its similarity to the 

goss6 familia, as a mean of strengthening family relationships, a way of 

watering the family tree, so to speak. An earlier passage in the first 

chapter evokes the picture of Dofra Augusta'reigning supreme in the Colonel's 

kitchen, enumerating her favourite recipes. Since this later scene is 

full of potential for renewal,, yet is overshadowed with gloomy portents, 

Fazzolari believes that it marks the end of childhood and the withering of 

the family tree. However she also sees it as a prelude to new life. 22 
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It seems true to say that the lace tablecloth is a symbol of the family 

continuity and Fazzolari makes the interesting point that Mallarmd regarded 

lace as a symbol of poetry. 
23 This may have some bearing since Lezama 

published several studies on the French poet. The survival of a family 

so closely linked with the Unconscious implies the continuing of the 

poetic spirit; and likewise the connection between the material and spi- 

ritual worlds perceived through poetic vision by Rialta, Dofra Augusta and 

Cemi. The two women indulge in a lengthy discussion on traditional lace 

designs in the very first chapter of the novel, and so the reader takes 

leave of the secure family atmosphere under the influence of the same 

image that helped to introduce it. The break-up of the family is heral- 

ded by the presence on the cloth of a set of green dishes: "consegula el 

efecto tonal de una hoja ... 
(Iv 253). The family tree sheds members 

like leaves, against a background of continuity - this does not mean that 

the tree itself will die. However the dishes are placed on a cloth, the 

lace clothj, which is like "la mitad del cuerno menguante lunar ... " (IJ, 

253); that is, decline has set in and the family will fade like the moon, 

which is also cyclic and may wax again in the person and poetry of Cemi. 

The idea unites with Doffa Augusta's attempts to turn the clock back: 

"Los he querido rejuvenecer a todos" (1.253)2 by evoking childhood memo- 

ries of the origins, so that her guests "Se sentirdn niffos ... (12 253). 

Yet all these attempts to prevent decline and decay fall on deaf ears, 

with the exception of Cemi., who is the hope for the continuation of all 

Dofra Augusta and Rialta represent. 

Va. tious other aspects of the meal seem to be portents of doom. 

Alberto's lively fishes are now transformed into a magnificent sea-food 

souffl4, which includes the emperor fish (rex puer? ). Lezama Lima makes 

obvious the menace of the three blood-red beetroot stains on the white 

cloth. Demetrio is unable to avoid causing them despite three attempts. 
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This could refer to Alberto's three chances of escaping death: the warn- 

ing (from the cowboy), the memory (of the Colonel) and the dream (of the 

guitarist). No one knows at this stage whose lives are threatened: 

Pero esas tres manchas le dieron en verdad el relieve 
de esplendor a la comida. En la luz, en la resistente 
paciencia del artesanado, en los presagios, en la ma- 
nera como los hilos fijaron la sangre vegetal, las tres 
manchas entreabrieron como una sombria expectaci6n (1,256). 

The number three is invoked as a magical and symbolic one. It is inte- 

resting that Cemi helps to cover up the signs of imminent death with the 

crab shells. Immediately after this, Cemi begins to justify the hope 

expressed in this concealing act, with his own little piece of verbal 

virtuosity, noticed only by his grandmother. We are reminded that it is 

November, a time of sadness for the family which has lost two other male 

members in the grim winter months (Andresito in December and Josd Eugenio 

in January). Death is brought right into the foreground by Dofra Augusta 

who hopes to cheat "Hera la horrible" with the ritual of the meal. The 

frutero functions as another symbol of Cemi's future role, which he is to 

assume from Alberto. The fruit is the goal; the fish attempts to clinb 

up the long-stemmed bowl to "el cielo curvo del plato" (1,258). The 

latter phrase suggests that this is a recurrence of the symbol of the tree 

linking heaven and earth, as does the family tree. Hence the joining of 

Cemi's hand with Alberto's on the stem signifies the passing over of the 

duty of representing the family's spiritual life to Cemi. The last few 

sentences of the chapter seem to confirm this: 

Le pareci6 de nuevo ver el langostino saltar alegre en 
la cascada de la irridiscencia desprendida por la ban- 
deja con las frutas. Volvi6 de nuevo el frutero a lan- 
zar una cascada de luz, pero ahora el langostino avanzaba 
al refractarse los colores frutales, hacia un cementerio 
de coral (1,, 276). 

Cemi is unaware as yet of his new role, but the seed has been sown and he 

is seen to reach for its fruits. 
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If we accept the explanation for Oppiano Licario's abandonment of 

Alberto offered above: that Alberto's despair leads him back to the world 

of Aristotelian causality (represented by Santurce), thus driving out the 

possibility of lo incondicionado, in this case life after death for his 

mother and consequently for himself (represented by Oppiano Licario); we 

can begin to unravel the mystery of his last hours. The apparent end 

of family continuity fills Alberto with despair, not resolution, so he 

cannot be the king whom Oppiano Licario has sought. However he has pre- 

pared the way for Ceml. Exit Oppiano Licario: enter the Messenger of 

Death. The Mexican guitarist disguised as a gaudy cowboy is not merely 

the embodiment of Death coming to collect Alberto, but rather a modern 

Mephistopheles. His music (poetry) is debased, played on a greasy, tor- 

tured instrument; "la madera gimiente" (1,, 262) reminds us of Andresito's 

modified violin. The "excreto ratonera" (1,262) recalls the ratones 

associated with the homosexuals in "Reino de siete meses". The first 

copla urging Alberto to "lo divino" is undermined by the image of the 

obese sufi (1.263). Fear strikes Alberto at last; the charro now repre- 

sents the "trompo infernal" and suitably hellish visions arise in his mind. 

The cowboy is an "Etruscan sacrifice" in whose entrails the victim sees 

only doom. Nevertheless there seems to be hope for Alberto as he reco- 

gnizes the second copla as blasphemous: 

A vernos maTfito, ma? fo 
como en la cruz del amor, 
uno encimita del otro 
y un clav6n entre los dos. 

The demonic cowboy gives himself away as an infernal envoy by his hissing 

andt spitting, as if salt had been thrown on a fire. Alberto's fears are 

confirmed by the demon's recitation of his verse, "Ay mare, mi mare, " re- 

ferring now to the imminent death of his own mother (1,264 and 1.238). 

Santurce's departure at this point implies that Alberto has entered the 
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11 world of the image,, of lejania once moret as he faces the challenge of 

death, supplying a verse of his own, and by this action escaping death 

(the dagger). 

La muerte me estd jugando 
y como me puse alegre, 
me dijo fuera seriando, 
por eso la sigo esperando. 

Taking death seriously implies believing that it is final. "Me puse 

alegre" implies a challenge. 

The arrest of the two men for disturbing the peace seems to bring us 

back to reality once more as the men become calmer on the way to the sta- 

tion. What transpires there has a direct effect on Alberto's fate- 

although there is some debate as to whether this effect is beneficial. 

Fazzolari criticises Ulloa's declaration that Alberto is rescued from doom 

by the memory of Josd Eugenio. She feels that Alberto is condemned to 

Lezama Lima's idea of hell as the Greek underworld: "Hay que tener en 

cuenta que Lezama no es un cat6lico ortodoxo,, que a veces parece pantelsta, 

y que tiene mucho del gnosticismo, que la mayor parte de las veces su in- 

fierno no es el cristiano,, sino el griego, esto es, el valle de Proserpina, 

el mundo de los muertos. " 24 
We must decide what sort of memories the 

Captain's conversation evokes, remembering that Alberto has already challen- 

ged death. He is carried off in a carro; Ulloa. compares this to the "Carro 

del Toldo" (as in"Las eras imaginarias: la biblioteca como drag6n"; 1,901) - 

a covered wagon or war chariot whosecanopy and base reminded the Chinese 

of the sky arched over the earth. Its central column was believed to 

link heaven and earth so it must be included here as a sign of hope (cf. 

the frutero). The conversation contains references to Christmaz, family 

unity, the character of Jos6 Eugenio, and particularly the episode in chap- 

ter V involving the two boys; "Primero pens6 en el tragante de la piscina 

(Is 267) recalls Alberto's symbolic escape from the showers. In fact the 
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whole story is about an actual escape. Alberto's weeping is inspired by 

a feeling of terrible loss for he is still gripped by a horror of death; 

"estremecido adn por el recuerdo de los familiares que gimen en el valle 

de Proserpina, perseguidos por el perro de tres cabezas" (1,270). Every 

impression carefully built up so far around the memory of Jos4 Eugenio 

belies the image which Alberto has of his fate. Rialta's faith and the 

"juego de yaquis" vision have prevented the reader and the rest of the fa- 

mily from adopting Alberto's viewpoint. No wonder that he is despairing, 

if this is how he views his brother-in-law's and mother's death. 

Alberto's request for the freedom of the cowboy my symbolize his re- 

signation to death or his mistaken belief that he is no longer in danger. 

The hellish vision has now faded and the imagery of the new companion's 

song tells of freedom and happiness, the dawn and fresh dew. Fazzolari 

points out that the singer tells of the surrounding countryside, "como 

un suefro de bienaventuranza eterna. " 25 
It seems as if the second guita- 

rist offers Alberto a second ending. The imagery of the early stage of 

the journey evokes the hope of eternal life, the halting of Time and a 

reconciliation with the family tree. Ulloa reveals much about the last 

few pages of this chapter by comparing them with "Las eras imaginarias: 

la biblioteca como drag6n. " Following his example, from detailed study 

of this essay we find the "Carro del Toldo" image and the auriga who would 

drive the Emperor along, seated beside or behind him. Since it is the 

guitarist who sits in the emperor's seat, thus avoiding being killed in 

the accident, he must represent merely a dream of kingship or the immunity 

afforded to the poetry. The eucalyptus trees, in their love-making, 

(barraganaban) seem to be a symbol of the perfect conjunction of Nature 

in both heaven and earth, once again formed by trees: "troncos que formaban, 

una monarqufa absoluta de sombra y de dominio de la extensi6n estelar" (I, 

271). In addition: "reproducida en un espejo donde aparece un oso empu- 

jando las constelaciones" (1,271) probably refers to an idea from "Las 
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eras imaginarias: la biblioteca Como drag6n": "la Constelaci6n de la Osa 

Mayor, donde mora el Augusto de Jade, nombre ya delGran Uno" (11,, 894). 

This phrase appears in a passage describing Lao-tse, the "viejo-nino- 

sabio " of Taoism, near death. He is called upon by the "Guardiin del 

desfiladero" to pass on his knowledge and soon disappears to contemplate 

Unity forever. This is one possible fate for Alberto. The jasmine 

flowers in Alberto's dream of eternity are guarding the entrance to this 

very desfiladero. This suggests that Alberto is closely linked with Lao- 

tse, in the matter of passing on learning, for Lezama describes him in 

"Las eras imaginarias: la biblioteca Como drag6n" as the innovator of a 

great Chinese philosophical and religious movement, preparing the way for 

later scholars. There is no element of despair in his death. The phrase 

"carpa del primog6nito" refers to Alberto as if he is being offered up on 

the base of the chariot like a fish on a plate- he is not of course the 

first-born, but is here in his place. The "carne transparente" of the 

poplars, the squares of orange groves (four is a sacred number in 1., 463) 

symbolizes the triumph of the spirit over matter. The Christian symbol 

of the safe journey, St. Christopher, is combined with references to Nature 

to produce a magnificent picture: "haciendo de cada irbol una almohad6n 

para San Crist6bal, con el clavo de su cayado hundiendo los hongos venosos" 

(1$ 271). 

The first warning note follows: "Rueda la hoja al rio /y en su euga'no 

se desliza" (1.272). It recalls the image of the forlorn little leaf 

lying on the edge of the waning moon (1,253). It seems as if the leaf 

represents Alberto falling into the river of Time. Time is indeed the 

theme of the subsequent images, as the word it eternity" in the song invokes 

another Taoist symbol from "Las eras imaginarias: la biblioteca como drag6n" 

(IIj, 922-3). the tortoise. As long as they remain in hibernation, tortoi- 

ses signify longevity or eternity, yin and 1ýng ,, the balance of matter and 
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spirit as symbolised by their bodies and domed shells. Their lettuces 

ensure that they remain stationary, since they are placed on the shells. 

The Chinese water them- the fostering of Tao and its concepts of immor- 

tality? They are guardians of the tortoises, hence their prompt weeding- 

out of the second element of discord: " un gusanillo de cuernos malignos 

para cariar la superficie verdeante" (1,272), which seems to be an image 

of doubt, like that felt by Alberto. The presence of the worm heralds 

the arrival of other bad omens such as the strong wind and the "Grandes 

bandadas de vultifridos verdes" (1,272). Alberto is only dreaming of a 

blessing in place of a curse. Satan's hosts now appear in the previously 

reassuring songs, and Lezama conjures up some of the things capable of with- 

standing Time: "las plantas que necesitan del fuego para Ilegar al hombre" 

and ritual acts such as "un conjuro de procreaci6n estival" (1,273). 

Even the much sought-after "expansionarse de la sangre" is shown to be a 

false hope as it is compared to the speeding up of a stagnant river as it 

at last approaches the sea. The river is misled by sirenass, a symbol of 

deception throughout the novel. The manaJu is a Cuban tree with medicinal 

properties, which like a balanced relationship with the Olaya family tree, 

could save life, Alberto's life. Other trees and plants also appear. 

There are two images of fire which Fazzolari chooses to see as examples 

of hellfire "desde este punto, el paisaje se vuelve verdaderamente infer- 

nal con sus mdltiples alusiones al fuego. , 26 
However, one may be a 

symbol of purification (saltpetre) while the fuego may be a symbol of de- 

struction. I suggest this because they are placed in opposition to one 

another in the passage. The fire seems to be forced to remain below a 

cliff whereas the salitrera seems to be corrosive rather than all-consuming: 

"la salitrera se lanza al asalto para quitarle al mismo diablo la suspicaz 

cita higueral ... 
" (1,274). 

The last chance for Alberto is expressed in the image of a bird coming 
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to roost in the antlers (stone tree) of a reindeer., in some vast and 

lonely waste. It seems to be an image of Alberto's soul returning to 

the family tree, to the Great Mother and the Unconscious. But this re- 

conciliation is placed out of reach; "alli en otras latitudes donde la 

soledad se completa" (1,274). We return abruptly to the guitarist who 

now sings of Alberto's destruction: "con los molinos de vino / los titanEs 

se hundirAn" and then places the whole episode in a ridiculously trivial 

light: "Naipes en la arenera /fija la noche entera / la eternidad ... y 

a fumar" (1,275). Fazzolari decides that this means that even the me- 

diocre can have eternal life, but not those who give in to drink: 

La ultima d6cima del guitarrista es quizds la mayor 
prueba de la condenaci6n de Alberto ... que nos dice 
como la mediocridad y aun la nulidad pueden ser seguros 
de salvaci6fi, mientras que los grandes pueden perderse 
por el vicio de la bebida. Los tres 61timos versos, 
aunque mAs oscuros, son los que fijan por una et2pidad 
el destino de Alberto en el fuego del infierno. 

It seems paradoxical to say that the mediocre will be saved because a con- 

stant theme in Paradiso is that of "intentar lo mAs dificil" (13,321). 

It is significant that Alberto should meet his death in a drink-sodden 

state which has in fact reduced him to mediocrity. He is a mere shadow 

of what we were led to believe he might have become. The progress of 

Alberto towards disaster is actually quite clearly delineated in the novel 

and drink is merely one aspect of an invisible wasting disease which holds 

him fast. We have seen his dilemma over whether to return to the comfort 

of the maternal ouroboros, to the warm, dark, pre-natal world in which he 

is not required to think for himself, or whether to assert himself as an 

individual in adolescent sexuality. His dream or hallucination in the 

school showers reveals the dangers of becoming obsessed with either state 

to the extent of wishing to live exclusively in one or other. The end 

result of dwelling toolong in either seems to be bloody sacrifice. 
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Alberto has two chances to escape, with the young, apparently innocent 

girl (who is brought by him to ruin and a court case, according to Oppiano 

Licario) and secondly, when it occurs to him, through the good offices of 

Oppiano Licario who is lejania, to assert his masculine, individual side 

and take control of the feminine within so that it can become his guiding 

anima instead of his foe. 

Unable to achieve this transformation, Alberto yields to open rebel- 

lion against the authority of his real parents (his father is weak, in 

any case) and turns to nights on the town and casual relationships. He 

will never attain any greater or more permanent degree of maturity. He 

expends all his creative energy in empty conquests. Neumann says of 

such states, taking examples from myth: 

the orgiastic character of the Adonisq Attis and Tammuz 
cults, not to speak of the Dionysian, is all part of 
this sexuality. The young lover experiences an orgy 
of sex and in the orgasm the ego dissolves,, is transcan- 
ded in death. On this level, orgasm and death go to- 
gether, just as do orgasm and castration. 

For the youthful god, with his feebly developed ego,,, 
the positive and negative aspects of sexuality are 
dangerously close to one another. C... ] intoxicated, he 
surrenders his ego and returns to the womb of he Great 
Mother, regressing to the pre-ego state ... , 29 

This is why it is appropriate to sing a verse about the Titans, who were 

sent to kill Dionysus, the god of wine and of procreation in the orgies 

devoted to him. Alberto is frequently intoxicated with love and wine, 

both intense physical states devoted to re-unifying body and spirit; but 

all to no avail. He makes a sacrifice of himself to the Great Mother, 

so that he becomes a forty year old mother's boy. His fatal mistake is 

that he identifies his real mother far too closely with that which he 

alternately seeks and flees. The feminine side of his own personality 

is so bound up with his mother's person that news of her imminent death 
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precipitates his own death, preceded by the dissolution of his personality 

in a kind of madness wherein death comes to fetch him in his chariot. 

The description of the death scenes speaks to the reader of suicide. Le- 

zama suggests that the presence of Oppiano Licario, an appreciation of. or 

faith in. other levels of reality3, in life after death or the power of 

poetry to preserve the life of the spirit, would have saved Alberto. 

There is no element of despair in the death scene of the one over whom 

Alberto has despaired, but she is now strong in the knowledge that Cemi 

will inherit the positive characteristics of the family. If Alberto is 

guilty of anything,, it is the lack of self-assertion, arrested development 

at the stage of adolescent initiation and lack of spiritual growth. He 

embodies some of the dangers which Cemi must face from within his own 

family because of its preoccupation with the Unconscious. The latter was 

too powerful for Alberto, but the true poet must be able to visit the depths 

of the Unconscious and return once more with new knowledge,, like Orpheus 

or Christ Risen. 

Initiations 

II. The Orgy 

El falo, en la culminaci6n de su erecci6n, parecia 
una vela mayor encendida para un dnima muy peca- 
dora (1.308). 

So vividly illumined by such votive candles are the central chapters 

of Paradiso that they have attracted a degree of attention out of all propor- 

tion to their role in the novel. Unfortunately few critics have proceeded 

further than remarking on their dazzling presence, which serves only to 

fuel the fires of sensationalism. The adventures of Farraluque, Leregas, 

Godofredo el Diablo and Baena Albornoz are certainly noteworthy but can 
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only be usefully studied in context. Lezama defines the context: 

Paradiso es una totalidad y en. este todo estä el sexo. 1... -J 
para mi, con la mayor sencillez, el cuerpo humano es una 
de las mgs hermosas formas logradas. La c6pula es el 
mäs apasionado de los diälogos, y desde luego, una forma, 
un hecho irrecusable. La c6pula no gg mäs que el apoyo 
de la fuerza frente al horror vacui. 

While this statement is reassuring in as much as it seems to preclude any 

sudden descent into gratuitous pornography, it leaves a great deal unsaid; 

for many of Lezama's descriptions of sexual intercourse are far from beau- 

tiful and the "passionate dialogues" take place between increasingly un- 

savoury bodies in increasingly unsalubrious surroundings. The tone in 

which these copulations are described is decidedly in contrast to the aura 

of reverence expressed in the above quotation from one of his interviews. 

Lezama details each union with an accuracy and precision which are awesome 

in themselves, drawing our attention to unusual attributes, in a manner 

guaranteed to halt even the most seasoned student of literature in mid page: 

Su lengua tenla el rosado brioso de un perro de aguas. 
se podia comparar entonces el tegumento de su glande 
con el de su cavidad bucal. Ambos ofrecian, desde el 
punto de vista del color, una rosa violeta, pero el del 
glande era seco, pulimentadoe como un acecho para resi- 
stir la dilatacidn porosa de los momentos de erecci6n: 
el de la boca abrillantaba sus tonos, reflejados por la 
saliva ligera, como la penetraci6n de la resaca en un 
caracol orillero (1,280). 

Such exuberant language appears in Paradiso constantly, as Edmund White 

has noted: "Lezama's language is reckless,, voluptuous, sly and unrelentin- 

gly. sexual. Those scenes in the book that are literally sexual (and there 

are many juicy heterosexual and homosexual interludes) are no more charged 

with bristling erotic energy than any other moment. " He concludes that 

"At every point words are courting or stroking or probing the banal facts 

of everyday life. " 30 
Lezama embraces the world$ marrying together un- 

usual concepts within his characters; their deepest emotions and even 
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spiritual experiences are expressed in sexual terms (for example, Cemi's 

dream of his mother,, Alberto's crisis at schoolq Alberto's letter). His 

baroque style engulfs his ideas like jungle foliage, no matter what the 

topic under scrutiny. When the novelist turns his exuberant,, vital lan- 

guage to an examination of sex itself, the result is inevitable; he treats 

it con brio, sparing no blushes. 

It is difficult to find any work with which to compare this part of 

the novelp chiefly because writers of former times would not have seen 

their work in print if it dealt so explicitly with the subject. The re- 

lish with which Lezama elucidates on school boy preoccupations and the 

humorous and even satirical tone that he adopts towards his characters in 

this sectiont the ludicrous situations in which he places them (for example, 

in a coal cellar) - all these factors might encourage the reader to recall 

Petronius' Satyricon or certain of the Canterbury Tales with their bawdy 

medieval humour. The Serranas in the Libro de Buen Amor have a similar 

type of rustic,, whole-hearted enthusiasm but nothing quite equals the gro- 

tesque effects achieved when Lezama's imagination runs riot. The compa- 

rison of Leregas' penis with his tongue is but one example of how Lezama 

employs hyperbole, unexpected simile and metaphor to turn his youthful 

characters into grotesques. They are reminiscent in this respect of some 

of Quevedo's creations in the Busc6n, not in terms of sexual references, 

but in sheer unremitting detail which is built up, layer upon layer, until 

the visual impact of a character is almost overwhelming. The descrip- 

tions of Leregas call to mind those of Quevedo's boarding school mastert 

Cabra, or perhaps of Don Toribio. Yet all of these writers are models 

of discretion when compared with Lezama., who leaves nothing unsaid. 

Turning to modern writers,, we know that Proust includes quite a large 

number of homosexuals in A la Recherche du Temps Perdu and that homosex- 

uality was a cause cel6bre for Gide. Yet Gide's treatment of the homo- 
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sexual act itself is positively modest, when compared with some episodes 

in Paradiso. In Les Faux-Monnayeurs, which is concerned almost exclusi- 

vely with homosexual relationships, there is no explicit encounter and 

all the emphasis is placed on motivation, presumably because Gide endorsed 

such relationships and wished to present them in the best possible light. 

This does not appear to be the case with Lezama. Homosexuality has not, 

on the whole, endeared itself as a topic to writers of the "new novel" in 

Latin America. Certain passages in Conversaci6n en la catedral which de- 

scribe the sexual predilections of Cayo Bermddez come close to pornography 

and violent heterosexual encounters are frequent, but to my knowledge apart 

from Paradiso, no other modern Latin American novel., with the exception of 

Manuel Puig's El beso de la mujer arafýa, has devoted much space to such 

matters. Puig's novel, published in 1976, purports to be a study, to the 

extent of having footnotes and references to genuine psychoanalytical texts 

on homosexuality. We must ask ourselves why Lezama concerns himself with 

this aspect of sexuality which has been so ignored in works worthy of the 

denomination "literature". We must also note the tone which he employs 

and attempt to gauge from it his true opinions on the subject. 

A brief survey of the impact of this part of Paradiso on the critics 

will help to define the problems involved. The enthusiasm of Vargas Llosa 

and CortAzar did much to ease the passage of Paradiso from Cuba to the rest 

of Latin America. However their initial reactions to the novel were quite 

distinct. Cortizar pounced on Lezama's references to "el CrAter de Y6culo" 

and "las sombras del ScArtaris" (1.342) in the Albornoz/Leregas episode 

and used them to introduce his essay on the novel, thus revealing the im- 

portance which he placed on the imagery of descent, and in this case on 

homosexuality: 

la resonancia de la inocente orografia islandesa se 
vuele una lasciva circunstancia er6tica, y el mensaje 
de'Arne Saknussemm, maravilla de nuestra infancia 
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("Descends dans le cratýre de Yocul de Sneffels que 
Vombre de Scartaris vient caresser avant les calendes 
de Juillet, voyageur audacieux, et tu parviendras au 

centre de la terre ... 
") propone B? r el sonido y las 

ink<genes una 16brica revelaci6n. 

He describes the "rituales fAlicos de Leregas y Farraluque" as "parodia 

simiesca,, 'I which suggests the aura of the grotesque surrounding them. 
32 

on the other hand, later in 1967, Vargas Llosa found himself called upon 

to defend his essay entitled "Una summa po6tica: una tentativa imposible" 

against the attacks of Emir Rodriguez Monegal; the latter was incensed 

because he could not understand how Vargas Llosa's study could ignore en- 

tirely the theme of homosexuality. The Peruvian novelist protested that 

the novel under discussion "puede ser considerada muchas cosas distintas,, 

como toda creaci6n mayor2 pero, en ningun caso, un tratado, un manual o 

una apologia del homosexualismo" and he becomes quite vehement: "me indi- 

gn6 mucho la idea de que un libro tan rico, vario y milltiple ... estu- 

viera siendo desnaturalizado, reducido a una sola de sus inumerables 

caras.... , 33 
He claims that there are only about forty pages dealing 

specifically with this theme, which goads Rodrfguez Monegal into providing 

a list of homosexual incidents and imagery which he says form "una buena 

cuarta parte" of Paradiso, 
34 but he concludes that "casi no hay capftulo 

en que con un motivo u otro, no aparezca muy destacada alguna imagen 

f9lica"; 35 he tempers his observation., saying that "Aunque la novela 

cubana presenta. abundamente la sodomia, no se preocupa de Gomorra para 

nada. " 36 
Rodriguez Monegal returns to Paradiso in his 1968 article, in 

which he argues for an "anagogic" readirg of the textj bearing in mind 

that "Paradiso no defiende la homosexualidad sino que la discute. " 37 

He notes that the activities of both hetero- and homosexuals border on 

perversity but reminds the reader of Lezama's abiding interest in "ese 

estado anterior a la heterosexualidad en que la naturaleza humana se re- 

producia por medios similares a los de un Arbol que desprende una rama 
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para crear otro Arbol 
... la condici6n andr6gina de una etapa de la 

humanidad. " 38 
Lezama has described the spiritual rebirth of the Spa- 

niard in Latin America, with connotations of a return to the origins, in 

Jos4 Maria Cemi's dream of a lamb beneath a tree - it is part of his con- 

cept of the first "era imaginaria" described in "A partir de la poesfa, " 

(11,835). Rodriguez Monegal feels that the concept of androgyny plays 

an important part in the novel and decides in favour of Lezama's higher 

motives in writing about all kind of sexuality. He favours Cemi's re- 

mark to Fronesis: "Los griegos Ilegaron a la pareja en todas las cosas, 

pero el cristiano puede decir, desde la flor hasta el falo, este es el 

dedo de Dios" (1,425). 

Towards the end of 1967, J. R. Ribeyro produced an introductory ar- 

ticle which compares Paradiso with parts of A la recherche du temps perdu, 

particularly the characters of Charlus and Foci6n,, but he notes most im- 

portant distinctions: 

Lezama Lima trata. el problema con un desapego casi 
filos6fico2 lo analiza remontAndose a lo que llama 
los mitos germinativos o andr6ginos y elabora varias 
teorlas discutibles al respecto, expuestas alternati- 
vamente por los tres personajes. Proust, sin teorizart 
expone concretamente la situaci6n de los invertidos de 39 
su dpoca ... al mismo tiempo juez y parte en una causa. 

Ribeyro has something to note on the tone, also: 

Lezama muestra una complacencia y un amor al detalle 
que s61o su genio descriptivo, su humor y su fantasia 
salvan de la vulgaridad. Las secuencias erAicas del 
ya famoso capitulo octavoe por la variedad de situa- 
ciones que presentZ, constituyen casi una pieza de va- 
lor didictico.... 

One of the first to comment on Paradiso, Usar L6pez, remarks that the 

tv retornello fdlico de ciertas zonas de la obra descubre una de las obse- 

siones del cubano que tiene su paralelo secular en antiguas civilizaciones" 

but he fears that despite great imaginative power, Lezama has fallen into 
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a trap of his own making by "ponerse el acento, no en el origen del cual 

se desprende el poeta metafisicamente, ni tampoco en la resurreci6n final 

(propuesta en la conjunci6n estable poeta-hombre) sino en la trayectoria, 

en ese mismo enemigo rumor, tan lezamiano, que se muestra como resisten- 

cia. , 41 
He feels that Lezama has been waylaid by the very thing he 

wishes to leave behind, the flesh. We will have to determine whether 

this is true of the eighthchapter. Meanwhile, critics such as J. C. 

Ghiano are prepared to forgive Lezama anything because "Todos los temas 

de Paradiso, hasta los rlýsoforadamente fAlicos., estAn justificados por la 

fe de Lezama. " 42 
However he does not expand on any particular theme 

in detail. Ortega says of the eighth chapter: "un episodio suscita otro 

episodio en una sucesiva transformaci6n hiperb6lica; asf, los episodios 

erdticos del capitulo VIII, y el mismo episodio del atleta Albornoz, son 

como pr6logos anecddticos que suscitan la transposicidn de la an6cdota 

al plano de la poesia. " 43 
1 think that there is much to be said for 

this view. Finally, there are some, E. Figueroa Amaral amongst them, 

who find the passages in question most offensive: "Escondida por una Mul- 

titud de simbolos fAlicos refleja una ýtica sexual de la m9s austera. re- 

presi6n. Ataca las pasiones con humor astringente y los pasajes homo- 

sexuales son de sAtira cruel. " 44 
While I do not agree that Lezama is 

being callous, it seems that he is attacking sexuality in some way. 

P6rez Firmat, on the other hand, devotes an entire article to proving 

that Cemi's final acceptance of his own being involves homosexuality, 

which supercedes his "sexual ambivalence. " 45 
Each dissertation produced 

so far has examined the sexual scenes with varying degrees of interest and 

the debate on Lezama's intentions continues apace. 

What is surprising,, in retrospect, is that Paradiso survived its first 

appearance in print in 1966, since it was withdrawn almost immediately by 

the government censors and only reinstated at the express wish of Fidel 
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Castro, according to Lezama's friends and relatives in Havana. The most 

obvious bone of contention, in a country which even in the spring of 1980 

classed its homosexuals with the "criminals, lumpen and antisocial ele- 

ments, loafers and parasites gathered in the grounds of the Peruvian 

embassy, " 46 
was the homosexual element in the novel. Fortunately,, th-- 

authorities seem to have decided that these passages are only a fraction 

of the total work, but it did not at first find favour in Franco's Spain. 

Lezama wrote a letter to Juan Goytisolo, whose article, "La metAfora er6- 

tica: G6ngora, Joaquin Belda y Lezama Lima.,, " attempts to compare the latter 

with examples of pornographic writing; he says: 

nunca he leido esa obra que usted me cita (La coquito), 
ni creo que sea necesario niAs para la lectura de ese 
capitulo VIII, que lo que alli se muestra. Algunos ver- 
siculos de Las Leyes del Manil y sobre todo el Kamasutra 
(capitulo dedicado al Opoparika o uni6n bucal) leldos en 
la nifiez y mantenidos con sensual relieve por la memoria. 
Los dnicos libros de porn rafla que he leldo son la Bi- 
blia (G4nesis) y Plat6n. 

Lezama expresses surprise at the censorship in Spain and remarks "No sd 

cual es el motivos su ralz es innegablemente ecumdnica,, es cat6lica 

Mi obra podr6 ser censurada por defectos de estilo, pero jam6s por mo- 

., puesto que su ra' tivos 4ticos 1z es esencialmente la de un auto sacramen- 

tal. " 48 
The chief aim of an auto sacramental was to express religious 

mysteries in an art form available to the masses and if we take this com- 

ment seriously, there can be no question of pornography for its own sake. 

Elofsa Lezama Lima speaks of her growing concern to clarify his meaning 

in the face of "m9s y mis empates freudianos arriesgados de criticos epa- 

tantes: que si complejo de Edipo, que si homosexual,, que si el padre ... 

Su respuesta era siempre una gran risotada. " 49 
The concensus of criti- 

cal opinion, combined with Lezama's own declarations., leads us inevitably 

to the conviction: that, despite the relish with which he writes on sex, 

Lezama has something in addition to a boistrous celebration of the phy- 

sical in mind. 
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The key to an understanding of the adolescent exploits of Farraluque, 

Leregas and the others lies in our earlier examination of Alberto and 

Jos6 Eugenio, who undergo a crisis of identity in the school showers. 

We saw that the two boys faced up to the challenge of "otherness" in qui- 

te different ways, and that Alberto is very tempted to remain in the warm 

confort of the maternal ouroboros, not having to assert himself in any 

way. He is then seen to swing violently in the opposite direction and 

is only saved from the homosexuals in the bar by the presence of lejania, 

Oppiano Licario. His movement across to the other extreme derives from 

the desire to break away from the undefined, child-like dependence on the 

real and symbolic mothers, and to assert the self through sexual experien- 

ce. Alberto plunges himself into various kinds of intoxication,, hetero- 

sexual love and drink., because he is still fatally attracted to the ma- 

ternal ouroboros or the Unconscious; he cannot free himself from the pu- 

rely phallic stage. The adolescents in the eighth chapter have no Oppiano 

Licario to pull them back from the brink, and so they unwittingly descend 

into the depths of the Unconscious by their rebellious sexual behaviour. 

They regress even further than that stage when they resemble the youth- 

ful lovers of the Great Mother whose weak ego is drawn in to the Uncon- 

scious once more, becoming one with the pre-natal state even before their 

sex has been determined; they become androgynes. 

If this argument is valid it should be borne out in the imagery of 

the sexual exploits. If Lezama condemns his characters in these passages,, 

it will be for the same reason that Alberto is carried off by death; they 

will have sacrificed themselves to the unconscious state from which they 

were fleeing in their orgies, having stunted their spiritual growth. 

Farraluque is introduced as a blatant exhibitionist who treats the younger 

boys to a reciprocal display as they file through the school toilets. 

He is described as "cruzado de vasco semititAnico y de habanera ldnguida 
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que generalmente engendra un leptosomAtico adolescentario ... 
" (1,277), 

a lineage shared by Josd Eugenio and expressing the creative power which 

Lezama has shown that he believes exudes from such unions. It is inevi- 

table that the reader should be reminded of Fibo and Aredo at this stage, 

although their sexuality was merely latent. Farraluque is possessed by 

"un demonio priýfpico" (1,277) and dances about like one in a trance, 

while treating his penis like a little pet, "Se la enroscaba por los 

dedos,, por el antebrazo, hacia como si le pegase, o la mimaba como un 

nin-6 tragdn" (1,, 277) in what Lezama describes as a "ceremonia fAlica" 

(Iý, i, 277). It is as if the entire school is indulging in phallus worship. 

His punishment sets him apart from his peers and he adopts "una irdscara 

ceremoniosa" of seriousness. The atmosphere of rite and initiation is 

built up even more as the passage progresses; Leregas' habits are "otro 

ritual fAlico" (1,277). There follows the comparison of his face and 

penis which seem to reflect one another; "La extensi6n del frenillo se 

asemejaba a su narizp lo-prolongaci6n abultada de la ci5Pula de la membra- 

nilla a su frente abombada" (1.277-8); this comparison continues its de- 

velopment until it culminates in the rather overwhelming description of 

Leregas' tongue and phallus. No wonder the class is transfixed by the 

appearance of such a phenomenon which seems to evolve before their very 

eyes: "impulsada por un viento titAnico " (my italics); "su falo no pare- 

cia penetrar sino abrazar el otro cuerpo"; "como un remolino que se trueca 

en columna"; "aquel tenaz cirio"; "un atributo germinativo tan tronito- 

nante"; "aquel improvisado Trajano columnario" (1,, 278-9) - these are but 

a few of Lezama's humorous evo cations of Leregas' salient feature. His 

balancing act with some books, surely the ultimate in disrespect for au- 

thority, seems like "una f6bula hindd sobre el origen de los mundos" (I. 

279). - Lezama may be thinking of some of the legends in which the world 

is created in a great out-pouring of sexual energy. 
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Lezama insists that Farraluque is not guilty of defiance but that 

11s6lo que no hacia el menor esfuerzo de la voluntad por evitarlo" (1,280) 

and proceeds to furnish the reader with a striking picture which we will 

examine presently. Farraluque allows things to happen because he is in- 

capable of an assertion of will. In his later encounters, the other 

participant calls the tune, as Gimbernat de Gonzdlez notes: "tenemos un 

t6rmino constante y potente, Farraluque, que encuentra el sentido de su 

funci6n gracias a los otros integrantes del juego, quienes instauran las 

diferencias. " 50 
Returning to the striking imagery, it seems to me that 

the picture evoked- "Su boca era un elemento receptivo de mera pasivi- 

dad, donde la saliva reemplazaba el agua maternal" (1,280)- is really 

that of the Terrible Mother of mythology who has male and female attri- 

butes, a long tongue like a phallus, and a vicious "vagina dentatal" 

like Kali. 
51 

Leregas' mouth is described as a vulva, to all intents 

and purposes, and Neumann confirms my suspicions when he says that 

"the terrible aspect of the Feminine always includes 
the uroboric snake woman, the woman with the phallus, 
the unity of child-bearing and begetting, of life and 
death. The Gorgon is endowed with every male attri- 
bute: the snake, the tooth, the boar's tusks, th S2 out- 
thrust tongue, and sometimes even with a beard. 

Leregas, whilst apparently asserting himself against the Unconscious and 

the Great Mother, has actually become an expression of the "terrible Fe- 

minines" the death-ridden side of the concept, which, like the womb of 

the earth, draws men back into its maw, into the Unconscious, back to the 

pre-natal state of floating in the "agua maternal. " Leregas is an andro- 

gyne of sorts: "Parecfa que habia una enemistad entre esos dos 6rganos, 

donde la boca venia a situarse en el polo contrario del glande" (1.280-1). 

Although it is an uneasy union of opposites, Lezama recalls Michelangelo's 

painting of the creation of Man, on the Sistine Chapel ceiling, thus lin- 

king the androgynous state with innocence. Leregas contains masculine 
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and feminine principles, but they are not unified in a whole being. 

Farraluque reappears on the scene to take up new adventures. R--is 

well endowed and fully prepared to "explore in indiscriminate and anar- 

chistic fashion all the erotic potentialities of the human body"; for, 

"in Freudian terms children are polymorphously perverse. " 53 
He is lea- 

ving childhood behind, but it is essentially a childlike curiosity and 

lack of inhibition that leads him on from initiation to initiation. 

Alberto is content with only one night in which to indulge in all his 

initiatory experiences, but Farraluque is afforded three special days, 

three Sundays. In encounter one,, the youth is finding that time lies 

heavily on idle hands; he is placed alone in the abandoned school, and 

the maid comes to fetch him to the sexual feast like Eve and the snake 

combined. Time ("Cremosa, goteante, interminable crema batida"; 1,281) 

and emptiness are the chief factors which are relieved by his sexual ad- 

ventures. We might recall Lezarria's comment: "La c6pula no es mAs que 

el apoyo de la fuerza frente al horror vacui. " 54 
The nineteen year 

old "mestiza mamey" (1,282) who awaits him is notable for her drowsiness, 

which she shares with all Farraluque's partners: "La continuidad sin so- 

bresaltos de la respiraci6n de la mestiza, evitaba la sospecha del fin- 

gimiento" (1,283). The sexual intercourse of the, first encounter is 

quite ordinary; in the second, the union takes place once more on a con- 

fortable bed ("cuadrado plumos-o, " 1,283) and the partner., the Spanish 

mid, is also asleep and soon returns to sleep after her experiences with 

Farraluque. The latter now involve some technique in order that both 

participants might achieve orgasm. It is she who explains her wish for 

"la ondulaci6n permanente" (1.284) and the positions herself so that 

his second experience may be per angostam viam to preserve her virginity. 

The third encounter,, with the director's wife, is marked by an increasing 

concern with technique and lack of spontaneity, hence her state is not 
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one of natural sleep: "fingia sin destreza un sueýro de modorra sensual" 

(12 287). The sleepiness featured in the first two encounters seems to 

symbolize their naturalness and ritual aspects; also if Farraluque, like 

Leregas, descends into the Unconscious each time he has an ecstatic ex- 

perience, it may indicate the motionless "agua maternal" of the Uncon- 

scious. As the acts become more conscious and more complex, the parti- 

cipants become increasingly alert to their own pleasure, which blots out 

anything else. The imagery employed to describe the Spanish maid gives 

the impression of the male part being swallowed up in the female: 

Ese encuentro amoroso recordaba la incorporacidn de 
una serpiente muerta por la vencedora silbante. Anillo 
träs anillo 

., 
la otra extensa teor'a fläccida iba pene- 

trando en el euerpo de la serpiente vencedora, en aquel- 
los monstruosos organismos que aen recordaban la indi- 
stinci6n de los comienzos del terciario donde la dige- 
stift y la reproducci6n formaban una sola funcion (1,1 284). 

Once again the imagery points to a state in which all opposites are dissolved. 

The third encounter begins with the ritual gesture made by the older 

woman who feigns sleep, and it precedes another lesson in specialization: 

"Sus dos anteriores encuentros sexuales, habfan sido bastos y naturaliza- 

dos., ahora entraba en el reino de la sutileza y de la diab6lica especia- 

lizaci6n" (1,287-8). The speciality involved is made explicit within 

the text ("dos de las ocho partes de que consta un opoparika o uni6n bucal, 

segifn los textos sagrados de la India"; 1., 287) and Lezama indulges in a 

minute detailing of the same, which is included in the ninth chapter of 

the Kamasutra, as he states. It is a "diab6lica especializacidn" because 

the ori&inal purpose of such techniques has been forgotten; in Hindu belief, 

of every time their love is ecstatically consummated in the act of union, 

human lovers are transformed into participants in that original 'divine actý" 

They become part of the original cosmic creative moment; "The man is assi- 

milated to the male aspect of the creative Deity, the seed of being; the 
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woman to the Goddess whose fertile womb is the matrix to all form and 

reality. " 55 
Farraluque's partner remains, however,, "la arrebatada gor- 

gona" (1., 288). Yet the scene implies another return to the origins, if 

only by default. For the youth, hampered by the "Circe., afanosa de la 

gruta de la serpiente" (1,288). the encounter., "tenia algo de morderse 

la cola" (1.288). The latter is a most interesting choice of phrase, as 

it evokes the symbol of the origins, the snake biting its own tail, an 

image of androgyny and the undifferentiated state. 

The youth discovers "como una lejana burla sagrada" (1,289)the young 

boy Adolfito, who has the features of the snake woman, once more descri- 

bed: "EnseWaba un incisivo cortado en forma triangular, que al sonreir 

mostraba la movilidad de la punta de su lengua, como si fuese tan s6lo la 

mitad de la de una serpiente bifida" (1,289). He too is an image ofthe 

ouroboros. The performance of any kind of intercourse is made impossible 

by the perverse struggling of the partner and the semen is wasted. Ob- 

viously, there can be no union with an image of the undifferentiated 

state because of its very nature; in fact, it cannot be influenced by 

sex. Or so it seems at this point. 

The grand finale of Farraluque's adventures takes place on the third 

Sunday. The whole event is shrouded in mystery; the partner's identity 

is unknown and he wears a mask, of which Gimbernat de Gonzdlez says., "El 

antifaz no solo quita la identidad al hombre, sino que al unirse en la 

conjugaci6n homosexualP involucra a Farraluque, lo desdibuja, lo niega en 

su rol primero. " 56 
There are many images of descent into the depths. 

44 un bosque de niebla. " the "carbonerla" which is lit by a. small skylight 

and ha., the atmosphere of a prison, or of the womb. The latter is evoked 

by the fruits of the earth sitting all around, that is, the bags of coal. 

The whole thing is absolutely ludicrous, but a careful examination of 

the imagery will guide us to Lezama's serious intent. The idea of a 
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rite is established by the phrase; "Como un sacerdote de una hierofanila 

primaveral, empezO a desnudar al prigpico (1,291). If we combine 

this knowledge with the simple fact that he is still wearing his socks 

and shoes, never mind the fact that he is masked, we will have to agree 

with R. Gonz5lez that "Las situaciones son en extremo grotescas y se col- 

man de detalles ridiculos. El colmo de la comedia de burlesco, es el 

pasaje de la carboneria.... " 57 
The "priest" is an ugly, fat little 

man who shows up very white against the black coal sacks. We find again 

11 the "incorporacion de la serpiente" and the man seems about to "parir un 

monstruoso animal" (1,292), while resembling Bafameto, "el diablo andro- 

gino" (1,292; my italics). There is little suggestion of an idyllic 

return to the origins here. Farraluque is joined with nothingness: 

... Bafameto, el diablo androgino, posei'do por un cerdo 
desdentado, rodeada la cintura por una serpiente que se 
cruza en el sitio del sexo, inexorablemente vacio, mo- 
strando su cabeza la serpiente, flSccida, en oscilante 
suspension (1,292). 

We have seen elsewhere that Lezama seems to use the pig image in its my- 

thical sense of sacrifice to the Earth Mother, and this one is toothless, 

a fact that suggests castration, as does the positioning of the snake 

which also appears in representations of the terrible aspect of the Femi- 

nine and the Unconscious. The cellar eventually takes on the characteri- 

stics of a coal mine, literally in the depths of the earth; it becomes 

"as hot as a steamship"; the earth almost swamps the little men showe- 

ring down the coal dislocýýd by the vehemence of the older man and they 

ha, 
--ýý to flee. It is as if an earthquake has erupted. The choice of a 

rather unpleasant image reveals that the falling of the coal is a judge- 

ment on the men: 

El carb6n, al chocar con las losetas del suelog no 
sonaba en directa relacion con su tama-no, sino se 
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deshacia en un crujido semejante a un perro dan6s 
que royese a un rat6n blanco (1,293). 

The coal also makes black marks on their white, fleeing bodies. 

Farraluque has indulged in sex with both halves of the director's 

household, with varying pleasure. Lezama drops his mocking tone after 

this last en'counter and turns to descriptions of Cemi and his troubled 

family, but he ends the chapter with a warning for unwary readers given 

to an over-fondness for Aristotelian causality of the Squabs variety. 

It might be applied to those readers who see only the surface layer of 

Lezama's prose, since it is a moral tale of evil in the eye of the be- 

holder. Godofredo el Diablo loses his "ojo del candn" (1,302), that is, 

the eye with which he should be able to discern righteousness, because 

he has misused it and misinterpreted the evidence with which it had sup- 

plied him. He resembles the Devil in more than his name, for be is also 

handsome; "Su inquieta belleza lo asemejaba a un guerrero griego 

(1$ 302), and he has red hairg like so many of Lezama's angry youths (c. f. 

Dr. Zunhillt Foci6n's would-be assassin). It is significant that Fronesis, 

Cemi's new friend, should tell Godofredo's story as he is always shown 

to be well aware of ethical principles. Like Foci6n at a later stage, 

Godofredo circles the house in which the object of his desires resides. 

Fileba is a frustrated bride who becomes involved with Padre Eufrasio's 

obsession with "la c6pula sin. placer" (1.305); she is the perfect help- 

mate for him and her frequent visits to the priest help him, to cultivate 

"la lejania del otro cuerpo" (1,, 305),, which despite its realization in 

sado-masochistic practices, is not an ignoble aim in itself (Fronesis' 

hypersensitivity to the presence of body obliterating spirit leads him 

to make a shield against the body, as we shall see). The left eye that 

Godofredo puts to a spyhole to see the tortured Fileba and Eufrasio could 

actually be either eye, since it is his metaphorical sight that is im- 

paired. It is of course Eufrasio's phallus that is "una vela mayor 
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encendida para un Anima muy pecadora" (1,308) as it is indeed something 

of a religious rite as far as he is concerned. He is exorcising his bo- 

dily cravings, but that is not what Godofredo sees or relates to the hus- 

band, Pablo, who is driven to suicide because he takes a causal view 

Retribution for the suicide of Pablo is swift, being executed by the 

lianas which scratch a cross on Godofredo's right eye; they seem to be 

an agent of God. Lezama makes his condemnation even more pronounced here 

but it is directed not against an act; rather it is a thought that re- 

ceives his displeasure. When dealing with Farraluque's exploits, he 

uses a different technique which is aptly described by R. GonzAlez: 

Del realismo ha tomado los detalles que le sirven para 
exagerarlos y presentarlos ante el lector en un plano 
mayor del habitual, a la manera de un caricaturista. 
La secuencia de escenas sexuales de capitulo VIII pade- 
ce esas observaciones tremendist en la exageracidn 
encuentra su manera de crftica. 

I believe it is a most effective method which ensures enjoyment of Lezama's 

luxurious style in the full knowledge of his intentions. 

Lezama turns once more to the homosexual embrace as a prelude to 

the lengthy discussions of the same, but that is not the end of sexual 

unions in Paradiso; Celita and Focidn's uncle Julianot Foci6n and the 

"Pelirrojo"., Fronesis and Lucia, Daisy, George and Foci6n- all have a 

part to play in the sexual symbolism of the novel. The participants here 

involved are Baena Albornoz, the aggressively macho rowing expert, and 

Leregas, of phallic notoriety. Albornoz is truly one of the mighty fallen, 

even more so because Lezama builds up his masculine image, only to bring 

him, literally, to his knees. He is described as affecting "el gesto de 

Heracles pase9ndose por las costas del Mediterr9neo con un bastos en la 

mano" (1.341) and his sporting comrades are similarly majestic. He is 

like a mighty Creek god who is soon shown to be Narcissus in disguise, 

despite his loud protests to the contrary. The ironically named La 
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Chorrera (The Rapids) has a long staircase which serves admirably as an 

image of descent to the depths when taken in conjuction with those vol- 

canic reminiscences of Journey to the Centre of the Earth3, by Jules 

Verne, "El recuerdo del crdter de Y6culo; las sombras del ScIrtaris; el 

crdter de Sneffels, " (1,342). The descent brings with it the andro- 

gynous state but the whole scene is tainted with mockery of their fellow 

athletes not to mention their own shame. Leregas seems to have gone 

into a decline since his school days and is quite incapable of imagining 

intercourse with a complete person: 

Su Eros reaccionaba reconstruyendo por fragmentos las 
zonas er6genas. Una vista fija de los gl6teos separa- 
dos de las prolongaciones cariciosas de las espaldas. 
Los muslos enarcaban su sensualidad en la contemplaci6n 
de una Diana mutilada que expusiese sobre la cama su 
pierna de yeso. C... j Vela al otro participante del did- 
logo carnal como una. victima que corria desnuda desde 
el ara del sacrificio hasta la columna ... 

(12 342-3). 

Leregas is linked with "el fuego del nacimiento malo, de la esperma derra- 

mada sobre el azufre incandescente" (1.342); the lovers are "los dos 

condenados" (1.343); most important of all, the beauty of Baena Albornoz9 

his manly vigour, is emphasized ("Lucia el atleta toda la perfecci6n de 

su cuerpo irisado por el e6n retrogerminativo; " 1.343) only to be trans- 

formed into the behaviour and even appearance of an animal before the 

astonished onlooker ("El Adonis sucumbia en el 6xtasis bajo el colmillo 

del cerdoso; " 1,, 343). The two who were standing upright slowly descend 

to all fours as swine and when they are interrupted by their comrades., 

Albornoz is gnawing on some wood.. His humiliation is-complete. Almost 

as a preface to CemPs conclusions in the debate on homosexuality, two 

youths become as animals before our very eyes. Neumann has commented 

on the kind of extasy described here by Lezama: "In the negative mysteries 

of drunkenness and stupor the personality and consciousness are 'regressively 

dissolved'; poisoned by negative orgiastic sexuality$ na . rcotics, or magic 
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potions, they succumb to extinction and madness. , 59 
There is nothing 

creative in such a union and Albornoz is shown immediately afterwards, 

in a kind of mad revenge, setting fire to his fellow oarsmen's beds. 

Yet Leregas remains unmoved; his weeping is not what it seems: "el Ilanto 

que le rodaba por el colmillo, en la transfiguraci6n interrumpida" (I, 

344) is a sign of his conquest$ not his repentence. R. Gonzdlez says of 

these youths: "Estos ejemplares de prominentes falos estdn limitados a 

esa expresi6n: su vida transcurre entre la erecci6n y el descanso de sus 

miembros: son bestias sexuales. " 60 
Symbols connected with the Great 

Mother, appearing as Earth Mother in her terrible aspect$ such as the pig 

and the phallic womam, appear constantly in the sexual encounters in which 

phallus worship is of the greatest importance. It seems that despite 

all their efforts, the youths are not autonomous because these images keep 

on reappearing, even when the image of the androgyne is also present. 

We may find an explanation of this in myth,, where "the phallic-chthonic 

deities are companions of the Great Mother, not representatives of tbespe- 

cifically masculine. Psychologically,, this means that phallic masculi- 

nity is still conditioned by the body and thus is under the rule of the 

Great Mother, whose instrument it remains. " 61 
So it seems that these 

boys have followed a path that leads to the edge of a cliff and nothing- 

ness. They have proceeded a stage further than Alberto and are a warning 

to Jos6 Cemf. To be a poet,, he will have to master these elements; he 

cannot be submerged in the manner of a Leregas or Farraluque. Neither 

can he afford to devalue the body as Padre Eufrasio has done. For Gim- 

be-rnat de Gonzdlez, the sexual scenes advocate the idea of "volver por 

medio de estos rituales subterrdneos a un estado primigenio de androgi- 

nfa. " 62 
Ulloa is aware of the symbols of a descent of sorts and decides 

that the scenes 

tienen un caräcter ritual de iniciaci6n, de deseenso 
a las profundidades, al Caos, a la masa amorfa de lo 



210 

indiferenciado que una vez superado enriquece al 
persona centraI2 quien asciende refortalecido despuds 
de haber esýjdo expuesto al ambiente en que se desar- 
rollan.. .. 

I think that his assertion is fundamentally correct since it seems most 

important that Cemi should learn from the initiations of others into 

sexual matters because his own initiation took the form of an introduc- 

tion to "el idioma hecho naturaleza" (1,, 237). 
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Chat 

The Adolescent Cemi 

I. Foci6n: Cem"s self-destruction 

Al lado del Alamo, en el jardin del pabell6n de los 
desrazonados, vio un hombre joven con su uniforme 
blanco, describiendo incesantes circulos alrededor 
del Alamo agrandado por una ralz cuidada. Era 
Foci6n. Volvia en sus ci f rculos una y otra vez co- 
mo si el Alamo fuera su Dios y su destino (1,518). 

Cemi's last glimpse of Foci6n reveals the very image of despair and 

lunacy. His chosen path in life has led him to this obsessive circling of 

the tree, the symbol of his yearnings. We have seen Alberto being swept 

along on a wave of self-pity, hurtling to his death in a drunken stupor; 

here we have a character who is driven to despair by other demons just as 

irrevocably. His personal tragedy is intimately related to that of Alber- 

to and his life seems to represent an alternative route in life for Cemi - 

one that turns out to be a cul-de-sac. Various critics have examined 

Foci6n as an entirely separate entity from Cemi; this is useful up to a 

certain point but I find it more profitable to consider him as one element 

in the youthful poet's psyche, that aspect of his nature which could mis- 

lead and distract Cemi from his creative purpose. Lezama's few remarks 

on this second section of the novel tend to direct critics towards treating 

Foci6n, Fronesis and Cemi as three friends, very closely interconnected, 

but separate nevertheless. For ease of examination, I shall also treat 

Foci6n as a character of his own right, but we shall see thathis true value 

in the text is obscured without constant reappraisal of his relationship 
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with Cemi's evolving psyche and the progress of Fronesis. In order to 

come to terms with Foci6n's mysterious fate, the reader must trace the gra- 

dual downfall across three chapters of Paradiso,, in an effort to under- 

stand the necessary presence of apparent evil and negativity in Cemi's 

youthful life. Following the pattern laid down in the novel so far, Le- 

zama subjects Cemi to evil forces by proxy so that he is enabled to remain 

pure in spirit no matter what experiences lie before him. As A. Valdds 

has remarked: "la debilidad, el daiTo,, los demonios expulsados a priori de 

Cemi, y de su figura mAs venerada, su madre, vuelven a entrar en el texto. " 

We have seen that Alberto's position in the family is ambivalent, as 

he is a disruptive, although stimulating, influence on Cemi; he it is who 

initiates the child into the mysteries of language. It is most interesting 

that a male member of the family should preside over his formal initiation, 

a ceremony from which the female side of the family is entirely excluded. 

In view of their previous central role in matters of self-expression,, the, 

reader should note their exclusion as the beginning of their withdrawal 

from centre stage in Paradiso. They belong in the background of what Le- 

zama sees as the second "moment" in Cemi's development: "la salida, su a- 

pertura al mundo exterior, en el momento de la amistad, en el momento en 

que se encuentra Cemi con Fronesis y con Foci6n. " 2 
Alberto's tragic 

death introduces a negative element into Cemi's hitherto,, unblemished fami- 

ly tree; the extraordinary events of the eighth chapter recall the school 

days of Alberto and Josd Eugenio and the problem of personal identity and 

self-destruction; it is inevitable that the pure female of the early chap- 

ters will recede from view, for the world that Cemi has entered is essen- 

tially male-orientated. It includes the blessings of true friendship and 

the horrors of phallus worship, both phenomena being represented in the 

characters of Fronesis and Foci6n respectively. As Cemi struggles to find 

a clear path between varying aspects of his own psyche, the "friends" be 
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encounters are actually personifications of these aspects or tendencies. 

They are signposts to alternative routes through a maze - they my lead 

to a precipice or a hidden treasure, providing no clues as to the correct 

choice. Lezama uses Fronesis and Foci6n as illustrations of the choice 

facing Cemi; we do not really know until the last moment how he chooses, 

although he is shown to be forming opinions constantly and slowly gravitat- 

ing towards Fronesis. Neumann has described the process as follows: 

The youth group, made up of young men who are all con- 
temporaries, is the place where the male really disco- 
vers himself for the first time. When he feels him- 
self a stranger among women and at home among men., we 
have the sociological situation that corrSsponds to 
the self-discovery of ego consciousness. 

It is only in the world itself that Cemi will be able to find and take com- 

mand of himself, defining his own personality by observing its reflection 

or negation in others. Anything which holds him back from self-discovery 

will be regarded as evil and must be challenged., to the extent that 1'estas 

historias de padres y madres, historias de familias, son reflejos en 'los 

espejos de sangre humeante a la entrada del Hades. ,, 4 
For a time, then, 

the female principle is represented as an evil. 

Foci6n might appear initially to be the most puzzling character in the 

novel but even he follows a distinct pattern in his peculiar conduct. His 

forerunners are the defiant youths of chapter VIII whose desperate attempts 

to separate themselves from the demands of their evolving egos plunged them 

back into the depths of the Unconscious, as bloody sacrifices to the Great 

Mother of mythical times. Sacrifice took the form of transformation into 

an animal,, usually a boar (Alberto as Aredo's prey; Baena Albornoz on all 

fours; Leregas as the tusked boar). It represented the loss of human qua- 

lities as the price exacted for bestial pursuits; the forfeiture of the 

individual personality and the penalty of spiritual death. The final pe- 

nalty,, lunacy as the death of the spirit$ has not yet been exacted; Alberto 
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goes to his death in despair, rather than madness, while Godofredo el Dia- 

blo's appearance in a cautionary tale is too fleeting to affect us in the 

way that Foci6n's long, inexorable descent into insanity should do. 

Foci6n has been chosen by Lezama to expose the ultimate dangers of retar- 

ding the growth of self-consciousness and awareness in vain hope of remai- 

ning in the paradisical world of the ouroboros, the Unconscious, in the 

womb of the Great Mother. Cemf feels certain that the object of Focidn's 

demented circling motion, the poplar tree, is really Fronesis (1,518). 

In the sense that Fronesis is worshipped by Foci6n and desired by him ho- 

mosexually, this seems accurate. Fronesis, by Lezama's own admission, 

represents "la eticidad, 1' while Foci6n embodies chaos; 
5 

therefore a secon- 

dary meaning appears to be the desire to bring order out of chaos, to assi- 

milate qualities that are lacking in Foci6n and present in Fronesis. On 

another level of meaning unknown to the unfortunate Foci6n, the tree which 

he identifies with Fronesis is clearly revealed as a pillar between Heaven 

and Earth: Cemi observes it closely, seeing it as "un glamo grande de tron- 

co y de copa, hinchado por la cercania de las nubes que querian romper sus 

toneles rodados" (1,518). In Paradiso, we have seen that the tree connec- 

ting the upper and lower levels of reality is the family tree, and in par- 

ticular its female branches, Rialta, Augusta, Cambita. This tree is inti- 

mately linked with the archetypal Feminine and the Unconscious and it is 

the latter which enslaves Foci6n, rather than the person of Fronesis. In 

other words he remains in or returns to a state of chaotic formlessness, 

despite attempts to impose some sort of-order. 

However, Foci6n is not trapped for eternity, thanks to a miraculous 

flash of lightning which destroys the tree on the -eve of Doffa Augusta's 

death. In an interesting introductory study, Souza notes that even in 

the description of Focift's obsession., there is a hopeful sign: 
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It is significant that the circle image is combined 
with the spiral, for the spiral indicates evolution, 
growth, and the movement from multiplicity to unity. 
Foci6n's movement is circular 4nd spiral, suggesting 
a progression toward a solution to his problems. 
The bolt of lightning that releases Foci6n indicates 
the sudden gaining of an illumination and iUsight 
that frees him from his obsessive anguish. 

I agree that the phrase "La enorme cuantia de circulos que sumaba durante 

el dia, la abria en espirales (1,519) suggests a progression up- 

wards. While the lightning may symbolize a flash of insight, it signifies 

also the precise moment at which the old matriach and representative of the 

archetypal Feminine, DoE-a Augusta, is struck down. Some measure of the 

close connection between Cemi and Foci6n may be gauged from the fact that 

Cemi has just been accepted formally as an individual in a long speech by 

his grandmother, on her death bed. This conversation effectively frees 

Cemi to pursue his poetic calling, having graduated from adolescence to 

manhood. I do not believe, with Ulloa, that Foci6n "muere enloquecido 

dando vueltas en torno a un Arbol.... " 7 
since madness is sufficient puni- 

shment. With the publication, in 1977, of a sequel to Paradiso, Oppiano 

Licario., we know now that Focidn reappears; this is not conclusive proof 

that he survives the bolt of lightning since the deceased Oppiano Licario 

puts in another appearance also. The fact remains that the gift of free- 

dom comes to Cemi and his erstwhile companion, Focidn, at the same time; 

Cemi has learned to control chaotic reality for his own purposes as a poet, 

and is therefore fully self-aware and no longer entirely dependent on UP- 

archetypal Feminine or enveloped in the Unconscious to the exclusion of 

his own personality. Evidently Foci6n functions as an element in Cemi's 

psyche, as a personified concept. He does not really have life outside 

Cemi's personality. 

It may be useful to enumerate some of Foci6n's principal moves across 

Lezama's stage in chronological order: he is introduced as a direct result 
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of the meeting of Cemi and Fronesis at the student riots; Cemi meditates 

upon the supposedly "Neronian" character of Foci6n; the latter indulges in 

intellectual bullying in a Havana bookshop, witnessed by Cemi; his misogyny 

is directed against Lucia; he faces the condemnation of homosexuality by 

Cemi quoting from the ancient church fathers; he disappears once more in 

the direction of renewed rioting. In the following chapter he is to be 

seen spying on Fronesis and Lucia in a cinema; he relates the story of 

Fronesis' family circumstances and origins; he seduces the red-haired youth 

while Fronesis is experiencing his first sexual encounter with Lucia else- 

where in Havana; Foci6n's origins are described by Fronesis. Finally, 

Cemi ponders the differences between the two characters; Foci6n tells the 

story of George and Daisy in New York and then races off into the chaotic 

streets again; he faces Fronesis' irate father; Cemi witnesses his decline 

into insanity which is heralded by drunkenness; Cemi sees him circling the 

tree in the hospital gardens, where he is freed by a bolt of lightning. 

Even this simple summary of his actions seems to reveal a rather pathetic, 

perhaps despicable individual who is amoral and irresponsible. His actions 

are interwoven intricately with those of Cemi and Fronesis, so much so that 

C6sar L6pez has said that "no tienden mis que a la unidad, a ser uno solo, 

a desarrollarse en una trinidad naturalmente misteriosa que se apoya en el 

verbo. " 8 
Souza is more expansive: 

The friendship that exists between Foci6n, Fronesis 
and Josg is related in many ways to creativity. To 
a certain extent, it is possible to regard each one 
as a separate phase of the creative process. Foci6n 
represents primordial chaos, Fronesis the most elemen- 
tal imposition of order on formlessness, and Josd the 9 
observation and refinement of the first two phases. 

If, as is suggested in this thought-provoking statement, Foci6n has a place 

in the creative process, his experience of reality must have a direct bea- 

ring on the development of the poetic consciousness. He is in fact neces- 

sary to Cemi as the means of expanding his horizons (accepting him on the 



220 

level of a "real" character) and essential as an embodiment of the darker 

side of the human psyche, with which the poet must be familiar - he must 

know himself, above all. 

Ulloa has compared Cemi very successfully with Orpheus who descended 

to the Underworld to rescue Eurydice, in Greek myth: 

Para Lezama Lima3 el poeta es, como Orfeo, el chaman o 
intermediario capaz de harmonizar los mäs intensos opue- 
stos, es en suma el guardiän de lo inexistente. C ... 

3 

en Lezama hay una perfecta harmonizaci6n, una sincroni- 
zacidn de las iniägenes en la que se transparenta el e- 
spfritu religioso que encamina al poef8 hacia el logro 
de una imagen final de resurrecci6n. 

We have already seen from previous study that Lezama is primarily concerned 

with spiritual matters and I concurr with Ulloa's statement to the effect 

that the poet (Lezama and Ceml) is always engaged in the "b6squeda de lo 

desconocido. " 11 
The desire of such a poet is "abarcar lo solar y lo sub- 

terrAneo, es decir aunar todas las dualidades bajo el influjo de la poesia. " 12 

The poet's duty is therefore to open his mind to all influences and allow 

them to take effect, eventually synthesizing them in a poetic creation, 

dissolving all barriers to unity. Lezama's splendid essay, "Introducci6n 

a los vasos 6rficos" reveals that he considers the Orphic legend and reli- 

gion, the Eleusian mysteries, as a most important intermediary between the 

old nature religions (such as the cult of Dionysus) and the onset of Chr i- 

stianity: "establecia como un circulo entre el dios que desciende y el hom- 

bre que asciende como dios" (11,853). Just as Orpheus must descend into 

Hell to win back his wife (his female aspect) so must Cemi delve into dark- 

n-ess which may eventually engulf him. He must make the attempt despite 

all danger, as his mother has advised, so that in the end he may reappear 

as an integrated personality, prepared for his poetic vocation, which he 

hopes will lead him to the secret of spiritual resurrection. All the 

imagery concerned with such a strange journey involves descent into dark- 
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ness , whether in relation to Orpheus or Cemi. Lezama remarks in his 

essay on Orpheus that "Todo nuevo saber, utilizando sentencias de los co- 

ros eleusinos,, ha brotado siempre de la f6rtil oscuridad" (11,860). if 

this journey into the unknown takes place within the poet's mind and is 

an exploration of the dark recesses of the human psyche, then Foci6n is 

most certainly pure concept. The persistent imagery of descent which 

signifies the return to the maternal ouroboros and even to the androgy- 

nous state (Cemi's dream of fish; the androgynes of the eighth chapter) 

will reappear in the shape of Foci6n. He embodies the descent into dark- 

ness which Lezama evokes so beautifully in this essay in a passage which 

deserves quotation in full: 

De los comienzos del Caos, los abismos del Erebo y el 
vasto Tgrtaro, el orfismo ha escogido la Noche, maje- 
stuosa guardiana del huevo 6rfico o plateado, "fruto del 
viento. " La noche agrandada, Hmeda y placentera, de- 
sarrolla armonizado el germen. En este huevo plateado 
pequeiio e incesante como un colibri, se agita un Eros, 
de doradas alas en los hombros, moviente como los tor- 
bellinos con sus inapresables traslaticios. E ... 3 Ese 
huevo, al cascarse, fija al Eros en el Caos alado, en- 
gendrando los seres que tripulan la luz, que ascienden, 
que son dioses (11,854-5). 

Chaos is not an unqualified evil., it would seem, since it is the source of 

creativity and new life. 

Many philosophers have attempted to explain precisely how God formed 

the world and from what substance, to no avail. Lezama decides in favour 

of the formlessness of the void, indeed the totality of possibilities, 

which must surely be Chaos. It is said in the course of the debate on ho- 

mosexuality that: 

la fuga, el desvio y la anormalidad, estän tambidn creadas 
por las fuerzas germinativas, porque si notendriamos que 
hablar de fuga en relaci6n con un centro que todos desco- 
nocemos; de desvio en relaci6n con una estructura que se 
reitera, estructura que no aparece por ninguna parte; de 
an6rmalidad cuando sabemos que los excesos de la raz6n 
llevan a las aporias y al divertido relativismo de lo 
verdadero (1,358). 
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Lezama is insisting that we cannot fully know Good or Evil without dealing 

with opposites to explain the concepts. Foci6n represents the negative 

elements which are necessary to help us to formulate an accurate world 

and psychic picture. As Fazzolari has said: "Foci6n,, el mAs bajo e inmo- 

ral de los tres amigos, tambi6n contribuye, con sus ca6ticos impulsos, a 

la unidad de las tres partes del alma: Cemi, el aspecto solar, Fronesis 

el lunar, y Foci6n, el terrestre. " 13 
Or., to put it in slightly different 

terms: "Recordemos que Orfeo es, como ya ha indicado Strauss, el concilia- 

dor por excelencia del conocimiento radiante solar de Apolo con el sombria- 

mente subterrAneo de Dionisio. " 14 
It is important to note that this con- 

cept of descent into the darkness of the mind and imagination must be as 

old as Man himself, so it is not surprising that it is common to many great 

poets, as Fina Garcia Marruz points out: "Donde hallamos un poeta. con ojo 

para lo paradislaco hallaremos tambi4n un poeta del descenso a los infier- 

nos. (Ejemplos mayores: Dante, Rimbaud). " 15 
In recent times it has 

been left to the Symbolist poets to plunge themselves in to the morass of 

sensations, drink, drugs, sexual experience; in fact, those very phenomena 

of ecstatic trance which Lezama has already defined as Potential dangers 

to the spirit in the lives of Alberto and the schoolboys. He may have 

condemned their indiscriminate use, but he is fully aware of their fatal 

attraction. Foci6n functions in the text as the pure Cemi's Des Esseintes 

or Portrait of Dorian Gray and so he is a most ambivalent character becau- 

se he is quite literally a "necessary evil. " Cemi must make a controlled 

descent and return; speaking of Rimbaud, Douglas Parm6e says "the manner 

in which this descent is to be made is also most original, for merely de- 

scending into one's soul is not enough: 'il s'agit de se faire l'Ame mon- 

streuse. ' " 16 
Foci6n is certainly something of a monster but Cemi mana- 

ges to keep him under control in his mind with the help of Fronesis (sabi- 

duria; 1,, 423). Cemi must hope to benefit as follows: "le po6te se fait 
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voyant par un long, immense et raisonn. 6 Mrýglement de tous les sens. 

Toutes les formes d'amour, de souffrance, de folie; ... il 6puise en 
17 lui tous les poisons pour n'en garder que les quintessences. " He 

grapples consciously with evil in order to be fully conversant with the 

powers of Good. The fact that Foci6n's character dissolves eventually 

into madness shows that this path cannot be sustained to its limits with- 

out paying a high price, that it must eventually be rejected. 

Upsal6n is revealed as a huge furnace, "un horno" where "Se trans- 

curria o se conspiraba, se rechazaba el horror vacui o se acariciaba el 

tedium vitae ... 
" (1,310). It is a melting pot of ideas which is only 

thinly disguised by its exotic name, because its splendid staircase 

("La escalera de piedra es el rostro de Upsal6n ... 
"; 1,310) belongs to 

Havana University. Inevitably, the dish prepared in the university at- 

mosphere is revolution, which Fazzolari has rightly identified "como la 

orgla, es la vuelta al caos primitivo que harä posible un nuevo renacer 

tanto en el pais como en el individuo. " 18 
In addition, she points out 

that the incident in the novel where student riots take place is actually 

based firstly, on the attempt of Mella, a student activist in the Cuban 

Communist Party, to dethrone what he believes to be the statue of a false 

(1920s) hero and secondly, on the demonstration of 1930 led by Rafael 

Trejo, a student leader against Machado. Lezama was very proud of his 

participation in this demonstration ("Ningdn honor prefiero al que me 

gan6 para siempre en la ma? iana del 30 de septiembre de 1930"). 19 
Lezama 

writes of the rebelling students in heroic terms, for "una figura apoll- 

nea" is juxtaposed with "unas capas carmelitas, color de rata vieja, 

brillantes por la humedad en sus irridiscencias, como la caparaz6n de las 

cucarachas" (1,311). Since the figure leading the demonstration is 

shown as "un dios en la luz, no vindicativo, no oscuro, no cat6nico [sic: ) 

(1,311), 1 feel that he will be more closely connected with Fronesis, 
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so I will reserve a detailed examination of the hero of the riots for my 

study of the latter. It is clear that Lezama sees this upheaval as a 

moment of great poetic import. 

In the discussion of deviation and homosexuality, Focidn introduces 

the Conde de Villamediana as a different kind of perpetual rebel or anti- 

hero: "Sus contempor4neos le odiaron hasta despuds de su muerte 

355) and Quevedo remarked "tuvo su fin mAs aplauso que misericordia" (I, 

356). Foci6n describes his disgrace as if it were a martyrdom: "fue 

tendido ante el pueblo de Dios, con los brazos abiertos en cruz, mostran- 

do en su costado tal agujero sanguiiiolento de ballesta ... 
" (1,356). He 

seems to regard the Conde as a kindred- spirit: 

I fue una energia diab6lica utilizada contra la monarquia 
decadente, por eso este hechizado permanece con los bra- 
zos abiertos en cruz ante el desfile del pueblo, en ren- 
dimiento a su aliado secreto en la rebeldia, aliado tam- 
bi4n con los poetas de la rebeli6n verbal (1,356). 

The Conde's scandalous exploits are interpreted as acts of rebellion against 

a corrupt society, on the same level as the power of the word. It is no- 

teworthy that in the midst of the chaotic rioting in Havana, that same po- 

wer tries to win, over and above the shouting and hysteria: "algunos estu- 

diantes querian que sobre el tumulto el verbo de la justicia po4tica pre- 

valiese ... hacian esfuerzos de gigantomas por elevarse con la palabra 

por encima de la griteria" (1,314). It is all to no avail because of 

the uproar. We are told of the rebel Conde, "Este he, chizado se destruye 

para destruir" (1,356). The Conde has made a sacrifice of himself, accor- 

ding to Foci6n; whatever the historical facts relating to the Conde, it is 

clear that Lezama sees self-sacrifice as an act of courage and hope. 

Everything about the Conde's life and death is unnatural, but at the 

riots even Nature, represented by the horses, begins to swing to the side 

of the student heroes: "terminando conque el caballo sudoroso se echaba a 
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reIr de las saltantes burlas de los estudiantes" (Ir 315). What is again- 

st the old order becomes the natural, new order, if only fleetingly. This 

is yet another sign that Fronesis I type of rebellion is indicated here, but 

this will only become evident in retrospect. The Conde's life may have. 

some trace of nobility about it but since his motives are unknown his sacri- 

fice (if such it may be termed) is useless, compared to the death of the 

students. 

In the midst of the confusion Cemi is "como en duermevela" (1,317), 

"como atolondrado por la sorpresa" (1,318), "no sabia ad6nde dirigirse" 

(1,318). His rescuer Fronesis bean with him a tenacious shadow which 

turns out to be Foci6n, so it seems that "Ronesis, ]a sabidurfa" (1,423) is 

closely related to chaos which is two faced - creative and destructive. 

Foci6ds uncanny calm C'era de los tres el que estaba m6s sereno"; I,, 318) 

shows that he is entirely at home and in his element, that is, Chaos, but 

he may also be held in check by the presence of Reason or Order in the sha- 

pe of Fronesis. As they flee, they are "como gamos perseguidos por ser- 

pientes" (1,318), a simile which must call to mind the fact that to be en- 

gulfed by the chaos is to be swallowed up once more in the ouroboros (sym- 

bolized by the serpientes), as a victim of the Terrible Mother. one's 

identity is lost in a mob situation. Those aspects of Focidn which are 

noted by Cemi do not appeal to him at all: "una sonrisa no muy anchurosa, " 

"donde cabia la burla secreta y la alegria manifestada, " "ofrecida con un 

artificio que se hacia naturaleza, por la facilidad con que se mantenia en 

su aparencia vivaz" (1,319). The latter remark reminds the reader of the 

way in which the unnatural became natural at the student demonstration 

and riots. 

Cemi's mother's speech is carefully positioned to follow his first brush 

with Foci6n and danger and she exhorts him to face his challenge, seeming 

to know that friends such as Fronesis and Foci6n bring trials of character: 
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s4 que un adolescente tiene que hacer muchas experien- 
cias y no puede rechazar ciertos riesgos que en defi- 

nitiva en riquecen su gravedad en la vida. Y sg tambi6n 
que esas experiencias hay que h'a cerlas como una totali- 
dad y no en la dispersi6n de los puntos de u n granero 
(1,320). 

Rialta is almost exonerating her son in advance for any youthful folly which 

he may commit. Inspired by her speech, Cemi turns eventually to the events 

of the day and begins to rationalize them, ordering them in his mind. Har- 

dly surprisingly, be cannot sleep, but he attacks his insomnia by reading 

Suetonius' chapter on the crazy Emperor Nero, which provides him with a vi- 

tal clue to the negative nature of Foci6n: "se presentaban unas miscaras 

que tapaban unas carcajadas, no un rostro, que miraban unas nalgas agranda- 

das como las ancas negras de los encapotados en el procesional de los estu- 

diantes" (1,325). This description bears a striking resemblance to the 

image of Farraluque having sex with a masked man (1,292-3). The mask hi- 

des an awesome emptiness and sterility which Cemi is soon to observe in 

Foci6n, to whom he applies the adjective "Neronian" after witnessing his 

cruelty to a would-be intellectual in a Havana bookshop. The new word co- 

mes to mean "lo coruscante, lo cruel, lo preconcebido actuando sobre lo in- 

defenso, actor espectador" (1,326). What seems like a quite trivial in- 

cident in the bookshop is actually highly significant, but only when taken 

in conjunction with Cemi's current progress. We should note that he has 

just undergone a major crisis, the end result of which is his acceptance of 

a true vocation to poetry and the life of the spirit: 

Las palabras que le habia oido a su madre, le hablan 
comunicado un alegre orgullo. El orgullo consistente 
en seguir el misterio de una vocaci6n, la humildad di- 
chosa de sequir en un laberinto como si oy6ramos una 
cantata de gracia, no la voluntad haciendo un ejerci- 
cio de soga (1,325-6). 

He is especially prey to the error of pride in his own intellect and will fall 

by the wayside should he yield. At the bookshop, Foci6n is to be found en- 

gaged in precisely this sin: 
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Utilizaba su superioridad intelectual, no para ensanchar 
el mundo de las personas con quienes hablaba, sino para 
dejar la marca de su persona y de sus caprichos. C 

... 3 si 
se le aceptaba esa superioridad reaccionaba con sutiles 
descargas de ironfa, si por el contrario se la negaban, 
mostraba entonces una indiferencia de caracol, tan peli- 
grosa como su ironia (1,331). 

Lezama himself has always been justifiably proud of Origenes, particularly 

because it was the product of a unified group sharing ideas and inspiration: 

'pen la ralz del grupo de pintores, mUsicos, escritores, estaba implicito en 

todos ellos la tendencia a la universalidad d-- la cultura, a la busqueda de 

of 20 
nuestro paisaje.. .. To Lezama, this is the way to employ one's intel- 

lect; in personal creation, but also in teaching by example and influence 

with rich conversation and exchange of ideas. Not so, Foci6n. Deliberate 

hoarding of one's gifts will only lead to stagnation. Yet the Foci6n whom 

Cemi notices a little later with Fronesis "era otro, menos arrogante, m6s 

en personaje secundario" (1,331). Once again Eticidad prevails over 

Chaos, 21 
suggesting that Cemi will not take the path of Foci6n. 

Not content with his own misery, Foci6n is a past master at inflicting 

torture, mental or physical, on others weaker than himself. This is re- 

vealed in the episode where he seduces the red-haired youth, the pelirrojo 

whose squabble with an older man he noticed in a cafe. The older man's 

motive in offering the Chinese ivory toothbrushes to the young man does not 

seem particularly insidious ("Se los iba a regalar al pelirrojo para que, 

vendi6ndolos, remediase su miseria ... "; 1,389). He has a vaguely fami- 

liar air, 4 little like Oppiano Licario in his appearance to Alberto in the 

of Reino de siete meses"bar: "Tenia algo de prestidigitador, de diplom6tico e- 

gipcio" (1,388). His offer of the ivory toothbrushes is misinterpreted 

by the youth, who snatches one and runs off before he can be propositioned, 

as he thinks. This incident may represent a brief glimpse of Oppiano Li- 

cario, since the gift would have helped to rid the youth of his dependence 
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on unscrupulous older men, 

removed from purely bodily 

of the Chinese artifact is 

mech6n frontal, le dio una 

389), but unfortunately fo 

freedom from his old life. 

be saviour: 

thus introducing him to another type of causality 

needs. The solidity or permanence of the owner 

highlighted in the phrase: "El agua al bru5ir el 

contextura de 6bano pulimentadc, como m6rmol" (I, 

r the youth he does nor recognize the chance of 

He has rejected much, according to his would- 

Pensar que yo le iba a propiciar que asomase su rostro 
a un espejo de metal, estilo de los dltimos ptolomeos. 
Y que le iba a regalar todos los cepillos chinos; pero 
es un ni5o diablo, y ahora, sentado en el quicio de una 
esquina, debe de estar dgndole vueltas al poliedro (1,389). 

The metal mirror would have shown him the image of his soul, which is at pre- 

sent lost in his body. The Egyptians are mentioned because as we have seen 

when examining Alberto's first encounter with Oppiano Licario, Lezama consi- 

ders them to be the first civilization to evolve a method of securing eter- 

nal life. The object used to symbolize the gift of eternal life is not 

important, except for the fact that it is Chinese and made of a substance 

well suited by its natural qualities to signify permanence. We know that 

Lezama regards the Chinese with great respect because of their Taoist philo- 

sophy which extolls the powers of creativity out of the void. These are 

the benefits which the youth has unwittingly rejected. He disappears from 

the narrative while Foci6n relates Fronesis' family history but is connected 

most intimately with Foci6n in his second appearance, 

In a way the youth is a younger version of Foci6n but he is far from 

being the equal of the latter's sophisticated cynicism. Instead he is an- 

gry and bitter at his repeated exploitation and is filled with self-hatred, 

enough to drive him to attempt to murder Foci6n. His failure to do so 

(thanks to his victim's cunning) is inevitable, having been played out in, 

and prefigured by, the episode with the owner of the Chinese ivory. The 
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murder of Foci6n by the youth or alternatively Foci6n's suicide would each 

have been self-liberating acts. In this bitter tirade, the youth gives 

several more hints that the identity of his misunderstood helper is already 

known to the reader: "con una maleta llena de medallas antiguas" (1,412) 

is a forerunner of the pocketful of ancient coins with which Oppiano Lica- 

rio will approach Ceml on the bus, much later. The coins seems to repre- 

sent the sum of human wisdom amassed in bygone ages. Foci6n is unimpres- 

sed by the youth's outburst and saves himself with his skilful talk but 

he is no better off for his night with the youth; as he leaves his flat 

stealthily next morning to begin his journey to New York, he is confronted 

with a symbol which means nought to him, yet reveals much to the alert re, ý-- 

der. His rebellions have brought him only to this: 

Se encaminaba hacia la esquina, pero ya la farola, diluida 
en la anchurosa claridad del alba, habia perdido su pr6sa-- 
go de vultUridos. Su luz inutil tenia algo de naipe arrin- 
conado, su jugada, entre dos serpientes enlazadas por la 
cola, era ya un vaso de agua volcado (1,413; my italics). 

Here we have the image par excellence of the ouroboros, which shows that 

Foci6n's craziest flight away from responsibility and self-determination, 

his ecstatic sexual experience, has drawn him back into the undifferentiated, 

egoless state in which his personality is drowned. His descent is also a 

regression in his development, with a return to the androgynous state which 

he so desires in his speeches on homosexuality. Yet there is a sense of 

loss, shown by the image of "un vaso de agua volcado" (1,413). It reflects 

the parting gesture of the youth to the older man with the Chinese toothbrush: 

"Enarbel6 un vaso y vaci6 su agua sobre el rostro del triguý! `ho" (1,389). 

It seems that Foci6n is likewise guilty of throwing away his opportunities 

of preserving his soul. 

Three keys to Focidn's nature stand on his desk in his Miramar house: 
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Seiýalaba el Narciso y decia: "La imagen de la imagen, 
la nada. " Seffalaba el aprendizaje del adolescente 
griego, y decia: "El deseo que conoce, el conocimien- 
to por el hilo continuo del sonido de los infiernos. 11 
Parecia despu6s que le daba una peque? ýa palmada en 
las ancas del bufalo montado por Lao-tse y decia: 
"El huevo empolla en el espacio vac10" (1,410-11). 

These three figurines epitomise Foci6n's chosen path of descent into the 

depths. He has taken a rather inverted sense of what the Chinese might 

mean by the void - instead of considering chaos or emptiness as the sum of 

possibilities and fruitfulness, he creates deliberately a void of his own 

by negating positive aspects of life. His ability to love others becomes 

an introverted self-love of which Narcissus is the most famous example. 

He justifies this approach by lik ening himself to Orpheus, who may be re- 

presented by the statuette of a novice flautist. Orpheus knows that the 

key to self-knowledge is the descent into one's own unconscious and the 

struggle with the Terrible Feminine, but whereas he returns to the surface, 

Foci6n does not seem to have any prospect of so doing. His very struggle 

drags him furtherdown; just why this shouLd happen is explained by Neumann: 

"The stage of the strugglers marks the separation of the conscious ego from 

the unconscious, but the ego is not yet stable enough to push on to the se- 

paration of the First Parents and the victorious struggle of the hero. " 22 

The glorious struggle will be left to Fronesis. Neumann's comments on Nar- 

cissus are most illuminating: "In the myth of Narcissus, the ego, seeking 

to break the power of the unconscious through self-reflection, succumbs to 

a catastrophic self-love. His suicidal death by drownirý symbolizes the 

23 dissolution of ego-consciousness.... " . Foci6n seems to be leaving him- 

self open to a horrible fate in a wilful fashion: 

The second stage of mounting resistance corresponds to a 
narcissistic turning away from the Great Mother, and it is 
at this point that the passive fate of being castrated and 
driven mad is superceded by active self-castration and 
suicide. 

24 
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In Foci6n's case, active self-castration is probably equivalent to persi- 

stence in homosexual relationships and rebellion for its own sake. While 

in the Havana cinema watching Foci6n watching Fronesis and Lucia, Cemi mar- 

vels at Foci6n's single-mindedness in pursuing his interests to the bitter 

end. He realizes to some degree the self-torture of his foolish friend: 

"Su enferma capacidad de espera, le hacia seguir cualquier laberinto hasta 

la linea del horizonte, donde un inmenso tedio habla bruKido su rostro hasta 

otorgarle cierta nobleza de lo indiferente, lejano o desden4oso" (1,384). 

Fronesis sees him as a pathetic, almost noble figure, yet a fool: "Foci6n 

era un enfermo que creia que la normalidad era la enfermedad" (1,386); "A 

su manera era un mistico, ennoblecido por el ocio voluptuoso, obsesionado 

por la persecuci6n de un fruto errante en el espacio vaciO" (1,386). 

Foci6n's family circumstances may well leave the reader feeling incre- 

dulous but we shall see that his very birth is shrouded in mystery, follow- 

ing strange, mythic patterns. Lezama presents Foci6n as a misguided fallen 

hero and as such he has an appropriate birth. He has in fact got two fa- 

thers and two mothers, Nicol6s and Juliano, Celita and Eudoxia. He is not 

unique in his parentage. According to Neumann: "The nature of the hero, 

however, is closely connected with his birth and the problem of his dual pa- 

rentage, " and "The fact that the hero has two fathers or two mothers is a 

central feature in the canon of the hero myth. " 
25 

Of the hero myth it- 

self he says: 

the hero is the archetypal forerunner of mankind in 
general. His fate is the pattern in accordance with 
which the masses of humanity must live ... and how- 
ever short of the ideal man they have fallen, the 
stages of the hero myth have become constituent ele- 26 
ments in the personal development of every individual. 

Here we have the secret of the fascination of Lezama's most abstract charac- 

ters. Lezama intends their struggles to be those of every creative indi- 

vidual to assert himself in his own world, expanding his own personality, 
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hopefully with more success than Foci6n. His two fathers embody two oppo- 

site characters, long before the marriage of NicolSs to Celita; of Nicol6s 

it is said that he is a man of action and few words, while Juliano is a man 

of even fewer words and no action at all. They are symbolized by the two 

very different streets on which their house faces: "Su casa, por un lado, 

daba a una calle de mucho movimiento, desde por la maKana; por la otra es- 

quina a un barrio de un silencio extrafýo" (1,439). Lezama leaves us in 

no doubt that the two men are practically opposite sides of one coin: "Los 

dos tipos opuestos, que tiendýn siempre a estar cerca, que tiend(n tambi6n a 

ser hermanos" (1,439) and one might take them as two halves of one Being, 

active and passive, masculine and feminine. For Juliano, who has never 

had the courage to become a proper suitor, Celita remains a distant ideal. 

He is soon to be the "esperador eterno, " until he is almost completely pe - 

trified in his attic room, "envuelto en la masa coral de su somnolencia" (I, 

441). The reader may here recall the similar images which Lezama uses to 

describe immutable Being, the Unconscious, in the manatee episode -it is a 

Chinaman "sentado en una mecedora de piedra de raspado madreporario" (1,68). 

Sure enough, we can tell from his uncanny silence and immobility that Julia- 

no has remained forever in the egoless state, in the Unconscious. Nicolis, 

on the other hand, is principally an "animal de raz6n" (1,442), a practical 

man without imagination, the antithesis of his brother. Typically it is 

Celita who seduces Juliano, all but incapable because of his addiction to 

laudanum. His sleepiness reveals his lack of ego. The confrontation with 

his long yearned-for ideal proves too much for him, "Vio el rostro ... y 

ya tenia que morir" (1,444). This, would appear to be the source of Foci6nIs 

obsession of pursuing absolutes, but it is a dangerous fixation which leads 

to death. With such a birth, it is no wonder that Foci6n links sex between 

men and women with death. Just how far--reaching is this equation will be 

seen in Foci6nIs participation in the debates on homosexuality. His 
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conception occurs at the moment of death of one of his possible fathers, he 

who is the embodiment of the Unconscious. Naturally, the act of procrea- 

tion requires the supreme exertion of the will over the Unconscious. Sin- 

ce Juliano embodies that very entity, he is naturally overcome by the sex- 

ual ecstacy, returning to the Unconscious, despite the fact that the union 

did not take place of his own volition. We have said that Foci6n has two 

possible fathers but in a way he has none, thanks to the death of one and 

the insanity of the other. One cannot really say whether Foci6n was born 

of the Unconscious after a supernatural union, or of the man of action. 

His physical and spiritual origins are in question, but he is thus in the 

company of many Greek heroesof virgin or otherwise miraculous birth. He 

has two mothers since Celita is forced to lead a double life for the sake 

of the husband whose brain her infidelity has addled. As Fronesis says, 

Foci6n "fue creciendo viendo lo irreal, lo inexistente ... " (1,446). 

A certain remark made by Fronesis could give the impression that Foci6n 

is in one way blessed: " rodeado por la locura, creci6 sin pecado original" 

(1,446). Such an impression is mistaken if we accept Neumann's defini- 

tion of Original Sin as the sense of guilt which the, newly-formed ego expe- 

riences as it rejects the androgynous ouroboros in favour of self-determi- 

nation: 

the separation of the World Parents is not merely an in- 
terruption of the original cohabitation, and a destruction 

of the perfect cosmic state symbolized by the uroboros. 
This in itself ... would be enough to induce a feeling 
of original guilt, precisely because the uroboric state 
is by nature a state of wholeness, embracing the world 
and man. The decisive thing, however, is that this se- 
paration is not experienced only as a passive suýýering and 
loss, but also as an actively destructive deed. 

Foci6n may feel no guilt of this sort, but that merely means that he is still 

imprisoned in the toils of the ouroboros and the Terrible Mother. Hence we 

find that he suffers the horror. s of "el complejo de la vagina dentada" (I, 

447). To his tortured mind, sex with women equals death arrd insanity. 
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His fate would appear to be sealed when Nicolds introduces him to a "cuaren- 

t6n armado de todas las malicias" (1,448) and he has little further hope 

of heroically conquering the Unconscious. 

Androgyny is Foci6n's preferred solution and he imagines that he can 

turn his fantasy into reality when he "meets" George and Daisy in New York. 

His unaccustomed desire for the female, Daisy, seems to be his quest for the 

positive feminine anima within. She is compared with shadows and reflec- 

tions to such an extent that she becomes part of Foci6n which he cannot 

quite reach: "La imagen, llegada como por innumerables reflejos, ninguno de 

los cuales se precisaba ... " (1,479); "Aquella Daisy que desde la primera 

vez que la vi, me huy6 sin saberlo, iba a ser en el resto de mis dias en 

esta ciudad, el constante reflejo infernal ... " (1,480); "Era la inasible 

(1,480). She is his glimpse of the intangible, lejania, indeed she 

works in a house which could belong to Oppiano Licario for all the reasons 

that the Chinese ivory toothbrush could have indicated his presence else- 

where: "Trabajaba en la casa de un anticuario de objetos chinos" (1,481). 

If Foci6n could be at peace with his feminine side, his anima, he would be 

able to look beyond himself. In his earlier speech on homosexuality he 

had discussed the predilections of medieval troubadours who courted reluc- 

tant ladies but preferred their brothers: "Todo lo que el hermano me nieqa/ 

me lo regala su hermana" (1,352). Now he decides to approach the brother 

since the sister is unobtainable; in other words the action which is requi- 

red to take possession of the positive anima is too much for him and he 

turns to another kind of love. His new friendship begins under the auspi- 

ces of a poet, Hart Crane, whose visit to Cuba is used by Foci6n as an in- 

troduction to Daisy's brother George. Art seems to ease Foci6n along his 

chosen path, poetry has been created out of such relationships - Walt Whitman 

is also invoked in this passage. In the midst of one of Foci6n's many joy- 

ful unions with George, which are quite unlike any previous liaisons he has 
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experienced in their tenderness, he finds that part of himself which has 

been so elusive: 

- Un dia en que el dios Pan sop16 con mis pathos en 
nuestros frecuentes diglogos felices, sucedi6 lo ine- 

sperado, del espejo de un, escaparate, de la misma ex- 
tensi6n de las paredes, como una condensaci6n del polvo 
de la alfombra, ique sd yo! surgi6 la misma Daisy des- 

nuda (1,484). 

However Foci6n cannot possess Daisy except when engaged in intercourse with 

George, that is, he can only approach his feminine side through homosexual 

relationships and the poetry'inspired by them. Daisy, the anima, refuses 

to be taken by Foci6n directly. The latter glorifies the union, "diada 

androginal y diada clitoidea, dias par George y dias para Daisy" (1,485) 

with especial reverence for the act which combines all three: "a unir sol, 

tierra y luna" (1,485). Cemi is left to shake his head sadly at the tale, 

which he finds pitiful, despite Foci6n's joy at the outcome of his first 

love affair. 

Finally, -wra must examine Foci6nIs exposition of his ideas on homosexual- 

ity and androgyny in debate with Fronesis and Cemi. His preoccupation 

with the configuration of sex, sin and death is laid bare by his arguments 

but the implications of the debate cannot be fully appreciated without an 

awareness of Foci6n's background which is not revealed until practically the 

end of his role in the novel. Lezama's technique of witholding information 

on the family trees of the young men forces the reader to strive to make sen- 

se of their almost inexplicable behaviour entirely on his own. Both Frone- 

sis and Foci6n agree that homosexuality is an imperfect expression of the 

age old myth of androgyny; they are not violently opposed, rather they take 

slightly different positions on the same side. To Fronesis, homosexuality 

seems to indicate a desire to remain as a child: 

El nigo que despu6s no es adolescente, adulto y maduro, 
sino que se fija siempre en la niKez, tiene siempre ten- 
dencia a la sexualidad semejante, es decir a situar en el 
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sexo la otredad, el otro semejante a si mismo. Por eso 
Dante describe en el infierno a los homosexuales caminan- 
do incesantemente, es el caminar del nino para ir descu- 
briendo lo exterior ... (I, 34ýý-6). 

Such an opinion correlates with the examination of self-realization which 

Lezama is conducting through the characters of Foci6n, Fronesis and Cemi. 

The homosexual is seen as the child who is reluctant to take responsibility 

for his own fate, the development of his ego; he is not prepared to break 

away from the Unconscious by the procreative act. A certain kind of inno- 

cence is preserved: "volver a habitar ese estado de inocencia" (1,346) is 

the ideal. We have seen that Foci6n has been brought up amongst the insane 

and so has no sense of original sin, in the sense that he has not tried to 

break away from his spiritual or physical parents. So Fronesis' descrip- 

tion fits Foci6n. It has relevance for someone else also: "pero hoy en 

dia un hombre que sabe aprovechar su lucidez para perseguir ese enemigo y 

esa finalidad, es decir, un poeta, se siente inocente porque atrae el c? i- 

stigo, se siente creador porque no puede domesticar el contorno ... " (1,346). 

This does not mean that poets are homosexuals, of course, but that they have a 

common goal in returning to the origins although their methods differ and 

have contrary chances of conquering time. Only the poet can achieve a com- 

plete knowledge of his psyche with all its complex stages; similarly only 

this knowledge and power for integration will bring true freedom of the self. 

Foci6n is unwilling to accept Fronesis' definition because it is too 

neat; he does not have a clear understanding of his condition and his intro- 

ductory remarks all stress the mysterious nature of homosexuality. For 

example, he says: "ahl arranca un problema que nunca ha concluido, que nunca 

se podrg cerrar" (1,347); "un hombre, o lo que sea, nunca podrg justificar 

por qu4 es homosexual 
... " (1,347). He despises the saying that "en los 

puros todo es puro" as patent nonsense since he believes the problem to be 

#I m6s profundo que toda justificaci6n" (1,348). His definition recalls 
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many of the images connected throughout the text with androgyny: "es un 

bostezo del vacioll (1,348) evokes the image of the masked lover who is ac- 

tually a faceless monster. He admires man's perpetual desire for the un- 

seen yet utters a word of caution to the man who achieves his heart's desi- 

re at last - he may be remembering the fate of Juliano who died in the 

embrace of his desire- "El hombre golpea un muro y a1guien le responde; si 

el muro se derrumba, no seria la felicidad para los efimeros, seria tal vez 

el fin del g6nero humano" (1,348). Having recognized the striving of Man 

for something beyond himself, Foci6n turns to the philosophers and theolo- 

gians. He ponders the sincerity of Socrates who admits to homosexual at- 

tractions and then rejects them in favour of spiritual love. J. K. Dover's 

description of Plato's teaching method could almost evoke the debate bet- 

ween these three young men, which is conducted in a similar style: 

In two works above all, Symposium and Phaedrus, Plato 
takes homosexual desire and homosexual love as the star- 
ting point from which to develop his metaphysical theory; 
and it is of particular importance that he regards phi- 
losophy not as an activity to be pursued in solitary me- 
ditation 

... 
but as a dialectical progress which may 

well begin in the response of an older male to the sti- 
mulus afforded by a younger male w combines bodily 
beauty with "beauty of the Soul. "N 

Fronesis is the younger, beautiful male, but he seems more mature than Foci6n 

whose tormented character appears weak by comparison. Nevertheless they 

indulge in a Socratic dialogue of sorts. His desire for Fronesis is one of 

Foci6n's motives in taking part. He finds Socrates' conclusions unhelpful 

because they are "entre lo estelar y lo terrestre" (1,349) and leave unans- 

wered the later Catholic concern of 'Yel amor es caritas? " (1,349). Even 

Foci6n realises that "la ciencia de lo bello" (1,349) is by no means such 

a powerful concept as "poseer lo bueno, " for he knows that beauty and good- 

ness are not necessarily synonymous. His feeling of doubt derives from 

his awareness that man's love is a frail thing compared to the concept of a 

paternal God's love for man; in the words of T. Gould: "Plato talks about 
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our surge upward toward an understanding of reality which will fill us with J oy; 

Paul speaks of the overflow of God's goodness which does not deny benevolen- 

ce to the most wretched of sinners. " 29 * The juxtaposition of human and 

divine love in the above statement encapsulates Foci6nIs suspicion that 

there is something lacking from a human homosexual love which attempts to 

reach happiness by purifying that love. Lezama's interest in the process 

of poetic creation, the birth of an effective image, is shown in the manatee 

image of an earlier chapter. The passage expressed the difficulties inhe- 

rent in the approach of the fleeting image towards the eternal Being which 

it hopes to reflect. Here, the question of communication between man and 

God contains similar problems. Focidn comes to no conclusions, merely sta- 

ting that "en el catolicismo lo bueno es m6s enigm6tico que lo bello, la 

bondad m6s creadora que la poesia" (1,349). There is a note of rebellion 

in his remark, as if his dedication to the descent into darkness prevents 

him from considering the religious view point in detail. 

We have seen that Foci6n's family circumstances have predisposed him 

towards the conviction that death of some kind is brought on by sexual inter- 

course. He discusses this theme at some length before ending his speech 

with an enumeration of famous homosexuals in history. His "text" comes 

from Ecclesiastes: "Hay camino que al hombre parece derecho; empero su fin 

son caminos de muerte" (1,350) and his rather naive belief seems to be that 

intercourse between male and female is all part of some great and terrible 

misunderstanding: "tal vez el hombre permanece en ese camino de muerte por- 

que ignora cu&I es el otro" (1,350). Both the poet and the homosexual 

are seeking the perfect time of the origins, before any kind of Fall has 

occurred; both believe that sex, in its attempts to unite two halves, mascu- 

line and feminine, serves mainly to underline and emphasize the loss which 

Man has suffered. They envy the childhood of others because "Man's original 

hermaphroditic disposition is still largely conserved in the child. " 30 
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This happy estate is therefore represented in the pre-adolescent stage in 

which the child has not begun to develop distinct sexual characteristics and 

is still secure in the warmth of the maternal ouroboros. The painful 

struggle for self-knowledge is far ahead, out of sight, and the child is 

content to live as a kind of androgyne, the living example of an ancient gol- 

den age. The reluctance of Alberto and others to struggle properly with 

the androgynous state of the Unconscious leads to their negation as indivi- 

duals. Fear holds them back from fulfilment; Neumann delineates the un- 

easy path they ought, but refuse to tread: 

The breakdown of the uroboric initial state leads to 
differentiation in duality, decombination of the ori- 
ginal ambivalence, division of the hermaphroditic con- 
stitution, and the splitting of the world into subject 
and object, inside and outside, and to the creation of 
good and evil, which are only discriminated with the 
expulsion from the uroboric Gardeýlof Paradise where 
the opposites lie down together. 

Since sexual awakening is the formal end of childhood and a prime exam- 

ple of the exertion of the will, it is not so surprising that the fall from 

Paradise and the sexual activity of the adult should have become so inter- 

wined in Foci6n's mind. As we have seen in "A partir de la poesia, " Leza- 

ma's first era imaginaria is "la filogeneratriz" (11,835), that is, the 

age in which procreation was performed without male and female partners: "Se 

adormece el hombre, es decir, el tiempo se borra, de su costado empieza a 

crecer un Arbol, de sus ramas se desprende la nueva criatura" (11,835). 

This image of the androgyne reappears in Josd Marla's dream in the first 

chapter and now we find it as one of Foci6n's references: 

por arborescencia que brota en la hibernacidn, ya del 
falo o de las claviculas como en la extra5a tribu de 
los idumeos, un desprendimiento de la semilla que al 
contacto del aire, o de la temperatura subterränea, 
despierta la nueva criatura (1,350). 

Foci6n has obviously been reading the kind of material which Lezama has 
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recommended in the same essay: "estudio de los te6logos heterodoxos que van 

desde el zapatero Boehme al sueco Swedenborg" (11,835). The latter philo- 

sopher had considerable influence over the Symbolists, many of whose ideas 

Lezama shares; we are told by Philippe Jullian that his work was known to 

them "above all through Balzac's novel Seraphitus Seraphita. " 
32 

This no- 

vel deals exclusively with the theme of androgyny. Foci6n takes up brief- 

ly such topics as the second creation story in Genesis, of woman as an after- 

thought, Adam as the first androgyne, the putting of pregnant women to the 

sword on Judgement Day, in short "se nos revela una situaci6n muy rara en 

relaci6n con la mujer, en los principios de la no existencia apocaliptica, 

y al final, su destrucci6n" (1,351). His obsession with the return to 

the origins is nevertheless a negative one, no matter how many historical 

"causes" he may unearth in his own defence. As Norman 0. Brown has said: 

"one effect of the incapacity to accept separation, individuality and death 

is to eroticize death - to activate a morbid wish to die, a wish to regress 

to the prenatal stage before life (and separation) began. " 
33 

Lezama is 

only too aware of the dangers inherent in the poet's calling and reveals 

them. clearly in the character of Foci6n. Any weakness will result in the 

loss of the self to the Unconscious which the poet must explore. It is 

only too tempting to agree with Foci6n that: 

Todo lo que hoy nos parece desv10 sexual, surge en una 
reminiscencia, ... una hipertelia de la inmortalidad, 
o sea una busca de la creaci6n, de la sucesi6n de la 
criatura, mäs allg de toda causalidad de la sangre y 
aun del espiritu, la creaci6n de algo hecho por el hom- 
bre, totalmente desconocida adn por la especie. La nueva 
especie justificaria toda hipertelia de la inmortalidad 
(1,351). 

As we have seen in Foci6n's sexual encounters, he is incapable of overcoming 

his nostalgia for the perfect origins but he is unwilling-to give anything 

of himself to find them. 

If Cemi is to remain faithful to his poetic vocation, it is now obvious 
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that he must reject this life-style as out of the question. He does so 

gently, in one of the finest speeches in the novel. Lezama's first publi- 

shed poem was entitled "Muerte de Narciso" (I, 652-8)f - Cemi's speech he- 

ralds that death of Foci6n in his psyche. Within the context of the plot, 

it is only Fronesis' absence which makes this direct address by Cemi possi- 

ble; on the level of the allegory, the wise man and the poet have become 

one in order to deal effectively with the threat from Foci6n. It seems 

from the positioning of the speech that Cemi has been in command of the 

situation from the first moment of meeting and is forearmed against his 

wiles. He commences by drawing the distinction between ser and estar, or 

"el ser esencial o el ser sustancial" (1,370), insisting that "hay una 

categoria superior al sexo, que recuerda los mitos androginales o al que 

se proyecta sobre los misterios complementarios" (1.370). So much has 

Foci6n admitted, with less emphasis on eternal life, but this is Cemi's 

chief concern and his starting point. The poet allows that there has been 

a mistake in our sexual conduct, not in the relationship with women as 

Foci6n suggested, but in the willingness of some to yield to the fall with- 

in the Fall which is a trap for the unwary: "el hombre va a la mujer con 

concupiscencia, pero el hombre vuelve al hombre por falsa inocencia 
... 11 

(1,372). Foci6nIs argument is turned inside out and further squashed by 

careful selection of some short passages from St. Augustine and St. Thomas 

Aquinas, both of whom see the return of man to man as the chief symptom of 

"un amor desordenado de la muerte, un apetito fruitivo que excluye la par- 

ticipaci6n en el misterio de la Suprema Forma" (1,373). These words of 

St. Thomas seem to me to be an expression on another plane of the idea that 

the soul which is determined to remain introverted and enveloped in the 

maternal ouroboros instead of growing to maturity and dying to live again, 

is lost in a death of its own creation. St. Augustine may be referring 

to the same phenomenon when he says that "el alma se enferma cuando pierde 
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el sentimiento del dolor" (1,373); the soul which refuses to mature, to 

assume responsibility for its own ego, does so because it wishes to avoid 

the pain involved in its separation from the Unconscious. It obtains 

eternal death, not life: 

ahf empiezan los desv10s pues existerän siempre los 
hombres que van por la oscuridad a participar en la 
forma, en la luz Ethe poetl , pero existerdn tambi4n 
los insuficientes, aquellos que van por la luz besan- 
do como locos las estatuas griegas de los lanzadores 
de discos, hasta hundirse en la oscuridad descencional 
y fria (1,373). 

It is this self-inflicted descent which must be condemned. 

The mother as an image of the Great Mother and the Unconscious is then 

used to show once more the nature of the sin. Cemi relates the story of 

Ulysses' descent to Hades to be reunited with his mother, with his own in- 

terpretation of the legend. The descent equals an exploration of the 

Unconscious and it is clear that the mother would prefer her son's visit to 

be as brief as possible, so that he will not become trapped: "Procura vol- 

ver lo antes posible a la luz, aprende esas cosas y relAtalas luego a tu 

esposa" (1,374). In other words, he will find the secret of his feminine 

side with the help of his wife, in an enduring relationship; the alternative 

is unthinkable: "para verme no te asomes al espejo de la muerte" (1,374). 

No doubt with his own mother's advice in mind, Cemi offers St. Augustine 

himself as another example of the son who must flee from his real mother, 

however well meaning, in order to establish his own personality (1,375). 

Cemi's final words to Foci6n sketch out a bleak prospect, although he is 

relieved of the burden of the sin of vice. His bestiality will cut him off 

from the higher reaches of his own soul and from God; in the end it will 

qualify him for a terrible judgement: "Toda materia, nos afirma Santo TomAs, 

ser6 restaurada por Dios, luego es posible pensar que los eunucos serAn re- 

tocados, enderezados y mejorados de voz" (1,378). Restored to their 
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former glory, they are fit for their punishment: "Se les restaurar6 a la 

normalidad de la c6pula con mujeres, pero en un lugar donde ya el fornicio 

con hembra placentera est6 abolido. Ese serS tal vez su castigo" (1,378). 

Unfortunately for Foci6n, his punishment begins long before his death, 

as insanity sets in. His ramblings about Anubis and the anus contain ima- 

ges of his useless struggle against the Great Mother in her terrible aspect 

"Fronesis se adelanta con la jabalina, ' ýut "iY yo? Un puerco en colmillos/ 

para la trompa de caza" (1,493). For Foci6n, Anubis represents "un em- 

bri6n anterior a todo el dualismo sexual" (1,493) and the red-haired youth 

reappears as an alter-ego of himself, "venia huyendo del rechazo que le 

daba su madre" (1,495). 

Many of Focidn's failings have been revealed: his intellectual pride; 

the chaos within, echoed in the student riots and in his admiration for the 

perpetual rebel such as the Conde de Villamediana; his ignorance of the oppor- 

tunities afforded by looking beyond the self, symbolized by the glimpses of 

Oppiano Licario; his evil influence on the young and impressionable; his 

-mQrcissistic and androgynous predilections and his tenacity in persisting 

therein. We know of his freedom from "Original Sin" and of his confusing 

cenception; his dual parentage, comprising a rational lunatic, an embodiment 

of the Unconscious and a lustful and unfaithful wife with a second identity, 

that of assistant to insanity. There is no spiritual guide in such a combi- 

nation, no spiritual mother, and so Foci6n's feverish quest begins. Like 

the hero in myth, he has two sets of parents but he is entrapped by them and 

can never conquer the Unconscious. His closest approximation to capturing 

the feminine half of his psyche comes during his happy love affair with 

George but it is not enough to free him, as becomes clear from the line of 

debate which he pursues. 

The descent proves to have been successful when, shortly before Foci6n 

is carried off to the assylum, we find that: 
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ya Cemi' poseia esa madurez de instintos que lo llevaba 
en la ocasi6n de peligro a insistir, a querer penetrar 
mgs en la divinidad puesta zaharena .... Sabla, rever- 
so de ese miserable y pornogräf-ico espiritu de aventuras, 
que huir de un peligro creaba otro mäs inasible a6n, espe- 
cie de escala de Jacob al revgs ... (1,491). 

At last Cemi is fully aware that his path to poetry leads upward, while that 

of Foci6n would only draw him down inexorably. It is obviou8 that Cemi has 

not won the battle against Foci6n on his own; his champion has been Fronesis, 

whose truly heroic struggle we must now unfold. 

II. Fronesis: Cemi's Self-preservation 

Ustedes, Focicfn y U5, son materia relacionable; Foci6n 
y yo nos reconocemos como perspectivas observables. 
Fronesis y Cemi - quiso evitar el tuteo - somos mate- 
ria relacionada. Ustedes son amigos porque en la ralz 
de esa amistad est6 lo que destruye, lo incesantemente 
relacionable, pero que nunca est6 relacionado. Td y 
yo somos amigos- ahora creyO oportuno el tuteo - porque 
estamos relacionados, nos acompa-Ramos, nuestro diglogo 
est6 asegurado por la claridad y la oscuridad de los 
dos (1,437-8). 

Fronesis and Foci6n are the base elements from which Cemi must refine the 

golden spirit of poetry. He cannot expose himself to Foci6n or Chaos with- 

out the assistance of Fronesis, whose task it is to act as a catalyst bet- 

ween the two "perspectivas observables. " In his capacity of "el hombre de 

la responsabilidad 4tica, " 
34 

Fronesis is a shield against the raw power of 

Foci6n which might contaminate Cemi but he is also its direct counterpart. 

We have seen that Lezama argues the necessity of Foci6n's existence in the 

world when a character declares that "la fuga, el desviO y la anormalidad, 

eptdn tambidn creadas por las fuerzas germinativas... " (1,358), and Foci6n 

uses the rebellion of the Conde de Villamediana as an example of demonic and 

yet potentially creative energy. We know that Lezama believes the poet 
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must descend to and return from the depths of darkness, his own psyche, 

in order to encounter and benefit from his feminine half, in the Unconscious. 

Focidn's arguments conspire to convince us that the androgynous state re- 

presents innocence, even when achieved through homosexual union. I have 

mentioned in passing that some of his ideas on androgyny are taken from 

the writings of the philosophers Boehme and Swedenborg. In my opening 

quotation Cemi appears to be expressing in his own words one Of the essen- 

tial features of Boehme's doctrine, that is, that "all manifestation invol- 

ves opposition (that good can only be known through contrast with evil), 

that existence is a process of conflict between pairs of contrasted princi- 

ples. " 
35 

Cemi and Focidn are not opposites but they are incompatible, 

whereas Fronesis and Foci6n are indissolubly linked yet forever separated: 

"Ustedes son amigos porque en la ralz de esa amistad est6 lo que destruye, 

lo incesantemente relacionable, pero que nunca est6 relacionado. " Foci6n 

and Fronesis have the ability to destroy one another since the dominance of 

one has an inevitable tempering effect on the other; a little more order 

and reason in a given situation will naturally reduce the effect of chaos. 

On the level of characters in the plot, very close proximity forced upon 

these two will result in a crisis of identity for one or both. Foci6n's 

madness is the final proof of this fact, while Fronesis is scarred by his 

struggleswith his friend/foe. Each has the power of fascination over the 

other; in the case of Fronesis: 

Es un caos, el de Foci6n, que t6 dominas, ordenas, distri- 
buyes. Es un caos que t6 necesitas para las hogueras de 
tu cosmos. Cojes unos cuantos gajos resinosos de Foci6n, 
los enciendes y entonces te ves la cara con mgs claridad 
en el espejo ... (1,438). 

So that he can be wisdom and reason personified, Fronesis requires Foci6n 

as a measure of his success. Similarly, Chaos must needs compare itself 

with Reason to define itself. Compressing the concepts back into the bodies 
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of the characters, Fronesis and Focidn, we find that Fronesis requires a 

little of Foci6n's influence in order to triumph in his struggle with the 

dragon of the Unconscious and to make the essential break with the old order, 

symbolized by his own father. Foci6n's only conception of a tranquil spi- 

rit comes from his observation of his friend Fronesis and the latter pro- 

vides a goal for which to strive. It seems true to say that one is meaning- 

less without the other. 

Lezama employs a most appropriate technique to underline the unique re- 

lationship between Fronesis and Foci6n. The three chapters in which both 

appear are enhanced by the skilful counterpointing of incidents in their li- 

ves: the "Neronian" character and intellectual cruelty of Focidn are con- 

trasted sharply with Cemi's new sense of vocation inspired by Fronesis and 

Rialta, and with the literary debate of Cemi and Fronesis on the Quixote. 

There is the obvious contrast between the ideas of Fronesis and Focidn in 

the debate on homosexuality, and the impressive speech of Cemi to FociOn is 

strengthenedby the encouragement given by Fronesis previously. Fronesis' 

family circumstances are related by Focidn, whose secrets are uncovered by 

Fronesis later on. Foci6n's adventures with the red-haired youth are jux- 

taposed with the sexual union of Fronesis with Lucia; and Fronesis' subse- 

quent struggle with the dragon may have parallels with the George and Daisy 

episode. Foci6n's madness is matched by Fronesis' departure for foreign 

lands. Finally, both young men have to face up to Fronesis' father, paren- 

tal authority. 

With such an intricately related pair of opposites, it is hardly sur- 

prising that many of the conclusions reached in studying Foci6n have great 

relevance to a full understanding of Fronesis' role in the novel. A study 

of one necessarily defines the nature of the other. The meeting of Cemi 

with Fronesis on the morning of the riots is not their first, for they have 

been introduced by their families: 
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Por primera vez Cemi, en su adolescencia, se sintiO' 
llamado y llevado a conversar en un rinc6n. Sinti6 
como la palabra amistad tomaba carnalidad. Sintid 
el nacimiento de la amistad. Aquella cita era la ple- 
nitud de su adolescencia. Se sintid llamado, buscaclo 

por a1guien, mSs alla del dominio familiar (1,303). 

Even at this stage all bodes well for the budding relationship: 

Ademas Fronesis mostraba siempre, junto con una alegria 
que brotaba de su salud espiritual, una dignidad estoi- 
ca, que parecia alejarse de las cosas para obtener, pa- 
radojalmente, su inefable simpatia (1,303). 

It seems that Fronesis has some degree of awareness of the concept of lejania; 

a certain restraint keeps him apart from immediate reality, so that he can 

better appreciate and command it. It is interesting that Cemi makes his ac- 

quaintance through family connections because Fronesis bears a notable resem- 

blance to Jos4 Eugenio, the Colonel; alegria and mental and physical good 

health are his salient features until the end and Fronesis shares them. We 

might think of Fronesis and FoCi6n as the moving spirits of Josd, Eugenio and 

Alberto, the sources of their alegria and demonismo. The reader is further 

tempted to regard Fronesis as the Colonel's successor in the role of mentor 

to his son, by Cemils confused thoughts during the riots: "intula que se iba 

adentrando en un t6nel, en una situaci6n en extrema peligrosa, donde por pri- 

mera vez sentiria la ausencia de la mano de su padre" (1,317). Almost 

immediately "sinti6 que una mano cogla el suyo ... " (1,318); it is that of 

his new friend Fronesis. I have enumerated some of Josd Eugenio's many 

splendid qualities which he hoped to pass on to his son. The arrival of 

Fronesis in the guise of father figure reveals that the commonsense and inCL- 

te goodness of the Colonel, so carefully unfolded by Lezama in earlier chap- 

ters, have been stimulated in Cemi at a moment of crisis. 

The confrontation of students and police would appear at first sight to 

be an illustration of chaos at work. While this is true, it is even more 

important as an example of a controlled descent into chaos for a specific 
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purpose. The confusion dispels sufficiently for Cemi to become aware that 

a heroic Apollo is attempting to harness creative energy to overthrow the 

existing, corrupt order (Machado's government). He seems to orchestrate 

events, bearing many musical images in his wake. He is described various- 

ly as "atento a las vibraciones de la luz" (1,311); "estudiante que volaba 

como impulsado por el ritmo de la flauta" (1,313); "... Apolo, de perfil 

melodioso" (1,314) ; "el que tenia como la luz de Apolo" (1,317). The 

rhythm of the flute calls to mind the person of Orpheus, the poet/musician, 

as much as Apollo, and the image is used to contrast the surface confusion 

of the riots with the underlying pattern of harmony imposed by the leader. 

His musical appearances, in which he is aided by his shouting companions 

who at his command "Como si escalasen rocas se esforzaban en ser oidos 

(1,314), are intended to guide their movements in an effective protest. 

Lezama makes it clear that this Orpheus is a positive force having no connec- 

tions with evil, chaotic gods of vengeance: "tenia que ser un dios en la 

luz, no vindicativo, no oscuro, -no cat6nico r-sicj " (1,311). He is the 

herald of the good news of freedom which is expressed in poetry, words and 

music that must rise above the baser elements of the protest. He carries 

no other weapon: "Las detonaciones impedian la llegada del verbo con alas, 

el que hacia de Apolo, de perfil melodioso, habia senalado los distintos 

lugares en la distancia donde los estudiantes deberian alzarse con la pala- 

bra" (1,314). In these words he becomes Speech personified and is assi- 

sted by Nature herself, "La maffana, al saltar del amarillo al verde del 

berro, cantaba para ensordercer a los jinetes 
... " (1,312) and "El relin- 

cho marcial al apagarse en el eco, era devuelto como una risotada amistosa" 

(1,315). Even Cemi, although he has so far remained an observer, is mo- 

ved to participate: "Se ponia el cuenco de la mano, como un caracol, sobre 

el borde de los labios y lanzaba sus condenaciones" (1,317). 

I have noted Lezama's pride in the small part he played in the 1930s 

riots at Havana University; he sees them as "el comienzo de la infinita 
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posibilidad hist6rica de lo cubano. " 
36 

As a future poet, Cemi must be 

involved in great movements of the people for change, but like his creator, 

Lezama, he has no wish to contribute to the struggle with violence; he has 

the weapon of words, of which he has said elsewhere: 

la expresi6n es una experiencia total siguiendo la 
gran tradici6n griega cristiana, pues ahl coinciden Plat6ri 
y San Agustin, que estaban acordes que era lo mismo hacer 
el bien y combatir el mal, y hacer un buen poema es el 37 
mejor gesto de protesta contra los poetastros pimpantes. 

In the student demonstration described in Paradiso, the word of calm and 

strategy is shouted down by the mob of students and the soldiers alike, as 

they yield to the chaos of the situation. Yet Lezama has great admiration 

for any group which can act cohesively in a given situation, believing such 

entities to embody the poetic spirit. He seems to feel that the body of 

students forms this kind of group, but only so long as they listen to their 

inspired leader, the spirit of poetry. The student group seems to be "Un 

I conjunto de hombres que en la victoria o la derrota consegulan una unidad 

donde la met6fora de sus enlaces lograba la totalidad de una imagen. " Lezama 

continues: "el hombre, el pueblo, distintas situaciones que logran agrupa- 

mientos, alcanzan una plenitud po6tica. Este concepto de la poesia llega 

a agrupar el reino animal en un ordenamiento de directa poesia en relaci6n 

con el hombre. " 
38 

Lezama considers any age in which men bind themselves 

together in some great enterprise as an era imaginaria, a poetic age, and he 

appears to include the struggle against Machado's dictatorship amongst his 

eras. He is convinced that the true poet will inevitably be, by virtue of 

his calling, on the side of change and improvement, although he may express 

himself on a personal rather than national level: "Creo que un escritor, si 

sus valores son revolucionarios, es un escritor revoluciOnario. " 39 Fronesis 

is a vital presence at the demonstration, as Reason and order; it is only 

through him that the group will be enabled to act effectively and thus allow 
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the poetic nature of the situation to be expressed. Cemi commits himself 

to words only after a period of silent observation of the winged Apollo who 

is a personification of Reason and Wisdom, just as is Fronesis, when he res- 

cues Cemi from the demonstration at the point where it deteriorates into a 

riot. It is wisdom that prevents Cemi from participating again in demon- 

strations, which impinge upon the reader's consciousness at intervals in 

this section of the novel. He will turn inward to discussion and debate 

in an attempt to rule the Chaos within. 

Lezama has some interesting comments to make on the possible causes of 

demonstrations and civil disorder: 

Si trazclramos un ci'rculo momentigneo en torno de aquellos 
transetfntes matinales, los que salen para su trabajos, o 
para fabricar un poco de ocio en sus tijeras caseras, pe- 
netramos en el secreto de los seres que est-In en el contor- 
no, estudiantes y soldados, envueltos en torbellinos de 
piedra y en los reflejos de los planazos sobre aquellos 
cuerpos que cantan en la gloria (1,316). 

He believes that the clue to the unrest lies in the hearts of ordinary passers- 

by who do not seem to be implicated at first sight. He traces the growth of 

the seeds of discontent which eventually burst forth on to the streets: "la 

estrella se va amortiguando en nuestras apetencias y queda por nuestra sub- 

conciencia como estrella invisible, pero que despu4s resurge en el estudian- 

te y el soldado, en unos para matar y en otros para dejarse matar" (1.316). 

There are no guiltless persons who may remain beyond the pale of social re- 

sponsibility and we can assume that this thought will occur to Cemi as he 

watches on the side lines and at length adds his own jeers. The phenomenon 

of political unrest involves the entire community, oppressor and victim, in 

an intensity of activity, albeit divisive, which unites each group below a 

banner in "una plenitud podtica, " as Lezama remarks to Alvarez Bravo (above, 

c. f. note 38). The confrontation takes on the character of an ancient ri- 

tual, a duel between youthful vitality and stale authoritarianism which will 
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also be played out in the lives of individuals such as Cemi, Fronesis and 

Foci6n, from their particular symbolic viewpoints. Lezama's description 

of the student demonstrations provides an illustration of the interplay of 

order and chaos on a grand scale as a prologue to the three chapters which 

follow. 

Rialta's speech echoes what I consider to be the main theme enveloping 

Fronesis; that is, the evolution of the generations of Man which supercede 

one another. She has the insight necessary to recognize that the age-old 

patterns of life must be allowed to crystalize naturally and she outlines 

the consequences of forcing Nature's hand: 

Un adolescente astuto produce un hombre intranquilo. 
El egoismo de los padres hace que muchas veces quisieran 
que sus hijos adolescentes fueran sus contempordneos, mgs 
que la sucesi(5n, la continuidad de ellos a traveS de las 
generaciones, o lo que es adn peor, se dejan arrastrar por 
sus hijos, y ya estän perdidos, pues ninguno de los dos 
estä en su lugar, ninguno representa la fluidez de lo 
temporal (1,320). 

The old order has to give way before the new, not to disrupt the continuity 

of Time, but to maintain it by the ritual of separation from parental autho- 

rity and the establishing of the new law. Whether or not the innovation 

brings with it real change is not so important as the act of separation it- 

self. In the presence of such a theme, we might well expect to find some 

image of the voracious Unconscious lurking in the background; we are not to 

be disappointed: "los hijos, que al no tener qu4 escoger, se perdian al es- 

tar en obscuridad en el est&ago de un animal mayor" (1,320). The sons, 

identified too closely with the parents, risk returning to the egoless stage 

which renders them helpless and dependent like the foetus in the womb. They 

will become perpetual Jonahs, incapable of accepting responsibility for them- 

selves and others. The struggle between the generations is, according to 

Rialta, essential for the preservation of Self. 

It is natural that Cemi"s mother, Rialta, his Muse, should be the one 
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to explain the struggle of the generations to him since as his only parent 

she will be the influence from which he must simultaneously benefit and with- 

draw. It is interesting to note that Fronesis (order and Reason, but also 

the force working for change) makes himself known to Cemi'on the occasion 

of his very first absence from home during the holiday at Dr. Santurce's 

country house. Although Dr. Santurce has been used as a symbol of over- 

powering reason attending the downfall of Alberto, it is not inappropriate 

that he introduce Fronesis to his nephew, Cemi. Taken in the purely meta- 

forical sense, it seems that Cemi comes to the conclusion in his meditations 

on his future that he must cultivate his "masculine" faculties such as logic 

and reason, which are the antithesis of the equally valuable qualities em- 

bodied in the person and in his image of his mother. Reason is of course 

attractive to all and so, "apenas llegado Fronesis, ya tenia en torno un 

coro de muchachas y amigos. Tenia la facultad de crear coordenadas que con- 

vergian hacia 61"(1,333). It rescues Cemi from the chaos of political un- 

rest and personal feelings: "siempre lo veria como esa mano que nos recoge 

en medio de un tumulto infernal y nos lleva de columna en columna" (1,333). 

Fronesis is never far from dissolving into a pure concept, as he does in 

the next few lines: 

Cuando levantamos la cara, ya no estä, estä en el turbi6n 
de su alegria que nos vuelve a imantar, como el cocuyo, 
el punto geomdtrico, los ojos del gato, la mirada de la 
madre, que llevan en la noche a una convergencia en el är- 
bol, el encerado, el cuarto de dormir y la inmutable apare- 
cida cuando bajamos los pärpados (1,333; my italics). 

The result of a confrontation with Fronesis is a feeling of happiness with 

which Cemi links various sources of intense mystical or poetic experience. 

His mother's special look is one aspect of Fronesis, Reason and Wisdom, which 

leads Cemil to an appreciation of the Unconscious, "la inmutable aparecida. " 

The discussion of the Quixote is made possible by the effect of Pronesis on 
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his fellow students, that is, their own power of reason takes over where 

formal teaching ceases. The ideas themselves are interesting: Fronesis 

sees Don Quijote as a grotesque figure because he is a "mezcla de Simbad 

sin circunstancia magica y de San Antonio de Padua sin tentaciones" (1,336); 

Cemi despises the literary critics such as Men6ndez y Pelayo "que descono- 

cid siempre el barroco, que es lo que interesa de Espaila y de Espaffa en Amef- 

rica ... " (1,336), making a plea for enlightened criticism which would em- 

ploy "la imaginaci6n retrospectiva" (1,336). This seems to mean study 

which has an inherent respect for the historic moment which gave birth to a 

particular work; Cemi preaches what Lezama practices, for the author's ex- 

tensive borrowing from the literature and philosophy of many ages is guided 

by his conception of the poetic eras imaginarias and the historical events 

connected with them. He combines his discernment of the essence of an Age 

with a sense of "what might have been" using "la imaginaci6n retrosPectiva. " 

The above frank airing of views is in marked contrast to the cynical 

attitude of Foci6n at the bookshop, revealed in the preceding passage. Here 

with the aid of reason, Cemi is enabled to become a focal point in universi- 

ty life, giving expression to his ideas and encouraging his contemporaries 

without personal conceit. Lezama emphasizes the significance of Cemi's 

choice of direction with a well-worn image; Fronesis experiences "La alegria 

de saber que una persona que estd en nuestro dmbito, que es nuestro amigo, 

ha ganado tambidn su tiempo, ha hecho tambi4n del tiempo un aliado que lo 

robustece y lo brufýe, como la marea volviendo sobre las h6jas del coral" (I, 

337; my italics). A comparison of the coral reef image as used here with 

reference to Cemf and a similar image referring to the man with the Chinese 

toothbrush ("El agua al bru? iir el mech6n frontal, le dio una contextura de 

6bano pulimentado como m6rmol": 1,389) suggests that Cemi's participation in 

open debate affords him a glimpse of lejania. The man with the Chinese 

toothbrush seemed to be a representation of Foci6nIs chance to reach beyond 
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himself and he had the look of permanence, of immutability. Cemi acquires 

that same appearance the instant that he begins to express his ideas; this 

is a prelude to his career as a poet, since he has already accepted his vo- 

cation. As a poet he will conquer Time. 

In the course of examining the character of Foci6n, we have seen that Frone- 

sis regards the aim of the homosexual and the poet as similar, that is, the 

conquest of Time; the power to stop or turn back the clock is what each is 

seeking, but the poet takes a positive attitude to his visit to the Uncon- 

scious, while the homosexual, at least according to Jungian psychologists 

such as Neumann, prefers to dwell there permanently as a child in the womb. 

Having listened to Foci6n's argument in answer to his opening_ statement, 

Fronesis replies at length. His main objection is that Foci6n's conclusion, 

that sexual intercourse and procreation make Man vulnerable to death, does 

not follow from his argument. He attempts to broaden the concept of sex- 

uality by citing examples of clearly heterosexual men who nevertheless do 

not conform to the accepted customs of heterosexual intercourse since their 

experience is incomplete without some unusual caress, form of dress or the 

satisfaction of some other harmless fetish. What these foibles reveal, 

Fronesis claims, is "la reminiscencia de un menoscabo de la sexualidad" (I, 

360), but he does not attempt to define it. Instead he offers three rather 

intriguing anecdotes taken from the lives of three famous historical figures; 

Julius Caesar, Benvenuto Cellini and Casanova. Each tale illustrates a 

different attitude to homosexuality: Caesar is immune to accusations and in- 

sinuation thanks to his divinity; Cellini rebuffs his tormentors by expres- 

sing the desire to indulge in "tan noble arte" (1,361), implying that homo- 

sexual love is the sport of gods and monarchs; Casanova displays what Lezama 

considers to be a cynical attitude, denying his half-hidden desires. He 

says of him: "tanto Casanova como el mismo Gide, usaban la m6scara del since- 

rismo, pero el cinismo en estado puro es tan diffcil como el total verbo que 
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oculta" (1,361). Lezama seems to be condemning any frivolous flirtation 

with the idea of homosexuality, any biased proselytism of the same, because, 

in Fronesis' words, "Es tan extensa la cantidad de sensaciones que se ocul- 

tan detr&s del rostro o m4scara de la palabra homosexual ... " (1,362). 

The diversity of physical manifestations of sexuality is further complica- 

ted by a certain understanding of the nature of the body, attributed by 

Fronesis to the Greeks: "El cuerpo es la permanencia de un oleaje innum. era- 

ble, la forma de un recuerdo, es decir, una imagen. En cada hombre esa 

imagen repta con mutaciones casi inapresables, pero ese inasible tiene la 

medida de su sexualidad" (1,362). If one sees the body as fashioned in 

God's image, sexuality can no longer be discussed in merely physical terms 

since Man will partake of His spirit. Foci6n is so startled by this no- 

tion that his chaotic thoughts break out in a shout of protest: "en el Evaip- 

gelio de San Mateo se afirma que tambi4n los eunucos pueden estar en el 

paraiso ... " (1,363). It is almost a cry of despair and lays the founda- 

tion for Cemi's later warning speech to Foci6n. The exchange of insults 

at this point seems to draw the two characters both mentally and physically 

closer. Foci6n becomes more like his friend by his quite humble apology, 

whereas Fronesis' rather crude joke and mocking tone ("una cita ... traida 

en una inscripci6n grabada a navaja por las posaderas de un eunuco de la 

dinastia de los Colmeno, en Bizancio"; 1,363) appears to reduce him to 

Foci6n's level. The close interaction of the characters at this point may 

be symbolized in a gesture made by Fronesis towards Foci6n, which seems to 

have sexual undertones: "El sudor caliente del cuello de Foci6n se fue ex- 

tendiendo como un aguarrAs por el cuenco de la mano de Fronesis" (1,363). 

The incident, accompanied by an avowal of friendship, does not necessarily 

imply that on the basic level of the plot the two are lovers. It is rather 

an indication of a small degree of contact and influence at work between the 

polar opposites. Yet they remain separate: "eres tambi4n mi mejor inasible 
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y cuanto m6s te desenmascaras parece que tu inasible va recogiendo todas 

esas mdscaras que vas abandonandoll U, 363-4). The forces of Chaos remain 

a mystery to Fronesis. 

Warming to his subject despite these interruptions, Fronesis returns 

to the original topic of androgyny; he regards the legend of procreation 

depicted in a Mexican codex as an example of the imaginative powers of an- 

cient Man which allowed the primitive to believe in seemingly illogical 

events. It represents faith in the impossible, which Fronesis sees as a 

feature of "esas podticas regiones de los origenes" (1,365). Tertulian's 

phrase "es cierto porque es imposible" (1,363) is a favourite with Lezama, 

appearing in full in his interview with Alvarez Bravo: "El hijo de Dios fue 

crucificado, no es vergonzoso porque es vergonzoso, y el hijo de Dios muri6, 

es todavia m6s crelble porque es increible, y despu6s de enterrado resucit(ý, 

es cierto porque es imposible. " 40 In the novel at this point the phrase 

is applied to miraculous forms of conception but Lezama will soon replace 

it in its original context, as Fronesis' speech is a prologue to that of 

Cemi, which is chiefly concerned with resurrection of the body and soul. 

Lezama devotes much space to the role of the poem as a catalyst enabling the 

actual and the invisible to make contact, in such essays as "La dignidad de 

la poesia" and "Preludio a las eras imaginarias. " He believes that "Ese 

combate entre la causalidad y lo incondicionado, ofrece un signo, rinde un 

testimonio: el poema" (11,810) and that "Existe un potens conocido por la 

poesia para que la causalidad actUe sobre lo incondicionado, y otro potens 

que desconocemos, por el que tambign 10 incondicionado actýa sobre la causa- 

lidad" (11,817). Whilst recognizing its great poetic potential, Fronesis 

is determined to prove that the memory of androgyny is no excuse for homo- 

sexual tendencies. He is quite willing to admit that the memory is powerful 

but refutes Foci6n's adoption of it as a raison dletre: 
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- Es como si ambos - replic6 Fronesis -, vi6ramos en medio 
del camino un hombre muerto. Usted forma su premisa mayor: 
todos los hombres son mortales. Yo veo lo mismo, pero mi 
premisa es: este hombre puede ser inmortal. Usted quiere 
reemplazar el laberinto contempor6neo por el de los mitos 
(1,365-6). 

Fronesis seeks the positive alternative in all things. His friend Foci6n 

seems to him one of Nature's anachronisms, like the anabas scandens, and the 

gudgeon which have become trapped at some particular stage of evolution. 

We have seen that Foci(5n is indeed enveloped in a quicksand of his own making, 

out of the desire to retain his childhood cornfort and security, to flee from 

death. He has allowed himself to be dragged back to the androgynous, Un- 

conscious state. That is the outcome of his struggle against adolescence 

and adulthood; he has identified himself with a'! chaotic, formless existence 

in perpetual rebellion. As Reason personified, Fronesis is empowered to 

isolate and identify the issues at stake although he may not yet be aware 

of their significance in his personal life. 

Foci6n seemed to exhibit some of the characteristics of the hero; he 

is imbued with a certain misplaced bravery and defiance, directed against 

his own evolution from childhood to adolescence; he chooses a mighty foe, 

Time, which is bound to conquer him; he has great creative potential, marred 

by destructive forces; most notably, he has what Neumann calls "dual paren- 

tage, 1,4t yet the spiritual and earthly aspects of human nature which the 

parents represent fail to coalesce. They are tragically dissolved in mad- 

ness, instead. The two fathers, Nicol6s and Julian, are opposed forever 

as active and passive, male and female parts of the psyche, while Celita/ 

Eudoxia is a blending of physical and spiritual motherhood which cannot 

assist Foci6n: chaos is here born of insanity. Despite some little claim 

to the title of hero, Focidn's birth and upbringing debar him from triumph 

in the struggle to "become. " The configuration of family satelites revol- 

ving slowly around Fronesis is complex, but Foci6n'snegative interpretation 
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of his friend's circumstances does not destroy its benevolent powers. it 

is inevitable that Foci6n as Chaos should eventually provide erroneous ex- 

planations because his intellect is diseased; Lezama ensures that the reader 

is guided by the uary Cemi: 

- Me ha gustado el relato que me has hecho, pero no las 
conclusiones que sacas del mismo - le dijo Cemi-. Discre- 
po de ti en eso, pues en mi opinidn la verdadera madre de 

, 
Fronesis fue Maria Teresa Sunster ... " (1,401). 

Lezama awards Fronesis hero-status in various ways; his pairs of parents 

represent a challenge which he has the capacity to overcome; he is a focal 

point for his peers, "lo inundaba una especie de cufra de esclarecimiento 

que donde quiera penetraba como una astilla capaz de comunicar una salud y 

un esplendor ... " (1,334). He is repeatedly referred to in terms which 

Neumann notes as typical of the hero: "The hero is always a light-bringer 

and emissary of light. " 
42 

Jos4 Eugenio shares this characteristic, not 

because he has fought actual battles on the front (he does not really have 

that opportunity), but because he is a man of action who is almost fully 

self-aware, freed from the negative aspects of the Unconscious. Since the 

latter is often symbolized in Paradiso as a dark underworld or the womb, it 

is only natural that we should speak of the "dawning" of consciousness; re- 

ligious imagery is inextricably bound up with the imagery of light triumphing 

ovei darkness. Cemi admires Fronesis' ability to "situarse en el centro 

umbilical de las cuestiones" (1,392), which seems to evoke the question of 

origins and birth, as if that were the only issue of true significance for 

Man. It forms the kernel of Lezama's writing as is revealed even in the 

title of his review, Oriqenes. Cemi admires Fronesis' many impressive qua- 

lities, stressing certain of them before his listener Foci6n: "La forma 

perfecta que se adopta frente a un hecho" (1,393); "No puede ser sorpren- 

dido" (1,393); "Sabe lo que le falta y lo busca con afdn" (1,393); he does 

not symbolize Dr. Santurce's type of over-powering reason, but a perfect 
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balance between logic and intuition with which he is able to single out and 

tackle his own weaknesses. He seems to be tuned in to an "inner voice" 

from which his wisdom is derived and Neumann tells us that this is not an 

unusual phenomenon in relation to the hero: it is "the command of the trans- 

personal father or father archetype who wants the world to change.... " 
43 

The parental archetypes in Foci6n's family did not act as his guide but 

Fronesis' birth and dual parentage follows a now traditional pattern: 

With the progressive individualization of humanity and 
its emergence from the inchoate state of participation 
mystique the ego of each man takes on clearer definition; 
but in the process, the individual becomes the hero and 
has in his turn to exemplify the myth of the dragon fight. 

... the mythological fate of the hero portrays the arche- 
typal fate of the ego and of all conscious development. 
It serves as a model for the subsequent development of the 
collective, and its stag H are recapitulated in the deve- 
lopment of every child. 

The struggle of Fronesis or the hero to free himself from his archetypal 

pair can be seen according to Neumann, in the social and personal history 

of every man and woman. No wonder Lezamals character has such a fascination 

for the reader despite his unusual lack of"realistic" behaviour. "El era el 

elegido, " Lezama warns us, providing the reader with an outline of the kind 

of background that a hero ought to have: his father could be "un estoico, 

un cat6lico de los primeros tiempos, donde los misterios 6rficos pasaban al 

signo del cordero" while his mother, Cemi imagines, is "austriaca criolla, 

trasunto de la nobleza ancestral de la Europa oriental" (1,393-4). What- 

ever Fronesis' true parentage, he has nevertheless received a suitable an-- 

cestry as a hero. Neumann states that "the hero is the child of aristocra- 

tic parents.... " 45 

The text reveals clearly that Fronesis has had two mothers, one purely 

spiritual and the other biological. Not only has Maria Teresa agreed to 

marry her sister's lover and raise their love child as her own, she seems 

also to have foregone the physical aspects of motherhood entirely, since 
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Fronesis is an only child. She is, for all practical purposes, a virgin 

mother. This situation seems to reflect "the extraordinary circumstances 

of the hero's birth, the fact that he is begotten by a god and born of a 

virgin. " 
46 

Fronesis senior has been described as an early Christian from 

the times when Orphic tradition was giving way to Christ, the most illustri- 

ous hero of all; Poci6n presents him as someone who has failed to live up 

to his potential because he has fled from the chaos of Diaghilev's passion 

for him. This attitude is partly the result of Focidn's personal bias 

towards homosexuality. Yet there is sense of failure about Fronesis' fa- 

ther which must be explained somehow. The inevitable fact that sons super- 

cede their fathers contributes much to this impression, for always in myth 

as in family life: "The virgin mother, connected directly with the god who 

engenders the new order, but only indirectly with the husband, gives birth 

to the hero who is destined to bring that new order into being and destroy 

the old. " 
47 

The theme of the cycle of old and the new is constant in 

Paradiso. Fronesis senior was "hijo de diplomi6tico, amigo de Hofmannsthal, 

que sabfa hablar de pa5os de Liverpool ... 
" (1,400) and now he is merely 

11 el sesudo abogadote de Cubanacan" (1,396). Once he embodied qualities 

which are now to be found in his son: "Esas condiciones que t6 sorprendes 

en Fronesis, estaban sin desarrollar en su padre" (1,396). The symbolism 

of the parents is by no means simple for it involves both real, physical 

parents and archetypes which can work for good or evil through those parents. 

There is an essential difference between, the mother and the father arche- 

types in Jungian psychology which appears in Paradiso also, expressed in 

the sUcange life of Fronesis' parents. We have observed the malevolent 

aspect of the Great Mother at work in the fates of Alberto, Leregas, Farra- 

luque, Foci6n and others, in contrast to the beneficial effects displayed 

in Rialta's nature. The negative side was exposed in the fiercesome image- 

ry of the tusked boar, the voracious snake and so on, so it is not surprising 
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that "To the hero, the clutching Earth Mother appears as a dragon to be 

overcome. " 
48 

The prize is truly great: one's own liberated consciousness, 

and in addition: "The victorious hero stands for a new beginning, the begin- 

ning of creation, but a creation which is the work of man and which we call 

culture, as opposed to natural creation which is given to man at the outset 

and overshadows his beginnings. " 49 

The hero's problems are not over even if he conquers the dragon of the 

unconscious. Here, Fronesis will make his attempt with Lucfa, appropriate- 

ly named as she may help him to emerge decisively from the darkness. What 

happens next depends on the father archetype who is much more closely iden- 

tified with the earthly father than is his female counterpart with the ear- 

thly mother. Two distinct stages in Fronesis senior's life illustrate the 

11 personal father ... the father of the carnal lower man" and the "heaven- 

ly father who is the father of the heroic part.... 11 50 
Unlike his son 

who courts Foci6n or Chaos for the enrichment of character and understanding 

that he may bring, Fronesis senior is soon filled with a feeling of revul- 

sion towards the forces of chaos which attract and approach him in his youth. 

His child is borne by a nymphomaniac and he is pursued by a man whose repu- 

tation as "un endemoniado pederasta activo" (1,399) is well established 

(the latter is afforded several pages in A. L. Rowse's Homosexuals in 

History 
51 

). However it would be a cruel irony should this be the only 

reason for remenbering Diaghilev and I am convinced that Lezama had a more 

important reason for choosing him as a key figure in the Fronesis family 

history. At first, Fronesis senior and Diaghilev take great pleasure in 

intellectual conversations on a most interesting and relevant topic: "rit- 

mos negroides, tambores yorubas, brujeria e invocaci6n de los muertos" (I, 

396-7). This fact reminds the reader that the Russian was one of the great- 

est disseminators of culture that this century has known. He brought the 

Ballets Russes to Paris for the first time in 1909 and engaged a wealth of 
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artists, dancers, musicians and designers, including Picasso. His influence 

on European culture was very far-reaching. What possible significance could 

this have for a minor Cuban diplomat and his family, we may ask? It seems 

to me that the ballerina's love for Diaghilev is equivalent to a love of her 

artistic vocation. The passion of the great artistic entrepreneur for the 

Cuban is actually the desire to learn from and integrate Carribean culture, 

its musical rhythms and Negro dances. In this context, Fronesis senior re- 

jects the proposed marriage of cultures because he fears a loss of identity 

amidst the richness of ancient European artistic values. Instead he takes 

to his heart that aspect of European culture which he is able to control, 

breeding and morality, in the shape of Maria Teresa. She is worthy but de - 

cidedly uncreative, . barren. She exists on his terms; she is the little 

piece of Europe which he has captured and borne homewards, where she is now 

stifled in a parochial atmosphere ("su hastio de Santa Clara"; 1,401). He 

has not broken with the past in order to create something new and vital. 

His only moment of creativity is the conception of his son in the spirit of 

chaos. It will be up to Fronesis junior to resolve this terrible irony. 

The benevolent father archetype is not embodied in the ethical, reserved 

half of the character which is earthly and potentially negative, but in the 

irresistible attraction of the creative powers of Chaos. Although Fronesis' 

real father gives him a sense of right and wrong, his powers of reason and 

his ethical approach of life, there is a danger of these qualities holding 

the hero back from innovation and change,. because "what distinguishes the 

hero is an active incest, the deliberate conscious exposure of himself to 

52 
the dangerous influence of the female,... Fronesis' father (in the 

physical sense) has deliberately vaithdrawn from the ultimate challenge of 

the chaotic Unconscious and so no new culture has been created. He has re- 

mained part of the status quo which the son will challenge after apparently 

succeeding in the first stage of the dragon fight, which must be examined 

very carefully in order to determine Fronesis' fate, hero or fool. 
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Fronesis' ancestry is explained at a strategic moment in the novel, 

half way between the initial encounter with Lucia, in which a sense of 

extreme uneasiness is fostered by some very persistent imagery and the dra- 

gon fight with its ambivalent aftermath. Focidn is quite truthful when 

he insists that a knowledge of his friend's background is essential. The 

reader knows now that the germinative powers of Chaos brought him to birth 

and were thereafter banished from his life by a rigid adherence to moral 

principle. Hardly surprising, then, to find that "Sabe lo que falta y lo 

busca con af, ýn" (1,393), in the form of Focion, the embodiment of a power 

he has never experienced. There are many myths relating the adventures of 

twin brothers, one of whom is immortal and a hero. At first they are to- 

tally opposed, like the earthly and spiritual halves of the psyche, but 

later they merge: 

In every case the man-to-man relationship strengthens 
consciousness and invigorates the ego-principle, no 
matter whether the alliance appears psychologically 
as the combination of 9ý o and shadow, or the combina- 
tion of ego and self. 

In a similar way, Fronesis can assimilate Foci6n, but not vice versa; Chaos 

is eventually destroyed by Reason but the reverse need not be the case. 

Even though Lucia seems rather small-minded, there is little justification 

for Fronesis' alternate physical desire and revulsion, his approaches and 

withdrawals, unless she is yet another personification of the feminine as- 

pect of the psyche, the area occupied by the Unconscious which must be con- 

quered. Lucia exudes "un tono arielesco" (1,368), yet she is compared 

with Circe, who turned Ulysses and his men into swine, animals which are sym- 

bolically connected with the terrible aspect of the Great Mother, the devou- 

ring Unconscious ("oh, Circe ... me abandono a tu filtro, ca, igo en tus 

abismos"; 1,368-9). His attraction to Lucfa surrounds Fronesis with ima- 

ges of sleep ("en su respuesta habia mcis de bostezo que de asentimiento"; I, 



264 

369), a sign that he is descending into the Unconscious. Another warning 

is the violent light enveloping the couple: "los dos cuerpos se fueron di- 

luyendo en un cono de luz demasiado violento" (1,369). It seems to make 

their bodies disintegrate as in a sacrifice to the Great Mother, symbolizing 

the dissolution of consciousness in the Unconscious. The union in sexual 

ecstasy of the pair will end in their momentary identification with the an- 

drogynous ouroboros, the blending of masculine and feminine in an undifferen- 

tiated state of Unconsciousness: "una nube se posd sobre sus cuerpos y su 

sombra los unio con una manteca de serpiente" (1,369), the serpent being 

an age-old symbol of the ouroboros or Unconscious. This rich web of imagery 

is spun around the first appearance of Lucia which covers only four short 

paragraphs - the character is burdened with the weight of her own significance. 

The second meeting of the couple in a park and in the cinema is treated 

in similar vein but a mildly humorous note is allowed to creep in. In the 

park the lovers appear as "dos orugas que se interrogaban con sus cuernecil- 

los, en la noteada superficie de una hoja de malanga" (1,381). Still em- 

ploying his slightly mocking tone, Lezama places his characters in their re- 

spective symbolic positions relative to one another: 

La concha primaveral del verde y las fresas de la seda se 
exhib: ran en el brazo que se apoyaba en el hombro de Frone- 

sis. Pero mientras el fondo verde del blanco, profundi- 
--ando en su dimensi(In de lejania, parecia ocultar los recur- 
sos voluptuosos de aquel brazo recorrido por la untuosa 
saliva de la oruga, la nariz decidida de Fronesis, la lfnea 
que surgla de su frente para formar un irreprochable gngulo 

recto con la aleta que interpretaba la menor variante de la 
briza como un gamo, le daba su posible rechazo (1,381). 

Briefly, the green and red stiawberry-patterned blouse worn by Lucia denotes 

her fertility and connections with the Earth Mother who can be either a posi- 

tive or negative force for the hero. Primaveral suggests new beginnings 

and creation, perhaps even rebirth (the reader might recall the creative 

power which was unleashed by the destruction of Jos4 Eugenio's strawberry 
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plants; 1,174-6). Even though the colours have "su dimensidn de leiania" 

of Fronesis is compelled to reject Lucia's undoubted attractions. As a symbol 

of the dangerous Unconscious which may trap Fronesis at the stage of the 

half-formed ego which cannot survive an ecstatic sexual experience, Lucia 

is a huntress whose prey (gamo) is Fronesis. His Roman nose is a physical 

manifestation of his strict, classical upbringing which speaks to him on be- 

half of his earthly father, urging him to morally correct acts only! it 

expresses his disdain for Lucia, which must be overcome by his yielding to 

a sexual relationship with her. The rejection is imposible because the 

hero must accept and conquer, or risk annihilation in the Unconscious becau- 

se of his lack of courage. Not to attempt the conquest of his feminine 

half will result in the same fate as would beset the fallen hero. It is 

the inner voice of his positive, wheavenly6father archetype which will lead 

him to make the attempt, to identify the long term good. Images of the 

serpent recur with increasing frequency during the"Isolda"film, which is inte- 

resting as a parallel with the Fronesis/Lucia relationship and its possible 

outcome. The possibility of Fronesis winning the dragon fight is first 

suggested in the cinema scene where we see " ... Fronesis, inmutable, cortan- 

dodo con su perfil subrayado, perfil que agudiza tanto sus contornos como 

un hacha para fragmentar la serpiente" (1,382). He exerts some power 

over Lucia, the attraction is mutual, for naturally the Unconscious cannot 

fulfil its potential without the aid of a strong consciousness which can 

extract and benefit from its richness. That is why Fronesis does not pur- 

sue Lucia until she has stopped pestering him. He sends her away but as 

soon as she decides to leave, he initiates a second stage in which he will 

consciously seek her out, on his own terms. In other words, after the youth 

has entered the adolescent phase, the presence of the Unconscious is no lon- 

ger all-pervasive and has to be recaptured in some degree. It is at this 

Voint that Lezama reveals Fronesis' definitive rejection of Foci6n, who as 
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Chaos has no place in his life. This is also another indication that 

Fronesis is going to win the dragon fight because his total rejection of 

Chaos takes place just before his proposed assimilation of some degree of 

chaos through sexual union with Lucia. It will serve its purpose, it will 

complete Fronesis' character but will not destroy him: "Comprendia la noble- 

za del 1 aberinto de Foci6n, pero rehusaba acompa'Karlo hasta la puerta de 

salida, puerta donde estaban unas inscripciones y unos siMbolos que a 61 

nunca le interesaria descifrar" (1,386). 

The fear of the vagina dentata has rendered Foci6n impotent as far as 

females are concerned and I have tried to show that his hatred of sexual in- 

tercourse with women is actually a fear of death and the Unconscious. The 

act implies the end of childhood, innocence and hence eternal life, to his 

troubled mind. That Fronesis should suffer momentarily from the same delu- 

sion is not so surprising when we consider that he is already quite self- 

aware and any encounter now at close quarters with the feminine Unconscious 

is tantamount to a regression. The occasion of Fronesis' and Lucia's final 

meeting is hedged about with images evoking the voracity of the Unconscious; 

as Neumann points out, "The destructive side of the Feminine, the destruc- 

tive and deathly womb, appears most frequently in the archetypal form of a 

mouth bristling with teeth. 1,54 Some of the imagery is quite startling: 

"con el sexo acentuado como una enorme tijera de sastre"; I'Le parecia ver 

en el monte venusino una reducci6n Ilorosa de la cara de Lucia, otros veces 

un enorme rostro fetal, deshecho, lleno de c. ortadas ... "; "la serpiente que 

no se deja fragmentar por la rueda dentata"; "la camiseta con el cfrculo 

que le habia sido amputado" (1,403-5). The emphasis is on slashing and 

mutilating actions, so closely related to Lucia's person that she is actual- 

ly in possesion of a real pair of scissors which Fronesis borrows to cut out 

his amuleto (1,405), - The shield of cloth is required so that Fronesis can 

distance himself from the act. Unfortunately his fear of the female has 



267 

been accentuated by the girl's removal of her nether garments as the first 

stage in undressing. Her action forces all Fronesis' attention on the 

offending area, to such an extent that he cannot become aroused until "ha- 

bfa logrado alejar el cuerpo de la momentanea enemiga ... " (1,40 5), until 

he is able to "convertirla en imagen" (1,404). The cloth ring which suc- 

ceeds in transforming the clumsy bodies into an image is a sign that Prone- 

sis is aware of danger. It may symbolize the ouroboros itself, so often 

represented by the snake biting its tail; on the other hand it suggests to 

me the completeness of Fronesis' own character as he assimilates the feminine 

part of his mind. While the sexual encounter seems to have been success- 

ful from Fronesis' point of view, there is a marked lack of relief, joy 

or even pleasure in the purely physical. The aid to intercourse has been 

discarded in a pathetic heap: "Era un peque5o circulo de lana que habla a7 

bierto una ruta, pero que ahora se mostraba sombrio como un parche para ta- 

par un ojo. Un parche que habla traido claridad a lo oscuro, pero que 

tapaba con su mancha por la que se ve la luz del 4xtasis" (1,405). 

The image of the eye patch seems to imply that although Fronesis has 

been afforded an insight into the feminine, he is as yet unwilling to accept 

it. He does not really want to see what he has done, which is a pity for 

he has achieved much: Neumann states that "Victory over the mother, frequen- 

tly taking the form of actual entry into her, i. e., incest, brings about a 

r ebir th. " 55 
The "new-born" Pronesis keeps his eyes tightly shut and his 

struggles with the feminine, the Unconscious, are far from over, for that 

very reason. He has successfully transformed a physical experience into an 

approach towards the infinite, imposing order upon a chaotic experience by 

means of a perfect circle, rather in the way that the exchange of rings 

between Rialta and Josd Eugenio promptly banighes all reference to their 

sexual union from the text. A ritual act such as marriage, baptism, ini- 

tiation or funeral provides the framework for contact between earth and 
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heaven, as it is conceived by the participants. To effect the exchange, 

Fronesis must impose a distance across which his chosen vehicle of media- 

tion, the circle of cloth, may act. Out of the inevitable gulf between 

the physical and spiritual worlds, which is so potentially creative, Man 

fashions an image, a poem. 'The phenomenon of creation out of the void, 

which was observed in the manatee's confrontation with the Chinaman (I, 

67-75), is here re-enacted. Gimbernat de Gonzdlez points out that "El 

velo oculta, del mismo modo que la distancia en la pareja Eufrasio/Fileba 

instauraba la lejanýa de los t6rminos que se proponlan anälogos. " 
56 

What 

Fronesis must now do is assimilate and internalize his ritual act, becoming 

fully conscious of the hidden meaning of the dragon fight. 

Lezama is not content to have Fronesis re-enter the female, the 

Unconscious, and survive unscathed. The second stage of his struggle fol- 

lows the sordid affair of Focion and the reo haired youth, in which Focidn 

proves unable to reach out beyond his physical desire. The comparison of 

the discarded amulet with an eye-patch reveals a serious weakness on Fronesis, 

part, because as Neumann says: 

the masculinity and ego of the hero are no longer identi- 

cal with the phallus and sexuality. On this level, another 
part of the body erects itself symbolically as the "higher 

phallus" or the "higher masculinity": the head, symbol 5? 
f 

consciousness, with the eye for its ruling organ,... " 

The hero must master his reluctance to leave the past behind, unless he wants 

to end up like Oedipus who, says Neumann, "has -no knowledge of what he has 

done, and when he finds out, he is unable to look his own deed, the deed of 

the hero, in the face. " 58 
The blinding of Oedipus by his own hand is 

really an act of self-negation and self-castration. There can be little 

doubt that Fronesis is at risk in a similar way since he is filled with em- 

barassment and shame: "La lejanfa lograda por su parAbola seminal, se habia 

cerrad oy ahora lo oprimia como los descensos de un techo de pesadilla .... 
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Necesitaba de una oscuridad que lo rebasase al arrancarle la imagen opreso- 

ra" (1,415). In other Uords he is almost overwhelmed by a longing to re- 

turn to the secure darkness of unconsciousness, which is no doubt why he 

heads straight for the sea, shrouded in the darkness of night. Both sea 

and night appear in the "hero myths which take the form of sun myths; here 

the swallowing of the hero by the dragon-night, sea, underworld - corre- 

sponds to the sun's nocturnal journey.... U 
59 

of course, the sun always 

rises again, implying-the hero's victory. Fronesis' return to the light 

does not seem to me to be quite that of a triumphant hero, although he has 

not been destroyed. Rather, his task has not been completed until he con- 

fronts his earthly father. His nocturnal journey is filled with potentially 

positive and negative symbols and the reader must thread his way around the 

obstacles and clues which Lezama places in the path to understanding. The 

sea exerts a calming effect upon the young man as he tries to rationalize 

his experience with Lucia: "La lentitud del retiramiento del oleaje le iba 

sacando la inhibici6n al borrarle la imagen, por estiramiento la imagen se 

iba a lomo de los corderos espumosos" (1,415). The last vestiges of the 

unpleasantness are soothed and banished by the hypnotic movement of the waves. 

The meaning of this act begins to dawn on him, as the images of the three 

female influences in his life intermingle in his mind's eye: Lucia's image 

flickers somewhat uncertainly as "se mantenia en moment, ýneos circulos de 

f6sforos, desaparecia, se reconstruia ... " (1,416); the ballerina, "que 

gemia en persecuci6n de un dios escondido en su pereza fria" (1,416), makes 

a brief appearance; but the final image is of Fronesis' spiritual mother 

who presides over "una mesa de Nochebuena" (1,416). The ballerina is a 

symbol of creative chaos and as such relates to Lucia, but order reigns su- 

preme in the person of Maria Teresa Sunster. She is Fronesis' true guide; 

she is the virgin mother, a fact which is emphasized by the presence of the 

Christmas Eve table. It is also suggestive of a rebirth of the offing. 
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The son is burdened by the weight of his symbolic undershirt (out of which 

he cuts the circles) and the pressure imposed by the images of the three 

women which he reads in the waves. All three are part of the feminine and 

the Unconscious, as he now realizes, but he must continue his flight along 

the Malec(Sn until he offers the tangible evidence of his sexual experience 

to the waves: "Extrajo la camiseta y con disimulada impulsi6n la lanz(5 a la 

voracidad de las aguas" (1,417). As soon as he puts aside this symbol of 

his success and shame, he is able to see more clearly, from his position on 

the sea wall, which "servia de divisi6n entre la luz limitada de los faroles 

y la oscuridad sin lfMites de la marina" (1,417). The sea is identified 

even more closely with the Unconscious when it receives the offering; it 

becomes the serpent of the ouroboros, the negation of masculine and feminine, 

"la gran serpiente marina. " The circle of cloth, before being submerged, 

assumesthe same form: "La camiseta misma antes de anegarse, se fue circuli- 

zando como una serpiente a la que a1guien ha trasmitido la inmortalidad 

(1,417). The two are part of the same entity, but the immortality awarded 

by the ouroboros is illusory, as we have seen in the case of Foci6n. Its 

disappearance coincides with the advent of "la serpiente f6lica" (1,417), 

the power of procreation in mortal man: 

era necesario crear al perder precisamente la inmorta- 
lidad. Asi el hombre fue mortal pero creador y la 
serpiente fglica se convirtid en un fragmento que debe 
resurgir. Fronesis sentia que los dos cfrculos de la 
camiseta al desaparecer en el oleaje, desaparecerfan 
tambign de sus terrores para dar paso a la serpiente 
circuncidada. (1,417). 

" La serpiente circuncidada " is an important choice of phrase because . 

circumcision is used by many races as a rite of passage. It is clear that 

Fronpsis regards himself as a victor, and insofar as the feminine aspect of 

his trial is concerned, this is true. Yet the problematic imagery conti- 

nues even after he has come to terms with the unconscious half of his mind. 
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The god/man who appears next on the scene is most difficult to decipher 

but he appears to be bisexual: "Una sobrepelliz muy ondulada de ornamentos, 

le cala sobre la espalda y los pectorales, marcc1ndole la gldtea y la vulva 

verdosa" (1,418). He wears a tiger skin and bears symbols of the sea; in 

his left hand are "mosaicos con cinco Zngulos" (1,418) which may be mand? l - 

las. In the other hand is "un baculo de c6tedra episcopal, la serpiente 

fc1lica empufýada por el padre" (1,418). He seems to offer the sum of spi- 

ritual knowledge and is a life-giver: "orinaba sangre para reanimar los 

huesos en el infierno ... " (1,418). The bishop's crozier may signify the 

spiritual heritage which is the property of the fathers, who must pass it 

on to the sons. It is firmly grasped in a father's hand ("empuKada por el 

padre"), so it may be reluctantly relinquished to the next generation. 

Yet it can be wielded like a sword, against the ouroboros: "deshilachando la 

camiseta, hendi4ndola, troc6ndola en un serpentfn de hosta donde una vaca 

hundia una de sus patas creyendo ser anillada por la serpiente que penetra 

en la imagen de la imagen 
... " (1,418). The image of the image is nothing- 

ness; the weapon against it is spiritual knowledge brought by a man/god whom 

we could identify as Fronesis' inner voice which leads him to full conscious- 

ness. The hero was shown to have a virgin and a god for parents; here we 

meet the god, whose androgyny implies completeness, not annihilation. His 

presence makes possible a poetic vision, as soon as Fronesis' eyes are 

opened: 

Saltaban peces para morder las puntas de las estrellas 
puestas casi al nivel del mar. El efecto era que el pez 
se doraba en ese 6xtasis de suspensi(5n. Fronesis ya no 
podfa vislumbrar la camiseta de doble cl'rculo destruida 

por la serpiente marina. El centinela en la garita, al 
encender otro cigarro, parecia hacer contacto con el pez 
fuera del agua, estableciendo un momentäneo arco voltaico 
donde la serpiente fälica mostraba en la sucesi6n de sus 
collarines las pulgadas de penetraci6n en las v6rtebias 
del ulular protopläsmico (1,419). 
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In this passage which is in my opinion one of the most beautiful in Paradiso, 

Lezama gives form to one of his most precious moments. The instant in which 

the young man (the hero) conquers the negative power of the Unconscious, re- 

discovering his divine origin, is one of intense creative potential. The 

u gly memory has faded and the newly formed individual is in tune with the 

source of his strength. Neumann explains thus: "The slaying of the mother 

and identification with the father-god go together. If, through active in- 

cest, the hero penetrates into the dark, maternal, chthonic side, he can 

only do so by virtue of his kinship Qth 'heaven', his filiation to God. " 
60 

The pinpoint of light from a cigar traces patterns on the night sky and out 

of this simple, realistic movement, Lezama conjures golden fish leaping to- 

wards the heavens from the sea, assisted in their soaring by the chance in- 

tervention of the glowing cigar, a human element in the vast creative ecstacy 

of Nature which unites heaven and earth. The phallus has its rightful place 

in the scene, in the leading role. The golden fish seem to leap out of 

ordinary Time into a poetic continuum where the moment is forever preserved. 

They have the power of poetic images and symbols, like the manatee and the 

game of yaquis elsewhere in the novel. All have in common the ability to 

halt the flow of historical time; Cemi"s mother lives for the day when her 

son "ver&, no los peces dentro del fluir, lunarejos en la movilidad, sino 

los peces en la canasta estelar de la eternidad" (1,321). Fronesis is pri- 

vileged to see just such a wonder, thanks to his hero-status; we might say 

that Cemi-as-Fronesis pursues the poetic ideal which, was expressed in Alber- 

to's letter about fish and poetic language. Time has stopped ("ese 4xtasis 

de suspensi6n" and "estableciendo un moment4neo arco voltaico") to show that 

the hero has forsaken false ideas of eternal childhood and ensured his true 

growth to spiritual maturity by conquering the Unconscious. This shoal of 

golden fish flickers across a black sky which Lezama transforms into a symbol 

of the Great Mother: "inmensa piel sin ojos, pero ornada de mamas tan numerosas 
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como las estrellas" (1,419). 
61 

However she is now the beneficent nurse 

of the new-born ego, not its destroyer. Fronesis should be able to draw 

upon her, the Unconscious, at will, using his independent consciousness. 

The "embri6n de arena" (1,419) and the "postura de algunas momias del pe- 

riodo copto, encontradas con el encogimiento placentario" (1,420) which 

Fronesis assumes, are signs of his rebirth, rather than of a return to the 

ouroboros, because there are no prolonged references to sacrifice and death. 

On the other hand, the author refers to Fronesis' "mutilaci6n reciente" (I, 

419-20) and the passage ends onanambivalent note: "La luz violenta sobre el 

rostro de Fronesis adquiri6 la vibraci6n de un toque de retirada" (1,420). 

His mutilation need not mean castration, indeed this is highly unlikely, as 

most of the imagery to date shows that Fronesis is a hero. It refers, I 

think, to his final separation from the Unconscious. His grief is remini- 

scent of the veeping of the new-born child recovering from the trauma of 

birth itself, rather than a sign of the acceptance of defeat. The sounding 

of retreat may be the signal to fall back and regroup and need not to imply 

defeat. It seems to me that Fronesis has to recoup his strength before a 

final confrontation. vith his earthly father. 

In the meantime, Fronesis begins to assume the role of cultural innova- 

tor. Cemi requires a special appreciation of other cultures as a part of 

his poetic knowledge. It is in Fronesis' struggle that the right to the 

new knowledge is won, on Cemi's behalf. The dialogues which follow the 

dragon fight are expression of Cemi"s diligent questing and probing of rea- 

lity, pursued through his adolescence. The sum of human wisdom is naturally 

passed down from fathers to sons, since ancient times, without perpetual re- 

bellion and confusion of the generations but Neumann tells us of one excep- 

tion: "the creative individual - the hero" whose duty it is to establish a 

new order: "This necessarily makes him a breaker of the old law. He is the 

enemy of the old ruling system, of the old cultural values and the existing 
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court of conscience, and so he necessarily comes into conflictl with the 

fathers and their spokesman, the personal father. " 
62 

Every adolescent is 

bound to challenge his parents for a time, but the creator, (artist, poet, 

philosopher, and so on) must fashion a new reality of his own. He can draw 

upon many sources, not least history and memory. Cemi seems to despise the 

university and its teaching methods; a view of the inferior student popula- 

tion (1,420-1) is superceded by a vision of Fronesis' face which obliterates 

the harsh realities of examinations and student life: "Al salir de la fila 

su mano empu5aba el cuadernillo pero la imagen, m6s que la marcha, lo iba 

guiando a la escuela, donde pensaba encontrar Fronesis" (1,421). it is 

only logical to expect to find Reason in Cuba's most advanced place of learn- 

ing and Cemi finds it in the shape of his friend, as usual at the centre of 

debate. This is Cemi's own position; he and Fronesis do not disagree over 

any issue and are by now almost one and the same entity. Various of the 

qualities of Reason are embodied in Fronesis' discourse and mode of delivery: 

"La astucia innata de su inteligencia, lo llevaba siempre que expresaba al- 

guna idea peligrosa a decirla con una sencillez no subrayada" (1,422) ; he 

reveals his true parentage, his afinity with his spiritual mother, as he 

speaks with "la sencillez de un bastardo legalizado entre los sefrores viene- 

ses" (1,422) ; he listens to his inner voice and retains links with its per- 

fection, hearing, "como sus ideas estuviesen subordinadas a un trasfondo 

ondulante, como un punto de una desconocida esfera inm6vil" (1,422). Yet 

Cemi senses that Fronesis is not quite ready to branch out entirely on his 

own: I'- Veo - le contest6 Cem, - que todavla sigues dependiendo de tu apelli- 

do Fronesis, la sabiduria, el que fluye, el que se mueve; no quieres llamarte 

Noesis, el deseo de la novedad, lo que deviene sin cesar" (1,423). This 

reluctance can be explained when the character of his earthly father is 

examined. There is another possible interpretation of Cemi's words, that 

is, as a warning about rebellion against old values for its own sake. His 
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friend has not apparently succumbed to the danger since his opening comment 

is a criticism of Nietzsche for a similar failing: "dependiendo mSs de una 

reaccidn que de una acci6n, de una nueva creaci6n de valores" (1,422). 

What Fronesis and Cemi regard as the vnnecessar ily negative attitude of 

the philosopher is defined in by now familiar terms. He creates nothing 

really fresh because, firstly, "No pudo llegar a la configuraci6n de lo 

sexual, a la isla" (1,423) and secondly, "amaba el mar en calma a la manera 

de los griegos. No tenia espiritu posesor, no podia ver el padre como 

Tolstoi ... " (1,423). The island is that of fully developed consciousness 

amid the sea of the Unconscious: in order to be able to effect a genuine 

"transmutaci6n de todos los valores" (1,422), one must dwell on that island. 

According to Cemi, Nietzsche does not reach it, he is powerless to expand 

ideas to their ultimate consequences: "Su vogelfrei, su fuera de ley, no era 

nunca su vogelon, su acto sexual, su acto en una palabra" (1,423). The 

imagery which Lezama places at Cemi's disposal reveals how closely the creaý 

tive act of the artist or poet/philosopher is identified by him with the pro- 

creative act of man and woman. He transforms the word into flesh, giving 

concepts form and body, allowing his words to embrace in fruitful union. 

Cemi praises Nietzsche for opposing Hegel's rationalistic theory of "el espif- 

ritu objetivo, el absoluto" (1,424) which he defines as I'la gloria de la 

inmediaticidad" (1,424), a kind of worship of the present moment. which he 

believes leads to a sorry state of affairs in which Man creates God "y Dios 

es la criatura" (1,424) due to a destructive pride which derives from an 

over-awareness of self, an inflated "conciencia de la identidad" (1,424). 

In place of "espiritu objetivo", Cemi offers "Espiritu Santo" (1,424) which 

he considers the true inspiration of any creator; and he ends with an oft- 

quoted phrase: "Los griegos llegaron a la pareja de todas las cosas, pero el 

cristiano puede decir, desde la flor hasta el falo, este es el dedo de Dios" 

(1,425). Only in God, Cemi insists, can all the opposites in life be 
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resolved. It must be emphasized that although Fronesis fought the dragon, 

it is Cemi vho benefits directly and is enabled to unleash new ideas. 

Foci6n's rejection of adulthood seemed to be based on a flight from 

suffering and death; Fronesis chooses the theme of compassion with which to 

continue the debate, introducing it with Nietsche's reaction against "weak- 

ness" of this sort. He opposes the theory of the philosopher ("que en el 

sufrimiento habla una ralz de sumisidn"; 1,425) with the concept of nece- 

sary suffering: "el sufrimiento es promoteico, Cque3 el hombre sufre porque 

no puede ser un dios, porque no es inmutable" (1,426). Lezama shows 

throughout Paradiso that spiritual growth requires an element of pain and 

loss; the child forfeits the protection of the womb for his eventual greater 

good. The poet suffers in order to win knowledge of his inner world and 

consequently outer reality also. Fronesis then turns to Nietsche's quest 

for what he calls "loa valores nobles" (1,426) in the age of the Renaissan- 

ce. He finds him to be mistaken here too: "Un secuestro con brocados por 

Olivareto da Fermo, le interesaba m6s que la Europa en rnarcha para reconqui- 

star el sepulcro del Resucitado", (1,427). Lezama's character objects to 

the philosopher's preference for the artistic refinement of the Renaissance 

over the spirit of the age of the Crusades, which he idealizes as a more 

spiritually powerful one. Leaving aside the Borgias and their values 

Fronesis turns to the miniaturesof the Duc de Berry's Book of Hours (proba- 

bly begun in 1413) 
63 

and in particular an illustration for November, featu- 

ring a somewhat pompous swineherd with his pigs guzzling acorns in the fore- 

ground: "tiene la misma arrogancia de un rey jurando el trono. Ese porque- 

rizo est6 en la gran tradici6n cldsica ... " (1,427). This simple man is 

ennobled in his lowly task by his dignity - he embodies the faith of the 

humble who "Est&n siempre en espera de un dios. Son nobles. C ... :) Esperan 

al dios invisible y se van convirtiendo en dioses visibles" (1,427-8). 

The suffering involved in waiting and searching transforms the faithful - 
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just like the child who loses tao (an appreciation of lejania or perhaps 

the creativity of the Unconscious) but discovers later in life that "su 

espera cre6 una imagen y esa imagen va a resultar sorprendentemente creadora 

en la muerte" (11,891). Fronesis believes that the rendering of the pea- 

sant figure along classical lines, his splendid pose as he raises his staff 

to beat down the acorns, is a sign of worthier nobility than that of over- 

refined courtiers. 

The young man began his speech in "acentos agustinianos" (1,425) and 

is playfully teased by Cemi for wanting to unite the wisdom of the Greek 

philosophers and the Church Fathers, as did St. Augustine. Cemi's Ego te 

absolVo shows that he approves of this approach and. we are reminded that he 

resolved Foci6n's dilemma with the words of this and other great Christian 

writers. From his Christian viewpoint, Cemi applauds Nietsche's condemnation 

of historical time and its ally, the spirit of science, because they explore 

causality to the exclusion of faith and the miraculous and so cut themselves 

off from any concept of eternity: 

ni lo hist6rico, ni la futuridad, ni la tradici6n, des- 

piertan el ejercicio, la conducta del hombre y eso ha 

sido 41 el que mejor y m4s profundamente lo ha visto. 
Pero el deseo, el deseo que se hace coral, el deseo que 
al penetrar logra, por la superficie del sue? io compartido, 
elaborar la verdadera urdimbre de lo hist6rico, eso se le 

escap6 (1,428). 

It is an overwhelming desire to be free which drives the students to demon- 

strate; the desire to be whole and mature directs Fronesis towards Lucia, just 

as it impels Cemf towards Fronesis and Foci6n; desire to achieve an end fills 

many of Lezama's eras imag inarias, particularly the desire to know God. This 

creative eros will always lead to action. It inspires Cemi to list some of 

the new values and areas of knowledge to be explored: these include androgyny 

as a symbol of perfection, the sphere; the Taoist symbol of the Great Egg, 

which divided into heaven and earth; virgin birth; the three youths encountered 
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by Abraham which are reminiscent of Foci6nj Fronesis and Ceml',, blended in 

the correct proportions to produce "una triada indistinta en su esplendor" 

(It 430); the male and ftmale principles. of the universe, "El anima, ele- 

mento feminino, aire, ying Esic] recibe la fecundacion del eter, elemento 

masculino, yang, animus, sin necesidad de las antipodas de los reproductores 

fisiolOgicos" (1.430); lastly the pyramid as an instrument designed to de- 

stroy Time. All of these themes form the bed rock of. Paradiso. 

Fronesis and Cemi r bring the gift of ancient wisdom and new insight to 

their peersq a duty that Fronesis as hero must fulfil through the poet, 

Cemi -: "Era la prueba de una recta interpretacion del pasado, asit como la de- 

cisilron misteriosa de lanzarse a la incunnabula ... " (Ip 460); they cause a 

minor sensation within their sphere of influence, for "escandalizaban trayen- 

do los dioses nuevos$ la palabra sin cascar, en su puro amarillo yeminal ... 
it 

(Is 461). These young heroes are notably more vital than their older uni- 

versity teachers, but they bring only gifts of true value: "Sablan que lo 

v 'dico nuevo es una fatalidad, un irrecusable cumplimiento" (1,, 461). eri 

Above all, they divine those elements of the past which must be resisted. 

It seems to me that anyone wishing to determine Cemi/Lezama's political atti- 

tude need seek no further than the following: 

Sabian que el conformismo en la expresi6n y en las ideas 
tomaba en el mundo contempordneo innumerables variantes y 
disfraces, pues exigia del intelectual la servidumbre, el 
mecanismo de un absoluto eausal, para que abandonase su 
posicion verdaderamente her6ica de ser2 como en las grandes 
epocas, creador de valores, de formas, el saludador de lo 
viviente creador y acusador de lo amortajado en bloques de 

hielo, que todavia osa fluir en el rio de lo temporal (1,461). 

The intellectual must have complete freedom to'be the leader that he is. 

He should be able to stand outside history if necessary, as Lezama as always 

done. One of Cemi/Fronesis' first offer ings is an enumeration of the magi- 

cal numbers of Pythagoras,, which I will not examine in detail2 as they ex- 

press again most of those themes in Paradiso which Cemi listed above (1.430). 

The speech on the dragon and St. George which follows belongs chiefly to 

Cemi and will be analysed later. 
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Despite their euphoria, there is still one struggle which the young 

men must survive. The final break with the past and the old order which 

must be achieved by the mature consciousness is symbolized in Fronesis' 

argument with the potentially stifling father. The struggle between ex- 

cessive authority and Chaos is presented in the confrontation between the 

father and Foci6n; the former is surprised by the "animal el9stico, que 

aceptaba el combate" which replaces the opponent he has imagined, "una 

hiena gemebunda" (1,488). This signifies his belated realization of the 

creative, positive powers of Chaos. The father sins against the son by 

his deceit in reading his letter and threatening Foci6n, but the price will 

be high as Foci6n predicts, "tenga la seguridad'de que la reacci6n de su 

hijo a su conducta serA tr(igica para su destino y acabar& con la d1tima poý 

sibilidad de que usted cumPliera el suyo" (1,490). The tragedy unfolds 

in the family council brought on by the silence between father and son; it 

involves a complete divorce between old and new. This is tragic in its 

completeness. One cannot help sympathizing with the natural dread which 

fills a father who sees his son apparently embrace his own old sins: "nue- 

stros hijos entreabren delante de nosotros los mismos demonios como si 

fueran paraguas" (1,508). Yet a return to the old order now would undo 

all the efforts of the hero to conquer the negative aspect of Unconscious 

through the dragon fight. The earthly father, says Neumann, "acts like a 

spiritual system which, from beyond and above, captures and destroys the 

son's consciousness. " 64 

Neumann cites two distinct dangers connected with the earthly father 

and it is intriguing to note that Lezamals poetic intuition leads him to 

similar, if not identical conclusions. Fronesis warns his father about the 

sons who rebel in "no querer ser padres" (1,509), a more total rebellion 

than his own. Neumann describes the perpetual rebel as follows: "His refu- 

sal to become a father and to assume power seems to him a guarantee of 
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perpetual youth.... "; 65 he is, in fact, Focidn. The second danger comes 

from a total identification with the old order and Fronesis illustrates it 

with the stcr-y of Abraham and Isaac, the latter being so trusting that he 

would have permitted his father to sacrifice him to God; this is not for 

Fronesis, who declares, "no tema, padre, que yo no tirarLf la manta por su 

reverso, si oigo alguna voz que en secreto me ordena que lo sacrifique, 

creer4 que es la voz del diablo" (1,511). He will not play this game, 

which Neumann also illustrates with this bible story and calls the "Isaac 

complex. " 
66 

Fronesis know5the true value of Diaghilev as a symbol of 

creativity, and the meaning of his father's flight from culture, Europe, 

creativity. Typically, it is the spiritual mother (Marfa Teresa Sunster) 

who mediates, and then interprets Fronesis' search for his earthly mother, 

the earthly part of his nature, from which he is almost excluded by his 

father's moral zeal: he feels "un deseo indetenible de ir en busca de su 

madre" (1,514). The reader can rest assured, I think, that Fronesis' 

basic wisdom is preserved by his journey to seek his earthly mother and by 

his true allegiance to his spiritual mother: he says "ahora me he visto na- 

cer de nuevo y ahora si s6 que nadie mds que usted puede ser mi madre" (I, 

515). He is reconciled to his earthly father thanks to her intervention: 

"lo abraz6 sin reservas" (1,515); he is successful in preserving his new- 

found Self against the feminine Unconscious in its negative guises of devou- 

ring monster and oppressive authority. Fronesis is now filled with crea- 

tive potential and armed with an independent will to create and innovate. 

Cemf has fought a battle by proxy for command of the Self. 
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III. Cemf: Self Discovery 

esos caräcteres, como la mäs reciente apreciaci6n 
sobre las culturas decadentes, estaban lleno de 

soterradas fascinaciones (1,391). 

Cemi and the reader of the novel are mesmerized for a time by the intriguing 

characters, Fronesis and Foci6n, and all that they symbolize. Yet neither 

must be permitted to lose himself in the labyrinth created by Lezama; to 

maintain a balance between Reason and Chaos the author uses the purity of 

CemPs mind as a touchstone to the true worth of his friends' exploits. 

As embodiments of the paths which Cemi must choose to follow and to forego, 

they provide a multiplicity of viewpoints on their respective fates and on 

Cemi himself. We uncover the opinions of Cemi, Foci6n, Fronesis, and the 

latter's parents on the Fronesis' family circumstances, for instance. How- 

ever, it is Cemf who, with Fronesis' help, deciphers truth and so we will 

not have a three dimensional view of his adolescence until his thoughts on 

his own spiritual growth have been exposed. Lezama achieves the continued 

education of the reader explicitly, by relating the central character's 

thoughts; implicitly, by his orchestration of his characters' movements in 

relation to one another. Having attempted to explain the symbolism of his 

friends' strange biographies, the reader must reflect upon the effect of the 

overall pattern on Cemi. 

The ninth chapter seems to fall into three broad areas: the first deals 

with the nature of order and chaos, as encapsulated in the student demon- 

strations, in which these two are both seen as potentially creative and des- 

tructive; The second section presents Rialta's inspiring speech to Cemi, as 

she fulfils the role of Muse and symbol of the creative Unconscious. Her 

thoughts on the relationship between the generations will have far-reaching 

consequences, as will Cemi's acceptance of his vocation. The exortation to 
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attempt "siempre lo m6s dif, cil" (1,321) is immediately followed by a mi- 

nor descent of Cemi into the Unconscious, in a soporific state induced by 

his asthma remedies; whilst in this drugg ed condition he accepts his voca- 

tion and correctly defines Foci6n as a "Neronian" character. His tempora- 

ry loss of consciousness, self-induced, denotes that he has taken his mo- 

ther's advice to heart, and that he has set off in search of his inner self: 

"Cuando salia de ese sue-no provocado, no obstante la anterior situacidn dual, 

se sentia con la alegria de una reconciliaci6n. Por ese artificio iba re- 

cuperando su naturaleza" (1,324). He is regaining not only physical, but 

spiritual well-being. The strength which he derives from a successful de- 

scent and return enables him now to interpret the differing attitudes of 

Fronesis and Foci6n to culture, which comprise the third section of the chap- 

ter. Foci6n's intellectual pride and cruelty is contrasted with the good 

sense and intellectual leadership of Fronesis, as we have seen in the debate 

on the Quixote, which is representative of Spanish literature at its finest. 

The rest of the chapter would be dominated by the problem of rampant, ambi- 

valent sexuality, were it not for the splendid speeches of Fronesis and Cem', 

who always present the spiritual aspect of any dilemma, once Fronesis has 

dealt with its ethical side. 

Cemi may condemn homosexuality as a flirtation with spiritual death, but 

that does not banish the subject by any means. His uneasiness throughout 

the remainder of the chapter is caused by his growing awareness of the two- 

fold nature of sexuality and chaos, their potential for life and death.. 

Unlike Alberto when approached by an old man (symbol of sexual energy in its 

negative guise4,1,134), Cemi' will have no dealings with the vejete who at- 

tempts to entice him with cigarettes in the park (1,331). Yet he wants 

desperately to make the acquaintance of Fronesis and Foci6n: "le confundia 

ese aislamiento, ese retiro en el confin de la noche, esa imposibilidad, por 

lo menos 41 lo interpret6 asi, de que pudiera llegar un tercero y sentarse 
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con ellos a conversar" (1,332). In other words he knows that Reason and 

Chaos are the elements with which he must contend in his descent and return. 

CemPs first sexual vision takes place at the Castillo de la Fuerza, a place 

with many personal connotations for him, not least his feeling that "Tenia 

algo de espejo para la configuraci6n de lo invisible" (1,339) because of 

its constancy in the face of changing ages. It reminds him of the story 

about his father's ghost haunting another Havana fortress, El Morro, and it 

is the scene of an incident which suggests to him the overburgeoning, magi- 

cal powers of Nature itself. This is symbolized by the horse suffering 

from tetanus, whose swollen member ("una verga titSnica"; 1,338) may serve 

as a warning to Cemi that totally chaotic sexuality cannot lead to true 

creativity. The memory of his father recalls his mother's advice: "El 

recuerdo de su padre hecho visible en la voz de la madre: busca el peligro 

de lo m6s dificil" (1,338). Thus it seems that Cemils spiritual guidance 

comes from his earthly parents and that the two halves of his nature are in 

perfect balance, despite the fact that his father is no longer physically 

present. Fronesis, who might be seen as Cemi"s innate wisdom, nurtured 

by Rialta, replaces Jos6 Eugenio. The Albornoz/Leregas incident reveals 

that homosexuality as a path to androgyny and unity of the Self leads only to 

a quagmire, that one must not turn away from the challenge of conscious- 

ness, in fear of the pain of loss of childhood security and innocence. 

Following on from the debate on homosexuality, Lucia's appearance helps 

further the atmosphere of self-doubt on Fronesis' part, increasing Cemils 

puzzlement over the two youths. His new experiences overflow in a vision 

of the old Roman festivals in which sexuality was celebrated as a gift from 

bounteous Nature goddesses. Lezama describes similar scenes in "Introduc- 

cidn a los vasos 6rficos, " when discussing the Eleusian mysteries: "El son- 

riente dios Mmino muestra su priapo estival" (11,859). The enormous 

phallus on its majestic carriage is a symbol just as much of the rioting 
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which continues in the background as of the chaotic sexuality of Focidin, 

who is, after all, as Souza has pointed out, "a symbol of primordial chaos, 

and his bisexual activities revel the anarchy that precedes the organization 

of the creative forces. " 
67 

The sexuality expressed here is bound up in 

the toils of ecstatic experience which entails a loss of consciousness and 

consequently of the Self; familiar symbols confirm this: "avanzaban protegi- 

dos por un palio, sostenido por cuatro lanzas que remedaban serpientes que 

ascendian entrelazadas para terminar en un rostro que angustiosamente se me- 

tamorfoseaba en una punta de falo, partido al centro como una boca" (1,379). 

The minotaurs ("la carroza estaba tirada por unos toros minotauros"; 1,380) 

are another reference to the bestial nature of Man, and indeed woman, as in- 

dicated by the large black bow covering the vulva in the procession ("Un la- 

zo negro, del tama`Ko de un murci4lago gigante, cubria la vulva ... "; 1,380). 

The very disembodiment of the phallus and vulva in this orgiastic rite shows 

that their creative potential is wasted due to the idolatry afforded them by 

the crowd, which is unaware of their true value. The procession represents 

a stage in human sexuality which Cemi' must renounce. 

Fronesis' struggle must be victorious if Cemi is to be free to act, to 

visit the Unconscious without becoming trapped. Foci6n is present in the 

background of Fronesis' and Lucia's courtship because that courtship involves 

Fronesis in a brush with danger, with Chaos itself, in the ecstasy of union 

with the girl. Cemi is on hand to analyse the movements of Foci6n and the 

others, and to act as a point of balance between them, although he is clearly 

identified with light already: "el azar me une con Foci6n en el Hades del 

cine y el azar nos une con Cemi en la luz" (1,387). The episode of the 

red-haired youth and the antiquarian with the Chinese artifact is introduced 

at this point to show that Foci6n still has a chance to reach beyond him- 

self but his agitation in the absence of Fronesis, who is by now taking his 

chance for spiritual growth with Lucia, suggests that any opportunity for 
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Chaos to approach Order has been forfeited in the latter episode. Mean- 

while, Lezama sets the scene for Fronesis' trial of strength, in which his 

will to "become, " to reach maturity, may be subverted by Lucia's feminine 

power. The reader is told of the prospective hero's "desenvoltura en cosas 

de cultura" (1,390), "innata superioridad" (1,390), and of others' react- 

ions to him: "La ausencia de fundamentaci6n, de descenso a las profundidades 

del Hades o del yo secreto ascendido hasta el sl mismo, integrado o unificado 

en una proyecci6n luminosa, de gran parte de sus contemporineos, hacia que 

4stos deslizaran los m9s sombrios puntos de vista ... " (1,390-1; my italics). 

Lacking the very qualities which he is risking so much to develop, they are 

not qualified to judge him, can only misunderstand. Cemi is fortunately 

more gifted and knows how vital is the friendship: "la dnica alegria que pesa- 

ba en Cemi era su amistad con ellos dos ... " (1,392), that is, he is enti- 

rely devoted to his quest to strike a balance between Order and Chaos. The 

pain which he feels along with his happiness is a necessary part of his learn- 

ing, process, like the pain of the hero fighting the dragon of the Unconscious: 
I 

Dentro de esa alegria, a veces, Ceml sentia el dolor de 
la adquisici6n de cosas esenciales, pues en toda amistad 
por quiditaria, por apegada que sea, hay siempre el dolor 
de la cosa perecedera y la falsa alegria de lo concupisci- 
ble, el dolor de las adquisiciones hechas por los sentidos 
transfigurados (1,392). 

Certain things are lost to him but the gains are immense. The story of Fro- 

nesis' background, with its basic misunderstanding of the symbolism of Dia- 

ghilev, assists the reader in identifying the treasure to be obtained. it 

is the treasure of the world's cultures and the power of innovation in those 

cultures, available only to he who attains the treasure of self-possesion - 

of anima and soul. 

Fronesis and Cemi must be kept separate but also retain a close connec- 

0 tion throughout the dragon fight, that is, the sexual intercourse with Lucia, 

followed by the spiritual trial down by the sea on the Malec6n. Cemi is 
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still hovering betwen his two friends: "Es asm6tico, su incorporaci6n anor- 

mal del aire lo mantiene siempre tenso, como en sobreaviso, tiende a colocar- 

lo todo en la escala de Jacob, entre cielo y tierra, como los semidioses" 

(1,407). His judgement is becoming increasingly sound as the spiritual 

struggle approaches and the apparently physical ordeal has passed. Foci6n 

and his friends evoke a possible source of Cemi's inner strength: Jos6 Eu- 

genio is remembered as "el hombre de m(gs fuerza expansiva que ha conocido, 

que tenia la facultad por dondequiera que pasaba, de construir, de modificar 

la circunstancia" (1,407). His death causes "la ruina por la frustraci6n 

de un destino familiar, y entonces, a buscar otro destino" (1,407). The 

new destiny must be discovered by Cemi, once he has discovered himself. 

Focidn and the red-haired youth provide the antithesis of Fronesis' first 

victory and the arrangem I ent of objects on Foci6n's desk anticipates the poe- 

tic arrangement of objects on Cemi , 's desk. It is not until Fronesis survi- 

ves the second trial by the sea that he becomes an ever-present image for 

Cemi. It is the victory over the dragon of the Unconscious which finally 

unites these two friends and excludes Focidn, save for the memory of Chaos 

as a fertilizing principle in the poet's mind: "La retirada de Foci6n hacýa 

imprescindible a Fronesis" (1,421). Now, 'with free access to Reason and 

Wisdom, Cemi embarks on a search for specifically spiritual knowledge which 

will transform the values of culture as we know it. Hence the discussion 

between Fronesis and Cemi at this point revolves around the theme of inno- 

vation, as if Cemi were a lattey-day Prometheus bringing the gifts of the 

gods to Man. His choice of new subjects for research includes the essen- 

tial mysteries of the masculine and feminine principles, the unity of the 

Self and of creation, and most important, the concept of an eternity out- 

side Time. Lezama empbasizes that Cemi knows which questions to ask, thanks 

to ; "su Eros, deseoso fanatismo, de conocimiento que era la sombra del 6rbol 

de la vida, no en las antipodas del Srbol del conocimiento, sino en la 
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sombra que une el cielo silencioso de los taoistas con el verbo que fecunda 

la ciudad como sobrenaturaleza" (1,431). The tree of life reaches from 

heaven down to earth and is life-giving, enabling the poet to create from 

his fund of revealed wisdom. It is quite unlike the tree of the knowledge 

of good and evil sought by Adam and Eve, who met their downfall due to their 

pride and disobedience to God. We are thus reassured that Cemi's quest is 

untainted with worldly motives, especially since his inspiration comes from 

a higher source, "el cielo silencioso de los taoistas" (1,431) which Lezama 

sees (in "Las eras imaginarias: la biblioteca como drag6n") as one of two 

opposing principles: "Lao-tse se ve obligado ya a hablar del Gran Uno en 

t4rminos de ying Csic3 y yang, de lo creador y lo recipendario, del cielo y 

la tierra" (11,892). The word which fertilizes the earth is passed on 

through the poet, while the city to which he ministers is s symbol of another 

man-made wonder, culture itself. The benevolent influence of the heavens 

turns the manufactured article into Nature, into a new truth, fulfilling one 

of Lezama's favourite quotations from Pascal: "como la verdadera naturaleza 

se ha perdido, todo puede ser naturaleza ... " 
68 

The imagery of the family 

tree is now coming to maturity: its branches stretched up towards the heavens 

which reach down at last to the most recent twig, Cemi. 

Fronesis has become the hero in the struggle for independence of will 

and the right to knowledge, but only the appearance of a Cemi imbued with the 

spirit of poetry will prove him victorious in every respect. If Cemi has 

survived his intimacy with Chaos and Reason, self-knowledge will force him 

to recognize and accept his true vocation. In fact, this seems to be exac- 

tly what happens almost at once. The two young men break off their conver- 

sation about the new culture and Cemi wanders down to his regular haunt, the 

bars on San LAzaro; his preference is most interesting, since it shows that 

he is engaged in learning from his surroundings, the "bodegas grandes a la 

espaffola, muy acudidas por todas las menudencias de la vecineria" (1,431), 
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where "Siempre habia un tipo de excepcidn ... " (1,431) . The guitarist 

who he meets on this occasion is a very different character to the sinister 

angel of death who once sang to Alberto. He is a warm-voiced Cuban country- 

man, as opposed to a bespangled cowboy from Mexico, a place always used by 

Lezama as a symbol of death and the underworld. The guajiro is not address- 

ing Cemi directly but his words are for him alone: "Estoy como lo sofid, 

Marti, la poesi ,a sabrosa, sacada de la guitarra con azdcar, con el lazo 

azul que le puso mi chiquita" (1,431) and "naci poeta" (1,432). He heralds 

Cemils rebirth as a poet with his cheerful words which evoke the essence of 

Cuba; music, the cane fields and love. Lezama considers the separatist 

leader Jos4 Marti, who was killed in 1895, as the father of twentieth centu- 

ry, independent Cuba and as an image of his last era imaginaria, which is 

"la posibilidad infinita, que entre nosotros la acompa? ýa Josd Marti" (II, 

838). The influence of his brief life and extensive writings has pervaded 

the century until the present day when his name is still a by-word for poli- 

tical self-determination and victory over impossible odds. To Lezama, he 

is the leader of a group of people inspired to act as one to bring about 

change and, as such, he is a poetic image. At the precise moment when he 

hears the singer's words, Cemi experiences a fresh insight into reality 

which Lezama believes to be one privilege of the poet: 

... Cemi pudo de un reojo unir el amarillo chispeante de 
la cerveza con el amarillo ensalivado del diente de oro 
del cantor, con el amarillo m6s noble, surcado de un verde 
creador, de una bo? iiga que ya, por lo menos, comenzaba por 
alegrar a un moscard6n con un precioso collarin escarlata 
(1,432). 

For an instant every aspect of Nature is golden and united by the poet's 

gaze: all elements are isolated for a moment outside Time; Lezama chooses 

his colours most carefully since he knows that the Chinese alchemists sought 

to "lograr con el oro un elixir de inmortalidad" (11.897) and that later as 

he describes in "Las eras imaginarias: la biblioteca como drag(3n" : "La 
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b6squeda de la gota de oro, del licor de la inmortalidad, se hacia equiva- 

lente con el concepto de lejania, llegar a la isla poblada por los inmorta- 

les" (11,898). In other words they wished to halt historical Time, just 

as Lezama wishes the poetic image to do. The whole spectrum of Nature 

right down tc. the fly on the cow pat is embraced by Cemi. 

Cemi's new-found insight extends to an understanding of the clash of 

personalities in his family which threatens to make Dofýa Augusta's remaining 

weeks of life a misery. He is only too aware of "la serpentina del histeri- 

cismo familiar" (1,434) but he is endowed with sufficient moral fibre and 

self-assurance to exert his will against it, with a few well chosen words: 

"lo menos que se puede hacer es que cada cual margine su pequefýo egoismo y 

su cantaleta" (1,435). He has now become his mother's protector, realiz- 

ing the great sacrifices she has made for her children since Jos6 Eugenio's 

death. Rialta has been absent from the scene for some considerable time 

by now and it should be noted that she reappears only after Fronesis, triumph 

which is also that of Cemi over any negative hold which the predominantly 

positive Unconscious (symbolized by Lucia and Rialta) may have on him. 

The story of Foci6n's family, related by Fronesis, intervenes before we disco- 

ver that Rialta has been operated upon successfully from the removal of a 

potentially cancerous fibroma, probably a fibroid or cyst. Focidn's tragic 

history - the misguided actions of his four possible parents, physical and 

spiritual, his fear of the vagina dentata arising from the desire, albeit 

mistaken, to preserve the childhood Self -7 these factors combine to provide 

a striking contrast between the ancestry of the true hero and that of the 

fiaud. The theme of an experience of evil which must be assimilated is 

once more examined in Lezama's detailed description of the cyst removed from 

Rialta's body, and it is intimately linked with Cemils observations of Fro- 

nesis and Foci6n. The medical details of the growth are quite possibly 

untenable, but Lezama is only interested in it as a poetic image, as we 
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shall see. One phrase in particular is of paramount importance: 

Aquellas insesibles fibras parecian, dentro de la vasija 
de cristal, un drag6n atravesado por una lanza, por un 
rayo de luz, por una hebra de energla capaz de destruir 
esas minas de cart6n y de carb6n, extendigndose por sus 
galerlas como una mano que se va abriendo hasta dejar 
inscripciones indescifrables en paredones oscilantes ... (1,452; my italics). 

The sight of an evil, foreign body which has dwelt alongside the heart of his 

adored spiritual guide helps Ceml to understand the potential of feminine 

influence in his life for good and evil. He could have chosen to be either 

Fronesis or Foci6n, but the guidance of his own mother, her ability to ex- 

press patriarchal wisdom in the absence of Jos4 Eugenio, has saved him from 

self-negation. The evil has been defeated as surely as by a blaw from St. 

George's lance; it has been resisted by the light of understanding ("por un 

rayo de luz; 1,452) enabling Cemi to be inspired by his own mother without 

being suffocated by her archetypal aspect which threatens engulfment in the 

unconscious. Both possibilities have been present in Rialta, the arche- 

typal feminine. 

Lezama expounds upon the assimilation of the growth by the otherwise 

healthy body, drawing a direct analogy with the development of consciousness 

in the individual: 

De la misma manera, en los cuerpos que logra la imaginaci6n, 
hay que destruir el elemento serpiente para dar paso al ele- 
mento drag6n, un organismo que estä hecho para devorarse en 
el circulo, tiene que destruirse para que irrumpa una nueva 
bestia 

... (1,453). 

Here, Lezama presents a succession of images which he uses repeatedly in the 

novel; the fight with the dragon destroys the power of the ouroboros, tradi- 

tionally depicted as a serpent eating its own tail, so that consciousness 

can come to birth. Rialta's body has accomodated the growth, but only by 

"destruir el desarollo normal, la simple estabilidad vital, de las m9s 
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impotentes visceras" (1,452). In these exceptional circumstances, the 

cyst "tenta asi que existir como una monstruosidad que lograba en el organis- 

mo nuevos medios de asimilaci6n de aquella sorpresa, buscando un equilibrio 

m6s alto y m6s tenso" (1,453). In a similar way Cemi has had to incorpo- 

rate into his experience his potentially weak side, embodied in Foci6n, in 

order to achieve greater inner strength. He has found it necessary to run 

the gauntlet of the Unconscious in its negative manifestation which could 

keep him in the unformed, egoless state, or in a state of perpetual rebellion, 

in pointless, uncreative sexual activity. The tenth chapter ends with a 

virtual reunion between Rialta and Cemi, who are almost as one in the looks 

they exchange: Rialta's eyes "le acercaban lo lejano, le alejaban lo cercano. 

Borraban para 41 lo inmediato y lo distante, para lograr el apego tierno, la 

compaRia omnicomprensiva" (1,454). He has attained union uith his anima 

and so is a kind of spiritual androgyne, very different to the being envisa- 

ged by Foci6n as a result of his unformed ego. Access to the Unconscious 

aids Cemi to see beyond immediate causality and reality and to stand outside 

Time, like mothers, who "miran para ver el nacimiento y la muerte, algo que 

es la unidad de un gran sufrimiento con la epifanja de la criatura" (1,454). 

The spray of flowers sent by Fronesis to Cemi's mother is a sign of Cemi's 

own realization of his debt to her, as friend and, especially, as spiritual 

guide: "Era esa la forma de sabidurla que deseaba. que lo acompafyase siempre" 

(1,455). 

As symbols of ancient wisdom and cultural innovation Rialta and Fronesis 

share the ability to re-define reality with a look: Fronesis has "unos ojos 

sorpreii, lentes en su reposo, ojos que permanecian despu6s que la neblina de 

lo circunstancial se escurria, mirada que igualaba lo lejano con lo cercano 

(1,457). Cemi begins to see with their eyes: "Le parecia que se acercaba. 

a los innumerables espejos que pueblan el universo, cada uno con un nombre 

distinto ... y que a cada uno de esos espejos asomaba. su rostro, devolvieffidole 
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invariablemente el rostro de Ricardo Fronesis" (1,455). He is becoming 

indistinguishable from his friend, assuming his identity as an essential 

part of himself. He is empowered to see reality and its hidden meanings. 

Now that Rialta and Fronesis are so closely linked, Fronesis can be regarded 

as a personification of wisdom, rather than mere reason. Instead of incor- 

porating everything into his view of reality in order to learn, Cemi is 

required to choose and act: "la amistad de Fronesis le hacia rechazar muchas 

cosas ... " (1,457). He is no longer at the mercy of historical Time since 

his experience of the Unconscious convinces him of the necessity of a dif- 

ferent rhythm in the universe: 

Andando el tiempo, todos los que hablan conocido a Cemi 

estaban convencidos de que era el hombre que mejor habla 
dominado el tiempo, un tiempo tan difiCil como el tropical - 
donde Saturno siempre decapita a Cronos - que le habfa pro- 
fundizado m6s misteriosos sembradios, que habia esperado 
la furia mortal de ese tiempo con mSs robusta confianza ... 
(1,458). 

As we have seen, one of the events which gives him a different understanding 

of Time is Jos4 Eugenio's death: "Esa visibilidad de la ausencia, ese domi- 

nio de la ausencia, era el m6s fuerte signo de Cemi" (1,459). His ance- 

stry is briefly sketched once more (1,459) and explained as "la fuerza 

potencial que latia en las profundidades de aquella ausencia" (1,459). 

In the absence of his own father, Cemi has cultivated the memory of his fore- 

fathers and will draw upon the benevolent influence of their blood in his 

veins. 

A second great influence upon Cemi is his reading of the Greek philoso- 

phers. Like Lezama, he is self-educated, partly due to the prolonged clo- 

sure of the university, having furnished himself with a knowledge of ancient 

writings worthy of a medieval scholar. We are informed of. some of the works 

he values most, and of their significance to his development: from Plato's 

Phaedrus he learns of the evocative connections betwen love and death; from 
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the Parmenides, the mystic relationship of creator and created and "conven- 

cimiento de la existencia de una m6dula universal que rige las series y las 

excepciones" (1,460) ; from the Charmides, the links betwen memory and wis- 

dom; from the Timaeus, the mystique of the Pythagorean symbolism of numbers; 

finally, from the Symposium, the concept of androgyny as "la bdsqueda de la 

imagen en la reproducci6n y en los complementarios sexuales de la Topos 

Urano y la Venus celeste" (1,460). From his reading, Cemf acquires a sort 

of cultural pedigree. His immediate reaction to another meeting with 

Fronesis (symbolic of the knowledge gained from private study) is to share 

his joy in his discoveries with those around him. There follows the expo- 

sition of the meaning of the first seven numbers according to Pythagoras, in 

a dialogue between Fronesis and Cemf which develops into a credo chanted 

for the benefit of "el coro de los estudiantes" (1,464) surrounding Cemi. 

He has become a transmitter of culture, ready to take the short step to innq. - 

vation. His friendship with Fronesis, his insight, leads him to ponder the 

responsibilities of the cultural innovator in relation to his peer group. 

He feels that the group is incapable of recognizing its true guide, the 

poet: "El coro que discutfa, que murmuraba, cuya voz se alzaba a los grandes 

lamentos, defendiendo y protegiendo a su h4roe, languidece en su funci6n de 

aplaudir" (1,465). The group lacks unity and the will to act: "tiene la 

obligaci6n impuesta de no rebelarse, de no participar _" (1,465). The 

poet is nolonger revered as the shaman of society, to its cost. Society 

not only ignores the poet but tries to engulf and silence him: "ha venido a 

reemplazar a los antiguos dragones, cuya sola funci6n era engullir doncellas 

y h4roes" (1,465). It has the same negative power as the Unconscious, for 

the crowd can drag down its spokemen into murky silence. The poet is a 

latter-day St. George (not St. Michael from Rev. 12: v 7) facing a hostile 

people which will make of him a martyr: "Su destino es el m6s risueffo de la 

naturaleza ... " (1,466), because he dies proclaiming a true, yet unaccept- 

able message. 
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What kind of message could so incense his public? It is the old news 

of death as a path to life more abundant, of "el malcomo un momentdneo aven- 

turarse en la noche, enriqueci(ýndose con las suntuosas lecciones de sus ca- 

prichos" (1,467), the felix culpa. The price of each individual's matu- 

rity is the death of the childish idyll of aw omb-like existence. Lezama 

expands his vision of this fact to embrace the concept of life-from-death 

which the Christian inherits from the Greeks, the Egyptians and numerous 

nature religions. Part of the price of spiritual life is physical death; 

in this Lezama seems to follow centuries of Christian tradition. Thanks 

to its refusal to accept even a fruitful death, the crowd identifies itself 

with matter and the tree of death. Cemf takes the pregnant women and nur- 

sing mothers as a supreme example of the inability to come to terms with 

death as a liberator. It is implied in the New Testament-(Matt 24 : v. 19) 

(Mark 13 v. v. 14-23) and (Luke 21 : v. v. 20-24) that they will be put to 

the sword on Judgement Day and Cemil explains that the women's difficulty 

stems from their faulty reasoning, which relies on normal causality. They 

will be tempted to "save" their children's lives at all costs, defying God's 

plan for the world: '! Desesperadas las madres de no poder amparar a sus hijos 

lactantes en ese dia de la Resurreccidn, comenzar6n a oir el diablo ... " (I, 

470). All they have to save themselves from this terrible mistake is "una 

dial6ctica amaestrada en el racionalismo tomista, que les demostrarS segLfn 

razon y no segun imagen, que la Resurrecci6n era el Lfnico final que se podfa 

esperar" (1,468-9). The poet/shaman's task is to reveal truths "segdn im- 

gen", in faith. Once again in Paradiso, excessive rationality is equated 

with death, In this confusion, the crowd will believe mistakenly that the 

devil (their own clinging to physical existence) offers a better chance than 

does Christ (death in order to gain life) but the victory of the devil and 

death will be momentary and immediately superceded by "la Resurrecci6n de 

sus sobrecuerpos en el Valle de la Gloria" (1.468), as describedin the Book 
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of Revelation. Although there may bea struggle, the outcome of the battle 

for those unfettered by rationality is never in doubt. 

The poem awarded as a garland by Fronesis after Cem"s description of 

the last judgement reveals that Cemi has gained sufficient self-knowledge 

to begin communicating his discoveries and beliefs. It is a contribu- 

tion to a new culture. Cemi's worthiness of spirit is emphasized in the 

line "No libr6 ningLfn combate (1,473) ; his descent is acknowledged, 

"Fue fiel a Orfeo ya Proserpina" (1,474); and the two poles of his expe- 

rience are uncovered, "El arte lo acompaiýd todos los dias/ la naturaleza le 

rega16 su calma y su fiebre" (1,474). What Cemi'learns in chaos, in his 

asthmatic losses of consciousness, will later be turned to profit: "Asi 

todo lo que crey6 en la fiebre/ lo comprendi6 despuEýs calmosamente" (1,474). 

Fronesis disappears from this moment on because he is now synonymous with 

Cemi, who must bid farewell to Foci6n also, once he has taken advantage of 

him as "el dnico puente ... para llegar a la regi6n donde se podia ver-i- 

ficar una probable aproximaci6n de Fronesis" (1,477). Cemils penultimate 

meeting with Foci6n is a final test which proves that Fronesis is present 

with him, as part of his nature. The story of Daisy and George shows, as 

we have seen, that Focidn is unable to capture his intuitive, feminine side, 

his anima, save through relationships which limit the development of his ego. 

The fact that Cemif faces him alone indicates that he is aware of the limita- 

tions of the choice Focidn symbolizes and rejects it. The effect of Fro- 

nesis senior's attack on the Fronesis/Foci(5n friendship is to cause a serious 

setback in Cemi's development, in that the innovator is condemned by the 

-society which produces him and hampered by its conventions and traditions. 

That part of Cemi (his reason and wisdom) embodied in Fronesis resists the 

attack in the full knowledge of what it means. Fronesis is reconciled with 

his parents in the end, but is compelled to make a journey to the source of 

his wisdom, his spiritual origins. In other words, Cemf. is imbued with 
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wisdom beyond his years and observing the gulf which this creates between 

himself and others, he must set about examining its purpose. Fully equipped 

with an active consciousness, Cemi" must rationalize (in a positive sense) his 

emotional and sensory experiences into a systematic frame of reference for 

poetic creativity. 

Cemi discovers before long that it is not so easy to seek his old friends 

out, once they have disappeared: "Causaron al principio de su trato, la im- 

ýfa para siempre, cuando despertamos ay, ya no presi6n de que eran una compan 

est4n,, se sumergieron en una fluencia indetenible ... " (1,496). It is one 

thing to experience intuitively the creative potential of a triumph over the 

Unconscious, but to re-visit it to gain inspiration for the creative act, in 

cold blood as it were, is quite another matter. The knowledge Cemi , has gain- 

ed from his friendship with Reason and Chaos personified may have to lie dor- 

mant until he understands a little more of the creative process itself. The 

foundationsof his art have been laid by family memories and influences but 

Cemi must learn how to tap their power. Words will be his tools and he is 

fascinated by them: 

ir 
Ei ejercicio de la poesia, la busqueda verbal de finalidad 
desconocida, le iban desarrollando una extra'na percepci6n 
por las palabras que adquieren un relieve animista en los 
agrupamientos espaciales, sentadas como sibilas en una asam- 
blea de espfritus (1,496). 

He notes their positions relative to one another, their independent nature 

and individual personalities, their capacity to convey secret, mystical 

knowledge and inspiration. He seems to feel the shape and volume of words: 

it f parecia que llegaba a tocar su formas ... " (1,497) which come to exist in 

essence, so to speak. They are more fully themselves and they occupy "el 

espacio gn6stico" (1,497) which appears to be the same as "la ocupatio de 

los estoicos, es decir la total ocupacidn de un cuerpo. " 69 
Man, with his 

gift of insight, orders reality by placing some of its elements in new 
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configurations; he becomes "el Punto medio entre naturaleza y sobrenatura- 

leza" (1,497), the sage and seer of his community. The phrase "La gracia 

de la mirada" (1,497) is evocative both of the seer's perception and the 

benevolence of Nature which permits it to exist. The discriminating gaze 

of the poet is "aliada como la cantidad encarnada en el tiempo" (1,497) in 

a single instant; the result is "Una evaporacion coincidente, ascendente tam- 

bien, como si le Ilevase un homenaje al cielo paternal" (1,497). The image 

which the poet isolates in Time is able to communicate with the heavens, it 

becomes part of the sum of Man's wisdom forever. 

Having described the phenomenon, Lezama proceeds to illustrate it. 

Cemi selects small objects of interest while window-shopping: "su mirada lo 

distingula y lo aislaba del resto de los objetos ... " (1,497), just as in 

life some aspect of reality catches the poet's eye. Yet the chosen objects 

have little life of their own, they are waiting for someone: "Estaban en se- 

creto como impulsadas por el viento de emigracidn, esperaban tal vez una voz 

(1,498), the voice of the poet. The two statuettes which Cemi favours 

are full of movement; the bacchante has been caught in the midst of the re- 

vels, "el pie alzado con d6cil voluptuosidad, en cada mano un cimbalo" (I, 

498). Even the goatskin carelessly cast about the body suggests movement: 

"vi6ndose al aire los cascos del chivo" (1.498). Presumably he is attrac- 

ted to the cupid for similar reasons, for it too has tensed muscles and a 

certain vitality: "la tensi6n de todo el cuerpo por el esfuerzo de disparar 

el arco" (1,499). The poet chooses objects which by their nature approach 

him. During my visit to Havana in Spring 1980 1 was intrigued to observe 

two statuettes fitting this description in Trocadero 162, the house in which 

Lezama spend most of his life and where his wife, the late Maria Luisa Bauti- 

sta de Lezama then resided. Cemi and the author share the details of their 

poetic development very closely at this point. The "viento de emigraci6n" 

(1,498) comes in the form of a large electric fan in Cemi"s room which 
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propels its blast of air at the seemingly startled little deer ("la piel le 

temblaba"; 1,499). Thus Cemi's poetic imagination creates interactions 

between previously unrelated objects, just as it would in order to create new 

similes and metaphors. The wind can be seen as the poet's inspiration 

which drives dissimilar objects and ideas together into fruitful union, to 

produce lo incondicionado. The deer seems apprehensive and the cupid and 

bacchante seem to frolic around a large silver goblet, according to their re- 

lative positions on the table. Cemi is rewarded with a sense of achieve- 

ment when the gic)upings are evocative ("Cemi se notaba alegre- sin jactancias" 

1,500) but this is marred slightly by the misunderstanding of others, the 

chorus which does not applaud its poet. 

Cemi" is compelled to analyse the process further until he realises that 

the coincidence of objects in a meaningful exchange is temporal, not merely 

spatial: 

Pudo precisar que esos agrupamientos eran de ralz temporal$ 
que no tenian nada que ver con los agrupamientos espacia- 
les, que son siempre una naturaleza muerta; para el espec- 
tador la fluencia del tiempo convertia esas ciudades espa- 
ciales en figuras, por las que el tiempo al pasar y repasar, 
como los trabajos de la mareas en las plataformas coralinas, 
forniaba como un eterno retorno de las figuras que por estar 
situadas en la lejania eran un permanente embridn (1,501). 

In the most Cuban of similes, Lezama compares the eternal power of the image 

with the permanence of coral reefs before the onslaught of the oceans. Time 

can weather but not destroy them, so that the images of one age may still have 

life in later times. This is the basis of Lezama's eras imaginarias. The 

instant in which an observer receives their emanations is an eternal one. 

The image is forever potent because it spans an implacable void. It is 

"sanguiju'ela sin boca" (1,501), leaving visible evidence of the invisible; 

it reveals our attempts to describe the indescribable: "la ausencia bucal se 

niega por las flotaciones violäceas, coldricas como ronchas, bien visibles 
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en la piel ... " (1,501). Cemi has been marked by the evidence of the in- 

visible since his first appearance in the novel, his red blotches. They 

are a blessing in disguise, a sign of his rare gift which he accepts although 

he is still trying to understand it: "Vio primero su terror, despu4s con una 

cotidiana alegria, la coincidencia de su ombligo, de su omphalos, con el cen- 

tro de un dolmen universal Mico" (1,503). Cemi realises that he is a 

creator whose imagination will embrace the natural world and whose fruit 

will be "animales de im6genes duracionables, que acercaban su cuerpo a la 

tierra para que ýl pudiera cabalgarlos" (1,503). This child-like wonder 

pervades much of Lezama's poetic imagery. Cemi plays with words, such as 

the Coptic tamiela. It is like a new toy with endless connotations and is 

described in a manner reminiscent of the image of "becoming", the manatee of 

the Michelena orgies: "Numerosas escamas fabricadas formaban los reflejos de 

ese cuerpo verbal nadador" (1,504). It is like a frolicking merrmid, shed- 

ding scales of light as it is used in its many different contexts. The 

word takes on form, lending itself to the poet. 

The difficulty which Cemi experiences in recapturing the wisdom brought 

by Foci6n and Fronesis continues only until he renounces his quest for them. 

Seated in the Law offices at Upsal6n, he is suddenly inspired to declare "las 

leyes de las cosas perdidas" (1,505), of which the most important is that 

"si esperamos calmosamente, el gnomo trae de nuevo el papel al sitio donde se 

perdi6 ... " (1,505). Inspiration returns when Cemi ceases to search feve- 

rishly for it and he hears Fronesis' laugh as a sign of its homecoming. Yet 

he must continues to be patient. The coincidence of the death of the ma- 

triarch, Dofna Augusta and the disappearance of Foci6n suggest that Ceml is 

completely autonomous from this moment. Events come full circle when the 

matriarch recognises Ceml as her voice: "yo tambi6n observo que tU eres de 

nuestra familia ... " (12 517). She implies that her life was necessary-in 
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order to bring forth his poetic voice. Insofar as Dorna Augusta symbolizes 

the Unconscious out of which Cemi's consciousness growsp this is perfectly 

true: "Hemos sido dictados, es decir, 4ramos necesarios para. que el cumpli- 

miento de una voz superior tocase orilla ... " (1,518). Cemi has reached 

the shore safely, as is illustrated by the eventual release of Foci6n from 

his circling of a tree. Ceml seems at first to be a stunted offshoot from 

the family tree, but he becomes its most splendid fruit2 ready to cast his 

seed before us. 
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Chapter VI 

Cemi's Quest: a Novel within a Novel (Eýjýdisý: Ch. XII) 

Before embarking on a detailed study of the meaning of the final meet- 

ing between Oppiano Licario and Cemi, I propose to examine the cluster of 

apparently minor characters which spring up in a most unexpected fashion 

in the twelfth and thirteenth chapters, seemingly as stumbling blocks in 

the way of our understanding of the last pages of Paradiso. In fact all 

are relevant in their own special ways to Cemi's final journey. Of the 

last three chapters of Paradiso CortAzar has remarked: "Hacia el final ... 

Lezama intercala un extenso relato que llena todo el capitulo XII y no 

tiene nada que ver con el cuerpo de la novela, aunque su atmdsfera y poten- 

cias sean las mismas. Incluso los dos capitulos finales ... tienen algo 

de apdndices, de surplus. " I 
The reader could be forgiven for assuming 

this to be the case when Lezama suddenly confronts him with characters hi- 

therto undreamt of at such a late stage in the novel. Not only brand new 

characters, as in the twelfth chapter but also others of brief acquaintance 

from the second, now just barely recognizable on the old bus of the thir- 

teenth chapter. We may believe we have a right to feel confused. How- 

ever, as is usual in Paradiso, there is logic behind Lezama's structuring 

of his novel. As Cortýzar'hints, the contents of the twelfth chapter sha- 

re a certain atmosphere with those preceding it; it is the atmosphere of 

the quest and the desire to conquer Time. For Ortega, "el capiltulo XII 

parece ser una alegoria de la po6tica que Cemf empieza a formular C ... 
3 

posibles ejercicios literarios del propio Cemi .... Estas historias parecen 
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alegorizar el tema del tiempo en su canje final de situaciones.,, 
2 

Another 

rI critic who concludes that the chapter is intimately linked with Geml s new- 

ly-formed view of reality is Mendell, who says that it is "en realidad un 

volver sobre los mismos temas: la imagen frente al tiemPo y la ni-nez como 

periodo germinativo. " 3 
Fazzolari believes that the division of character 

of the previous chapters must now be resolved: "El hombre tripartito no pue- 

de Ilegar a la poesia, primero tiene que reconquistar la unidad perdida. 
4 

The necessity for union is also emphasized by C6sar L6pez who (as noted 

previously) insists that " 
... Cemi, Fronesis y Foci6n no tienden m5s que 

a la unidad.... " and adds: 

Cada uno aporta su fundamentaci6n a la integracidn del 
ente final (ente es lo que ha sido) que bajo el hombre 
comlin de Josg Cemi pasa, en la tercera fase, a buscar 
su destino. A la manera de Jung, el hgroe (en una e- 
specie de ascenci6n simb61ica a la poesioa) trata de 
llegar a la mismidad integrando la voz d3 los ar2uetipos, 
moviendose hacia los imagos parentales. 

My examination of the three friends seems to bear out the truth of Cd- 

sar L6pez's suggestions about Cemi's progress. Fronesis has won a treasure 

from the dragon, apparently on Cemi's behalf, while Foci6n has been trans- 

formed into a conquered aspect of Cemi's psyche. Cemi does not yet seem 

to have a treasure of his own; he will not attain the gift of infinite know- 

ledge and wisdom until Oppiano Licario's death. Fronesis' union with Lucia 

(who is at once dragon and captive) suggests the enormity of the struggle 

to overcome the negative power of the Unconscious, while his interview with 

his father reveals that he all but loses his new-found sense of responsibi- 

lity and identity in the face of parental disapproval. Nevertheless, we 

are left with the impression that he has succeeded against the dragon and 

bears the seed of success with him on his enforced travels. Lucia has been 

subdued to the status of beneficent anima to Fronesis and meanwhile Cemi" has 

been enabled to free himself from the feminine side of his family and to be 
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simultaneously accepted as its spokeman, the poet of the Unconscious. Yet 

we feel that CemPs hour has still not arrived; we do not know quite what 

his prize may be, only that he has the means to win it now that he has free 

access to his intuitive nature, his female anima, which has so far been 

bound up exclusively with the person of Rialta. Neumann tells us that 

"the hero's rescue of the captive corresponds to the discovery of a psychic 

world C ... I the world of Eros, embracing everything that man has ever done 

f or woman .... The world of art, of epic deeds, poesy, and song-... " 6 

Cemi will not enter this world until Oppiano Licario lies on his funeral 

couch and the twelfth chapter is an attempt to explain in a finely structu- 

red allegory the reasons for the conjunction of these two facts. 

None of the characters of this chapter (Atrio Flaminio, Juan Longo, 

the wanderer, the child, the grandmother) has made a previous appearance 

in the novel. Nevertheless, there seems to be something familiar about 

them. Mendell seems to have deciphered the connections: 

Este capitulo es una brillante sin6psis de los temas cen- 
trales de la novela, una ficci6n que se refiere a otra fic- 
ci6n. La historia de Atrio Flaminio es un replanteamiento 
de la situaci6n crucial en la vida de Ceml: la muerte tem- 
prana g injusta del padre, la nieez como tiempo de aprendi- 
zaje - el niffo y la jarra danesa - es tambign la historia 
de Ceml en los primeros capitulos de la novela r-... 3 la 
historia del paseante sugiere un paralelo no solo con Ceml 
sino con Lezama Lima, el 7 adulto que en Paradiso rinde tri- 
buto a su propia nin-ez. 

Lezama has conveyed his ideas in two main ways in the novel so far: firstly 

by expanding his relatives and parents into archetypes; secondly by compres- 

sing abstract concepts into human form, such as Fronesis and Oppiano Licario. 

Both methods have produced characters of great richness whose movements in 

relation to one another have allowed Lezama to weave a dense tapestry of 

personified ideas around the semi-autobiographical Cemi. Here he creates 

an allegory within the allegory of Cemi's spiritual journey, in an effort 

to provide a parallel text for his creation. Lezama's creative reaction 
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to his father's death leads ultimately to the novel, Paradiso, and it seems 

quite likely that, as Ortega implies, the maturing of Cemi's poetic insight 

results in the miniature Paradiso of thi8 isolated chapter. Every section 

of the chapter is introduced in a perfect matter-of-fact tone: "Desde que 

Atrio Flaminio, capitAn de legiones, se habia iniciado en el estudio del 

arte de la guerra, la paz octaviana se habia extendido por el orbe ... " (I, 

520); then, "Habia Ilegado del CanadA a los Trdpicos ... 
" (1., 521); followed 

by "- Compadre, no lo quisiera contar, pero mire usted que lo invisible se 

mostr6 ridiculo aquella noche" (1,523); and lastly, "Juan Longo era un 

critico musical que en su edad mayor habia quedado viudo ... 
" (1,525). 

The effect of such an abrupt change of tone and content immediately follow- 

ing on from Dofia Augusta's death and the fate of Foci6n is indeed dramatic. 

The reader feels that he must have picked up the wrong book from his table. 

Suddenly he finds himself among strangers in four quite separate places and 

times, each pursuing individual goals. However it will slowly become clear 

that all are connected. In "La biblioteca de Jos4 Cemi ,8 Ortega draws 

some interesting parallels between the thinking of Lezama and that of Nova- 

lis and while I do not wish to compare texts as such, I find it noteworthy 

that in Heinrich von Ofterdingen the German writer interrupts his hero's 

story of growth towards poetry to insert an allegory of the poetic process, 

complete with personifications of abstract concepts. 
9 

The twelfth chap- 

ter is a necessary stage in Cemi's development where he transforms his quest 

into a literary adventure in which he is enabled to come to terms conscious- 

ly with that quest. If he is to be the "actively contemplative" poet, he 

must be aware of his searching, not blindly walking through experience in 

the steps of fragmented alter-egos such as Fronesis and Foci6n. The cha- 

racters in the four interwoven sections maintain a certain amount of interest 

in that each little plot has movement and tension. Will the Roman soldier 

beat his enemies and conquer death? 14ho breaks the vase and what will become 

of the child? ý&at is the man seeking in his midnight wanderings and what 
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part does the invisible play? Vill the music critic's wife preserve both 

him and her secret? What is really intriguing, however, is trying to 

establish the connections with the rest of the novel, with the result that 

the reader expends double the usual effort in deciphering the text, which 

Lezama hopes will reflect beck on to the novel so far. 

Leaving aside Atrio Flaminio and Juan Longo for the present, we must 

examine the night wanderer and the child who remind one most of Lezama and 

Cemi. In Lezama's ordering of his chapter, the characters appear one after 

another in the following pattern: Atrio Flaminio, the child, the wanderer 

and the music critic, Juan Longo. The central pair are the most closely 

linked, and in fact the two characters become synonymous as the chapter 

progresses. The child resembles Gemi in the early chapters as an exile re- 

turning to his grandmother's house, as "garzdn mimado" (1,521) whose grand- 

mother cooks "algdn plato especial" (1,521) as DbWna Augusta would., and as 

the recipient of a gift from her. We know that the great matriarch has 

bequeathed her wisdom and poetic powers to Cemf: here the gift takes the 

form of a multi-coloured rubber ball which is, significantly, "grabada como 

por un humo de los mýLs diversos colores que se destrenzaban en espirales 

como en el origen del mundo" (1,521). The gift of looking in wonder at 

the world draws the child to explore the house, the patio and the library 

(which was so important in Cemi's house and in Lezama's first home, de- 

scribed in "Confluencias" - "la casa ofrecia no tan solo esa esperada meta- 

morfosis, sino una continuada maravilla oculta. El cuarto de estudio del 

Coronel"; 11,1222). When the child loses the ball temporarily after 

bouncing it off the spines of the books, his grandmother returns it and he 

becomes self-absorbed. This may mean that he begins to ponder the contents 

of the books and to be overwhelmed by the amount of information they contain. 

The switching of his attention from the ball to the jarra danesa seems to 

suggest the introduction of an image of the outside world. The number of 
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pictures on the vase seems to imply that it is enormous; it bears symbols 

of China which reveals that it is very precious and may represent secret 

knowledge, like Oppiano Licario's coins or the Chinese brush: "Las murallas 

que cifýen las plazas y el palacio real, con el burgomaestre recibiendo una 

comisi6n de estudiantes chinos, que le muestran una colecci6n de estampas 

de la China de las montAas y los lagos" (1,522). The mountains and 

lakes are one of the main topics of Taoist painting, expressing the concept 

of creative voids and open spaces, and Lezama studies this at some length 

in "Las eras imaginarias: la-biblioteca como dragdn, " concluding that in 

Chinese painting "La contemplacidn y la meditaci6n les otorgaba una imagen, 

siempre la imagen derivZndose del cielo silencioso, que despu6s comprobaban 

en la naturaleza engendrando otra imagen m9s creadora" (11,902). The jar 

seems to represent the precious faculty of looking beyond into a magical 

world of the imagination and by implication., the Unconscious, to which 

the child was introduced by the grandmother. It is not clear who breaks 

the vase at this point: the child "Reintegra la jarra al sitio de su co-stum- 

bre, pero ahora un manotazo la derrumba, la vuelve fragmentos ... " (1,522). 

The fact that the grandmother treasures the pieces indicates that she hopes 

they can be preserved and saved for the child. The arrival of the parents 

seems to herald danger. If we consider the vase as a symbol of childhood 

and its innocent wonder and faith, then the parents seem to threaten this, 

rather in the way that Fronesis' parents almost prevent him from maturing 

properly because they cannot see beyond immediate reality. The grandmother's 

wisdom seems greater than that of the parents. 

The above events are followed by our first encounter with the night 

wanderer who relates his story apparently in conversations, in a rather aba- 

shed tones, "no lo quisiera contar (Is, 523). He is a little indignant 

about his experience: "A veces lo invisible, que tiene una pesada gravita- 

cidn, y en eso se diferencia de lo irreal, que tiende nids bien a levitar, 
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se miýestra limitado, reiterado, con lamentable tendencia al lugar comifn" 

(Ip 523). There are two important points to note; firstly the invisible 

is accepted as fact and secondly it manifests itself in the most everyday 

occurrences. He is unalarmed when he sees the chair rocking by itself 

and even derives a new sense of well-being from the sleep which ensues. 

It may symbolize a descent into the Unconscious to come to terms with a 

growing sense of the invisible: in any case, it has a benevolent influence- 

"Al despertarme sentil que la otra mitad de mi cuerpo se habia dn'adido a la 

otra mitad desconocida, que al despertarme en la medianoche ya lucia descan- 

sada y plena dentro de una melodiosa circulaci6n ... 11 (1$ 523). The laugh- 

ter which issues from the chair on the second night is half expected but 

the night wanderer is now alert and driven by "las habituales grandes car- 

cajadas, las de un bajo ruso en una canci6n popular" (1,524) to ponder 

over events. After only two hours sleepý another element attracts his 

attention: "esta vez al silldn ya las carcajadas se a-nadi6 un tercer instru- 

mento, la puerta del cuarto ... " (1$ 524). apparently with the purpose of 

leading him out to the empty patio: "guiado por el improvisado trio" (1,524) 

until "comencd a fijarme, con exasperada lentitud, en el patio" (1,525). 

At this point the reader may well recall the creative power of the empty 

space such as a patio, in which the image of Josd Eugenio appeared myste- 

riously during the game of yaquis (1,224-7). Another example of the power 

of the patio as an open space occurs when Gemi accompanies his uncle Deme- 

trio to his house where the youth is impressed by the configuration of ob- 

jects but concludes that the empty space is the most important factor: 

Cemi percibi6 que la fascinaci6n de aquella casona no 
se debfa a ninguna presencia contingente .... Era, 
todo lo contrario, como si uno se abandonase al sue5o, 
a los nacimientos, albricias navideAas o ag6nicas-vi- 
siones. ' El gran patio en el centro. El vacio ya 
su alrededor la sala ... 

(19 232). 

This older man is, it seems, an older version of Cemi/Lezama who is beginning 
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to meditate upon his childhood experiences such as his father's death, 

in an attempt to recapture a lost article or belief. 

On returning to the tale of the broken vase, we may be surprised by 

the brusque change of tense. Without warning we are being addressed direcE- 

ly by the child: "Al despertar, la jarra danesa me parecio m, 4s importante 

que el astro de la mafrana" (1,529), an image which evokes the aura of the 

origins, the time of perfect innocence represented by the child who breaks 

the vase. The appearance of the first person narrator is fleeting but 

serves to forge a link betwen Lezamaj Cemi and this unnamed character. 

The child (presumably now a little older) asks whether the pieces of the 

vase (his childhood and all its wonder) have been preserved, but he is su- 

perceded at once by the third person narrator who describes the child as 

fearful of leaving the grandmother, who feels that it is now a matter of 

urgency that the child break the vase. The first person narrator feels 

able to approach the vase "sin intranquilidad" (1,530) but it is somehow 

too late: "Me parecid que se habia desaparecido un encantamiento" (1,530). 

The child is already losing his child's mind and is unable to break the 

vase, an act that would seem to unleash the power of its pictures. The 

grandmother is almost desperate to effect the breakage but the child refu- 

ses to cooperate: "el niTro no modific6 su indiferencia" (1,530). Para- 

doxically, the wise grandmother fears the loss of the child ("la abuela 

apret6 al ni? fo contra su pecho, como si a1guien lo fuera a robar"; 1,531) 

because he will not destroy the perfect image of his childhood. This fact 

is borne out in those areas of Paradiso dealing with Focidn's problems which 

arise from a desire to remain in childhood, in the Unconscious. A quota- 

tion already used to introduce my study of the trauma of "The Childhood of 

Josd Cemi" may prove helpful at this stage. It seems to present in minia- 

ture much of interest from the twelfth chapter: 
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Un ni'go puede tener a su lado el tao, sin saberlo, 
pero si al paso de los aTios, durante toda su vida lo 
busca, s61o comprueba que se ha evaporado, que el tao 
no lo acompaha. Tal vez en su agonia lo pueda recu- 
perar y entonces percibe que penetrard en lo invisi- 
ble con tao, con germen y imagen, su espera fue un 
acto creador. Su espera cred una iniagen y esa ima- 
gen va a resultar sorprendentemente creadora en la 
muerte (11,891). 

I submit that it is this process which Lezama dramatizes in the story of 

the child and the vase when comibined with that of the night wanderer. 

Contemplation of the empty patio calls the man to dress and go out to 

wander about the streets in the middle of the night. The laughter which 

he hears could be a reminder of the emptiness felt by Cemif when all he has 

left is Fronesis' laughter: "ahora, en la medianoche, el recuerdo de aquella 

carcajada, de aquella dnica respuesta, lo entristecia hasta la misma deses- 

peraci6n" (1,506). It is the challenge of the invisible, which is also 

expressed by the patio: "El vacio del patio de una casa es su fragmento mAs 

hablador" (1,531). Fazzolari thinks that "el desvelado nocturno puede 

ser identificable con Cemi, el hombre de nuestra 6poca que se pasea por las 

calles de la Habana descubriendo im6genes, el poeta que ha de vencer el 

tiempo. " 10 
Throughout this section there is a complicated blending of 

first and second person narrators which tends to combine Lezama, Cemi and 

the wanderer. During his walk through various Havana streets, two protec- 

tors seem to attend him; one is his mother, whom the reader will tend to 

identify with Rialta as the poetic Muse; the other is more mysterious as 

"una divinidad propicia, un geniecillo parecia que guiaba su camino, ilumi- 

nAndolo con chispas, con una claridad que giraba como una rueda" (1,532). 

It appears in "Genios" street and I take it to be the dawning of the man's 

poetic insight into the invisible, with its unusual qualities of light de- 

noting its alliance with Oppiano Licario and the lighted house of the four- 

teenth chapter. 

The night wanderer proceeds through a symbolic landscape which is quite 
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difficult to interpret. He makes his way to a space which is "un vacio 

tan impelente como el patio de su casa", "un anfiteatro" (1,532). it 

would appear to the site of special rituals and the meeting with the owner 

of the "anacr6nico sombrero de castor, de ala tan ligera que parecia que 

con el impulso del viento se echaria a caminar" (1,533) insulates the wan- 

derer against the violent scenes which he witnesses later at the port ("Los 

perros portuarios comenzaron a lamer los co6gulos de sangre ... 
"; 1,535). 

The man with the flimsy hat looks like a rather ghostly eccentric and may 

have something to do with Oppiano Licario because of his breathing rhythm 

and his smile: "su exagerada bendvola sonrisa tenia algo del jarabe bron- 

quial" (1,533). His activity of sewing is creative: "Entre su indice y 

el pulgar estaba lo que le daba peso a la madera y seguridad a las puntadas 

que daba el hombre vestido de carmelita .... Me dijo: es un huevo de mar- 

fil" (1,533). What provides him with a firm basis for his neddlework 

(poetic creation) is the egg made of marble, symbolizing eternity and per- 

manence. That which is permanent is also a symbol of creation and poten- 

tial for life, therefore the marble egg is here a sign of eternal life. 

In order to found his endeavours on truth, the poet must look afresh at his 

past, his origins. Only then will his work have life. The second en- 

counter is not so harmonious and provides the reverse side of the coin. It 

is a picture of senseless chaos: the drinkers do not know what they are 

doing, "Cuando salian del bar no estaban alegres ni gemebundos, daban un 

salto como un . 4nade ... " (1,534). The murder is attended by serpents, 

often a sign of evil and chaos in Paradiso, "se acerc6 al marinero hasta 

verle las sierpes tatuadas que se le enroscaban en el cuello" (1,535); in 

other words the murdered man has been marked with a sign of death. These 

are some of the characters who are by the wayside and must be left behind 

on the journey towards Oppiano Licario. Souza emphasises that "The dying 

sailor. however, is a victim of a knife wound, indicating the unleashing of 

primary and instinctive forces that are destructive and not under control. " 
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The story of the vase takes a new turn when the maid dusts it off 

its shelf and it is broken. There is a sense of inevitability about this 

breakage which seems to be the result of- circumstances, such as time pas- 

sing and the child maturing: "Esa ma-Rana si fue cierto ... " (Iý 541). it 

falls "como si a1guien la hubiera soplado" (1,541) but its fall is propi- 

tious: "aquel roto pareci6 que abria timbres y campanillas" (1,542). The 

broken vase is a sign of new beginnings as is shown in the child's behaviour: 

"El nieto parecia aquella ma%ana muy seguro en sus movimientos. Dominaba 

el patio I ... 
J en el sitio donde habia estado la jarra pasd varias veces 

con suavidad la palma de la mano" (1,542). The grandmother is quick to 

note the change in the child who feels able to explore and to act for him- 

self: she is "como en 6xtasis" (1,542) when he enters the patio, "Esa ma- 

nana el garz6n hizo el descubrimiento del peque'Ko traspatio" (1,542). He 

acts in a way which is reminiscent of Cemi at the beginning of the second 

chapter, in that he takes a piece of coal and "lo extendi6 por la pared, 

qued6 una raya negra" (1,543), just as Cemi "apoy6 la tiza como si conver- 

sase con el pared6n" (1,29). He makes his mark, asserting his budding 

personality. This can only happen once the child has broken away from his 

childhood, smashed the vase and lost his awareness of tao and it is a minia- 

ture version of Fronesis' struggles to escape or conquer the Unconscious in 

later life. The maid and the grandmother seem to work in conjunction as 

benevolent female influences which lead the infant towards wisdom, his 

inner voice, in fact. 

Meanwhile the insomniac finds himself wandering along Carlos III Avenue 

at the command of the invisible. The early morning markets have a dreamlike 

quality, "todas las luces ... encendidas, semejantes a un hombre que dur- 

miese con los ojos abiertos" (Ip 544) as if the wanderer is in a trance. 

Indeed the main topic of the passage is the dream of an old blind man, whom 

the wanderer meets. The blind man's wife contributes to the market by 

making tasteful arrangements of fruit: "Como la se? fora en e se momento situaba 
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las fresas, parecia que pintaba ... " (1,544). Her art from "no se vende" 

(Iv 544) and so it is pure. The old couple share a strange dream which 

only serves to make them content with thed-r lot; the hidden meaning of this 

strange passage may be that man is unable to create anything lasting in the 

arts without the assistance and inspiration of his female half, his anima. 

She is as a guide to the blind man and will lead the wanderer safely back 

to his childhood from which he will draw new inspiration. In the dream 

the old man has regained his sight but the female in the dream is now a 

treacherous young girl: "saltaba de insecto del diablo a puro &ngel en un 

vaiv6n de hamaca" (1,, 546). She is not the source of true feminine intui- 

tion and creative power. 

The wanderer gains a flash of insight almost at once when he peers 

into a pit and sees to un nin-o como de tres o cuatro aWos" (iP 547) whose clo- 

thes reveal him as the child of the second section. Yet they cannot meet: 

"cuanto m9s se acercaba al nirfýo del rop6n, nhSs lejo se situaba 4ste en la 

visidn" (1,547). The older man lacks the means to approach the child. 

In the final pages of the chapter the man and the child are permitted to 

meet in the same section, thanks to the guidance of the invisible: "aquella 

medianoche parecia que veia delante de si una larga linea que despu6s iba 

corriendo ... " (1,556). He is led "sin la menor confusidh" (1,557) to a 

potters' workshop and he sets about cleaning a new vase to be delivered to 

the child: "se sent6 con los artesanos C ... I parecia que aquel puesto le 

estaba reservado, todos lo miraban con ojos conocidos. Era como un premio 

que se recibia ... 
" (1,557). It is the reward of the poet who contempla- 

tes the invisible, the creative void. The paper covered with spirals indi- 

cates that there is a movement upwards, a progressionjas does the "composi- 

ci6n en espiral" (1,557) of the vase design. The threads of the two tales 

begin to draw together when the wanderer sees that the child who answers his 

knock is "el mismo que habia entrevisto., que ahora se mostraba en su plenitud, 

en la verja que rodeaba el foso" (1,577-8). By presenting the child with 
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the vase, the wanderer has freed both himself and his past. As Mendell 

says: 

Los momentos iniciales de la vida imaginativa se colocan 
en la ni"nez. Todas las experieneias, el aprendizaje> 
el imaginar constante de esa edad son un rico deposito 
en espera del adulto que debe volver al pasado - al foso - 
y traer al nifro a la luz. Si bien el nigo es padre del 
adultoe porque en 61 estä la posibilidad de la obra fu- 
tura, el adulto debe libera 12 primero a su propia nin-ez 13 
el obstäculo es el tiempo. 

The concept of tao symbolized by the vase has been recaptured. It seems 

from this study that two characters at least from this chapter are recogni- 

zable after all. Lezama chooses to review the major themes of Paradiso in 

this little allegory of man and boy, but others invade the final scene in 

which they meet. 

Having handed over the gift to the child, the wanderer feels in command 

of himself in new ways: "Sentfa que la fuerza impelente del patio de su casa 

se habia extinguido en 61, pero que al mismo tiempo habla nacido, para re- 

emplazar a la anterior, una fuerza de absorci6n, especialmente constituida 

para atraerlo a su centro absorbente" (1.558). He hopes to find in the 

night "su destino, su anankd, huevo cascado, fruta. abierta" (1,558) and the 

author promises him just that: "Y al final, todavia no lo sabia, se encon- 

traria con una. ecuacidn, una urna de cristal" (1,559). Both Atrio Flami- 

nio and Juan Longo have also been trying to avoid death (as opposed to the 

loss of childhood) and it is in Juan Longo's urn that he discovers the image 

of the child, himself: "Le lleg6 su turno y asom6 la cara con natural indi'- 

ferencia. Un lento escalofrfo lo petrific(5, lo recorri6 como un relSmpago 

que se extendiese por todo su Arbol nervioso. Vio al garzon que le habfa 

abierto la puerta., recogiendo la jarra danesa" (1,559). The sight of the 

dead child may shock him, but it also affords him even greater liberation: 

la noche astillada mostraba su absorci6n en la otra ribera 
del rio. Pudo Ilegar a la otra rmrgene dando saltos de 
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piedra en piedra. Una inmensa estepa de nieve con sus 
nidrgenes azuladas lo esperaba con una hoguera crepitante. 
En aquella hoguera comenz6, lentamente, a calentarse las 
manos (1,560). 

Death unleashes the potential of vast tracks of space2 the beyond, while 

igniting the fires of poetic inspiration. 

What of Atrio Flaminio and Juan Longo, however? Their lives are com- 

pletely separate, yet both are seen by different people in the glass urn or 

cof f in. Of this chapter Lezama has said, in "Confluencias": 

Capitulo XII, negaci6n del tiempo, deträs de la urna de 
cristal cambian incesantemente sus rostros el garz6n y 
el centuridn muertos, solamente que en el capftulo XIV, 
ya al final, el que aparece deträs de la urna es el mismo 
Oppiano Licario. Negaci6n del tiempo lograda en el sue- 
no, donde no solamente el tiempo sino la dimensi6n desa- 
parecen. Muevo la enormidad de un hacha, logro veloci- 
dades infinitas, veo los ciegos en los mereados nocturnos 
conversando sobre la calidad plästica de las fresas, al 
final, los soldados romanos, jugando a la taba entre las 
ruinas, logro la tetractis� el cuatro, dios (11,1217-8). 

In order for Cemi to be completely freed from his past so that he can tap 

its creative potential, he must go through a similar process to the one we 

have just uncovered. Since Oppiano Licario represents the deaths in Cemi's 

family history which inspired him to look into the void, the invisible be- 

yond, only a meeting of these two will allow Cemf to come to terms with his 

past: in the words of Ortega, "Oppiano es tambi6n ... una alegoria del 

propio Cemi, una proyecci6n suya hacia el pasado. '. ' 13 

Atrio Flaminio embodies a certain aspect of Cemi's past in that he is 

a warrior who dies of disease, not in combat; he is a splendid figure admi- 

red by his troops; he tries to fool death; he reminds the reader of some 

of Josd Eugenio's attributes, as Mendell has stated. She includes also 

"los poderes mdgicos que persiguen a la figura her6ica. " 14 
Flaminio is 

interested in "los ejercicios de respiraci6n perfeccionados por los grandes 

fundadores de religiones de la China y la India ... " (1,520), a sign that 

he is interested in preserving the body. His men believe him to be 
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invincible: "Nada mAs que sabemos vencer, desconocemos a la muerte ... " (I, 

527) and in this sense he is the burlador of death. He is full of nobili- 

ty of spirit; his fame reaches vast Prop6rtions: "Su fama iba ya adquirien- 

do esa resonancia que no se deriva de la realidad de un hecho dominado, 

sino de la tradici6n oral que regala una indetenible progresi6n ... 
Is (I, 

538) but the danger to his life increases. The fact that he is attacked 

by magical forces suggests that the power of death has risen up to prevent 

his fame becoming everlasting. Nevertheless, Atrio Flaminio outwits the 

spirits which hope to carry him off, with the help of the oracle and his 

inner wisdom: "Habia entrado en aquella regi6n con un poliedro cuya iridi- 

scencia lo cegaba" (1,540). The solution to the problem is ingenious and 

infuriates the invisible foes: "Temblaban de furor aquellos ectoplasmas 

cuando querian-levantar el peso de uno de aquellos soldados, y se atolon- 

draban por la profundidad de la piedra" (1,541). The soldiers manage to 

cling to the earth and their success increases the leader's fame still fur- 

ther: "pasaba a ser el general supremo de la expedici6n" (1,541). In 

Larisa, the troops meet a new danger in that their bodies are to be pillaged 

for spare parts: "Las legiones de la tenebrosa Hera, salidas por algdn agu- 

jero de la tierra, buscaban en lo mAs ardido del encuentro los caddveres 

romanos para mutilarlos y affadirlos a los cuerpos incompletos de los esca- 

pados del infierno" (11 553). Having clung to Earth, they now face disin- 

tegration. Although Atrio Flaminio issues orders to prevent this fate, he 

cannot escape illness, just like Josd Eugenio. The image of Atrio Flaminio 

inspires his troops to win the battle at Capadocia, as his officers preserve 

his body and withhold news of his death. In a sense, therefore., he'triumphs 

over death and acts beyond the grave. For this reason his face appears in 

the cristal urn: "el rostro de un general romano que gemia inmovilizado al 

borrarse para 61 la posibilidad de alcanzar la muerte en el remolino de las 

batallas" (1,563). 
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Why might Lezama have chosen a music critic and a Roman soldier to 

symbolize the effort to halt time? In "Confluencias" he remarks that 

El acto del hombre puede reproducir el germen en la 
naturaleza, y hacer permanente la poesia por una se- 
creta relaci6n entre el germen y el acto C... 2 la res- 
puesta permanente de la orquesta en el tiempo, los 
guerreros a la sombra de los muros de Ili6n, la grande 
arm6e, lo que he llamado las eras irmginarias y tambi6n 
la sobrenaturaleza, forman por un entrelazamiento de 
germen, acto y poteneia, nuevos y desconocidos gdrmenes, 
actos y poteneias (11,1216). 

The great endeavours of the eras imaginarias will live forever because they 

possess poetic power and Lezama includes music and battle as having very 

special qualities. The tale of Juan Longo is quite amusing and the charac- 

ter of his wife is somewhat grotesque but it is his urn in which all the 

various faces appear; the personal triumph of man and child is accompanied 

by the apparent failure of history and fame on the one hand, and culture on 

the other. It seems to me that here the experiences involved in history 

and culture have to be internalized and made personal before they become 

meaningful. Juan Longo does not seem to suffer delusions about achieving 

eternal life in the present, but his female half (his Unconscious) is de- 

termined to keep him alive by means of "la teofania egipcia" (1,527). 

Flaminio wanted to ignore Time but Longo's wife wishes to control it: Lezama 

goes into great detail as to her methods of turning her husband into a li- 

ving corpse, almost as if he were writing a textbook. Her purpose is clear: 

"No se trataba de provocar un primer estado cataldptico, de llevar el suje- 

to al sueffo, sino, por el contrario, ya en el sueffo, prolongarlo indefini- 

damente, prolongarlo hasta regiones bien diferenciadas de la muerte" (I, 

537). Sleep represents a return to the Unconscious which is doomed to 

failure: "El tiempo destruldo s6lo mostraba el sue? fo y la locura" (1,, 548). 

The proposed visit of fellow critics and admirers catapults the crazy wife 

into a series of farcical quick changes. The critics are ridiculed, 
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"la habitualidad de sus temas s6lo les arranca un bostezo" (1.548), in 

a way that implies that Lezama believes their mothods of keeping culture 

alive to be useless, as are those of Juan Longo's wife. Longo gains added 

appeal because of his immense age (114 years) rather as newly rediscovered 

ancient manuscripts might do. His utterances on "la sonoridad completiva" 

(1,551) are accepted by the critics like manna from heaven: "se asombraron 

viendo como el tiempo transcurrido habia enriquecido lo que ellos Ilamaban 

su imagen de, concepto" (1,551). 

So impressed by his babblings are two of his former colleagues that 

their return to his side uncovers the truth about his state and the placing 

of the urn in the Auditorium is described in a somewhat mock heroic tone, 

complete withits "guardia permanente de criticos musicales" (1,552). The 

wanderer witnesses the speech of an old man beside the urn, in which Longo's 

achievement is assessed: the critic has set himself outside Time in a sort 

of dream-like limbo where "cada instante es la eternidad y el propio instan- 

te" (1.560), and he possesses "un ser como imagen del tiempo" (13,560) 

because "alcanz6 la eternidad sin devenir ... " (1., 561). He lives forever 

in the eternal present, since in sleep time is banished. His gem of wisdom 

is concerned with "la sonoridad como, imagen del vacio" (1,561) which is al- 

so appropriate to the wanderer'search for tao. When the deranged wife 

looks into the glass coffin she expects to see that embodiment of culture 

which she has nurtured for so long. The sight of "el rostro de un guerre- 

ro romano, crispado en un gesto de infinita desesperaci6n" (1,563) is the 

direct cause of the critic's death, for the wife's piercing shriek pitches 

him into oblivion. She sees a piece of dead history, while the wanderer 

perceives himself as a child. Longo's real triumph comes with death when 

he enters "lo eterno, donde ya el tiempo no se deja vencer ... " (1,563); 

similarly the wanderer is only completely freed after seeing the dead child 

in the coffin. Lezama seems to be saying that art and history can be re- 

vived and renewed, but only through the personal view of the poet who 
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masters his own past. 

Lezama's skilfully matched stories are finished off with what GimberTnt 

de Gonzdlez refers to as a coda, a seemingly unrelated postscript to the 

main work. 
15 

In a magical space, occupied by a ruined Christian temple 

and an academy belonging to pagan philosophersv the four tales are drawn 

together. In answer to the question"ýQue es la sobrenaturaleza? " Lezama 

says that "la penetraci6n de la imagen en la naturaleza engendra la sobre- 

naturaleza": he proceeds to describe the ideal landscape for such a conjunc- 

tioný referring to a little known painting by Goya, La gruta; in it he sees 

it un coliseo en ruinas, una plaza deshabitada, ala derrumbada de un conven- 

to-C ... 3Es un espacio desconocido y un tiempo errante ... " (111 1213). He 

continues, "Sin embargo, paseamos en ese aqui y transcurrimos en ese ahorap 

y logramos a reconstruir una imagen. Es la sobrenaturaleza" (111 1213). 

The twelfth chapter ends in just such a mystical spot, where image and rea- 

lity fuse into new configurations. The centurions come from Atrio Flami- 

nio's times to play dice in a place outside Time; the bust of the geometri- 

cian wielding a compass is a symbol of the power to connect diverse points 

(as does the poet metaphorical language); the first two throws of the dice 

produce a two and a three, which seem to have no significance. However, 

when the compass crashes down and moves the second die. the magical number 

four is produced; that isI taking the assorted facts from a poetic view 

point, hidden meanings can be revealed and new patterns established. This 

is an indication of how are we to interpret the whole chapter. Once the 

dice are matched, in what Lezama has called "El cuaternario ... el tetrac- 

tus, el Nombre InefableI 'la fuente de la naturaleza que fluye siempre, 

Dios"' (11 463). Time is abolished in the reader's flash of insight. 

Unity receives the final emphasis here: "los dos dados., uno al lado del 

otrog como, si las dos superficies hubiesen unido sus aguas" (1 
3,564). and 

"Los dos centuriones se cubrieron con una sola capota ... 
11 (1,564) so that 

they are metamorphosed into an animal which is a symbol of combined opposites 
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("la tortuga es cielo y tierra. " 119 922): "del cuello surgi ,a como una 

cabeza de tortuga grande ... " (1,564). 

Those characters who fall by the wayside in this chapter (Atrio Fla- 

minio, Juan Longo and his wife) do so because., in Souza's words "they mis- 

takenly regard death as their enemy, when in reality it is their passport 

to eternity. " 16 
Cemi will encounter some more characters who could pro- 

vide false paths leadinga-way from Oppiano Licario before his journey's end. 
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Chapter VII 

Oppiano Licario: Estilo sist6ltico and Estilo hesic6stico. 

Conoci a su tio Alberto, vi morir a su padre. Hace 
veinte aflos del primer encuentro, diez del segundo, 
tiempo de ambos sucedidos importantisimos para usted 
y para mi, en que se engendr6 la causal de las varia- 
ciones que terminan en el infierno de un 6mnibus, con 
su gesto que cierra un circulo. En la sombra de ese 
circulo ya yo me puedo morir (1,587). 

With these few phrases, Oppiano Licario reappears in Josd Cemi's life to 

fulfil his promises to Josd Eugenio Cem, and to banish the memory of his 

failure to save Alberto Olaya from despair and death. In the twenty years 

which have elapsed we know that Cemi has matured to the point where he has 

identified himself with the values of Fronesis and totally rejected those 

of Foci6n. He has followed his mother's advice to seek out and meet all 

challenges, but he has not yet become a fully-fledged poet secure in his 

own powers. We have seen that, as Rodriguez Monegal has said, Oppiano Li- 

cario "actda por su presencia en una escena en que otro es el protagonista 

pero su presencia tiene un valor catalitico ... 
" and that "Es el sacerdote 

de los ritos fundamentales de la vida humana. Asiste al padre a morir; 

asiste al tio en la hora de la iniciaci6n sexual. " I 
E. Guillermo and J. 

A. Herndndez believe that Oppiano Licario "es principalmente el testigo. 

Este es quizA su rol mAs significativo: haber sido testigo de hechos en los 

que Cemf no estuvo presente y que tienen excepcional importancia en su vida. " 2 

They note that Ceml has been called to be a witness to his father's death, 

"llamado a dar testimonio del destino familiar" 3 
so that it is fitting 

that there is a second witness in his absence. As we have seen., Alberto's 
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adolescent dilemmas are important to the family history because he has po- 

tential as a poetic visionary, yet he turns away from both homosexuality 

and his poetic destiny to rampant sexuality. This seems to contribute to 

the despair that assails him at the news of his mother's death. He is so 

closely bound up with his real mother, rather than with the "feminine" qua- 

lities of poetic inspiration that he cannot live without her and he cannot 

envisage her life after death. His lack of hope drives Oppiano Licario 

away just as surely as Cemi's bravery draws him near to Josd Eugenio's bed- 

side. It is the inner, spiritual strength of a particular character which 

evokes the mysterious presence; the traumatic experience of death or of 

dawning sexuality presents the individual with a choice. Faith in the un- 

seen life of the spirit (something which Lezama sees as the poet's duty) and 

in the creative possibilities of the void caused by death is the only accep- 

table route. 

Similarly the only safe path to maturity begins with-an acceptance of 

the passing of childhood; Alberto finds it difficult to assume his new iden- 

tity as an adolescent but triumphs with Oppiano Licario's assistance; I have 

shown that Foci6n is also offered the chance to turn away from homosexuali- 

ty, seen by Lezama as an image of the overwhelming desire to regress to 

childhood innocence. His last opportunity is actually played out by the 

red-haired youth and the owner of the Chinese toothbrush who has that air 

of the "diplorrAtico egipcio" (1,3B8) which distinguished Oppiano Licario at 

the "Reino de siete meses" bar (1,137). The refusal of the red-haired 

youth to accept the gift symbolizing escape from his hopeless existence 

(-the c,, acept of tao'or lejania - the creative potential of the void and of 

eternal Being- are often introduced by persons or objects of Chinese origin, 

e. g., the Chinaman in the Michelena episode) is immediately'followed by his 

complete degradation in union with Foci6n. 

We have seen that the old self must give way to the birth of the new 
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being in order to truly grow to maturity, as in the case with Fronesis. 

It would appear, therefore, that Oppiano Licario makes himself known fully 

only to those who are able to look beyond ordinary causality, beyond death 

and beyond the end of childhood innocence, those who realize that from death 

of a certain kind comes abundant life. Both Cemi and Fronesis possess 

this special knowledge, as their extensive speeches on the struggle between 

St. George and the dragon reveal. The flight from childhood is an attempt 

to escape from suffering and death, as is the horror of the nursing mothers 

on TudSement Day; it results from a lack of understanding of the true mean- 

ing of death, its creativity. The poet must be one who can faces the los- 

ses in life and turn them to his own purposes, as Lezama has done with his 

own father's death. Oppiano Licario, as a symbol of the deepest meaning 

of life and death, is in great demand amongst all manner of men. Many 

seek him, but most look in the wrong places and become entrapped within the 

means they have chosen for their search. We have seen that in the twelfth 

chapter the search for Oppiano Licario, in the preservation of life through 

fame and culture, is useless without the personal experience of the questing 

spirit which wishes to integrate itself in an understanding of past and pre- 

sent, life, death and rebirth. For Lezama the'rebirth of Self and soul 

seem to be intimately related in a complex process of growth, over which 

Oppiano Licario presides. He is at once life and death. 

The thirteenth chapter is an important prelude to the final mystical 

exprience of Cemi, since it is full of signposts and false paths. Like 

the twelfth, it is divorced from normal causality, forming a little allego- 

ry which is nevertheless entirely relevant to the main body of the work. 

Another most surprisingly unfamiliar group of characters gathers here around 

Gemif and Oppiano Licario. The reader must resist his immediate desire to 

reject the reappearance of Adalberto Kuller$ Martincillo, Vivo, Lupita and 

TrAnquilo, all hailing from the second chapter, as an insult to his intelli7 
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gence; instead these transformed beings require re-identification in their 

new roles. Only through an understanding of their presence on the myste- 

rious bus can the reader discover something more about the criteria by 

which Cemi is Oppiano Licario's "chosen one"; and hence about the charac- 

ter and symbolism of Oppiano Licario himself. They cannot be studied in 

isolation from Cemi and his new spiritual guide since all encounter both 

figures on the bus and forfeit by their attitude the opportunity to benefit 

from ancient wisdom. Oppiano Licario could have affected each of these 

individuals had they been receptive; each almost grasps the elusive treasu- 
I 

ie at some stage on the bus journey. They seem to represent all that Cemi 

must reject, before he may become one with Oppiano Licario. Mendell makes 

a most important point when she states that "una vez realizado el encuentro 

y con 61 la mägica transferencia de ese tesoro que salvaguarda Licarioe su 

destino se ha completado y puede morir porque ha sido incorporado por Cemi, 

que es entonces tambidn Licario. " 4 
In the meeting of Oppiano Licario and 

Cemi, a process of rediscovery takes place as symbolized in the tale of the 

night wanderer and the child of the twelfth chapter. Many aspects of the 

life of Oppiano Licario as revealed in the last chapter are reminiscent of 

Lezama/Cemi's personal circumstances: he works in a notary's office (IJ, 590); 

he is at that oft-mentioned stage of life - about forty years old - at which 

a certain unease is felt ("Al llegar a la desdichada pdgina cuarenta de esa 

coleci6n de otoffos, los recuerdos perdian sus afiladuras, las sensaciones 

se relan de sus sucesiones y el carrusel dejaba de ser cortado por su mira- 

da ... " (1,589-90). In fact it is most interesting to note that parts of 

Lezama's essay collections and chapters of Paradiso, began appearing in 

Origenes in the early 1950s, when he himself would have been in his forties 

(b. 1910). In particular, the major part of the fourteenth chapter (1,, 589- 

633), omitting the final revelation of Ceml, was first published in 1954.5. 

Lezama had already published much poetry by then but it seems that the 
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deeper understanding of his life's purpose only becomes clear to him as he 

begins to bear witness to his family's past in these later writings. 

Like Lezama/Cemi2 Oppiano Licario lives with his devoted sister and mother, 

who try to protect him from the philistines who surround him: the women 

are "criollas trigueWas y sabias, " while he is merely "empleado cuarent6n" 

(1. 
% 591); the symbolically named Do; n-a Engracia, his mother, resembles 

Rialta in "una graciosa robustez madura que espera siempre lo mejor" (I, 

591). It seems that Oppiano Licario's women folk embody the poetic Muse, 

the Creat Mother, just as Rialta does for Cemi. They both admire and 

fear for him, for reasons which will become clear presently. 

The place in which the group assembles with Oppiano Licario and Cemi 

is truly remarkable, containing only a select band of occupants each of 

whom "se mantiene n-As jerarquizado., como si en una forma inconsciente des- 

preciase a los tripulantes oficiosos de otras horas, que aqudl estima inno- 

bles" (1,565). The time is the potentially mysterious hour of dusk. 

Passengers are not startled by their new surroundings "las soportaban sin 

exceso de asombro ... " (1. 
% 565) which may be a sign of their mediocrity 

since Cemi "vio con extra? reza el 6mnibus detenido" (1.581). An air of 

exclusivity is established even before the rather surreal episode of the 

bull's head takes place. The passengers are trapped in time and space, as 

Lezama admits in "Confluencias": 

La liberaci6n del tiempo es la constante rrLäs tenaz de 
la sobrenaturaleza. Oppiano Licario quiere provocar 
la sobrenaturaleza .... El capitulo XIII intenta mo- 
strar un perpetum mobile 

', 
para liberarse del condicio- 

nante espacial. La cabeza del carnero, rotando en un 
pilY6n, logra esa liberaci6n, en esa dimensi6n de Oppiano 
Licario, la de la sobrenaturaleza, las figuras del pasa- 
do infantil vuelven a reaparecer (11,1217-8). 

The reader has already crossed the barriers of Time in the preceding chapter 

and is now captured in a seemingly ordinary Havana bus (known as guagua) 

which has nevertheless a most unusual power source: 
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A la derecha del tim6n, un circulo de acero bru? Iido 
giraba sus piiý6nes guiados por la testa decapitada de 
un toro. Giraba la testa cuando alcanzaba el 6mnibus 
mayor velocidad, los cuernos se abrillantaban como un 
f6sforo'que inauguraba su energia. De pronto, la te- 
sta esboz6 una nota roja, el cansancio le hacia asomar 
la punta de la lengua y el Msforo irritado de los cuer- 
nos comenz6 a palidecer (1,565). 

The reason given for the power failure suggests that over-use is at fault: 

"Es un descuido suyo, no vio que la cabeza rotaba mAs de dos horas en el 

mismo sentido" (1,, 566). 1 agree with Fazzolari that "Como esas barcas 

miticas que transportaban a los muertos a la otra orilla, el 6mnibus n-Agico 

Ileva a los poetas a la ribera de la poesia" and that "De tanto surcar ca- 

minos trillados la poesia se ha paralizado, " with reference to the bull's 

head. 6 
Everything about the bus before Oppiano Licario ascends is weary 

and worn, but it is not until Josd Cemi boards the magical bus that our 

attention is drawn to "la testa fresca, sonriente, del toro decapitado, las 

oleadas que le invadian al rotar en el circulo aceitado, suave por el puli- 

mento caricioso de la inauguraci6n de la fuerza" (1.581). We have seen 

that the bull has been regarded as a symbol of personal power in Lezama's 

description of Jos6 Maria Cemi and its meaning is basically the same here. 

Cemi's presence in the bus is about to re-vitalize a certain enclosed world. 

Lezama chooses to make it very clear that the moment of the unveiling 

of the treasure-bearer has arrived, in the form of the first person to board 

the bus. Although he is not named as Oppiano Licario there are many clues 

for the observant reader: he is "un seffor alto, de, piel cansada, con una mi- 

rada que al llegar al objeto parecia transparentarlo. Ligero transparente, 

eran las primeras palabras que se levantaban en nosotros al mirarlo" (13,566). 

He has a certain ghostly appearance, he has that special piercing look, and 

gives the impression of great age because of his skin. Most of all, he 

appears to be one of an elite: "como quien sabe el valor de lo que oculta" 

(13,567), His is an inner knowledge of great truths. His discernment 
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of genuine worth is applied to "unas monedas griegas" (1,, 566) which he 

views at "El Tesoro,, casa de antiguedades" (1,, 566; my italics). The 

coins, like various Chinese artifacts strewn about the novel, are a symbol 

of the treasure saved up for Cemi, if he can contrive to be in the proper 

place at the precise time. The genuine coins bear on one face Minerva 

and on the other Pegasus, beings from mythology which can be taken to sig- 

nify wisdom and the flight of the poetic imagination. They are mutually 

dependent. 

The candidates for the treasure present problems for the critic becau-- 

se they are not only re-introduced unexpectedly but transformed. Both 

Fazzolari and Gimbernat de Gonz6lez have some useful points to make on these 

minor characters. Each examines the opening incident of the second chap- 

ter in which Cemi was found idly drawing a piece of chalk along a wall on 

his way home from school at the age of ten years; they choose this event 

because it precedes the very brief appearances of the mystery characters. 

For Fazzolari, "El capitulo dos es, en parte, una burla del mundo literario 

cubano.... ,7 The fuss caused by those who discover Cemi writing on the 

wall is encapsulated, as Fazzolari shows, in these accusations by an on- 

looker: 

tste es - continuaba - el que pinta el pared6n. tste es 
-decia mintiendo - el que le tira piedras a la tortuga 
que estA en lo alto del pared6n y que nos sirve para mar- 
car las horas, pues s6lo camina buscando la sombra. tste 
nos ha dejado sin hora y ha escrito cosas en el muro que 
trastornan a los viejos en sus relaciones con los j6venes 
(1,30). 

She concludes that the passage may be a reference to "el escdndalo produ- 

cido por una. literatura hermdtica y novedosa, la de Lezama, en un pais aco5- 

tumbrado al m. Is pedestre de los realismos. " followed immediately by "una 

serie de rApidos bosquejos individuales que deben ser caricaturas de distin- 

tos escritores de su dpoca,, probablemente de colaboradores de la Revista 
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Origenes.... " 8 The victims of this satire reappear in the thirteenth 

chapter, she claims, as "los j6venes poetas de Origenes que reavivaron el 

I fuego de la poesia en Cuba, que yacia apagado, con la ayuda de Oppiano, el 

fcaro. "9 However, I find identification of these feckless characters 

with the OrIgenes group rather dubious, particularly in the thirteenth chap- 

ter, where I believe they are shown to be unacceptable to Oppiano Licario, 

Lezama's idea of pure poetry. One could take this as a sign of the au- 

thor's arrogance, of course, but this label sits uneasily with one who has 

preached against the "Neronian" attitudes of Foci6n. I suspect that Cemi 

and Oppiano Licario symbolize the Origenes group, while the others are de- 

finitely excluded. 

Gimbernat de GonzAlez discusses the same early incidents (1,28; 36) in 

conjunction with those of the thirteenth chapter. Having examined in de- 

tail Cemi's discoveries about objects and relationships in space and time, 

(1,496-503), she decides that this penultimate chapter is an example of 

just such a skilful arrangement of objects or persons. Lezama achieves on 

paper what Cemi effects with his unifying mirada (also possessed by Oppiano 

Licario, as we have just seen): 

Cada uno de estos grupos surgidos de la interrelaci6n en 
un momento de convergencia, son equiparables a los agru- 
pamientos de objetos de las vitrinas de Josd Ceml. [...: 1 
al ser insertados en un nuevo contexto, no hay una redun- 
dancia de lo anterior, sino una expansi6n que llena la 
agrupaci6n de significados nuevos. E... 3 De este modo vamos 
a tratar de ver como una serie de personajes que concurrenl, 
en tres combinatorias las llenan y las vaclan-de formas. 

This chapter is seen, therefore, as an allegory of the poet's selective po- 

wers, which come into full play with the presence of Licario. These ori- 

ginally very minor characters are enriched by recycling them from Cemi's 

childhood at the military camp to his adult imagination. - Rather than iden- 

tifying them closely with a particular group, I would prefer, with Gimbernat 

de Gonzdlez,, to emphasize the very fact of their reappearance. They present 
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Lezama's working method of transforming the known into familiar yet intri- 

guing entities for his own purposes. This critic notes the accusations 

hurled at the child by faceless inquisitors: "Su acusaci6n: el tiempo con- 

fundido, el tiempo del pasado y del futuro enemistados, el tiempo simultA- 

neo, 'sin hora. '" 11 
The child carries a piece of chalk, obviously a sym- 

bol of his vocation; he challenges the group with his writings and finds 

himself in the centre of an empty space, filled with people who are the po- 

tential for that writing: "El conjunto va a lograr su condensaci6n de ese 

entretejido de historias como resultado de las relaciones entre los veci- 

nos. " 12 
In other words, Lezama/Cemi draws inspiration from his immediate 

surroundings which are filled with rather colourful personages. 

Cemi's accusers perform very different roles - cLfew phrases would sum 

up each appearance in the second chapter: TrAnquilo "habia domado potros 

31) and was pursued by Luba (1,36-7); Vivo "era perezoso y siempre 

estaba escapado. Su acci6n adquiria siempre el relieve de la fuga" (1,31); 

Adalberto Kuller was a "caricaturista de cafetines", spent much time at home 

with his Austrian mother and during sexual intercourse "se extasiaba" by 

secretly looking at a photograph of his parents (1,33); Martincillo, el 

flautista, was variously known as La Monja or La margarita tibetana because 

of his sexual preferences and had an "afAn filisteo de codearse con escri- 

tores y artistas" (1,33). This latter character is also noted for his 

gluttony, described in unpleasant terms: "semejante a la hinchaz6n de uno de 

los anillos de la serpiente cuando deshuesa un cabrito" (1,34). Lastly, 

"la cuarentona Lupita" indulged in sexual encounters with an oriental gen- 

tleman with particular needs (1,35) while Mamita, the aged mother figure, 

prcsided over all. The descriptions, however brief, almost exclusively 

involve sexual preferences which we have seen to be very closely linked with 

creativity and poetry. All seem rather confused and unproductive here. 

Gimbernat de GonzAlez points out that there is an actual event amid these 
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descriptive paragraphs, one which will connect Vivo, Adalberto and Martin- 

cillo: "Se acordaron para dibujar y poner una inscripci6n alusiva a las se- 

cretas galerias de mosaicos pompeyanos" which "iba a sobresaltar a la veci- 

neria" (1,36). This results in a most embarassing event: 

Una ma? iana, la puerta del flautista escandalizaba con un 
cilindro y dos ruedecillas. Y al pie se lela esta enig- 
rrLdtica inscripci6n egipcia: "Pon las manos en la columna 
de Luxor/y su fundamento en dos ovoides. /Pon las manos 
en larga vara de almendro/donde dos campanas van" (1,36). 

Already, we see that these cameo parts are filled by persons with sexual, 

that is, creative probelms, which will become more important in the thirtee-n- 

th chapter. In this respect, I do not agree with Gimbernat de GonzAlez 

when she says that "entre los participantes del viaje en 6mnibus y aquellos 

del capitulo II., descubrimos que solo hay un punto de-recurrencia: los 

nombres. " 13 

It is quite true to say that "los nombres propios concurren en el 6mni- 

bus Ilenos del sentido que las historias inmediatas anteriores les dan, a- 

denids de ofrecer un falso pasado conocido, que les da una profundidad y una 

riqueza como personajes, que no tienen. " 14 
However, I suspect that the 

main point here in common with later events is their disordered passions. 

In the thirteenth chapter, Martincillo is a craftsman (a carpenter), suffers 

from the absence of both wife and lover at Christmas time and seems to be 

a man of the senses. Any artistic pretensions are defeated by his glutto- 

ny and sexual appetite. We might take the lack of feminine presence in 

his life as a sign that he is not in control of himself through being cut 

off from his anima and therefore the creative power of the Unconscious. 

For this reason his eating and his painting are confused: "Como habia esta- 

do contorneado el 
1frustrado 

esbozo de un gamo, tenia aidn en la saliva el 

sabor de los colores utilizadost de tal manera que su saliva era como la 

del gamo fatigado en una. venatoria ... " (It 568-9). He is the prey of 
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disordered passions and so the sign "Todo muy barato" (1,569) becomes for 

him "Todo es nada" (1,570) at that most creative of times, the Christmas 

season, when the signpost to the ultimate goal (Resurrection) first appears. 

Seated on the bus next to Oppiano Licario "el veneno de sentirse artista le 

levant6 el desden para el vecino"; on the other hand,, "el anticuario, mucho 

ads valioso que el mueblero temeroso, no le precis6 su llegada" (1,570). 

They are incompatible. 

Adalberto, in this later chapter, "se preocupaba en la poesia n-As de 

la voluptuosidad que del aliento ... 
" (It 570); we are thus instantly war- 

ned that he too is unacceptable. He yearns for what all other men seem to 

possess already, Roxanaq who refuses her favours to him but is a "peach" 

who "mostraba tendencia a dejarse morder ... 
" (1,571). While appearing 

highly desireable and precious, she is fact common property: "fAcil para 

los indiferentes" (1.571). At first it seems Roxana represents the dif- 

ficulties of poetic creation: "aquel cuerpo maldito y delicioso, se le e- 

scabullia, se le enredaban innumerables dificultades ... " (It 571). The 

many flowers in her garden could be seen as the products of her devoted 

admirers, or of her traffic with them. When he finally decides to buy 

her favours he is amazed by his success: "Ie doy cien pesos por una de su 

noches" (1.573). but finds that the product of his night of bliss is a pa- 

cket of pesticide for killing the aphids on Roxana's beloved and obscenely 

lucious flower garden: Adalberto has. already felt "turbado por la remini- 

s, cencia sexual de los estambres y los pistilos" (1.572). He flees towards 

the bus in horror, perhaps realizing that he has courted the whore of easy 

fame, -not the princess of poetry. 

Vivo does not appear to have pretensions to poetry but he is in danger 

of being swallowed up in the Unconscious embodied in Lupita who befriends 

him upon his mother's death ("Mamita se habia ido a su eternal sombreado"; 

It 574). Tired of the uncreative oriental love, Lupita manages to over- 



335 

whelm Vivo with her power and appetite for ecstasy: "se liber6 de toda la 

influencia taoistav el 'no hacer' qued6 pulverizado en innumerables frag- 

mentos deseosos" (1$ 575). There are echoes of Juan Longo's wife who al- 

so encourages her husband to "rendirse al sue? 1o" (1.576). Even his 

neighbours notice his drugged and drowsy state, for "Salia del sueffo3, la 

Lupita lo tironeaba para apoderarse de su energia sin descansOt y volvia 

de nuevo al sueTio" (1,, 576). Here we have a symbolic representation of 

someone who revisits the Unconscious (previously embodied in Mamita, the re- 

presentative of the Great Mother) without any protection against its power. 

The remedy is found by Tr6nquilo, appropriately because he is aggresively 

active ("habia domado potros"; 1,31) and can withstand the negative power 

of the Unconscious. The restoration of masculinity is achieved through 

breathing or movement of air, perhaps signifying oriental meditation and 

f oetal breathing: "Vete a casa de tu hermano C TrAnquilol por la maiTana, te 

desnuda y empieza a abrir y cerrar el acorde6n" (1.577). The remedial 

instrument is to be acquired from an antiquarian, which reminds one at once 

of Oppiano Licario. Vivo will slowly recover, but he is unfit for the 

meeting in the bus, as he still needs to balance his inner rhythms. 

Finallyq the true heir to the treasure appears. Chacha, the spiri- 

tualistj, whom Cemi has consultedp is clearly a symbol of the positive powers 

of the Unconscious: "Su rostro era el de una vieja que ya no distingue en- 

tre sus hijos y el resto de la humanidad" (1,579). Cemi is consciously 

searching, but for part of himself, Oppiano Licario. The two painters are 

puzzling but "el pintor amigo del pintor muerto" (1.579) may reveal indi- 

rectly how Cemi feels about his past and future works. The dead painter 

has been prolific: "llen6 sus libretas con sus indecisiones poderosas 

(1,578). The remaining painter, "que lo era de oficio,, pintaba poco" (I., 

578) and Cemi wants to unite the two, so that a kind of cross-fertilization 

may take place. Chacha reassures him that the dead painterp his past which 
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may enrich the future, will reappear: the three deaths which the latter 

painter is said to have witnessed are those of Alberto, Josd Eugenio and 

Doffa Augusta. He shares his witness with Oppiano Licario: "Las tres 

muertes que tuvo le preludiaron el camino. Se ve que estaba muy amigado 

con la muerte. " (1,580) The novia of the dead painter is probably Cemi's 

anima or Muse, Rialta. He is therefore on the right track, as is shown 

by his mood; seated opposite to Oppiano Licario on the bus he is 

momentAneamente indescifrable por el regreso del otro 
mundo, por el recuerdo de la cara de Chacha, madre se- 
renisima . la madre que habia reconocido tan pronto en 
la fragancia limpida del aire, a la amistad invocada, 
a un Eros que se movia entre la figura y la temblorosa 
imagen del recuerdo, que habia sabido soplar lo preciso 
para estremecernos (1,581). 

Cemi has successfully identified his Muse, the creative power of his memory 

and of his unconscious mind and seems self-absorbed because he is just e- 

merging from an exploration of these truths in the depths of his psyche. 

Of course the treasure must rest finally with Cemi, despite its theft 

by Martincillo (for the sake of personal pleasure - the birthday of his 

queridita; 1,581). Martincillo cannot tell its worth: what he rejects 

is "el refinamiento de la aristia CsicJ de la protecci6n minervina en medio 

del remolino de la pelea" (1,585). Like Fazzolari, the reader must turn 

to Lezama's "La dignidad de la poesia" to gain some insight into the refe- 

rence to aristia and Minervan protection. In his essay Lezama juxtaposes 

areteia ("el destino y la sabiduria por la sangre"; 1,782) with aristia 

("en el remolino la protecci6n de Pallas Atenea"; 11,782). Fazzolari ex- 

plains that areteia was the ancient belief that "s6lo puede poetizar aqu6l 

a quien la sangre le ha, dado la rica sabiduria, pero esa nobleza no es un 

privilegio gratuito, sino un deber de inmolarse en aras del bien comdn.... " 15 

Meanwhile, in Lezama's words: 
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es en la poesia de Baudelaire, liberada de la fatalidad 
de la sabiduria por la sangre, donde reaparece la nueva 
axistia. C ... 3 Con 61 la poesia pas6 de un destino como 
clase sacerdotal a un castigo o maldicift en la persona, 
a un suplico en la lentitud de las aproximaciones a la 
infinitud de la ausencia (11,782). 

Aristia is the curse or gift of the gods to the poet, his personal anguish 

or joy from which he will be inspired to create despite himself, in the 

search for answers to the mysteries of life: 

pues es innegable que en cada remolino donde el hombre 
participa como metäfora, surge en 61, tanto por ascen- 
ci6n faustica, como por sUbito magico, el deseo, lenta- 
mente trägico, enloquecedor, fascinante, de apoderarse 
de una totalidad, a travds de la poesia .... 

(11,786). 

It is most important to note that Lezama does not believe that the modern 

poetS, amongst whom Cemi must be numbered, remain at the aristia stage, but 

that some sort of amalgam between poetic shaman and questing spirit should 

be formed: 

La gran poesiea no estaba en los poetas, sino en la ültima 
manifestaci6n del perlodo sacerdotal en Julio Usar. Al 
extinguirse el periodo etrusco y cumplimentarse el primer 
gran momento de la alabanza del salterio de David, y vol- 
carse los simbolos de la revelaci6n en el 6rgano aristo- 
tglico de la poesia de Dante, tenla en los dltimos cien 
airos, despuds de haber aleanzado en la aristia de Baude- 
laire su primera fusi6n de gracia y conocimiento, que 
volverse de nuevo sobre la bi6squeda de la areteia, para 
inmolarse en perseccuci6n de la nueva sustancia, de la 
plenitud temporal (11,791). 

In effect, Martincillo is unable to join this illustrious line of artistic 

forebears commited to the life of the spirit. Cem, qualifies for the posi- 1, 

tion because of his awareness of lejania, of his own powers and because he 

rises above his personal suffering. 

The coins slip out of the folds of Vivo's accordion C'un nuevo traque- 

teo del 6mnibus,, icapulsado por el fuelle, hizo saltar las monedast como una 

cosecha puesta a flotar por la Ilegada no avisada del aquil6n"; 1.585), in 
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just such a manner as Vivo's acts of meditation may founder without real 

foundation. They slip past Adalberto's outflung arms and into his pocket 

so that he is ironically unaware of what he momentarily possesses: 

Adalberto habia alzado los brazos como, un implorante ... " (1,586). Vivo, 

Martincillo and Adalberto are all those types which CPMI cannot be, if he 

is to come into his inheritance. I do not agree with Fazzolari when she 

suggests that those who handle the coins are "los elegidos, " for it seems 

to me that only Cemi is chosen. 
16 

To save the situation,, Cemi acts in 

precisely the manner recommended by Oppiano Licario to some other passengers: 

"Cada instante lleva un pez fuera del agua y lo dnico que me interesa es a- 

traparlo" (19 582). that is, he seizes the opportunity to return the coins 

discreetly and restore order. It is his visit to Chacha, or the Unconscious, 

which leads Lezama/Cemi to recognize himself and to begin to form his credo, 

which will eventually lead to the creation of Paradiso. Oppiano Licario 

voices the first principle of Lezama. Is imagery and symbolism: 

La vida es una red de situaciones indeterminadas, cada 
coineidencia es algo que quiere hablar a nuestro lado, 
si la interpretamos ineorporamos una forma, dominamos 
una transparencia. C... 1 Lo dnico que puede interesarme 

es la coineideneia de mi yo en la diversidad de las si- 
tuaciones. Si dejo pasar esas coincidencias, me siento 
morir cuando las interpreto, soy el artifice de un mila- 
gro3, he dominado el acto informe de la naturaleza (1,582). 

The phrase "me siento morir cuando las interpreto" implies, in my opinion, 

that Oppiano Licario/Cemi draws iýearer to life-giving death, nearer to a 

higher order of reality,, to lo incondicionado3, when such opportunities are 

taken up. He becomes part of sobrenaturaleza, crystalizing a precious mo- 

ment, bringing about la plenitud temporal (11,791, as above). His silo- 

gistica podtica follows basically the same principle, as we shall see. 

Cemi's acceptance of his Muse, his contact with the-treasure, and the 

moment of recognition with Oppiano Licario are really instantaneous; when 

Cemi extracts his watch and sees his own initials., realization of his own 
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identity comes to him although it is expressed in the form of his alter-ego, 

Licario: "Extrajo ese pulso unas iniciales: J. C. Un escalofrio lo recor- 

ri6, se acababa de verificar silenciosamente algo que venia a ser un comple- 

mentario tan forzado como prodigioso en su vida. Ya no se moriria intran- 

quilo,, incompleto" (1., 583). The religious overtones of the initials are 

most important,, as is the date, Christmas. The reader is witnessing the 

beginning of Lezama/Cemi's conscious rebirth. As I have already stated, 

the possession of Self seem to be the initial step towards creation and re- 

surrection. The initials reveal Cemi's personal relationship with Christ, 

in the sense that he can seek resurrection, like everyman; they show that 

he has been chosen for his poetic vocation; they reveal the extent of his 

self-knowledge,, in that Christ's death is the perfect example of a conscious 

descent into the Unconscious and return to the light; they remind us of 

Lezama the poet's almost mystical reverence for the image, the incarnate 

Word. Cemi's sense of triumph, once he has held the treasure and replaced 

it, emphasizes that he has broken through all barriers to creativity: "Pare- 

cia como si hubiera roto todas las causalidades, o mejor, como si todas las 

causalidades hubiesen coincidido en su bolsillo tintineantes ... 
" (Iv 586). 

Now, anything is possible - all power is his to claim. 

Guillermo and HernAndez have noted the most appropriate meeting place 

chosen by Licario: his house which symbolizes all Cemi's most creative me- 

mories is Espada 615,, which "los viejos habaneros podrian identificar den- 

tro de la zona en que se encontraba el antiguo CemerAerio Espada, de la 6po- 

ca colonial.... " 17 
There, as Oppiano Licario admits in his note t1ya. yo 

me puedo morirt' (1,587), meaning that he will hand over his task of wit- 

ness to the new bearer of culture, Cemi. The meeting is arranged secretly, 

yet Cemi finds himself observing a motley crowd at first, on the seventh 

floor. In effect, his lofty position distorts his view of events in a 

lower room, where, as Souza remarks3, he observes Martincillo,, Adalberto and 
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Vivino involved in a strange game involving many of the arts. , 18 
It is 

conducted by Oppiano Licario, dressed in yellow and white gymnast's attire; 

this suggests to me the earthbound nature of the activities,, as does the 

imagery of the serpent which springs to Cemi's mind ("Tuvo como la sensaci6n 

de una nebulosa ... que se convertia en serpiente ... "; 1.. 587). Earlier 

in the novel, Lezama quotes Cicero's remark that "el siete es el ruido de 

todo lo que existe" (1,464). This statement was not made in negative sen- 

se in the original context (Lezama includes it in Fronesis' and Cemi's ex- 

position of the Pythagorean number symbolism), but if we consider that the 

lift-man admits that he has brought Cemi to Urbano Vicario "by mistake", we 

can see that the lack of discrimination and the disorder of the totality 

of creation prevent Cemf from seeing clearly, on the seventh floor. The 

scene there is not for him: 

[Oppiano Licario3 Golpe6 el tridngulo y mientras la onda 
sonora se dilitaba, exclam6 como, una orden: Estilo sistAl- 
tico. Al ritmo, se volvid crecedorv adquiri6 su crescendo. 
El acorde6n de Madagascar, el flautin, el cangrejo lanza 
llamas, el diseTfo caricaturescog el triAngulo de cobre, se 
avivaron, parecian brillar y entreabrir carcajadas. Mar- 
tincillo, Adalberto Kuller y Vivino, apresuraron sus movi- 
mieýitos, como, aconsejados por una danza que inauguraba su 
frenesi (1,, 588). 

Most people progress no further than this chaos: 

a Vicario lo vienen a ver muchas rrjäs gentes. Pero como me 
equivocog, me fijo mucho mäs en las que vienen a ver a Lica- 
rio. De esa manera, nadie de los que vienen a ver a Vicario 
conor, e a Licario� pero usted puede estar seguro de que to- 
das las visitas de Licario han oldo el nombre de Vicario (1,588). 

This is the route which Cemi has followed through Foci6n and Fronesis and 

to begin to learn true wisdom he must return to the ground floor, to the 

number one, which symbolizes"la moneda" (1.462). or the treasure: "El sd? for 

Licario parece que hay que subirlo de una mina" (I. 589)q he is warned. 

In fact, Oppiano Licario is ready and waiting; Cemi "No tuvo ni que tocar 
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el timbre" (1,589). All is now clear, the room uncluttered and the co- 

louting of Oppiano Licario's clothes seems to symbolize harmonyt as Souza 

explains: 

Black represents the chaos that precedes organized creati- 
vity, that isq the initial stage of the creative process. 
And white can be the purification of these forces through 
the imposition of guidance and form. The two colours 
form a quality i Y9 which white (the shirt) is the upper and 
superior force. 

The new rhythm which sounds is for Cemi alone: estilo hesicAsticol that is, 

to equilibrio animico" (Iq 589). in place of estilo sistAltico or "las pasio- 

nes tumultuosas" (1.589). Yet the actual initiation of Cemi does not 

immediately follow the words "entonces, podemos ya empezar" (1,589). 

Lezama is careful to explain the esoteric musical terms as used in his own 

context but draws a veil over Cemi's further development - at least, this 

seem to be the case when the thirteenth chapter ends so abruptly. Various 

curious characters have been included to show how Cemi makes his choices and 

discovershis vocation, virtually becoming Oppiano Licario. 

Estilo sistAltico has finally been discarded and Oppiano Licario and 

Cemi may now draw ever closer together. They do not fuse entirely until 

the last few pages of the novel, but I believe we can take the Oppiano Lica- 

rio of time tricks and systems of ideas as Lezama/Cemi. We have seen that 

his domestic circumstances are those of Lezama; his little word games re- 

flect Alberto's early dabblings in language, but are much more sophisticated., 

a sign of hidden gifts: his mother knows that they are "la iinica alegria 

que 61 se habia conquistado" (1.591). He entertains his mother and sis- 

ter with strange quotations: "En el momento en que le sirvieron agua exclam6: 

Aguada de pasa. jeros. La madre pens6: si ademAs de pedir agua nos evoca un 

pueblo, nos da una alegria. QuizA9 pens(S la hermana, la criada no lo en- 

tienda y su i1nica reacci6n cuando se irrita es que ensordece por tres dias" 

(1., 592). This incident reveals the hidden dangers of Oppiano Licario's 
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virtuosity. He may be treated as a babbling eccentric, as his mother 

fears: "-Ha llegado a tener tal perfecci6n - dijo la madre - en esa mane- 

ra, no digo m6todo, porque desconozco to talmente su finalidad, que me ate- 

moriza si todas esas adecuaciones, ahora que ha llegado a los cuarenta aflos 

no logra aclararlas en un sentido final" (1., 594). Should he fail to ex- 

press in some coherent form his accumulated ideas, all may result in "una 

b6n6vola locura" (1,, 594) in which the world would cease to see him as "un 

estoico persiguiendo lo que 61 ha creldo que es el soberano bien de su 

vida ... 
" (1,, 594-5) and regard him instead as 'tun energdmeno que aulla in- 

conexas sentencias zoroAstricas ... " (1,595). The "piedra filosofal" (I,, 

594) required is in fact the writing of Paradiso, in which Lezama's system 

of thought is exposed in living form. The concern of the women can be 

taken as Lezama/Oppiano Licario/Cemi's guiding Muse, his desire to live out 

his gift to the full. He does not want to end up as "una victima de la 

alta cultura" (1.595). 

Oppiano Licario's personal danger is inscribed in his very name: "Fije- 

mos ahora el inocente terrorismo, nominalista. Oppiano, de Oppiano Claudius, 

senador estoico; Licario, el icaro., en el esplendor cognoscente de su orgul- 

lo, sin comenzar, goteante, a fundirse)" (1.609). He is prepared to give 

all for an unknown gain, to complete his system of thought. His task ap- 

pears impossible but it must be attempted nevertheless. Elsewhere Lezama 

has described his character in greater detail: 

Oppiano Licario, que es una especie de doctor Fausto, de 
ente tibetano, el hombre que vive en la ciudad de esta- 
lactita� que significa el "Eros de la absoluta lejanla" 
donde se confunden lo real y lo irreal en ideal lontanan- 
za C ... 1 que salta en la lejania de la ruina tibetana, 
como una ciudad donde ya elhombre ha roto los liMites de 
su frontera corporal, y lo que fluye en 61 es un ente de 
la libertadg un elfo, una especie de hijo de Helena de 

20 Troya y el doctor Fausto, una especie *de "eufori6n".... 

His relationship with lejania is already clear, but the Tibetan ruins are 

less easily explained until we turn to "Confluencias" where "la ciudad 
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tibetana" is synonymous with "la nueva causalidad" (11,1217). Oppiano 

Licario's questing thoughts could indeed be compared with the systems of 

ancient religions which looked beyond ordinary causality. The euforion 

creature from Goethe's Faust (Part II, Act III) is another expression of 

the fate of Icarus, since he also falls to his death from great heights. 

Guillermo and Herndndez conclude from their reading of Faust that "Oppiano 

viene a resultar asi una sintesis, mezcla sutil del ideal de belleza cldsi- 

ca, representado por Helena de Troya, y el espiritu ron-Antico-medieval de 

Fausto.... ", he will also have "algo de la temperancia y la resistencia 

estoicas": finally they emphasize that for Goethe, Euforion "es un simbolo 

de la poesia moderna, hija de la uni6n de lo cldsico y lo romdntico. , 21 

If the encounter and fusion of Cemi and Oppiano Licario is to have any mean- 

ing, it must produce a new culture, a new poetry, and so I find these comments 

relevant, although I prefer to draw no close comparisons between the two 

works. Licario embodies the personal past of Cemi and past culture and 

poetry, from which he learns. Fortunately for Oppiano Licario and Cemi, 

Lezama finds in faradiso that their union is possible in the formation of 

his poetic system which appears in various forms in the fourteenth chapter. 

As Rodriguez Monegal points out: 

Si al lector le estä prohibido el acceso a la ceremonia 
iniciätica misma, si el rito s61o aparece como ausencia, 
el vaciado de la forma, y no la forma misma, hay suficien- 
tes claves en el texto de 

' 
Paradiso para poder reconsý5uir 

la podtica que subyace ese rito de Oppiano LiCario. 

The principles upon which Paradiso is founded and the basic ideas expressed 

in many of Lezama's. essays are examined once more as Oppiano Licario's 

beliefs. 

The first example of how the system operates appears when Oppiano Lica- 

rio manages to connect a dish of pheasant with the work of Kafka, in a con- 

versation with his sister (1.592-3). He deals with the unexpected: 
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"Licario habia acabado de hablar con su hermana, con un silogismo de sobre- 

salto, con lo que era una de sus mAs reiteradas delicias, demostrar, hacer 

visible algo que fuera inaceptable para el espectador ... 
" (1,593). A 

first reading of Paradiso, for example, would be full of apparent non se- 

quitLirs which startle the reader out of complacency. Lezama's most conci- 

se rendering of the vivencia oblicua apppears in an interview with Alvarez 

Bravo, in which he remarks that "es como si un hombre, sin saberlo desde 

luego, al darle la vuelta al conmutador de su cuarto inaugurase una cascada 

en el Ontario. " 23 The second requirement is a true source of inspiration 

which the sister recognizes as the positive powers of the feminine Uncon- 

scious, embodied in the mother figure: "cuando 61 la llama a usted 'la som- 

bra de mi extensi6n', nos da a comprender que su evidencia, su mAs descansa- 

da visualidad es el espacio que usted ciffe como naturaleza ... " (1,595). 

She is complete as her son's image of his Muse and so represents in a way 

"la ocupatio de los estoicos, es decir la total ocupaci6n de un cuerpo. � 24 

She is the archetype. Thirdly, the stories of Oppiano Licario's apparent 

omniscience from childhood show that he is indeed "el conocimiento infini- 

to.,, 
25 He can see questions and their answers simultaneously and is inde- 

fatigable. The queries range from the sublime to the ridiculous and he is 

shown to be far superior to his tradition-bound teachers. This knowledge 

is of a higher order and frightens the onlookers, for it is another form of 

lejania. It seems that OPpiano Licario represents implacable truth; he 

might be seen to embody, some of Lezama's favourite phrases: "Charitas omnia 

credit"; "Lo imposible creible. Es decir, el hombre por el hecho de ser 

creyente, de habitar el mundo de la caridad, de creerlo todo, Ilega a un 

mundo sobrenatural pleno de gravitaciones. " 26 He explains these, taken 

from St. Paul and Juan Bautista Vico, tokvarez Bravo, apparently to show 

the importance of faith to the poet. 

Oppiano Licario's most important tool, boweverv is his Silogfstica. pod- 

tica (10 603) upon which Paradiso is built: 
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Partia de la cartesiana progresi6n mateniätica. La analogia 
de los tgrminos de la progresi6n dasarrollaban una tereera 
progresift o marcha hasta abarcar el tereer punto de desco- 
nocimiento. En los dos primeros pervivia agn mucha nostal- 
gia de la sustancia extensible. Era el hallazgo del tereer 
punto desconocido, al tiempo de recobrar, el que visualizaba 
y extrala lentamente de la extensi6n la analogia de los dos 
primeros m6viles. El ente cognoscente lograba su esfera 
siempre en relaci6n con el tercer m6vil errante, desconocido, 
dado hasta ese momento por lasdisfrazadas mutaciones de la 
evocaci6n ancestral (1,603). 

Lezama proposes to expand the concept of metaphor from (A is B) to (A is B 

is X) so that there is a jumping-off point into the unknown. All three 

terms would be mutually enriching in these syllogisms which Rodriguez Mone- 

gal describes as: "el m6todo de una dial4ctica similar a la socrAtica en 

11 su finalidad y hasta en su raiz pero opuesta por la via eligida. En vez 

del pensamiento racional (el silogismo 16gico), Oppiano Licario practica 

,, 27 
un pensamiento mAgico (el silogismo del sobresalto) . He is empowered 

to make whatever connections he wishes, which is why his book is entitled 

SUMUla, nunca infusa, de excepciones morfol, 6gicas. It is an handbook of 

logic, in which only the unexpected is included ("nunca infusa"), so that 

even its whimsical title is self-contradictory. Magical links are effected 

by the instantaneous realizations of the observer, through lo s6bito, the 

flash of insight, "opuesta a la ocupatio de los estoicos" because it is the 

opposite of permanence and immobility. 28 For Oppiano Licario, a poetic 

syllogism will leap across those causal barriers against which Lezama has 

fought throughout Paradiso, drawing together diverse elements to create a 

new reality: "Asi, en la intersecci6n de ese ordenamiento espacial de los 

dos puntos de analogia, con el temporal m6vil desconocido, situaba Licario 

lo que 61 llamaba la Silogfstica podtica" (1,, 603). He builds his idea 

around the minor premise from one of Dante's syllogisms from De Monarchia: 

"Todos los gramdticos corren" (1,, 603). which invites speculation as to the 

major premise and the deduction. Such speculation leads in differing 

direction; in this case the minor premise will be resolved "en dos puntos 
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emparejados de una realidad gravitada como conclusi6n" (Iq 603). Someti- 

mes the mysterious third point gains some independence: "enclavado en su 

propia identidad, lograba crear una evidencia reaparecida, distanciada las 

n-As de las veces de la primera naturaleza en su realidad" (1,603). 

Most interesting of all are those occasions on which the unknown pointq 

the deduction: 

revela a travds de la ofuscadora seguridad de una forma, 
aparentemente dominada por las mallas de la analogia, su 
conversi6n en un cuerpo no subordinado a los tres puntos 
anteriores, pues aquella inicial morfologia iba a la zaga 
de una esencia esperadag cuando de pronto el resultado 
fue la presencia de otro neuma que asegur6 su forma miste- 
riosamente (1,604). 

This is the precious moment in which the poet/shaman/hero is enabled to 

touch the beyond, the moment of lejanfa or sobrenaturaleza. It is the cli- 

max of "el camino o m6todo hipert6lico,, es decir., lo que va siempre mis 

allA de su finalidad venciendo todo determinismo. , 29 Paradiso is one long 

illustration of the method since the blending of the two disparate elements 

to produce a third, allegorical meaning, is a constant feature of the novel. 

It is perhaps for this reason that Rodriguez Monegal has recommended an ana- 

gogic reading of the novel, basing his suggestion on Dante's definition in 

Il Convivio (112 1): 

conviene empezar por la exposici6n literal: es detir, 
el estudio de "la bella mentira".... La segunda expo- ', 
sici6n es la aleg6rica, la que busca la verdad escondida 
0 ... La tercera es la que deduce la moral de la histo- 
ria .... 

Yla cuarta y Ultima es 3 ýa anagdgica, la que de- 
vela "las cosas sublimes".... 

Oppiano Licario and Lezama are searching for "las cosas sublimes" through 

language, and large tracts of aradiso could appear barren of meaning unless 

we bear in mind this purpose behind Lezama's allegory. Otherwise passages 

such as the game of yaquis, Josd Maria Cemi's dream, Dr. Selmo Copek, Do-na 

Cambita's death,, the Michelenas episode, Alberto's meetings with Oppiano 
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Licario and Death,, Foci6n's encounter with Daisy and George, Fronesis, be- 

haviour on the Malec6n, some of Cemi"s visions)chapters XII and XIII and 

Oppiano Licario himself might seem nonsensical. Just as in the Silogistica 

po6tica, we must always look beyond ordinary causality to find poetic truths. 

As R. GonzAlez has pointed out: [Lezamal "No crea una ilusi6n de la realidad, 

que considera como irrespetuosa. Se trata de una novela, de personajes, 

es una invenci6n. Los personajes no hablarAn con amaneramientos o toques 

pintorescos. Son arquetipos, piezas que el autor mueve y utiliza. " 31 

They are like Alberto's chess pieces, or the various premises of a syllogism, 

manipulated as necessary to the overall pattern. Ortega goes so far as to 

say that "la triada de elementos parece ser la forma met6dica de esta nove- 

la.... " with particular reference to the characters: "los hechos y los per- 

sonajes se desenvuelven por acci6n de un tercer elementog sugiriendo asi 

que el tercer t6rmino de la figura deduce un destino. " 32 
Examples would 

be Alberto leading Jos4 Eugenio to Rialta, or Fronesis, Foci6n and Cemi. 

It is most important to bear in mind the religious significance of the num- 

ber three for Lezama: "En los misterios: el Padre, el Verbo y el Espiritu 

Santo" (I, 463); and four: "la fuente de la naturaleza que fluye siempre, 

Dios" (1,463). The elements of the poetic syllogism are endowed, there- 

fore, with an almost mystical power. 

Naturally, Oppiano Licario is interested in eras imaginarias,, which we 

have seen used elsewhere in the text; the phenomenon is described as follows: 

Las situaciones hist6ricas eran para Licario una concur- 
rencia fijada en la temporalidad, pero que segulan en sus 
nuevas posibles combinatorias su ofrecimiento de perenne 
surgimiento en el tiempo. Las concurrencias hist6ricas 
eran vdlidas para 61, cuando ofrecian en el temporal per- 
secuci6n de su relieve, un formarse y deshacerse3, como si 
en el cambio espacial de las figuras recibiesen nuevas 
corrientes o desfiles ... 

(Iv 605). 

His infinite knowledge enables Licario to-have a heightened degree of aware- 

ness of Time at Jorge Cochrane's party where he is called upon to relate 
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Time and poetry in a game of chance as an "excelente medidor del tiempo" 

(1,608). The reader is reminded here of Cemi's fame as "el hombre que 

mejor habia dominado el tiempo" (1,458). This power comes from a command 

of self, an inner unity. Yet a certain confusion of historical moments 

arises in the everyday life of Oppiano Licario, whose memories of the Sorbon- 

ne become involved with Parisian revolutionary activity and his job at the 

office in Havana: the turmoil there causes "un trastrueque de vivencias" 

(12 610). His customers become the Paris mob, and "Fue arrastrado., se a- 

bandon6, goz6 en perderse y en rendirse a las arenas donde nacia algidn r10" 

(1,610). It is as if he is able to tap the collective memory of the very 

streets with his powerful imagination. He spans many eras, his own and 

that of the sans-culottes who burst into Baron de Rothchild's palace. Back 

in the twentieth century Paris, Licario manages to evoke the history of a 

non-existent exhibit in that very place: "se sent6 frente a una vitrina va- 

cia, donde rezaba la misteriosa inscripci6n: Piezas de la vajilla de trifo- 

lia de cerezos, 
-de 

la familia imperial del Jap6n, desaparecida en vida del 

bar6n" (1,, 611). Employing the principle of the silogfstica po4tica and 

spanning the ages, Oppiano Licario is able either to fabricate or recreate 

the history and loss of the exhibit. This is an example of the evocative 

power of ausencia at work to lead the poet to some new fact or truth. The 

beautiful service has been destroyed due to the fear that it is no longer 

unique, indeed Licario can reproduce it by imagination. 

Oppiano Licario's Parisian adventures may represent to some extent 

Cemi's apprenticeship to European culture as well as being a demonstration 

of the synchronicity of events in Lezama's poetic system. They are prece- 

ded by Licario's vision of a senator's murder, whilst reading a newspaper 

"que lo mismo podia ser La Gaceta veneciana, de 1524, o una Recopilaci6n 

de avisos para mercaderes de Amsterdam, de la misma fecha" (1,, 616). The 

topic of his reading is the murder of a senator, but all the events are 
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reflected through his mind in slow-motion, to emphasize the inevitability 

of death: there is a multiplicity of assassins who "eran lentas y parecian 

llegar nadando por debajo del mar. Los cambios en las situaciones se lo- 

graban en la misma unidad temporal, pues el aumento de las figuras apenas 

podia ser sefralado al apresurar la velocidad su carrusel en el terror" (II 

617-8). Mendell believes that the Gaceta found by the senator's body be- 

longs to Licario and is a sign that "tambidn Licario, el destructor del 

tiempo, el adepto medidor de lo temporal ... debe morir. , 33 
1 find 

this plausible since the interlude involving Logak6n and Oppiano Licario 

seems to suggest the latter's slow decline. Following on from this appa- 

rent premonition of death, we find Oppiano Licario attending an ordinary 

performance of Faust in Paris; even here "sentia que cada una de las por- 

ciones del tiempo que conflulan en la 6pera, le producian la sensaci6n de 

una gran piel en la que podia penetrar o tironear de ella, para en su flac- 

cidez apoderarse de algunos de sus nuevos rejuegos de cono de cristal en la 

visidn" (1,618). His powers seem to be waning and he is haunted by a 

phrase: "a su lado, a la izquierda" (1,619) over a period of several days. 

In this haunting he is similar to the night wanderer of the twelfth chapter 

and when a stranger arrives to take up position on the left "parecia llegado 

de la eternidad" (1,619). Is he death, or the herald of Cemi's approach? 

The phrase having changed to "el cuarto de la izquierda" (1,620), 

Oppiano Licario's landlady goads him into investigating the place: "-Toma 

la llave y reconstruye lo que alli puede haber pasado -" (1,620). He is 

invited to create an event, as he created anew the story of the Japanese 

dishes. The complete emptiness of the room "tenia la fuerza impulsiva de 

nn colch6n de circo" (1,621), haunting him as did the phrase. Emptiness, 

a void, is all around him: "vio la mesa a su alcance vacia ... 
" (1,621), 

"La mesa olia ya a vaciedad ... " (1,622). out of the void erupts a shoot- 

ing in the opera house, during which "Licario sintid a su izqu. 'jerda un 
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estremecimiento trepando por propia escalerilla" (1,622). It is almost 

as if Oppiano Licario has caused the death by the power of his imagination, 

mixing his fiction with that of Faust. The date is noteworthy as being very 

close to Lezama's birthday (19th December, 1910), the crime being committed 

on 19th June, 1910. The crime enacted, Licario's mind returns to his lod3- 

ings, Gay Lussac, where he reconstructs the plotting of the conspirators 

in the room on the left. Logak6n is chosen as the assassin; he has "ojos 

bondadosos pero implacables" (1,623) and is "el escogido, el preexistido, 

para Ilevar esas afinaciones contra el Destructivo ... 
" (1,623). He is 

predestined to perform an act against evil and destruction but it is at 

first difficult to see what the enemy may be, unless it is outworn culture 

(Faust) or death itself. He is filled with doubts which almost render him 

impotent: "las afinaciones contra el blanco eran conciencia medular de visi- 

bilidad, y esa misma conciencia lo ofuscaba y le impedia, lo aclaraba tanto 

que le servia de liMite y ahi estaba" (1,623). Logak6n is left with a 

choice between the dark world of the conspirators and the temptation offered 

by the landlady's niece. If we take the niece as a symbol of the benevo- 

lent Unconscious, a possible anima or Muse for Logak6n, and the Destructivo 

as Death, we can see that Logak6n is trapped by the Earth Mother, the nega- 

tive enveloping side of the Unconscious and is a reluctant rebel: the land- 

lady says that she knows "jamds mirargs a mi sobrina, el misterio de su 

crecimiento te parece menos misterioso que ir contra el Destructivo" (1,624) 

and Logak6n expresses only a token, interest in the landlady's offer, think- 

ing "Quizi haya querido ponerme entre dos imanes para inmovilizarme 

(1,625). More seriously still, he begins to compare himself with Oedipus 

(1,625) who suffered spiritual and then actual blindness; he forsakes the 

path of the true hero and refuses the help of an anima2 u nlike Fronesis who- 

se route to creativity depends on this: Logak6n "no supo desenredar la made- 

ja y tuvo que asesinar" (1,627) and "No pudo ni enamorarse de mi sobrina, 
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ni ser su amigo, las dos fuerzas que lo podian baber salvado" (1,627). 

He cannot make of the conquered feminine either a physical or spiritual 

partner, and so is linked with death; he is unable to make that "tremendous 

step forward when a feminine, 'sisterly' element ... can be added to the 

masculine ego consciousness as 'my be loved' or 'my soul, "' as Neumann put it. 34 

The name "Logakdn" may come from logos, meaning "word" in Greek, or 

from logikos,, the science of reason. If Logak6n follows ordinary causali- 

ty he is automatically debarred from further progress in Lezama's system. 

Planting himself feet first in the earth (the Unconscious) is quite unsucces- 

ful ("Cuando se adormecila se le calan las raices y perdia los regalados pa- 

rapetos de la altura"; 1,628). 1 can only guess that this fails because 

it represents an unthinking approach to the source of his inspiration. 

Head-down burial is equally disastrous, despite the fact that it must symbol- 

ize a conscious descent, and is shown to be more viable to the rechristen- 

ing of Logak6n as "Logak6n Posible". The experience concludes in the words 

of the first person narrator so that the sufferings are more personal and 

the character become more closely identified with Oppiano Licario and Lezama. 

The task of delving into Mother Earth is hazardous and there is always the 

danger of becoming trapped., whatever treasures may meanwhile emerge. It is 

a task suitable for Icarus, for Cerberus (guardian of Hades) attacks the 

roots and Logak6n Posible cannot win: "si salvaba las raices, inutilizaba el 

crecimiento de penetraci6n. de mis nuevos ramajes en el aire, y si, por el 

contrario, reforzaba los delicados brotes hojosos, el can se ensaZ-aba can 

mis raices" (1.630). 

Oppiano Licario slips into decline after the death of the woman who re- 

presents his Muse, Doffa Engracia de Sotomayor, a fact which must be connec- 

ted with the relationship of Cemi and Rialta. and is perhaps prophetic of 

Lezama's personal grief over his mother's death in 1964, two years before 

the publication of Paradiso. Doffa Engracia dies "cuando Licario habia 
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refinado su t4cnica de medici6n temporal" (13,630) as if she is no longer 

needed; we know that Alberto's and DoTia Augusta's deaths are intimately 

connected3, but that of Oppiano Licario is by no means final. The older 

Cemi (Oppiano Licario) is saved by creative childhood memories which lead 

to the completion of a great work, in this case Paradiso,. Life comes from 

death once again. The inspiration, the childhood sense of lejania (tao) 

is rediscovered when the final meeting takes place. The spirit of Oppiano 

Licario is resurrected in. Oppiano Licario (published in 1977 and beyond the 

scope of the present study). The deaths of poet and Muse do not signify 

that of poetry itself, which is to find its new champion in Cemi who comes 

to life at the moment when Lezama begins his novel. Like the man who rea- 

lizes later in life that the experience of waiting for inspiration has re- 

created it for him, Oppiano Licario begins to return to childhood before 

death: "el exquisito animal para lo temporal habia regresado al virtuosismo 

infantil ... " (13,630), recalling games which "le presagiaba desde temprano 

las sublimaciones de El fcaro"; these memories seem to swallow him up: "Se 

sentila por esos difas como unos apresuramientos de la sangre y en la mente 

un anublamiento de instantes ... 
to (1,631). Time appears to be conquering 

him and in his dream of Icarus in the waves he is seen by the fisherman as 

one of those undesirable "monstruos de tierra" (1,, 632)., a sign of his fall 

back to Earth and death. 

Oppiano Licario's last words, "Davum, davum esse2 non Oedipum"(I, 632), 

have caused much controversy. Lezama attributes them originally to Descar- 

tes, which Fazzolari accepts, interpreting Dav-um as the name of a slave and 

deciding that: 

Hay� pues, una declaraci6n y un rechazo. La declaraci6n 
es: el hombre es un esclavo en la tierra C ... 1 el rechazo 
puede que sea ... un adi6s a la materia, ya que Edipo 
es el hombre casado con su madre, esto es, con la materia. 
Con estas palabras Oppiano Licario nos quiere decir: somos 
esclavos de la materia; al morir nos liberamos y podemos 35 llegar a la visi6n de la gloria y al conocimiento infinito. 
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Santi attributes the phrase to a slave reconciled to his master in Teren- 

cels, Andria, as a commonplace of fidelity. 36a He finds it misquoted 

also in the Objections et r4ponses aux Witations de Premi6re Philosophi 

(1641), a collection of refutations of Descartes' theories of first causes, 

forming an appendix to the Wditations. In the mouth of Catero, it beco- 

mes "Davus est Davus et non Oedipus"; here, according to Santi, "sirve 

como prueba de la inutilidad del causalismo. " 36b 
Santi's conclusion is 

that what Cemi learns from Licario's apparently whimsical quoting is "el 

arte de citar mal, de repetir el original con cambios, de cuestionar la 

autoridad y la anterioridad sin remordimientos: de ser Edipo sin complejo. " 37 

While I find both interpretations most interesting, I would put a slightly 

different emphasis on Oppiano Licario's phrase, his last"Non Oedipum. Non 

Oedipum, "because it implies above all that although he may be a slave (of 

the earth? of the Unconscious? ), he is not spiritually blind, that his de- 

scent has been deliberate and purposeful, full of hope of a noble ascent 

which is yet doomed3, like that of Icarus. 

Cemi's troubled thoughts heralding his sudden reappearance in the no- 

vel reveal that he is struggling to maintain a balance between opposites, 

despite the reader's earlier assumption that he has conquered estilo hesi- 

cästico: "iSe habia despedido de Fronesis? i Se volverla a encontrar en el 

puente Rialto en el absorto producido por la misma canci6n? ýCerca esta- 

ria Foci6n en acecho? " (1., 633). Cemi will be guided around these by now 

familiar symbolic personages by the brilliance of the moon, which is itself 

a symbol of female mysteries and renewal. By her light, Cemi divines two 

nights: "una., la que sus ojos miraban avanzando a su lado. Otra, la que 

trazaba cordeles y laberintos entre sus piernas" (Ip 634). The first "se- 

gula los dictados lunares" and "era la noche estelar que descendia con el 

rocio" (1., 634) while the second leads him towards "las entraffas terrenales" 

and "era la noche subterrdnea, que ascendia como un Arboll que sostenla el 
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misterio de la entrada en la ciudad ... " (Is 634). Cem, differentiates 

between them but does not choose one or other. Both seem to have potential 

for fruitfulness until he visits the "casa luc, figa" (Is 636); just as he 

cannot discern the conversations therein, Cem14 notes that "la casa lucia 

iluminada y el halo lunar que la envolvla le hizo detener la marcha, Pero 

sin precisar detalles ... 
" (1,635; my italics). In other words he does 

not recognize Oppiano Licario's last abode, filled with light from above 

Clel halo lunar"), light which is a gentle opalescence reminding Ulloa of 

,, 38 "la que perciben los taoistas en su bdsqueda de la inmortalidad. Cemi 

is almost blinded and cannot decipher any hidden meanings in the place, as 

yet; meanwhile the reader may recognize elements from Cemi's past, the ver- 

se from Alberto's death scene (1,, 273-4). even the comparison of light and 

water ("Chorreaba la luz en los tres pisos"; 1,635) which this episode 

shares with the Michelena orgy,, both placed in potentially fruitful night 

settings. 

Although unable to assimilate the light (the inherited wisdom of his 

ancestors? ) Cemi continues to benefit from its presence: "Cemi adelantd la 

cabeza, despu6s la ech6 atrAs, como quien quiere cristalizar la luz. Pero 

lo segula acompailando con gran nitidez ese cuadrado de luz" (1,636). We 

have seen the effect of his parents' guidance continually. Mendell, noting 

the "efecto de un ascendit' (1,635) afforded by the house, explains that 

"esta luz es el arma necesaria para que Cemi, como Orfeo2 descienda a los 

infiernos y rescate a sus muertos"; as to its. source2 she emphasizes quite 

rightly that "Licario, foco que irradia esta luz, estd ya muerto; la muerte, 

una vez nAs. impulsa a Cemi hacia 
I 

el encuentro con la imagen. " 39 
It is 

Cemi's fearless gaze into leianfa, in which death is the ultimate ausencia, 

which protects him on his journey. On his way he encounters a children's 

playground and another house which is like "un bosque en la sobrenaturaleza" 

(10 639). Taking the three places together, Fazzolari finds that they 
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represent "la naturaleza perdida (la casa iliminada); la naturaleza caida 

(el tiovivo), y la sobrenaturaleza (la casa del bosque), que es el claro- 

oscuro o la uni6n de los contrarios. " 40' 
This view matches the concept of 

tao lost and regained which I have previously uncovered; the final pages 

enact the essential meeting of the twelfth chapter. 
41 

Aided by the light 

from the first house, Cemi is not misled by the musiquilla, the tunes of 

the fairground which seem to be innocuous at first. He senses the sinister 

nature of the old care-taker who recalls a similar symbol of rampant sex- 

uality met by Alberto (1,333 6); Cemf feels no desire to remain nearby, 

despite the difficulty of withdrawing: "Cada vez que daba un paso le parecia 

que tenia que extraer los pies de una tembladera" (1,637-8). It is his 

inner voice of wisdom which saves Cemi from the merry-go-round of mediocri - 

ty, for although the wood of adolescence is confusing, natural f orces are 

at work and "sinti6 como, un llamado, como, si a1guien hubiese comenzado a 

cantar .... Era un ruido inaudible, la p6rabola de una pistola de agua 

(1,638). Reassured by this voice, Cemi is "obligado a mirar hacia atrAs" 

(1,638), but now childhood pleasures become nightmares: the caretaker re- 

sembles a long-nosed fiend, rather like some representations of the negative 

Earth Mother ("Cemi pudo percibir en aquel rostro una espinilla negra, a la 

que la prolongaci6n de la blancura daba como el tamafýo de una lengua que res- 

balara a lo largo de la nariz"; 1,638). He also has "el aspecto del ti- 

monel de una mAquina infernal" (1,638). This is Cemi's moment of realiza- 

tion that childhood must be forsaken for the sake of true creativity. 

Nature, sexuality, both are transformed into supernature in the next 

stage, 'as they were in Cemi's meditations on poetry and in chapters XII and 

XIII. The "Ilave de excesiva dimensiones, como, para abrir el port6n de un 

castillo" (1,639) emphasizes the effort and perhaps greatness of spirit re- 

quired to open the door to poetry. I feel that the symbolism of the Great 

Mother, of the intuitive, feminine Unconscious is still at work when we 



356 

consider that the corridor is "aclarado por la blancura lunar" and that its 

shape is reminiscent of a tunnel, "era todo de ladrillos y su techo una se- 

micircun. ferencia de ladrillos rojos" (1,639), almost like a va, gina. Could 

Cemi's infant dream have become an adult vision of the wholeness derived 

from a return to the womb, to the Unconscious? Many symbols of the quest 

"lanzas, Ilaves, espadas y chlices del Santo Grial" (1,639) give way to 

one image of perfect unity which is essential to ParadiSO: "Una guirnalda 

entrelazaba el Eros y el Tdnatos, el sumergimiento en la vulva era la resur- 

recci6n en el valle del esplandor" (1,639); life from death, possession of 

self and soul. The terrace at the end of the corridor may be the womb, 

the Unconscious, but the image of "un dios Tdrmino" which there resides is 

no longer threatening: "su graciosa cara era en extremo socarrona ... " and 

"La carcajada que rezumaba el rostro del Termino, era de la misma indole 

que la alegria que ordenaba su gajo estival" (1,640). Cemi is able to 

approach without danger, "Fue calmosamente a la esquina del dios ... 
" (I, 

641). Sexual energy is transposed into poetic creativity which is envelo- 

ped in images of eternity; of the house itself it is said "En lo alto de 

sus columnas chorreaban calamares, los que se retorcian a cada interpreta- 

ci6n marina para receptar los consejos lunares" (1,640). The squid spreads 

its ink at the bidding of that great image of the female, the sea: "Una mez- 

cla de pulpo y estalactita [symbolic of permanence and eternity] trepaba 

por aquellas columnas ... " (1,640). The house is empty or the inhabitants 

are asleep but meanwhile images of eternity are slowly formed: "Mientras du- 

raban sus sueffros, iban uni6ndose la gota de agua que forma la estalactita y 

la gota de la tinta del calamar, ablandando una piedra que repta y asciende 

en la medianoche" (1.640). Something of permanent value is offered sky- 

wards by the union of the poet and his unconscious mind in an act of creation. 

Beside the controlled T6rmino, a game of chess between two scarecrows 

disguised as clowns seems to be performed in slow-motion until "los dos 
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bufones, rendidos al sueTio, doblaron sus cuerpos y se abandonaron al 6xtasis 

del lagarto ... 
"; they have become transfixed "como, si sobre sus cabezas 

hubiera. caido la gota de agua que forman las estalactitas, unida a la gota. 

de tinta del calamar" (1., 641). A simple recollection sends Cemi off on 

the trail to poetry again: "en frances los alfiles son Ilamados fous, locos" 

and "estin disfrazados de bufones" (1,641). A quotation scrawled on the 

chess table completes the connections: "Les fous sont aux 6checs, les plus 

proches des rois" (1.641). As Fazzolari has succintly said, "El espanta- 

pAjaros es el alfil, el loco, el poeta que intenta lo imposible, la imagen 

de la resurrecci6n, por eso es el que estä mäs cerca del rey -iDios? A, 42 

Ceml must accept his vocation as God's fool. He is then immune to all past 

evil influence such as the caretaker who is seen for the beast he is: "la 

espinilla negra era su cuerno" (1.641). 

Visiting the lighted house again,, at Oppiano Licario's wake, Cemi re- 

cognizes and is received by his teacher's deputy, his sister Ynaca Eco, 

whose name suggests her close identity with him. The new feminine presence 

which she brings implies the renewal of the anima or Muse and is simultane- 

ous with Cemi's realization that his path was predestined: "comprendi6 de 

sUbito ... 
" (1,642). He recalls various images of death from his child- 

hood, especially his father's rhyme about death, in the phrase "andar por 

el otro camino" (1,643), from (1,201), which urges him to fight death 

with poetic imagery. A vision of Oppiano Licario alone in the bus encou- 

rages Gem-i to take up his place and the ritual viewing of the corpse reveals 

to him all that was Oppiano Licario: "la radiaci6n de las ideas, la columna 

de autodestrucci6n del conocimiento" (1,, 644). Now,, "rendia la llave y el 

espejo" (1,, 644), but Cemi must also inherit "una total confianza religiosa 

en si misma" (1,, 643), for his own peace of mind. Oppiano Licario remains 

true to his nature until the last, for in the chapel the most impressive 

aspect is "la ausencia de respuesta" (1., 644); nevertheless he has the last 
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word, both in his poem bequeathed to Cemi, and in the last event in the 

novel. Various lines draw the two characters together: "No lo llamo, por- 

que 61 viene"; "Yo estuve pero 61 estar-6"; others emphasize the immortali- 

ty of Oppiano Licario who, as a symbol of the poet's desire to create ima- 

ges of the unknown, will last forever. Such lines are "en el egipcio 

pafro de lino me envolvera" and "La araTia y la imagen por el cuerpo / no 

puede ser, no estoy muerto" (1ý 644). As part of Cemi's past and inspira- 

tion ("Vi morir a tu padre"; 1,644) he will be present as long as Cemi 

keeps faith in him: "ahora, Cemi, tropieza" (1,644). 43 

I 
Cemi is catapulted into a strange vision by Oppiano Licario's poem, 

into "el inmenso desierto de la somnolencia" (1,645). Before leaving the 

poem, I would like to return to the verse, 

Yo estuve, pero 41 estard, 
cuando yo sea el puro conocimiento, 
la piedra traida en el viento,, 
en el egipcio pa*n-o de lino me envolver: d. (1,644; my italics) 

Neumann's description of a third type of heroý who is just as valid as the 

active extravert and the introverted culture-bringer (Josd Eugenio and Fro- 

nesis), may help to explain the final mystery of Cemi's transformation and 

the frequent identification of Oppiano Licario with Osiris (for example, 

at the"Reino de siete meses"bar; 1,138). The third type, according to 

Neumann, is "the creative individual as the hero, who in the name of the 

collective - even when he is a lonely figure standing out against it - 

molds it into shape by molding himself. " 44a 
This process 

I 
is called "cen- 

troversion" and we are told that its fundamental trend " -the conquest of 

death through everlastingness - finds its mythological and religious symbol 

in Osiris. Mummification,, the preservation for all eternity of the body's 

shape, as the outward and visible sign of its unity. , 44b 
Neumann claims 

also that: 
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In alchemy, from which the term "ouroboros" is borrowed, 
we discover all the archetypal stages and their symbolism 

I... even the symbol of Osiris as the basic symbol of the 
arcane substance, so that the whole process of alchemical 
change and subli24tion can be interpreted as a transforma- 
tion of Osiris. C 

Ceml and Oppiano Licario have become one upon the death of the latter; 

Cemi's final transformation in which all opposites meet is described in 

terms of Chinese alchemical processes, as Lezama interprets them in "Las 

eras imaginarlas: la biblioteca como drag6n". He assumes the qualities of 

Oppiano/Osiris which lead. to centroversion, "the innate tendency of a whole 

to create unity within its parts.... " 44d 
Ritmo hesicAstico, involving 

internal balance, is attained through a process of purification and two 

critics have interpreted the complicated detail of the penultimate paragraph 

in slightly different ways,, yet the concensus of opinion is that Cemi 

triumphs. C. J. Waller, relying heavily upon entries in G. A. Gaskell's 

Dictionary of All Scriptures and Myths, sees the "Ilamitas fluctuantes de 

las 6nimas en pena" (1,, 645) as "the spiritual energy of Buddhi consuming 

the lower qualities of the astral plane"; she continues, "the flames (souls) 

reach for the 'embri6n celestial' ... the ideal or innermost state of ex- 

istence pertaining to the Buddhic and Atmic planes"; the white tiger- becone s 

the guardian of the West Quarter which "symbolizes the Buddhic plane, " the 

mddula is "the innermost spiritual nature of the soul" which "merges in a 

symbolic contact with the Buddhic plane, represented by the white tiger"; 

. meanwhile the mirror is the "immortal soul as a reflector of the atma-buddhi, " 

the fountain is "a manifestation of Truth, eternal reality, and s ource of 

Life"; finally "as the water carries the tiger to the angles of the mirror,, 

he abandons it, strangling himself with his tail, apparently signifying the 

removal of the guard of the Buddhic plane and complete manifestation of the 

Atma-Buddhi. , 45 1 must emphasize that the relevant symbolism in Lezama's 

essay refers always to Taoismq not Buddhism. 
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Although I find Nrez Firmat's explanation of homosexuality in the 

novel unacceptable, his description of "Cemi's transfiguration into an an- 
46 

drogyne" is perfectly plausible. From various sources Pdrez Firmat 

determines that the white tiger and blue dragon symbolize the female and 

male principles respectively, that the embryo and medulla are symbols of 

cosmic unity and that "the mirror is a Taoist metaphor for the mind of the 

Holy Man who has become one with Tao. " 47 
Here then are terms familiar 

from other parts of ParadiLo, especially union with the Tao. Hence, with 

the fire representing the dragon,, "The tiger revolving around the fire re- 

presents the fusion of the female and male principles.... " with "each aspi- 

ring toward the One: the flames reach towards the celestial embryo; the 

tiger licks the medulla. Once the fusion has been achieved, Cemi's mind 

becomes the mirror of the Taoists in which the distinction male-female is 

obliterated. , 48 This is shown by the fountain quenching the fire and the 

tiger being strangled by its own tail. In my view,, Cemi's glimpse of the 

purgados and 6nimas en pena is a reference to purification of the soul, 

which grows through hell and purgatory to "llamaradas que querian tocar el 

embri6n celeste" (1,645). However the symbol of the white tiger requires 

some clarification to reveal the nature of the final transformation. In 

"Las eras imaginarias: la biblioteca como drag6n, " it is synonymous with 

stel n6mero cuatro, al metal, al oeste, al blanco" (11,894); then in Chinese 

alchemy "El tigre blanco 
.... todos esos colores comienzan a hervir,, subra- 

yemos que no son sustancias, son colores sometidos al fuego de cocci6n" (II, 

897),, for the purpose of "la fluencia, la enloquecedora riqueza de las mu- 

tacion--s" (11,897) to find "la gota de oro,, del licor de la inmortalidad" 

(11,898). The tiger is very important because white immediately precedes 

the perfect yellow, but after a time the -processes are internalized: cinna- 

bar becomes semen which "pasa al cerebro y al vientre En esos campos 

de cinabrio, el cerebro y el vientres aparece el embri6n de la inmortalidad" 
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(IIj 899). This applies to the dragon and tiger also: 

El drag6n es el mercurio. Es-semen y sangre .... El 
tigre es el plomo. Es I-Alito y fuerza corporal. Sale 
del espiritu y es conservado en los pulmones .... Para 

ello el taoismo estableci6 lo que ellos Ilaman la respi- 
raci6n embrionaria, que trataba de imitar la respiraci6n 
del feto en el vientre maternal (11,899). 

Finally, the white tiger represents "comienzo de todas las mutaciones., re- 

gi6n en la que penetra Lao-tse sobre su b6falo, en el vaclo embrionarib" (II,, 

906). The tiger licking th&"m6dula de sauco" (1,, 645) is indeed a sign 

that Cemi's troubled breathing and inner conflict are being eased by the 

essence of Taoism. Inspiration follows true self-knowledgeg in the form 

of the fountain, since sexual energy is transmuted into poetic creation. 

The circular movement of the tiger ("un tigre blanco que daba vueltas cir- 

culizadas en torno a las llamas ... 
" Iq 645) is a sign of the alchemical or 

spiritual process of union of opposites and the mirror being a sign of its 

successful completion, the tiger ceases to breathe outwardly: "llevaba al 

tigre por los dngulos del espejo, lo abandonaba, ya. muy mareado, con el rabo 

enroscado al cuello" (1.645). Cemi has recovered foetal breathing, the 

inspiration of the maternal Unconscious and Tao. He is the puer senex (II, 

890). 

Ceml is now prepared to I'descender a las profundidades, al centro de 

la Tierra donde se encontraria con Onesppiegel sonriente" (1.645). The 

latter entity comes from the German ohne (without) and spiegel (mirror), 

according to Wallerwho concludes that Cemi is "without reflection (without 

ego), " hence Onesppiegel "symbolizes the realization of Cemi's spiritual 

resurrection. " 49 
1 believe that it reveals that he is completely at one 

with himself, since as Neumann has said,, "Centroversion persistently 

strives to ensure that the ego shall not remain an organ of the unconscious 

,, 50 but shall become more and more the representative of wholeness . He 

has moulded himselft with Oppiano Licario's help, into a very special kind 
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of creator. As the new rhythm takes hold of Cemitattended by another 

sign of balance. ("Un negro., uniformado de blanco"; I. 645)v the words take 

on their full meaning: "Era la misma voz 2 pero modulada en otro registro. 

Volvia a oir de nuevo: ritmo hesic6stico,, podemos empezar" (1,645). As 

with so many characters in Paradisol we have begun examining a stranger 

to the text, Oppiano Licario, and have then come full circle to Jos6 Ceml. 
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oncIusion 

The characters with whom Lezama peoples the void, his masked images 

variously attired in elaborate symbolic costume, whom he saw as anxious 

to reveal their secret identities at the end of the Ball, are all attuned 

to the same melody which echoes through the pages of Paradiso. All revol- 

ve ceaselessly around the lonely central figure of Josd Cemi, whose task 

it is to unleash and harness the flow of creative potential within, to 

attempt the impossible without being engulfed and submerged. Through his 

alter-ego, Josd Cemi, Lezama leads the reader on a spiritual journey, pro- 

gressing through various stages; the legendary family history of the hero, 

immortalized in the memories of his most venerable relatives, followed by 

a period of apprenticeship under the tutelage of various relatives embodying 

the active driving force in life, female intuition, fecundity and the con- 

templative side of life, and misguided creative energy. The conflicts and 

dilemmas of adolescence give way to the tranquility of victory over the Self 

and the gradual dawn of understanding which heralds the final acceptance by 

the hero of his vocation, poetry. 

The challenge of the void, hurled at Lezama by his father's death and 

his mother's desire to make sense of the family's great loss, fills him with 

Poetic inspiration, culminating eventually in Paradiso. Cemi's career as 

a poet/writer begins where the novel ends: "Estilo hesicAstico, podemos em- 

pezar" (1,645). Symbolic characters imbued with archetypal attributes 

act as signposts for Cemi on his marvellous journey, some helpful and others 

deliberately misleading, designed to tempt him away from the treasure he 

seeks. In struggling to comprehend personal tragedy his appreciation of 
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the need to seek answers is awakened; he is compelled to form an image to 

fill the void left by death and so realizes that in this way, as in Taoist 

philosophy, creative potential "issues" fifom the void. Cemi seeks the 

means of becoming actively contemplative so that he can come to terms with 

death, ausencia and lejania, and from them draw inspiration, attaining jo 

incondicionado and abandoning sterile rationality. He is the new son/lover 

of the eternal Great Goddess, striving towards the Spring of poetic creation 

through the Winter of personal tragedy. 

The transformed and expanded biographical personages taken from the 

family circle are superceded by broad concepts such as Reason, Primordial 

Chaos and Infinite Knowledge. Untamednatural forces compressed into struggl- 

ing bodies leave the hero unsullied as he continues in his quest. Person- 

ified aspects of his nature buffet and wash over the central rock of his inner 

voice which comes from his Muse. She helps him to choose correctly between 

subjection to the terrible aspect of the feminine in his Psyche and triumph 

over it, leading to assimilation of its intuitive inspirational powers. 

Complementary scenes and minor characters form parallels and contrasts with 

stages of the quest, providing a whole range of shading in the background. 

All opposites are reconciled at last in Jos6 Cemi who is then empowered to 

act as a mature being on the level of ritmo, hesic9stico (1,645). The very 

close interrelationship of the characters revolving around Cemi facilitates 

this final resolution of opposites in harmony. 

The pattern of the heroic quest which emerges in Paradiso is an ancient 

formula pertaining to legend, yet it is eminently suitable as a framework for 

Cemi's successful quest. Lezama. conducts us on a marvellous journey through 

a spiritual world of heroes and dragons of the psyche. Paradiso is above 

all a novel about Lezama the poet,, detailing the stages in his development 

which he has discerned after much meditation. It is interesting to 

compare his quest with that of the traditional hero., as Lezama himself 
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appears to have done. The result is a finely structured novel, given 

precise form through its characters. 

To produce such a novel peopled by segments of one's own psyche requi- 

res a degree of self-awareness which most people would find intolerable. 

Lezama demands that the poet be conscious of unconscious thought processes, 

in order to attain ultimate knowledge. The poet is the aristocrat amongst 

thinking men, the Icarus who risks madness for his presumption, striving 

still to attain self -perfection. 

Lezama may have 4)een disappointed at the initially lukewarm reception 

of Paradiso by the public. He often referred to a proposed sequel under 

various titles; perhaps he suspected that his novel might not, after all, 

unmask, his imagery, his sistema po6tico, and wished to emphasize still 

further the theme of creativity arising from sterility and death. Oppiano 

Licario was published posthumously in 1977 from Lezama's papers, in rather 

unsatisfactory and incomplete form. Many characters from Paradiso are re- 

introduced in new and surprising scenarios., far beyond Cuban shores. 

However, it seems unfair and lies beyond the scope of this study to pass 

judgement on a work which is unlikely to have appeared in quite the form 

intended by the author. Completely new characters become involved with 

certain others already known to us in a complex web of situations designed 

to emphasize and underline Ceml's assimilation of Reason and Chaos and his 

union with Oppiano Licario, demonstrated in his relationship with the lat- 

ter's sister, Ynaca Eco Licario. It seems to me that the same patterns of 

ideas are being re-worked in Oppiano Licario in an attempt to make them 

clearer for those who seem to have misunderstood Paradiso. I consider 

that. Paradiso alone, interpreted thematically through its characters, emer- 

ges as a unified and self-contained work, fulfilling Lezama's declared in- 

tention-of "ir de una summa a una totalidad. " 
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