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ABSTRACT

This dissertation analyzes the symbolic form of a collection
of thirteen short stories written by the Chilean prosist, Baldomero
Lillo, and variously composed during the first two and one half decades
of the present century. In Part One, after a discussion of the mode
employed in elaborating symbolic meaning, there are two chapters,
one which provides a summary biographical sketch of Baldomero Lillo,
situating h:Lm within Chilean and Modernist literary history, and a
second which proposes a conceptual outline according to which-the
stories, via a consideration of their overall ontologico-theological
symbolic meaning, may schematically be coordinated. The disserta-
tion's analytical framework or dialectic, developed in the two central
chapters of Part One (chapters 4 and 5), centers both about certain
ontological concepts derived from Martin Heidegger and Karl Jaspers
(especially, being-itself and nothing, transiency and its correlative
anxiety, ciphers, and transcendence), and about the theological con-
sideration and formulation of these concepts as developed by the
existentialist theologian, Paul Tillich. There are also several suc-
ceeding chapters, all included within Part One, which develop the
nature of the thematic tone of the stories by means of analyzing con-
ceptual elements of story time and space, the symbolic and metaphoric
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modes in which the~various personages and personifications are
treated, and the appearance and interdigitation of prominent, but sub-
sidiary, archetypal motifs. These varying aspects of symbolic form
are not analyzed wholly independently of the central concepts through
which the Sub Solean symbolism is investigated; rather, throughout
all of the story analyses, the central ontological and theological con-
cepts are related to the subsidiary meaning patterns devéloped in
chapters 3, 6, 7, and 8 of Part One.

The Second Part of the dissertation involves the application of
the abstract conceptualizations developed in Part One to each Sub Sole
story. Constantly reappearing imagery, identical or closely analogous
thematic patterns, and an overall similarity of symbolic form supports
the conclusion that each of the fhi—rteen tales, though apparently con-
structed from diversified subject matter, is nonetheless an integral
formative part of a predominant ideological preoccupation common to
the story collection as a whole. - Analytical technique demonstrates
that the symbolic meaning of each story reiterates, in but a slightly
differing formal modality, the meaning of every other story and that,
therefore, the Sub Sole collection may be considered as a single organ-
ism formed and animated by a consistently developed network of

symbolic meanings.



PART ONE

THE ELEMENTS OF SYMBOLIC FORM



CHAPTER 1

SYMBOLIC FRAMEWORK AND THEORY

OF SYMBOLIC INTERPRET ATION

The Framework

The purpose of this dissertation is, first, to analyze a collec-
tion of short stories within the perspective of two closely related
symbolic1 frameworks--the ontological and the existentialist-
theologicalz——and, second, to synthesize the symbolic content of this
analysis into a single, consistent ideological framework presentable

as a suggested interpretation of the collection's overall ontological

1. The term ''symbol" (and its adjectival form "symbolic'')
possesses a dual meaning. First, a symbol is a concept (word or
image) which is usually considered to have an external referent, e.g.,
as "window" is the symbol for an object through which we look. Sec-
ond, a symbol, in the sense of "'symbolism" or "symbolic meaning"
refers to a word, image, or complex of words and images which point
to or assume a meaning that is other than the symbol's lexical denota-
tion as, e.g., when "window'" is interpreted to mean ''soul.' Though
all knowledge is symbolically mediated--cf. Carl H. Hamburg, Symbol
and Reality (The Hague: Martinus Nijhoff, 1956), --for the purposes of
literary symbolic analysis, ''symbol" is invariably understood in its
second or metaphoric meaning. In this dissertation the appropriate mean-
ing of "symbol" or ''symbolic' is made clear in the context of its usage.

2. The adjective "existentialist-theological' is compounded to
indicate that Lilloan theology is herein interpreted as being modified by
ideas common to contemporary existential philosophy. For the sake
of brevity ''existentialist-theological' is often reduced to the single term
"theological" throughout the dissertation.

2
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and theological meaning. I have used the compound adjective ''closely-
related" as a qualifier of ""'symbolic frameworks' because the ontologi-
cal structure of fictionalized reality is made dramatic when artistically
motivated by some sort of purpose. 3 And theology, if understood in its
widest meaning, deals both with a knowledge or theory of God and with
the purpose toward which the reality that is his product moves. While
ontology is the study of being-itself and its modalities, theology is the
study both of this being's source and of the very reason for its coming
to be at all. An attempt to understand the dynamics of the Sub Sole
stories requires a preliminary investigation of the kind of reality
(ontology) through which story action takes place. Then, correspond-
ingly, the analysis of Lilloan ontology leads to a natural movement
from the stasis of the structure of being-itself to the functioning or
dramatic interrelationship of the various individual expressions Qf that
being--ontological and theological considerations converge at this point.
Each story, through varying modalities of recurring similar
~ideas, symbolically presented, offers a conceptualization (though per-
haps an unconscious one on Lillo's part) of the qualitative levels of
existential, psychological, and trans-existential (divine-demonic) real-

ity. Ontology, as the formal systematization of the nature of being,

3. The ontological structure of literary fiction, that is, the
mere phenomenal background against which the action occurs, is, in
itself, static unless there is an accompanying movement or purposeful
action. Passive description is not dramatic in nature.



provides the ideological framework for an investigation of the struc-
ture of Sub Sole. Specifically, the kinds of ontological ideas which are
analyzable through the symbolic form of the collection are: the relation
between the source of existence and existing phenomena, the idea of
material objects becoming transparent ciphers through which an intui-
tion of the godhead is possible, 4 the very possibility of humanity's re-
orienting-itself by adopting a different perspective of the world, and the
peculiar contents of these perspectives themselves.

Providing the movement that animates the ontological structure
of the Sub Sole collection are existentialist-theological ideas which,
like their ontological counterparts, are fictionalized through varying
modes of symbolization. Dramatic movement is categorized as theo-
logical because all that happens in these short stories relates to what
Lillo appears to believe are mankind's relations to God, i.e., to the
ontological ground, and to a divinely oriented ethics. 5 In the stories
there is a persisting anguish in which men either become lost in a
meaningless morass of things or stand cbnsciously before the impos-

sibility of personal salvation, tormented by the irresistible feeling

4. The terminology of transparent ciphers leading beyond
phenomenal reality to a transcendental vision of being-itself is pecu-
liarlythat of the German philosopher Karl Jaspers. Ontological termi-
ology is fully defined in Chapter 4 of Part One.

5. In Lilloan conceptualism ethics, or man's appropriate
course of action, is not immediately given by the divinity. Rather,
it is a sense of fittingness which some of Lillo's characters come
fleetingly to have in momentary intuition. But the ethics is divinely
oriented in the sense that it represents a guide to participation in uni-
versal harmony.



5
that the world itself is a hell.® In all but "El rapto del sol" Lillo sug-
gests-that there can be no form of mediation between the finite and the
eternal and that men cannot discover either an ethic or a purpose in
life. The theological symbolic form of the story collection is existen-
tialist in the intensity of its anguished moments, in the difficulty which
the various characters experience-in working through world structure
to divinity, and in the preoccupation with man's relation to the general
framework of being. God, man, reality, and destiny are eternally
recurring themes which find diversified forms of expression and devel-
opment in the character of Lilloan thought.

The symbolic interpretation proposed in this dissertation re-
presents but a delimited investigation of what literary critical proces-
ses or frameworks could do with the stylistics and meaning(s) of Sub
Sole. 7 Ontological and theological analysis suggests only one of sev-
eral possibilities of interpretation. Even though there follows a multi-
part elaboration of both symbolic frameworks, it is not to be under-
stood that this dissertation proposes a dogmatic and exhaustive

treatment of the overall meaning of the stories or even of the total

6. Lilloan hell is never uranic or transmundane. Hell is both
the proverbial state of mind and the texture of finite reality itself when
men treat it as a collection of things.

7. See Wayne Shumaker, Elements of Critical Theory (Berke-
ley: University of California Press, 1952), especially Chapter 2 for
a summary of general critical frameworks.




ontologico-theological meanings. What is intended is a suggested
manner of approach, a conceptual framework which may serve for fur-
ther investigation along the line either of the perspectives herein
adopted as the point of analytical departure, or along a more general
line of criticism, say that of stylistics or comparative literature. I
cannot insist too strongly on the neutralizing adjective, ''suggested. "
Any claim to having found and elaborated the "only'" symbolic meaning
' is specifically rejected as implying intellectual powers beyond the
capacity of any single critic. And, too, the adjective ''suggested, "
while indicating the tentative quality of the analyses, serves also to
introduce the disclaimer that critical statements are not proposed to
function necessarily either-to make or imply positive or negative value
judgments. The analyses making up this dissertation are not offered
as descriptive assertions which veil evaluative premises.

One further introductory statement clarifying analytical tech-
nique-is in order. This involves the question of whether the disserta-
tion is drawing its analytical perspectives from either an external or
an internal reference frame. 8 The answer is that the subject matter
of the symbolic analyses comes both from without and from within the
stories themselves. Philosophy provides the systemé.tized core of

ideas, but the mythico-archetypal and imaginative quality of the stories

8. Ibid. Chapters 5 and 6 contain a discussion of the critical
history of the two reference frames.
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and the dramatic form of their narration, prevents a symbolic analy-
sis of their content from being a mere translation of imaginative wrif—
ing into philosophical, categorical thinking. The truth that Sub Sole
exemplifies certain kinds of metaphysical thinking does not mean that
the story collection's metaphysical meaning is wholly reducible to the
rigorous linguistic logic of philosophical conceptualizing. Literary
treatment of abstract ideas always seems to be something more -than
(or something other than) the philosophical presentation of the ana-
logues of these ideas. This means that although my analyses are con-
cerned with the philosophical idea patterns of the Sub Sole collection,
these analyses are in no way derived wholly from external reference
‘frames. Rather, all of the analytical hypotheses stem, in the very
-first instance, from the .subject matter of the stories.themselves. In
this sense the symbolic analyses are intrinsic, meaning that the work
investigated is of primary import;tnce and is approached as standing
transtemporally and transcircumstantially. Time, literary anteced-
ents, and historical period--the Sub Sole environment--are not con-
sideredrelevantissues in the interpretation of the collection's symbolic
form.

The table of contents indicates the dissertation's composition.
Prior to an interpretation of each story, there are a number of chap-
ters which contain, among other things, an exposition of the ontologico-

theological form of Lillo's book. These chapters establish the
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framework of conceptual thinking through which the individual stories
have been analyzed and through which the story analyses of Part Two
may be clearly understood. I have not believed it necessary to include
a final part to this dissertation in order to establish a synthetic pulling
together of the multiple analytical approaches. For it will be clear
that the stories, though apparently quite different in content, actually
possess a single symbolic form in common, and that the apparent
thematic differences are but alternating modalities of a single, though

complex vision of reality and man.

The Interpretative Theory

Since my. purpose is to formulate -a consistent symbolic inter-
pretation of Sub Sole and not to present a historical study or critical
examination of the sources of the work, some discussion about the gen-
eral symbolic theory underlying the analyses is necessary. The ex-
planative or interpretive elements, articulated in a synthesized way
in Part One of the dissertation, and through specific analyses of each
of the short stories in Part Two, involve a translation of each story's
given content into an interpreted meaning and ideological complex not
suggested by past critical approaches. It will be clear, I believe, that
successive story analyses, conceived in terms of given conceptual
frameworks, are sufficient to establish a symbolicinterpretation of the

story collection as a whole. Lillo's collection, therefore, is herein
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put through a process of analytical synthetic amalgamation, the result
of which is a meaning-pattern whose content, emerging from the vari-
ous story analyses, is.‘the interpretation which is suggested as one
reasonable translation of Sub Sole. 9 I wish to stress that this adjective
""'reasonable. ' is a deliberate and significant choice, because it points
out the belief that there is not and that there cannot be a definitive ex-
planation of what any literary work as a .totality conveys. A critically
elaborated meaning of Sub Sole (or of any literary or artistic form) is
only one among an indefinite number of possible alternative interpreta-
tions of which the work is susceptible. 10 Thus, when it is said that
Lillo '""means this'' or that a given one of his stories ''means that, "
what is meant is only that such and such an interpretation is derivable
from the symbolic components or images making up the content, and

that the interpretation is defensible (or legitimate) in its consistent

. 9. This position is similar to Eliseo Vivas' theory which ar-
gues that literature's purpose (and, by extension, the purpose of
literary criticism as well) is not to give knowledge in a scientific or
ratiocinative sense, but to prepare us for knowledge. Vivas holds
that successful experiencing of art works as aesthetically ordered com-
plexes of details brings us to a psychological vantage point where
""beyond them we perceive an authentic vision of the structure of real-
ity." Eliseo Vivas, ""The Objective Correlative of T. S. Eliot, "
Creation and Discovery (New York: Noonday Press, 1955), p. 187,

10. Shumaker, op. cit., Chapter 2, andStanley Edgar Hyman,
The Armed Vision: A Study in the Methods of Modern Lrterary Criti-
cism (New York: Alfred A. Knopf 1948), espe01ally p. 4. Both
critics argue strongly for the infinite interpretive p0331b111t1es of
meaning inherent within any literary work.
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explanation of all the components (descriptions, statements, meta-
phors, dialogues, or whatever) of the stories and story collection
interpreted. 11 This last point touching upon author's intention is an
important one, for the symbolic interpretation that will be offered for
the' Sub Sole collection may well appear contrived or too improbable
as a representation of what Lillo could have had in mind when he set
about composing his stories. Northrup Frye and a host of contem-
porary critics have taken cognizance of exactly this kind of problem
about critical imagination and author's intent, and have mainly analyzed
"intention" not in terms of. author's conscious purpose, but in terms
of what a perspicacious reader may fairly derive from the content of
the work itself. 12
Critics of Shakespeare are often supposed to

be ridiculed by the assertion that if Shakespeare

were to come back from the dead he would not be

able to appreciate or even understand their criti-

cism. This in itself is likely enough. . .. The
absurd quantum formaula of criticism, the

11. William K. Wimsatt and Monroe C. Beardsley, The
Verbal Icon (Lexington: University of Kentucky Press, 1954), pp. 3-18.
See also Shumaker, op. cit., Chapter 6. :

12, Wimsatt and Beardsley, op. cit., and see Louis Cazamian,
Criticism in the Making (New York: Macmillan Company, 1929), pp.
32-33: '"'Criticism mainly consists in realizing, through the power of
attention, a complex of intellectual adaptations and sequences which
had remained largely obscure in the mind that had first lived them.
Hence, that paradoxical, but by no means infrequent occurrence: the
critic better aware than the author of the purpose and trend of the book. "
Other critics are cited in Shumaker, op. cit., pp. 55-38.
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assertion that the critic should confine himself to
'"getting out' of a poem exactly what the poet may
vaguely be assumed to have been aware of "putting
in, " is one of the many slovenly illiteracies that
the absence of systematic criticism has allowed to
grow up. This quantum theory is the literary form

of what may be called the fallacy of premature
teleology. 13

It seems clear that if Lillo, or any writer, is in a better position to
judge his work's meaning, it is because he is liable to know his own
work better than most readers. But this situation is "one of fact, not
of logic. nld To offer the symbolic translation, A=Y, it is only neces-
sary to show that, 'in the context of all the symbolic components, the
translation of A's identity into Y (or the understanding of A as both A
and Y). . . is logically coherent in that Y as well as A functions within
the other components to yield a consistent overall meaning. " ® The
situation in which, at any given moment of perception, A is translated in
terms of Y does not mean that an identification of an image (say a ver-
bal symbol like "window'') with a symbolic meaning (''window" under—
stood to mean "'soul") necessarily and inevitably connects the image
"window' with the symbolic meaning ""soul." It is obvious that only at

certain times the lexical meaning of a word becomes secondary to an

13. Northrup Frye, Anatomy of Criticism (New York: Atheneum
Press, 1968), p. 5.

14. Richard Foster, The New Romantics (Bloomington:
Indiana University Press, 1962), p. 149.

15. Ibid.
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~emotively stimulated "dep’ch-meaning"16 or to a perception that the
word ""window'' is intended to function within the context of another,
non-lexical meaning. "Wiﬁdow" may well not mean "'soul'; whether or
not it assumes this symbolic meaning depends both upon the general
context in which it appears and the sensitivity of the critic interpreting
the work of which it is a part. Nor are closely analogous symbol
meanings (e.g., ''soul" in one work being the symbolic meaning of
"window' and "sou'l" in another work also being the symbolic meaning
of "window'') always identically interpretable in any two works. For
""soul" may well have differing connotations when used within the sym-
bolic context of one work, connotations alien to what ”soui" as symbol
is perceived to mean in another work. Symbolic meanings have an
independence-of-meaning given to them through the peculiarity of the
symbolic structure in which they occur.

Symbolic analysis, as literary process, is the critical attempt
to stand within a given work as a whole and to elucidate at least one
meaning derivable from the conceptual framework (whether psychologi-
cal, philosophical, sociological, etc.) from within which the work is

examined. But this process of systematizing literary symbolism, of

16. "Depth-meaning' is a favorite term of Northrup Frye. He
apparently would equate it with ''symbolic meaning' or "discovered
meaning.' The idea is that a depth-meaning is something more pro-
found, more difficult of discovery, and more emotionally stimulating
than the ordinary lexical meaning of the symbol complex being inter-
preted. :
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extracting various interpretations from a work's manifold or "poly-
semous'' meaning, is but one aspect of the task of discovering mean-
ing, merely one mode of articulating what is in a work. The ideal
critic, according to Stanley Hyman, is one "who would do everything
_possible with a work of literature, nl? who would translate its content
in the ideological patterns of sociology, politics, history, and all the
rest of the disciplinesAof learning. The explanative process involves
paraphrasing, comparison with earlier sources and analogues, textual
analysis in the light of biographical information, psychoanalytic inter-
pretation of the motivating wishes and fears, and examinations of
"structure in terms of image clusters organized by acts of unconscious
association, ' in terms of the work's Gestalt configurations. 18 Hyman
is here talking about poetic analysis, but his discussion of twenty
frameworks of investigation (including diction, verbal patterns and
their functions and effects, comparative literary studies, and various
problems of interpretation in general) may equally be applied to the
prose genres.

Just as there are many general investigative frameworks from
which a work's meaning is analyzable, so are there many symbolic

conceptual frameworks in which a critic may choose to function.

17. Quoted by Shumaker, op. cit., p. 16.

18. Hyman, op. cit., p. 399.
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Hyman sees this quite clearly when he writes:
[The ideal critic] would investigate the whole prob-

lem of symbolic action. . ., what it does symbolically

for the [writer], what it does symbolically for the

reader, what the relationship is between these two

actions, and how it functions within the larger sym-

bolic structure of the total development of the author's

writing, or even larger symbolic moments, like a

literary age.
To this may be added the fact that a work's symbolic meaning is under-
standable-in quite dissimilar modes depending upon whether a physiol-
ogist, a metaphysician, or a sociologist is analyzing it. Each brings
‘his own set of preconditions for judging, his own peculiarly  oriented
educational experience, his own distinct method of looking at descrip-
tive passages and dialogic turns. The point is clear that there are
many frameworks from within which a critic may start out to discover
a work's symbolic meaning. The tendency, though, is for the individual
reader, or the individual critic, to seize upon a specific, certain mean-
ing and then claim universal validity for his discovery. Such a reader
or such a critic will say that his meaning fully characterizes the source
from which it is derived, that his translation has exhausted all other
- interpretational possibilities. Perhaps this deliberate restriction of a
work's meanin.g comes about because of a lack of critical imagination

or because of a lack of space, time, or both in which to think about and

elaborate more than a single interpretation. Probably the singularity

19. Ibid., p. 400.
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of approach arises from a one-sided field of interest, one whose sub-
ject matter provides the sole framework within which the critic is able
to function as interpreter. Whatever the cause, it is the alacrity in
reducing a work's symbolic meaning to a single interpretation, whether
based on a presumed manifestness of content, author's intent, or in-
dividual cr;tic's predilections, which is the frequent approach to nar-
rative and poetic content interpretations. 20 The inadequacy in criti-
cism of this nature lies not in the exposition of meaning, but in the
claim, whether explicit or implied, that the meaning offered is the
only meaning, or is somehow the '"best' or ""most acceptable' meaning
of the work. It is precisely such an approach which is rejected in this
dissertation. If symbols and symbol complexes (understanding ''sym-
bol" in either of the two definitions given in footnote 1) bore only a
single meaning (denotation or commonly accepted connotation), then
an interpretation of the symbol forms at any precise moment of fcheir
appearance would necessarily involve only the assignment of the prop-
er fixed explanatory symbols. Such, of course, is not the case with
literary works, susceptible as they are to the many interpretive pos-
sibilities suggested by Hyman and Shumaker, among others. 21 Mul-

tiple critical examinations in general, and multiple symbolic analyses

20. Shumaker, op. cit., Chapter 4,

21. Hyman and Shumaker, in their respective works cited
above, discuss the similar positions of other critics.
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in particular, produce multiple kinds of meanings. Each critic as-
sumes the task of elucidating, as best he may, the meaning or mean-
ings which he is able to uncover, working through the critical frame-
work he establishes.

No literary work can pe fully apprehended

and fully evaluated by the most intense, con-

certed, and persistent endeavor. The universe

of experience, which contains all we know or

ever shall know, is.continuous, and no frag-

ment of it can be cut free for separate examina-

tion unless there is preliminary agreement on a

set of arbitrary points. . . to mark off an area

within which one can pretend that the object is

self-sufficient, 22
Symbols and symbol complexes, arranged by the stylistics peculiar to
each author, have varied cognitive and emotive meanings in relation
not only to their placement within unique grammatical formulations,
but also to the emotions generated by the surrounding verbal struc-
tures. Even were it to be assumed that each writer constructs his
symbol patterns with the greatest care to convey just what he has in
mind, to chisel away all other peripheral meaning from his complexes,
to construct a work which expresses just the organic unity-of-meaning
he has in mind, the symbol complexes he selects and stylizes still in-
herently possess other meanings or other interpretational aspects--

aspects quite conceivably beyond the author's capability to comprehend

or intend.

22, Shumaker, op. cit., p. 28.
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In the first story of the Sub Sole collection, "El rapto del sol,"
Lillo begins:
Hubo una vez un rey tan poderoso que se
ensefiored de toda la tierra. Fué el sefior del
mundo. A un gesto suyo millones de hombres -
se alzaban dispuestos a derribar las montafias,
a torcer-el curso de-los rios o a exterminar a
una nacién. Desde lo alto de su trono de marfil
y oro,. la Humanidad le parecié tan mezquina que
se hizo adorar como un dios y estatuyd su capricho
como.lnica y suprema ley. En su inconmensurable
soberbia creia que todo en el universo estibale
subordinado, y el férreo yugo con que sujetd a
los pueblos ynaciones, superd g todas las tiranias
de que se §uardaba recuerdo en los fastos de la
historia. 2
This paragraph has a definitive or lexical meaning corresponding to
the accepted definition of the component words. But the symbol com-
plexes, the translatable meaning of the ideas contained in the words,
have no definitive meaning which may be ascribed to them. Only if it
were theoretically possible, in a single, momentary vision, to per-
ceive these idea complexes in every way in which they might relate to
and work in the infinite variety of human.thoughts and feelings, that is,
occurring within a state of full freedom rather than within the speci-
ficity of any single moment of individual perception, could there be an

- intuition of the totality of their potential meanings and emotive values.

In this case we would come to a generalized or non-specific awareness

23. Baldomero Lillo, Sub Sole (3rd ed.; Santiago de Chile:
Editorial Nascimento, 1943), p. 5. .
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of every way the symbol complexes making up the opening paragraph
of "El rapto del sol" could be felt and interpreted by any human critic.
Such a familiarity with the universal meaning of these symbols; prac-
tically impossible for us as.it is, is one instance of the totality of a
work's general meaning formulatable by Shumaker's ideal critic. Now
it is the critical consciousness of this infinite number of unfolding
interpretational possibilities, this theoretical goal of full interpreta-
tional grasp of symbol meaning, which awakens the critic's imagina-
tion, overcomes the provincialism of a single framework of investiga-
tion, and urges a critical apprehension both of conceivable differing
.meanings and of differing emotive qualities giving content to any col-
lection of symbol complexes. Rational and emotive symbol meanings,
meanings which proliferate, stand sharply apart from each other, com-
bine in an amalgamated form of double or multiple meanings, then
separate again into individual meanings grasped in differing qualitative
degrees of meaningfulness; the symbol-comprehension process is
analogous to the vision(s) of the manifold ways the x-number of a
kaleidoscope's pieces come together and separate on a continual turn-
ing of the viewer wheel,

I do not mean, in asserting the infinite number of meanings
. inherent within a symbol complex, totally to reject interpretive efforts
to get at author's intent or what the writer, as a historical and cultural

entity, proposed to do. It is true that if a specific meaning is not
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forthcoming to a reader or critic upon his perusing the work, then
that meaning is not "in the work, "' even though the author insists ever
so strenuously that he meant to put it there. 24 However, ignoring
author background and literary predilections:leads to a complete de-
historicizing of the work treated and, by extension, to the whole of
literature as a developmental and interrelational phenomenon. Yet it
is the case that always behind the search for "a'" meaning lies the
truth that the symbol patterns or complexes resist yielding to any one
ultimate - interpretation. Thus successive generations of critics. elicit
successively novel meanings from the same literary work. In saying
‘that symbols are "'self-transcendent, '’ Philip Wheelwright points to the
situation in which certain formulations of words yield fruitfully to in-
vestigations of their many and varied layers of meaning--layers (if
this spatial analogy is acceptable) perceived and understood through
the interaction of these word formulations with symbol corﬁplexes
(ideological groupings) drawn from other literary works, or from
philosophy, psychology, or whatever other discipline. 25 The critic's
task is to bring us through the symbolic meaning which. is most overtly

given in any work (that is, through the nature of the lexical meaning)

24. Wimsatt and Beardsley, op. cit., p. 4.

25. Philip Wheelwright, The Burning Fountain (Bloomington:
Indiana University Press, 1954), especially Chapters 2, 4, 5.
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to as many of the transcendent layers of meaning as he is able, or
wishes, to tréat.

The manner of approaching literature as.a transparent mechan-
ism to ever widening dimensions of cognitive and emotive reality is
two-fold: the apprehension of the individual work as presenting a
stylized view of a unique emotive and cognitive vision of the real or
‘idealized world, and the treatment of this work as a source analyzable
in terms of the critic;s prior conceptual knowledge or idea patterns
which have been evoked and modified by the stylistics and content of
the work he is _"’Ereating. The aim in writing interpretations is to pro-
vide differing insights into combinative symbol meanings, to lead ever
more deeply into the realm of potential or suggested meanings of
individual works, so that the sum total of all such interpretations may
afford patterns of meanings of ever wider areas of literary expres-
sion. 26 By extension, the ultimate reason for all literary syrx;bolic
analyses is to add to the wealth of meanings comprising the content not
only of literarily formed idea patterns, but also of the idea patterns
constituting all that is reality for us.

Accepting this discussion as the basis for symbolic exploration,

" it follows that there are two areas of interpretive possibility:

26. This position. is suggested by Arnold Isenberg in his excel-
lent analysis ""Critical Communication,' The Philosophical Review,
LVIII (July, 1949), 330-334.
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(1) The development of one perceived meaning lying behind
the specific symbol structuring.of a given work and,
(2) The imaginative discovery (and subsequent explication
or suggestion) of additional meanings or nuances not immediately ap-
parent within the perceived meaning discussed in (1) but suggested in
some way by it. Both processes develop from an initial understanding
.of the given, lexical meaning of the work, and both, extended as their
critical analyses may be, are interdependent. The meanings of (1) and
(2) augment, clarify, extend, and modify the modalities of meaning in-
herent within the analysis of each kind of meaning pertaining to the (1)
and (2) areas of discussion. Each literary work, created as it is
through the individual intellectual and sensitive power of a single ar-
tist, develops but a facet of the meaning lying behind its formative
symbols and symbol complexes. Yet behind this author-presentation
of a given aspect of reality lurks the universal or total meaning making
up the content of the symbols employed. Through the critic's suc-
cessive reading of the most diversified kinds of materials, he is able
to analyze for us increasingly wider perspectives of this universal
meaning.
Symbolic interpretation, if understood as developing and bring-
ing to consciousness in explicit form multiple meanings of reality, has
nothing to do with determining set individual meanings for literary

works of art. I am here suggesting a philosophy of symbolic analysis



22
which may mostvconveniently be labeled imaginative interpretation,
"imaginative' because of its.focus upon developing non-lexical mean-
ing, and "interpretation' because the analyses never function indepen-
dently of the work's total symbolic components. This form of analysis
permits a sensitivity for the shiffing of the symbols involved in any
work so that new patterns may be created from complexes whose ap-
parent meaning has been something altogether different for past
critics. Speaking concgptually one -can say that the residual, multiple
meanings inherent within symbol complexes that have been given cer-~
tain meaning(s) by the creating literary artist are revitalized by the
critic, sb that the complexes reassume at least some of their potential
meanings. Functioning in this way, the critic is as much creator as
was the author of the work he is examining. For the critic may well
come imaginatively to formulate analogies of meaning rich in emotive
force, and he may decide to combine ideas he had previously thought
to be non-relatable or mutually antagonistic. In this way his reading
~of a work may evoke patterns of meaning (differing -dimensions of
reality) which arise from the symbolic form of the work, but which are
not at all overtly within it. The whole process is that of analogous
synthesizing: ideas derived from different sources and expressed in
the most divergent modalities are fused, contrasted, interrelated, and
juxtaposed so that they form combinations of meanings which are ever-

shifting and ever-novel. This process of playing with ideas does not
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lend tacit support to a position which affirms:.that imaginative inter-
pretatioﬁ can meaningfully assert any viewpoint whatever. An
adequate interpretive analysis must take into account as many of a
work's constituent symbolic elements as possible; so that the result~
ing interpretation is a consistent ordering of all (or the very large
part of) the descriptive, dialogic, and stylistic peculiarities of the
given work. The imaginative interpretation approach must indicate
how it has arisen from, or been suggested by, the symbolic form and

stylistics of any work to which it is applied.



CHAPTER 2

i

SUB TERRA AND SUB SOLE: PHILOSOPHICAL

PARABLE AND MODERNISM

Lillo's situation in the development of the Chilean short story
. is clear. 1 Together with Luis Orrego Luco and Emilio Rodriguez
Mendoza, he brought into the autochthonous literature a preoccupation

with and an elaboration of social, economic, and political problems
which were the unforeseen consequences of the Pacific War (1879). 2
Lillo's concern, though, was not with the condition of generalized
malaise, nor with the nature of the confusion experienced in traditional
Chilean values, but with a very specific, single social problem: that

of the exploitation of the coal miners and of the horrendous misery of

their existence. Born in Lota (1867) and a resident of this mining

town for some years, he was able to infuse a realism born of

1. See Victor M. Valenzuela, Cuatro escritores chilenos (New
York: Las Américas Publishing Company, 1961), pp. 69-72. Also
see, Radl Silva Castro, Los cuentistas chilenos (Santiago de Chile:
Editorial Zig-Zag, n.d.), pp. 35-39; Fernando Alegria, Las fronteras
del realismo, literatura chilena del siglo XX (Santiago de Chile: Zig-
Zag, 1962), pp. 19-45, and Domingo Melfi, Estudios de literatura
chilena (Santiago de Chile: Editorial Nascimento, 1938).

2. Silva Castrg, op. cit. and Ruth Sedgwick, ""El mensaje
social de Baldomero Lillo, "' Memoria del segundo congreso inter-
nacional de catedraticos de literatura iberoamericana (Los Angeles:
no publisher, 1940).
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first-hand experience into his tales of suffering and degradation. The
misery of his fictional mine workers paralleled his own delicate,
sickly nature, and Lillo, the author whose principal keynotes.are sor-
row and compassion, died of consumption, that disease so suggestive
of the weak and piteous.

Stories exclusively of coal miners constitute his first and
greatest collection, the Sub Terra of 1904.
Los seis cuentos de Sub Terra forman
un desolado panorama. Hombres aniquilados
por la servidumbre se muestran aqui empefiados
en cumplir tareas que no les interesan, sélo
para llevar a sus chozos malolientes un salario
que apenas calmara las hambres, y cuando un
accidente viene a poner fin a la vida de un padre,
quedan abandonados sus criaturas y su mujer
entregada a la vagancia o a la prostitucidn. 3
In these stories, whose analysis would reveal a parable-like quality
closely resembling that of Sub Sole, there are no uprisings, no violent
outcries of the downtrodden; there is only description broken by very
-infrequent dialogue. Before a world which is irremediably hellish in
texture, Lillo cries out in hopelessness. One of his miners, a father,
in a moment of self-reproach for bringing his eight-year old son.to be-

gin life as a worker beneath the earth, is momentarily tempted to rebel

against a system and destiny he cannot control.

3. Silva Castro, op. cit., p. 36.
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Pero aquel sentimiento-de rebelidén que
empezaba a germinar en-él, se extinguié re-
pentinamente ante el recuerdo de su pobre hogar
y de los seres hambrientos y desnudos de los que
era el Unico sostén, y su vieja experiencia le
demostré lo insensato de su quimera. La mina no
soltaba nunca al que habia cogido y, como eslabones
nuevos, que se substituyen a los viejos y gastados de
una cadena sin fin, alli abajo, los hijos sucedian a
los padres y en el hondo pozo el subir y bajar de
aquella marea viviente no se interrumpia jamaéas. Los
pequefiuelos, respirando el aire emponzofiado de la
mina crecian raquiticos, débiles, paliduchos, pero
habia que resignarse, pues para eso habian nacido.’

The Sub Terra stories, filled as they are with negative ele-
ments, are not merely exercises in social realism, constructed with
descriptive components pathetic in the sordid ugliness of their natural-
ism. They are always more than descriptions of contemporary reality
motivated by a desire to arouse the passion for reform. Rather, they
veil a symbolic intent which, if carefully examined, reveals a univer-
sal perspective lurking behind the specificity of any given place and
time. By this I do not mean simply that the Lilloan protest is valid
for every mining community in which there is unbridled exploitation of
labor by management. When I say that Lillo's Sub Terra enjoys a sym-
bolic universal perspective, I have in mind the situation in which events
occurring to miners are really events occurring at least psychically to

all men, that the hell-like environment of a certain class is meant to

represent the environment of all men whatever may be their occupation

4. Baldomero Lillo, Sub Terra (6th ed.; Santiago de Chile:
Imprenta Moderna, 1953), p. 23.
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or social position. In this kind of symbolism, universal judgment
works through, and is captured by, the judgment of specific events and
specific times.

The stories which comprise Sub Terra

Son los primeros frutos que en Chile produjo la

lectura de modernos escritores extranjeros como

Maupassant (que dio la técnica y algunas lecciones

de estilo), Flaubert (que en algunos casos influyd

en favor de la propiedad en la descripcidn, el

cuidado del detalle, el amor al color local), Gorki

(que incliné a buscar en la vida humilde e irregular

los temas literarios), Bret Harte (que ensefié movilidad

y rapidez en la narracién), y en algunos casos Daudet

(que fué profesor de amor generoso a todo lo creado,

tanto como Tolstoy).
Lillo, perhaps, did not follow the work of all these men, but it is clear
that there is much influence of Zola's Germinal at work in the Sub
Terra collection. 6

Three years after the appearance of his realist mining tales,

Lillo published thirteen short stories which comprise the volume, Sub
Sole. Many of these stories had appeared separately in the literary
magazine, Zig Zag, one year before they were all gathered for publi-
cation under the Sub Sole title. In them Lillo abandons the mining

theme, whose contemporaneity had somewhat veiled the philosophical

quality of Sub Ter;ra, and sets out deliberately to write philosophical

9. Silva Castro, op. cit., pp, 35-36.

6. See Ruth Sedgwick, "Baldomero Lillo y Emile Zola, "
Revista Iberoamericana, VIII (Enero-Mayo, 1944), 321-328.
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parables. These parables are story-like devices whose-formativé
elements are so conceived and arranged that the development of the
plot is simultaneously the development and exposition of a particular
view of the world as a whole, and of man's relationship to himself and
to this world. The philosophical parable is the literary expression of

a Weltanschauung or world view, when "world" is frequently under-

stood to mean ''universe." Like the Sub Sole tales, philosophical
parables.in gereral are constructed with a language which is more or
less transparently allegorical. The particular symbolic components
(relationships, characterizations, and environments) are intended to
suggest the texture of all the objects belonging to the genus of objects
for which each symbol stands. In this way man becomes Man as an
abstractv whole concept; dialogue or monologue becomes the Word of
all mankind or of the divinity; story environment stands for the environ-
ment (the totality of the world ambiance)in which all relationships un-
fold and in which all persons, no matter how diverse in origin and
social background, interact.

Of the thirteen Sub Sole parables four are stylistically Modern-
ist, composed with the richest of imagery and set within exotic environ-
ments. The "Nieves eternas' is symbolically and imaginatively the
densest of the four, with the anthropomorphization of natural pheno-
mena and the metamorphosing of existential objects (the flower petals)

into the conceptualized essential spirit or primary manifestation of the
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ontological ground- of being. 7 The Modernist fables offer Lillo the
possibility of presenting the material world in its most alluring form,
and of aesthetically developing his theory of the necessary demonic
quality of finite (and, at times, divine) existence. Interestingis the
antithetical emotive atmosphere of ""El rapto del sol," "El oro, "

" and "Irredencién.'' The motif of human alienation

""Nieves eternas,'
from divine harmony is set in the Modernist bejeweled atmosphere of
color sensations, musical rhythm, fragrances and a general elegance
and exoticism. Rubén Dario's stories (Azul ..., 1888) are stylisti-
cally paralleled in these four Sub Sole tales. Both writers, through
synesthetic descriptions, create impressions through which "[uno
podia] pintar el color de un sonido, o el perfume de una estrella; en
otras palabras, el deseo de capturar el alma de las cosas. n8

The Modernist stylistic, the poéme en prose, is one aspect of

congruence between Lillo and the followers of Dario, N&ijera, and other
literary artists of the school of swans, blue lakes, aristocratic figures,
and fleurs de lis. But there is another similarity between Lillo and

the art-for-art's-sake Modernists. Beside an anguish common to the

Chilean writer and the great majority of Modernist poets and

® 7. Throughout this dissertation the term "ground- of being"
will he employed synonymously with "being-itself" and with "God."

8. Quoted in Valenzuela, op. cit., p. 83.



30
prosists, 9 there is a similarity in the persistent desires to capture
‘the soul of things, to inspire a knowledge (intuitive and rational) of
oneself, and to characterize the individual and his society. 10 Fairy
tale-like stories, such as those of Dario's Azul ..., are not neces-
sarily simplistic in content, and the subtlest philosophical ideas are
extractable from Dario's work just as they are from the fairy tale-
like stories of Sub Sole. Both Lillo and Dario (among other writers
of the day) struck at the universal through a suggestive, veiled form
of the fantastic. Color, light, music, effluviums, and efflorescences;
dazzling effects but serious, often ominous, conceptual overtones.

The remaining nine Sub Sole tales are realistic (sometimes
humorous) in nature, understanding by ''realistic'' the development of
éharacters and ambiances which are similar to types and situations
. indigenous to the couniry and contemporary with the time in which the

author is writing. But as in the Cervantine Novelas Ejemplares,

realism is only the chosen form--the accidental medium--through
which a very particular conception of the world and man is abstractly
developed.

As a brief note concerning Lillo's prose style, I shall say only

that his stories are more descriptive than dialogic, and that they are

9. See Max Henriquez Urefia, Breve historia del modernismo
(México: Fondo de Cultura Econdémica, 1962), pp. 17-19.

10. Valenzuela, op. cit., p. 83.
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composed with a marked simplicity of language. | Only in.the four
Modernist tales cited above does his language fill with adjectives, be-
cbming delicate, and colored. The Modernist influence '"sdlo repre=-
sentauna excepcién en la obra literaria de Lillo; lo permanente en él
es una prosa directa, sobria y sencilla a través‘de»la..,lc-:ual sobresale

. . P . . . 2 11
‘la intensidad dramiética y una activa imaginacién. "

11, Silva Castro, op. cit., p. 121.



CHAPTER 3
COLLECTION AND GROUPING OF THE STORIES

It cannot be established whether Lillo intended to present his
Sub Sole tales in any particular order. In neither the first edition
(1907) nor the second (1931) is there an accompanying prologue which
could throw light on this matter, and none of hié critics has had a word
to say about any relation of the stories to each other. Lillo had been
dead twenty years before the definitive third edition of Sub Sole emerged
(1943), the edition whose format has been followed in the succeeding
printings of the bopk. Further complicating a decision about any in-

"and

tended order is the fact that two of the stories (''La barrena'
""Cafiuela y Petaca'') appearing in the 1907 edition were omitted from
that of 1931, while the definitive format of the third edition includes
one story (''Irredencién') for some reason not contained in the 1931
collection. Finally, "La trampa, ' the last tale of the second edition,
was written by Lillo just before his death ('1923), and consequently did

not appear in the original Sub Sole volume. 1 These changes, however,

cannot obscure the fact that the first three editions share the great

1. For an analytical story listing of the first two editions, see
Silva Castro, op. cit., p. 120.

32
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majority of stories in common and that these stories are reproduced
in the same order (though this may be due to editor's-inertia rather
than to any critical intention). Further, and especially, the alterations
and additions, while perhaps suggesting a casual reuniting of stories,
~do not affect the polarity of stylistic alternation which characterizes -
‘each edition. The fantasy of psychical and my‘thical2 story setting
alternates on a one-to-one basis with tales whose environments are
-forms of a mimetically oriented quasi-realism. The apparently fan-
tastic and the apparently real establish a rhythmical accent which per-

sists through the collection, and which gives rise to the thought that
there may well have been a deliberate ordering of stories despite any
seeming fortuitousness. in their historical gathering. We may imagine
Lillo writing '"'Inamible'" and '"'La trampa'' with the same thoughts that
- inspired "El alma de la méquina, " ""Quilapdn, ' and the other'Sub Sole
tales. And we may, perhaps, ascribe to him a desire to relegate
"Cafiuela y Petaca' and ''La barrena'' to a future edition of Sub Terra

(that of 1931), and to substitute, as thematically more consistent with

2. ""Myth,'" as understood in this dissertation, refers to a
mode of allegory in which the action symbolizes primordial ideas
(destiny, human nature, raison d'éire, etc.) which have traditionally
preoccupied Western man in the different forms of his thought (liter-
ary, sociological, philosophical, psychological, etc. ), and in which
the characters are superhuman or suprahuman beings who do things
.that are fictional in nature. A myth is a stylized narrative whose con-
tent represents implausible or-abstract concepts and actions,. though
‘these concepts and actions always refer to (and are derived from) their
existential analogues.
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' I can find no critic

the other stories, ''Inamible'" and "La trampa.'
who has concerned himself with this possibility.
An examination of the 1907 edition indicates that the initial and
ultimate stories exemplify the fantastic-mimetic polarity evidenced
both in the 1931 and the definitive 1943 editions. "El rapto del sol" is
the first tale in all editions, while the last story is either "El vaga-
bundo' or '"La trampa. n3 It is reasonable to assume that if there is a
sharp similarity of form and content between these concluding tales,
each is interpretable as serving the same purpose in the Sub Sole
structure. Clearly, both are stylistically mimetic: their action un-

folds within a rural setting, and the atmosphere, at first glance, is

costumbrista. Both enjoy the verisimilitude of being possible time

and place occurrences. To the fantastic and abstract presentation of
generic man, his loss of Paradise, his pride, and the resulting world
condition of existential hell in "El rapto del sol, " there is opposed the

costumbrista, realistic portrayal of barbarism and inhumanity in "El

vagabundo'' and ''La trampa''; a barbarism and inhumanity which
parallels and continues the kind of human nature and world texture
developed in "El rapto del sol'" as an abstract intuition of the events
surrounding the mythical time of man's origin. In this way the fan-

tastic and mimetic--the mythico-psychical and the suggestion of the

3. B8ilva Castro, loc. cit.
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physically real, the actual--both encompass a vision of disharmony,
dehumanization of the race, and alienation. The affirmative conclu-
sion of "El rapto del sol," which appears to belie this statement, upon
close examination is stylistically vitiated by its dreamlike texture.
Lillo, standing in a demonic universe, has reached out for the alter-
native of salvation (if there is imbalance there can be balance; if there
is disorder there can be order). But his presentation is surrealis-
tically painted, and is as dehumanized as the negative setting from
which it arises. There are no personalities; there are only so many
anthropoid objects. The whole final moment of the story lacks the sub-
stantiality of an even possible reality. Only in this story does Lillo
introduce efficacious affirmative concepts; salvational and ethically
positive themes do not recur in the remainder of the collection.

The fantastic-mimetic polarity of the initial and ultimate stories
serves to enclose the other tales, and forms a résumé of their styles
and contents. Each story presents, with different emphases, God and
man before their own natures and before Creation: man alienated from
man and Creation; God alienated from man, Himself, and His own
universe. Frustration, condemnation, and abandonment are the themes
worked out on different conceptual planes which present themselves in
different perspectives. The demonic texture of existence is perceived
intuitively; it is formed through a psychical state, but the condition of

its coming to be a state of mind at all rests ultimately in the texture of



36
the real world perceived by the senses. Everyday life, in all its
moments and forms, is perhaps not as woefully sorrowful as it appears
in Lillo's presentation. But Lillo does not wish to present the texture
of living moments; his concern is to capture the essence of the demonic
sense of life, and he does this through,the metaphoric device of psychi-
cal intuition.

Finally, and these poin‘.cs will be clarified in the analyses of the
symbolic Sub Sole ambiances, "El rapto del sol" and "La trampa"
serve to enclose and summarize the other eleven tales in a way very
relevant to symbolic investigation. The initial story is a spiritual
history of generic man. Lillo's monarch is created humanity in all
the magnitude of its spiritual and intellectual potentialities; he is man
at the very beginning of human history, and his decisions symbolically
determine the course of action to which the race is committed. He is
the prototype, the mold in which successive generations are to be
fashioned. He is human destiny, more than any man, yet all men.

The soldier of "La trampa, " as a deciding God-man hybrid, also deter-
mines how men are to be treated and what they shall be obliged to
undergo. _“_T.he action of the final tale is the logical counterpart of the
action of the first. Both stories are adventures which partake of the
mythico-psychical and of an ultimate truth about the texture of exis-

tence. As the monarch moves within the dreamlike state of temporal
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duration4—-the enduring now--so the soldier speaks for a course of
action which will affect a class of men (Men, by extension) throughout
time. Time is present, past, eternally now. The world of feeling
(sensitivity and concomitant intuition) and being (sensation) touch,
part, and merge.

The groupings of the Sub Sole tales, as formulated by such re-
nowned Chilean critics as Gonzdlez Vera5 and Rail Silva Castro, 6 and
as dutifully followed by more contemporary writers on the Chilean
short story such as Victor Valenzuela7 and Fernando Alegria, 8 have
done nothing either to suggest the non-lexical, symbolic meaning of
the stories or the interrelationship of meaning patterns through which
an overall understanding of the collection may become possible.
"Mimetic' is the adjective describing or categorizing stories whose con-
tents reflect external referents or whose techniques reflect particular

modes of communication. "El remolque' and ""El ahogado'' are

4. This Bergsonian concept is defined and analyzed in Chapter
7 of Part One.

5. José Santos Gonzalez Vera, ''Baldomero Lillo," in
Baldomero Lillo, Sub Sole (3rd ed.; Santiago de Chile: Editorial
Nascimento, 1943), pp. 185-244,

6. See Silva Castro, op. cit., pp. 35-39.

7. Valenzuela, op. cit., pp. 69-92.

8. Fernando Alegria, "Introduccién a los cuentos de Baldomero

Lillo, " Revista Iberoamericana, XXIV (Julio-Diciembre, 1959), 247~
263.
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classified as maritime stories simply because their subject matter is
analogous to adventures which could occur at sea; "Irredencién, " "El
rapto del sol," "lLas nieves eternas, ' and ""El oro'" are said to be
wholly imaginary and fanciful because they mimic fairy tales;

"Quilapan,' "La trampa,' "En la rueda,' and ""El vagabundo' are

costumbrista or de ambiente campesino, because they mimic possible

occurrences characteristic of the countryside. "El alma de laméquina"

is categorized as a realistic semi-mining story (''semi' because, of
course, the action takes place above ground), while '""Inamible!" is
‘understood to be a mimesis of oral folk humor.

This grouping, quite apparently, tells us what we already know,
A more subtle classification would suggest the special nature of the
stories. Such a classification would underscore or strongly suggest,
in preliminary fashion, the modulating forms or perspectives through
which very similar thematic materials are developed. In this way each
of the tales, like each Cervantine exemplary novel, would be singled
out and presented, in the words of Joaquin Casalduero, ''como un cielo
mis transparente que el cielo que ven nuestros ojos, como un sol con
‘luz mas nuevo, como un hecho, en fin, digno de ser contado para ad-
miracién y espanta de los hombres. n9 The quotation is particularly

fitting because sky and sun are frequently occurring symbolic images

9. Joaquin Casalduero, Sentido y forma de las Novelas
ejemplares (Madrid: Editorial Gredos, 1962), p. 25.
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in the collection. It is also fitting because Lillo plunges us into a
"mundo maravilloso''--the same mythical world of intuition and univer-
sality of meaning (values) to which Cervantes alludes in the Prologue

to his Novelas ejemplares. 10

The Sub Sole stories may be interpreted as a unity through their
similar thematical structures and through the common ambient dis-
harmony which exists. in their ontological frameworks. But this identi-
ty of thematic content is presented in varying modes of narration, with
distinctive emphases placed upon the ways of understanding the mythi-
cal "'past.' Superficially, the stories are a mishmash of incidentals.
"El rapto del sol'" presents a mythicized, generic man, while "El
ahogado'' appears to deal with a forlorn young fisherman and his
strange adventure with a drowned man; "Irredencidén'' returns the
reader to an exotic world of fable and dream, while the following tale,
"En la rueda, ' speaks of a social environment similar to that in which
Lillo had lived. Fable and mimesis: ''Las nieves eternas''--fantastic
anthropomorphization of natural phenomena; ""Vispera de difuntos''--
abandonment and remorse, set within a probable Chilean town; "El
oro'--fantasy of a chase for a misinterpreted ideal substance; ""E1
remolque''--the return to the traditional maritime theme, a theme

this time culminating in a sacrifice; "El alma de la maquina'--realism

10. Miguel de Cervantes, '"Prdlogo al lector,' Novelas
ejemplares (Mexico: Editorial Porria, S. A., 1961)



40
dissipated by a lack of human substance and the vivification of a
machine; "Quilapin''--the Indigenous Novel tradition of suffering and

degradation; '""El vagabundo''--realistic costumbrismo tempered by the

mythical nature of a wanderer and an abrupt finale set in emptiness
and madness. And, finally, "'Inamible'" and "La trampa'--the fan-
tasy of humor which is more sinister than amusing and a picture of the
hard, regional life and its dehumanized, brutal nature. Beauty, the
magical quality of fantasy, the brilliance of forms which assume life,
all play against the sadness of differing adventures taking place in
"real life.'" Brilliance and shade; the imaginary and the mimetic; the
patently unreal and the fictionalized real: dual modes of conceptualiz-
ing which are stylistically polar and yet, as developed thematically
very similar. Joaquin Casalduero, speaking picturesquely of a simi-
lar dynamic il;lterrelationShip of many elements in the Novelas

ejemplares, writes:

Ese bullir dionisiaco produce aqui un
abultamiento, alli una curva que se

escapa, borbotonea en un cauce estrecho,
se embotella y remansa, estalla, por fin,
creando todavia su dinamismo mil formas
diferentes en la libertad de un aire limpido
y puro. No se sabe si esa fuerza es la que
ha dado forma al recipiente o si es el re-
cipiente el que ha creado esa fuerza, forma
y contenido inseparables. 11

11. Casalduero, op. cit., pp. 27-28.
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The following grouping of the Sub Sole tales may well be thought
to be artificial, but my intention is to suggest, in a preliminary way, |
the kinds of conceptual patterns which, intermingling as they do

throughout the whole collection, articulate the sensitivity of Lilloan

thought.

EDENIC MYTH, ORIGINAL SIN, 1. "El rapto del sol"
UNIVERSAL DISHARMONY 2. "En la rueda"
EXISTENT]’_AL ESTRANGEMENle 1. "Irredencién" :
IN HUBRIS!3 2. "El oro"

3. "EI rapto del sol'"14
ALIENATION OF DIVINITY FROM 1. "Las nieves eternas"
CREATION; NECESSARY DEMONIC  ,° romolque”
WORLD STRUCTURE T T

3. "Elalmadelamaquina
MAN'S DENIAL OF GOD; HIS 1. '"Visperadedifuntos"
CONFUSION IN A WORLD OF 2. "Quilapan"
SUBSTANCE ALONE; 19 3. "'Inamible'"
EXISTENTIAL HELL 4. '"La trampa'

5. "El vagabundo"

The categories only function to situate each story under the symbolic
theme most outstanding in that story's complex symbolic form. To a

very considerable extent, each story may be subsumed under any other

12. Aterm derived from the contemporary existentialist
theologian Paul Tillich; it will be defined in Chapter 5, Part One.

13. Another term of "theological art.' It roughly corresponds
to "pride' or ''self-elevation into the sphere of the divine. "

14. This story may fittingly be subsumed under either (or
both) of the first two groups.

15. A world whose nature is apprehended. in such a way that
its total reality is seen to be material in quality is a world of ''sub-
stance alone."
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category, since the thematic elements constitutive of the groups work

through the whole of the. collection,



CHAPTER 4
ONTOLOGICAL STRUCTURE

Lillo's characters, in varying ways, are asking a ques’cion.'1
But this question is not one of the sort commonly directed at another
person; its intention is not to elicit the kind of information which per-
mits a correlation of objects and thoughts necessary to the fulfillment
of the interrogator's desires. The Lilloan question does not occur at
any precise time, and it is not vocalized within a determinate situation.
Rather, the question is ontological and is either formulated in a more
or less conscious intuition or else lies just beneath the level of aware-
ness, at the base of all thoughts, feelings, and judgments, ready to
break into consciousness in overt or veiled form at any moment.
Analyzed conceptually (and for the purposes of this dissertation) it
contains two parts, though neither represents a thought or feeling

which is generically distinct from the other. The parts are: What

1. See Martin Heidegger, An Introduction to Metaphysics,
trans. Ralph Manheim (''Anchor Books'; New York: Doubleday and
Company, 1961), for the philosophical formulation and analysis of the
question of being and nonbeing. Also, for an even more technically
phrased discussion of this question, see Martin Heidegger, '"What is
Metaphysics, ' Contemporary Philosophy, eds. James L. Jarrett and
Sterling McMurrin (New York: Henry Holt and Company, 1954). See,
also, as a representative discussion of the question, Philip P. Wiener
(ed.), Leibnitz Selections (New York: Charles Scribner's Sons, 1951),

527 et seq.
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quality is there in the matérial world which evokes the intuition that
the world is not the totality of reality ? and, What is that to which the
first question points: what is being-itself ?2 This is the compound
question, the answer to which, in the materials of its formulation,
provides a knowledge of the ontological structure of the Sub Solean
world.

The ontological question is the first, ultimate, and most seri-
ous question that can be asked, and in the emotional state of the asking,
or in the intuition that it must be asked, all other existentia13 ques-
tions--among others, questions about particular matters of fact and
about adapting means to ends~-lose their priority of importance. As a

question reflecting a sudden concern for the nature and quality of

2. The usual forms in which the question is put are, ""Why is
there something rather than nothing?", and "What is being, what is
what js?'" See Heidegger, An Introduction to Metaphysics, chapter 1,
and H. J. Blackham, Six Existentialist Thinkers (New York: Harper
and Row Publishers, 1959), pp. 86-87 et seq. and pp. 45-47.

3. When employed in this dissertation, the term 'existential"
means ''pertaining to existence,'' existence being understood as em-
pirical reality in which man experiences an immediate apprehension of
himself in concrete psychological, sociological, religious, etc. situa-
tions. (Psychical intuitions are subsumible under the category of exis-
tential apprehensions because they occur in the state of existence, but
their contents are a combination of existential and '"trans-existential"'
data.) "Exigtentialist,' as an adjective, refers to a position related to
or derived from the various philosophies which, in sum, comprise
existentialism. These definitions are to be regarded as stipulated.
For a discussion of the ideological preoccupations of existentialism in
general, see Calvin O. Schrag, Existence and Freedom (Chicago:
Northwestern University Press, 1961), especially (in relation to the
purposes of this dissertation), chapters III, IV, V, and VI.
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existence in general,. it is evoked frqm within the questioner, as if a
memory containing the answer, present within the psyche from gene-
sic time, lurked in the subconscious and all men had to do was recap-
ture- it, returning to conscious level all the certitude of its contents.
In the interrogative moment, the self-sufficiency of sensual and ideo-
logical reality is seen tq be threatened by nonbeing, and all that before

was.certain and reliable loses the permanent quality of its substantial-

ity. 4

Lillo establishes the outline of his ontological structure-?the
ambiance in which the ontological inquietude of the psyche occurs--in
the very first story. The world is a profusion of objects which, though
subject to the modifications imposed upon them by time and natural
phenomena, are yet concrete and may be manipulated and controlled.

Lillo's monarch, generic man5 in the regality of his power, stands

within the world and, initially, dominates the whole morass of objects

4. This statement does not suggest that the being of existential
reality is questioned. While material phenomena are concrete, in the
interrogative moment this concreteiress is qualitatively devalued before
the idea of being-itself or of the sustaining ground of being which
creates and sustains phenomena but is not wholly reducible to phenom-
enal appearances.

5. Generic manis the human prototype, the mold in which all
succeeding men (the race) are cast. His psychological features and
tendencies are faithfully reproduced in all men. In theological terms,
men are iconic parallels of the Adam figure: they emerge from an ini-
tial period of potentiality and dreaming innocence into a world in which
they are estranged from the ground of their being. See chapter 5 of
this dissertation for an analysis of the theological formulation of the
generic man motif,
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constituting the world. Believing "todo en el universo estdbale sub-
ordinado, " his immediate vhypothetical consciousness (that Kantian-
type awareness concerned with adapting means to ends) enjoys the
objective certainty in which it moves; in laying hold of objects, the
monarch experiences no anxiety concerning the texture of his world.
He is certain that his sense perceptions in fact correspond to a reality
before which "every form of [his] subjectivity has no standing\and is
dissolved. "® He experiences no anxiety about the solid objectivity of
his world simply because he has interpreted the content of sense per-
ception as containing the totality of universal objectivity.

Yet there is something incomplete in the attitude that the ap-
parent is the ultimately real. The Lilloan monarch, as supreme
manipulator of the tangible, is unable to restrict the meaning of his
‘life to the concrete. In a dream he encounters ''un estanque profun-

disimo, ' a world of objects metaphorically immersed in the water

6. Quoted from Karl Jaspers in Blackham, op. cit., p. 45.
The paragraph surrounding this quotation reads: '. .. Objective
knowledge of what is [in the world] . .. is assumed by many to be
the whole ambition of human thought, because it is assumed that there
is nothing which is not given in stable objects registered in the human
mind in representations which in logical order are universally intelli-
gible and communicable. Therefore science is the measure of all
things. ... The quest for certainty is supported by the fear of liberty;
for the anxieties and risks of personal responsibility and decision are
escaped if all can be reduced to a necessary and universal objectivity
«...'" Jaspers.does not admit that science is the ""measure of all
things.'" For a discussion of Jasper's reaction to the assertion that
reality is limited to the phenomenal, see Blackham, op. cit., pp. 45-
65.
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of life, but a world whose objects, unlike concrete terrestrial phenom-
ena, derive existence not, seemingly, from somewhere within the
matter of their own solidity, but from an object (''pez que parecia de
oro'') whose magical emanations sustain them. In less than two pages,
Lillo establishes the primary dichotomy of the Sub Solean ontology:
there is the world of objects, a world which, itself, is an object, and
there is.an emanative force which, while stylistically objectified, is
qualitatively sui generis, being something wholly different from the
‘phenomena which it supports. Generic man becomes intuitively aware
of ontological duality in a moment in which natural phenomena lose
their self-sufficiency (their solid quality) before a reality which they,
themselves, do not sustain or constitute, but to which they point. The
marvelous fish of the generic intuition7 is not wholly separated from
the diverse structural phenomena of being: source and objecfs com-
prise the ""estanque profundisimo.'" One element is inseparable from
the totality of all elements which surround it and reflect its light.

Generic man's question and answer come wholly from within

the psyche, and the act of questioning is not a fleeting, subsconscious

7. Generic intuition is the perceptive moment in which the on-
tological question is formed. We may speak of the intuition as generic
in the sense that it logically precedes all questions about existents (i.
e., How can we know that anything is if we do not know what being is?).
The intuition is also generic in the sense that its content remains the
same . for all men, involving as it does, the quality of phenomena. All
men stand within the question of the nature of existential reality, and
all questions branching from that central question proceed as if men
knew the answer to that central question.
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process. Lillo's monarch, as well as the diverse Lilloan personages
and personifications, are directly aware of their coming to grips with
the problematic quality of material phenomena. This '""coming to grips"
‘is possible and necessary for them because, as Lillo perceives, the
-ego drives toward transcendence8 of every environment. Unlike the
brute living in perpetual immediacy within a given ambiance and mov-
ing instinctively or in the passivity of automatic, instantaneous response
to any set of stimuli, man-in-general is simultaneously a creature liv-
ing in a world, and.a creature who has a world as a conceptual field.
His world, not the sum total of the structural manifold which is always
beyond a particular vision,. is a unity of manifoldness, a field which be-
comes a conceptual structure in the moments of synthesizing its mean-
ing. The theologian Paul Tillich presents the situation succinctly .

If we say that man has a world at which he looks,

from which he is separated and to which he
belongs, we think of a structured whole even

8. '""Transcendence' is a philosophical and theological term of
art which is complex in its varied meanings. In this dissertation,
"transcendence'' refers both to the psychical process of standing before
‘and moving through the world, seeing its manifoldness as a cipher (or
ciphers) through which being-itself becomes "known, " and as the con-
tent of the intuition, itself. Affirmative transcendence is that intuition
yielding the image of past harmony, dreaming innocence, and cipher-
quality; negative transcendence is that intuition yielding the image of
world demonism, cipher destruction, and the loss of harmony and
innocence. Karl Jaspers employs the term ''transcendence' to mean
being-itself. See Karl Jaspers, Way to Wisdom, trans. Ralph
Manheim (New Haven: Yale University Press, 1964), chapter III. For
a theological use of the term ''transcendence' see Paul Tillich,
Systematic Theology, vol. I (Chicago: University of Chicago Press,
1951), pp. 237-263..
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though we may describe this world in pluralistic
terms. The whole opposite man is one at least
. in this respect, that it is related to us perspec-
tively, however discontinuous-it may be in itself.
Every pluralistic philosopher speaks of the
pluralistic character of the world, thus implicitly
rejecting an absolute pluralism. The world is
the structural whole which includes and trans-
cends all environments, not only those of beings
which lack a fully developed self, but also the
environments in which man partially lives. As
long as he is human, that is, as-long as he has
not "fallen''-from humanity (e.g., in intoxication
or insanity), man never-is bound completely to
an environment. He always transcends it by
grasping and shaping it according to universal
norms and ideas. Even in the most limited
environment man possesses a universe; he has -
a world. Language, as the power of universals,
is the basic expression of man's transcending his
‘environment, of having a world. The ego-self
is that self which can speak and which by speaking
trespasses the boundaries of any given situation. 9

Prototypal man is not merely permitted to intuit the ontological
question; 10 he is obliged to do so because of his power to abstract
concepts (especially that of the world as a unity of manifoldness) and
to sense qualitative differentiae inherent in substances; ideas, and re-
lations. Man uses things, as the Lilloan monarch exemplifies; but he
inevitably realizes, in the intuitive moment of asking and answering

the ontological question, that he is not a thing, though he shares the

9. Tillich, op. cit., p. 171.

10. Although there are several formulations of this question,
all of them, I believe, may be reduced to one, i.e., Is there (or must
there be) something more to reality than the sum total of human per-
ceptions and sensations?
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-thing-ness quality of finitude. In the moment of ontological inquietude;
~ he stands outside of thing-ness and thus beyond the rigorous external
determination or control which the phenomenal manifold exerts over
concrete, particular substances. In his power of intuitive concep-
tualizing, in the moment of transcending the.immediacy of his environ-
ment, he has escaped the danger of living as: if structural phenomena

were the ultima thule of all that is real. Man. is driven to ontological

inquietude because he is able to look beyond the limits of his own be-
ing and of every other being.

Lillo's monarch abandons the concrete world in which he lives
and over which he has exercised dominance to pursue a qualitatively
different mode of being. The cause of his abandoning belief in world
solidity is his confrontation with the threat of nonbeing, 11 the threat
that his dominant position will be swept away together with material
phenomena in the movement of time. A realization or intuition of the
finite threat of nonbeing prenecessitates an awareness of a different
mode of being (the sun or golden fish of "El rapto del sol"), a prior
‘transcending of structure to potential infinity. Understanding that the
lesser is the lesser prenecessitates an understanding of a greater as

greater.

11. "Nonbeing" is the classic term which introduces the sub-
ject of ontological inquietude in Martin Heidegger's writings. For a
recent philosophical analysis in Spanish of the Heideggerian philosophy
of being and nonbeing, see Octavio N. Derisi, El Ultimo Heidegger
(Buenos Aires: Editorial Universitaria, 1968).
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The process of self-transcendence carries a
double meaning in each of its moments. At
one and the same time it is an increase and

a decrease in the power of being. In order to
experience his finitude, man must look at him-
self from the point of view of a potential
infinity. In order to be aware of moving toward
death, man must look out over his finite being
as a whole; he must in some way be beyond it.
He must be able to imagine infinity; and he is
able-to do so, although not in concrete terms,
but only as an abstract possibility. The finite
self faces a world; the finite individual has the"
power of universal participation; man's vitality
-is united with an essentially unlimited inten-
tionality; as finite freedom he is involved in an
embracing destiny. All the structure of finitude
-forces finite being to transcend itself and, just
for this reason, to become aware of itself as
finite, 12

The power inherent within all men to come-to an awareness of infinity,
to stand in world transcendence, is an expression,

. . » of man's belonging to that which is beyond
' nonbeing, namely to being-itself. The potential
presence of the infinite (as unlimited self-
transcendence) is the negation of the negative
-element in finitude. It is the negation of nonbeing.
The fact that man never is satisfied with any stage
of his finite development, the fact that nothing
finite can hold him, although finitude is his des-
tiny, indicates the indissoluble relation of every-
thing finite to being-itself. Being-itself is not
infinity; it is that which lies beyond the polarity
of finitude and infinite self-transcendence. Being-
itself manifests itself to finite being in the infinite
drive of the finite beyond itself. But being-itself
cannot be identified with infinity, that is, with the

12, Tillich, op. cit., p. 190.
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negation of finitude. It precedes the finite, and
it precedes the infinite negation of the finite.

In intuiting that there is a question to be asked about world
structure, in striving semi-consciously for the totality of knowledge
(the Lilloan monarch attempts to capture the source of all that exists),
generic man stands before his world in a state of psychical and emo-
tional anxiety. That the Lilloan monarch strivés for the material un-
real indicates his anxiety (not fear)14 before the adequacy of the real.
Before a feeling that the world in which they are living is inadequate,
the Lilloan characters entertain, in varying degrees, a feeling of
dread. The material background loses its sharpness of outline, and
blurs through the stylistics of irreality, fantasy, and surrealism. The
monarch searches through non-space in a non-time, the young fisher-
man of '""El ahogado'' passes from a world familiar to him to a fantas-
tic one of motion, terror, and shipwreck, '"como si sofiase despierto."
The princess of "Irredencién'' experiences an anxiety (foreshadowing
her condemnation) within the psychical intuition of a dream. Cenizo
and Clavel, the antagonists of ""En la rueda, ' find themselves eternally

embroiled in a nightmare of bloodshed from which they cannot benefit,

13. Ibid., p. 191.

14. For a discussion of the difference between anxiety and
fear as these terms relate to ontological anxiety, see Heidegger,
"What is Metaphysics, ' pp. 448-458. Also see Schrag, op. cit., pp.
67-71, and Tillich, op. cit., pp. 186-192.
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but to which they are irrevocably committed. The "mujer de negras
ropas'' of "Vigpera de difuntos' passes from a dream in which anxiety
predominates to a nightmarish generic world whose texture is mat-
erially and emotively that of her dream. Quilapan, believing that the
materiality of earth is ultimately divine and sustaining, ends in anguish
and death when he discovers that the chthonic is not the real. The men
of '""El oro' pursue being-itself as they pursue other desired substan-
ces, and then perish, commingling their forms with lifeless substance.
The wandering beggar, generic man again (though psychically polar-
ized), endures the anxiety of being unable to propagate the content of
transcendence, while in ""'Inamible'" and '"La trampa' the demonic
nature of a humanity ignoring (living without) transcendence is charac-
terized in boi;h the comic and the tragic modes. The dread of Lillo's
characters--figures which are simultaneously personifications of onto-
logical inquietude and generic figures whose preoccupation with reality
is a common characteristic--is an anxiety that cannot be localized or
explained in terms of momentary personal crises or in terms of cir-
cumstances which appear to threaten them; everything in the world
which we may imagine to be of interest to them is ignored before the
moment of anxiety. Paraphrasing of Heidegger's conceptualization of
dread, Blackham writes:

When [they] see that it is nothing in the world

that inspires this dread [they] see that it is the
world itself as such: what inspires [their] dread
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‘is [their] recognition of what it means to-be~in-
the-world, when [they] see this in.its:totality
and not merely in the perspectives of [their]
particular preoccupations. Dread withdraws
[them] from [their] preoccupations, encloses
[them] in a solitude where [they] are forced
[to encounter the insubstantiality of material
phenomena or the world as a particular
existent]. 19

Anxiety, as a mood or state of mind represents the transfiguration of
the conceptualized fact of ontclogical inquietude into the soul enfolding
truth of an emotive situation. The apprehended fact of world finitude

is the raison d'étre of the ontological question, but the truth that a

question is being asked, consciously or semi-consciously (feeling of
anxiéty), is. represented by the stylistic characterization of the texture
of that anxiety. Lilloan (and existentialist) fear that what appears sub-
stantial and to be of intrinsic worth is really threatened by nonbeing is
the fear of total annihilation sensed by fallen genesic man and by all his
successors. Awareness of nothing or of nothingness, represented
variously in the majority of the Sub Sole stories as darkness, storm,

- lack of purpose, vertiginous drifting, anonymity, and aloneness is not
"merely a notional negation, not-anything, and thus the counter-concept
opposed to being-~itself; it can be experienced and is itself the source

of all forms of negation and negativity. n16

15. Blackham, op. cit., p. 94.

16. Ibid., p. 104.
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In the aloneness experienced by the Lilloan characters, the

intelligible world constructed by personal observation and synthesis,
that world in which all men may feel safe and at home, loses its solid-
ity and men are left:

. « « plunged back into the sheer 'is-ness' of what

is, his ship on which he is riding and voyaging

["El ahogado'] disappears.in the night and he

-finds himself in the deep waters and tastes their

saltiness. This is an experience of brute exis-

tence denuded of meanings, the high-tension

power of raw actuality; it uncovers the marvel-

ousness of pure 'is-ness; ' Contingency, which

reason covers up, and is therefore, a revelation

of Being, and renews the wonder of philosophy

and gives a new impulse to the why of science.

Nothing does not cancel Being but familiar forms

of Being, and therefore puts Being again in
question.

The symbolic form of Sub Sole, presented stylistically through
the movement of wandering and searching, and through the solitariness
of personages moving away from the contemporaneity and familiarity
of their world, is explicable, in general terms, through this ontologi-
cal experience (or questioning) of Nothing, that experience which both
eclipses the intelligible world and plunges the psyche into a confronta-
tion with the nature of objectivity. This precise moment, expressed
~in the symbolic form of dream, remembrance, surrealistic fantasy,

or extreme inquietude, is the moment of world transcendence.

17. Ibid.
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The equivocal symbolic form of the contents of the Lilloan
ontological intuition points to the non-objectifiable nature of the quali-
tatively higher mode of being which "stands'" transcendent ''above'
structural phenomena. This is to say that each story in which onto-
logical anxiety is the central motif presents the content of the intui-
tive moment in a different way, emphasizing the impossibility of de-
fining the object of the transcendental experience in concrete (objec-
tive) terms. Man does not pass.from one definable structure to
another, qualitatively higher, structure _whose nature is equally de-
finable. In his moment of transcendence, the monarch of "El rapto
del sol'" perceives "un estanque profundisimo, en cuyas aguas ...
vié un extraordinario pez que parecia de oro' surrounded by "'una
infinidad de seres: peces rojos ... de purpura, crustéeeos.lde.vtodas
formas y colores, rarisimas algas e imperceptibles dtomos vivientes. "
But these are not "what' he saw; they are symbols for qualitative
modes of being, the highest of which is the golden fish. They are ab-
stractions, not concrete objects to be intuited. Lillo strongly suggests
.this when, a paragraph later, he causes his monarch to ask for an
explanation of the dream's contents. Generic man knows thai;, as an
existential creature, he can apprehend the content of transcendence
only in objective terms. The answer he receives, coming from with-
in his own psyche, translates one metaphoric set into another. '"-;Oh,

divino y poderoso principe!, la solucién de tus suefios es-ésta......"
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Ciearly, the sun, a personification which, itself, compounds the ir-
reality of the situation,. is not the objective conteﬁt of the transcénden-
tal intuition; it, too, is a symbol for the qualitati;vely highest mode of
being. The mythological character of the remaining elements of the
story's symbolic form, as well as the dissolution of world structure
following imprisonment ?)f structure's sustaining force, emphasize the
qualitative superlativeness of the intuition's object.
In "El ahogado'' the young fisherman encounters transcendence
‘in the nightmarish vision of a floating corpse. Instead of his ontologi-
cal anxiety directly leading him to a vision or, perhaps better, to a
sensing of another, non-objectifiable level of being, that anxiety guides
‘him, by indirection, to a negative vision of what being-itself has be-
come in a demonic world. ''Recogido en.si mismo' with '"una mirada
de intensa melancolia, ' his mind passes through a memory of past
time, and he looks deeply into the -ocean on which his skiff is afloat,
an ocean whose waters become for him ''méis y méas transparentes."
The symbolic form is that of a memory of paradisal time, the loss of
this paradise, and the alienation, in original sin, of man from himself.
The corpse is the reflection of man himself; the young fisherman sees
_ himself as he is, as.all men have been from mythical, genesic time,
alone in a world of structure, sensing that there is somewhere a
hikher, sustaining mode of existence but unable to find it. The content

of the transcendental moment in "El ahogado' is the inverse of that of
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""El rapto del sol.'" But the symbolic form of both emphasizes the
fleetingness of the gossamer being-itself which sustains the phenome-
nalfield but is never capturable within it.

In "Irredencién' a dream again forms the stylistic medium by
which we encounter transcendence. Lillo's princess, the ever-
recurring generic man motif, stands before the mythical divine and
demonic figures suggested by the Judeo-Christian mythos., But these
figures do not serve as objectifiers of being-itself; they are merely

. abstractions for the psyche which issues an ontological self condem-
nation for man's. inability to sense and respond to being-itself. Lillo
continues to indicate that this mode of existing is approachable, but he

-is careful not to suggest what it is or that it is a "what' at all.

"Vispera de difuntos, '’ the story crystalizing the symbolism of
existential and psychical hell, offers a translation of transcendental
being into the quasi-ethical concept of ww or spiritual love. The
"mujer de negras ropas'' senses, in all the bitterness of her memory
(the "past~time' motif usually symbolizes the mythical, paradisal
"time'" of humanity before its actualization into the world of good and
evil), that she had failed to respond to being-itself and now suffers the
consequence of living as a dead thing in a dead world. But the sym-

bolization of transcendental being in terms of agape is metaphorical.

18. See Paul Tillich, Systematic Theology, vol. II (Chicago:
University of Chicago Press, 1957), pp. 29-44.
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Love, as a symbol for God even in the Christian. tradition, is a patent
metaphor: an act or quality is an attribute of substance or concept; it
is not substance or concept itself.

"El oro" symbolizes human transcendence in the form of a pur-
suit of being~itself, the nature and quality of which is misunderstood
by men.in the precise way that nature and quality were misundeé'stood
by the monarch in "El rapto del sol." The identity in symbalic form
allows us to consider "El oro' as a restatement or reprise of ".El
rapto del sol," even though the former is lacking the apparently affir-
mative conclusion of the latter story. Transcendental being is the sun
ray, a symbolic doubling of the solar disk appearing.in ""El rapto del
sol." But even more-than does the disk, the golden ray stresses the
intangibility of the highest ontological concept. Man intuits, pursues,
but cannot (at least in the Lilloan world) come into possession of
being-itself.

Generic man, after the loss of Paradise, is earth-bound, a
chthonic creature whose reality is that of the structural world. But
while that mythical generic figure, not yet a man, but already an. in-
dividual, enjoyed paradisal Edenic harmony, he was not limited {o
structural phenomena as the whole of reality; he had yet to become an
object, no matter how powerful, in a world of objects. This paradisal
state of becoming is the archetypal mythos which Lillo symbolizes.in

-those stories involving a memory of past time--a past whose events
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are to a greater or lesser degree vague but persistent, and whose
temporal duration is equally indefinite. In "Quilapan" we find an
Indian; a man of the earth, '"con los codos en el suelo y el cobrizo y
ancho rostro en las palmas de las manos, " thinking, dreaming. His
"nebulosa alma de salvaje'' contains !"vagos recuerdos de tradiciones,
de leyendas lejanas que evocan en su éspiritu la borrosa visién de-la
imprisoned within structural phenomena. To him the earth is the ul-
timate mother, the source of life. Like the fisherman of "El ahogado'
he must come to transcendence negatively. Instead of intuiting the
affirmative, generative efficacy of transcendental being, he discovers
it by indirection through the dissolving texture of the world about him.
Before the acidic quality of finitude Quilapan finds that the chthonic
mode of life is . a way of death within the meaninglessness of imperson-
al substance.

The vagabond ("El vagabundo'') is the symbolic psychical state
of man capable of transcendence or of standing on its threshold. Like
the Clavel figure of "En la rueda, " afigure which the vagabond symbol
echoes and extends, Lillo's wanderer has been plunged, through his
rejection of Paradise,into a world whose texture evokes ontological
anxiety. Unlike the Clavel abstraction which is pure impetus toward
transcendence, the vagabond attempts to convey the possibility of (or

awareness of) transcendence to that polar half of man which is
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controlled by the senses. But rather than an intuition of being-itself,
the vagabond attempts to recreate in men-the texture of the sensation
of standing transcendentally; his message is phrased. in ethical con-

cepts and suggests a mode of via purgativa as a transitional medium

by which humanity may move from materiality to what lies behind it.

The transcendental moment of '"'Inamible!" is stylistically im-
personalized. All of the characters stand within it, but none isdirect-
ly - aware of it. Being inexorably tied to world structure, none can
see beyond the immediate. In this story Lilloan transcendence is of-
fered to the reader throughthe "interstitial'' means of description. But
the quality of this.indirect transcendence is always vague; we would
easily miss it if we had not been. aware of its working through all of the
preceding stories.

Finally, in "La trampa, ' there is an.intuited anguish before the
‘impossibility of an affirmative transcendence. Again, the substance
of the intuition is non-objectifiable.

Objective phenomena and psychica} potentiality (capacity) for
transcendence constitute two interrelated modes of existential being.
Both are media through which one may approach non-objectifiable
‘being-itself, or that encompassing reality from which all entities, all
thoughts, and all relationships arise and in which they all retain their
reality. The sun, sun ray, water drop, divine, and Christological

figures appearing in many of the stories are never the objective
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contents of intuited transcendence; they are only symbols of the encom-
passing reality Which, as.it were, enfolds the whole of the intuitive
-moment. Even in the Lilloan divine dramas, 19 the divine and Christo-
logical characters, for all their apparent solidity, are but metaphors
.for-the intuition of universal demonism. God or being-itself represents .
-the Lilloan intuition of the state of existential affairs, and is never an
object to which, for example, the Lilloan anthropoid abstractions may -
direct either prayer or imprecation. Being-itself is variously trans-
lated as the contents of ethical of ethically resembling propositions,
such as those expressing world -harmony or those articulating a means
of realizing such a harmony or spiritual benevolence (''El rapto del
sol, " '""Vispera de difuntos, " '""El remolque, " "El vagabundo, ' and
"La trampa'). Being-itself is also symbolized negatively in terms of
- its alienation from creation, its aloofness from man's grasp, its im-
potency in sustaining and comforting mankind, and/or its total incom-
patibility with its emanated field. ("El ahogado," "Irredencidn, " "En
‘la rueda, " ""Las nieves eternas," "El alma de la maquina, " "Quilapén, "
"El vagabundo,' '"'Inamible'" and "'La trampa'').

Negatively or affirmatively portrayed, the reality of being- .
itself stands as the focal point in the Lilloan stories. This, of course,

must necessarily be the case since Lillo's world exists only by standing

19. Those stories whose symbolic form is that of divine aliena-
tion from the world.
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within and from the ground of being, resisting nonbeing through an in-
herent power to be. Being-itself is beyond essentiality (i.e., the pre-
actualized state of being a thing) and existentiality (the state of being a
form or a manifold of forms). Philosophically, being-itself is Nothing;
it is beyond What-is—in—totality (Hinaussein). 20 As Nothing (and this
Heideggerian conception emphasizes Lillo's non-objective content of

- the transcendental moment) being-itself is not anything that "is" at all.

Nothing occurs neither by itself nor
"apart from" what is, as a sort of
adjunct. Nothing is that which makes the
revelation of what-is as such possible for
our human existence. Nothing not merely
provides the conceptual opposite of what-
is [phenomenal ground, ideas, relationships]
but is also an original part of essence (Wesen).
It is in the Being (Sein) of what-is that the
nihilation of Nothing (das Nichten des Nichts)
occurs. . . . Nothing ceases to be the vague
opposite of what-is: it now reveals itself as
.integral to the Being of what-is.

Pure being and pure nothing are thus one and the same '"'thing."

As ground for and in all things, being-itself transcends the mere
-fact of its immanence in all things. But one of the symbolic difficulties
‘in reading the Sub Sole stories is that in those tales whose symbolic
form arises from a Lilloan anguish before a world sensed to be de-

monic, the divinity does, in fact, become mere immanence. In '"En

20. Heidegger, '"What is - Metaphysics," p. 454.

21, Ibid.
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la rueda, ' ""Las nieves eternas,' ""El remolque,' "El alma de la

maquina, " "Quilapin, "

and "El vagabundo, " the divininity is portrayed
(symbolically beneath the fagade of fantasy) as a discrete; universal
essence (in '""Quilapédn' he is the earth itself), as the form creating and
sustaining form, and as a being that has poured all its creative power
‘into a system of forms. He is no longer the power (being-itself) sus-
taining creation. This alternative mode of conceiving the divinity is
achieved through the splitting of theA divine (now conceived as a per-
sonality) into a psychical polarity. One element of this polarity re-
mains immanent in the world as the power of being behind phenomena;
the other element withdraws into itself as pure being-itself. In the
latter attitude the Lilloan divinity stands back from the world and con-
templates it much as an amputee might regard his severed limb in de-
tached objectivity. Splitting psychically away from the world of which,
necessarily, it is an integral and indissoluble part, being-itself can and
does psychically reject the situation in which it is bound to the finite
and spatio-temporal character of the universe. Self-alienation,
understood as the rejection of personal responsibility, necessity, and
essential purpose, occurs either in a philosophically or a theologically
oriented form. These two stylistic possibilities, merging as do the
other symbolic elements common to the Lilloan world, express the
duality characterizing Lillo's preoccupation with reality. Lillo stands

..in conceptual wonder before the anxiety of being and not being, but he
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also stands emotionally before the possibility of the existence of a
compassionate deity, one which may sustain and guide man through a
world whose essential nature is demonic.

Being-itself must, in some mode, be presented conceptually.
Even though we, as readers, believe that Lillo does not intend to
translate the divinity in terms of an ethos of harmony, a father figure
(""El remolque"), judge ("Irredencidén''), a machinist (""El alma de-la
miéquina''), or whatever, we do come to participate in Lillo's feelings
about the divine through the varying ways he seems to be portrayed.
But the fact is that being-itself is more vision that object, more intui-
tion than insight. The material manifold--~ the Lilloan world--points
to this intuited nebulous concept; finitude and the threat of nonbeing
drive the psyche to it. In ""El rapto del sol' the Lilloan monarch
starts with phenomena and moves toward and into transcendence. He
is the manipulator of the existentiaily real, but the objects he manipu-
lates contain a quality which works upon his soul, driving it toward
being~itself. In '"Irredencidén'' the princess observes and manipulates;
. in fact she inundates her senses with the multiple qualities of the peach
blossoms. Both figures luxuriate in manifoldness, but both are led by
the manifoldness into transcendence. Those remaining stéries whose

symbolic forms develop the generic man-before-being-itself motif are

22, For an analysis of the different modes of divine characteri-
zation, see Tillich, Systematic Theology, vol. I, pp. 211-235.




66
varyingly stylized reiterations of this mutual situation. Lillo treats
.the phenomenal world as so many reflections or so many instances of
being-itself. It is as.if the divinity perpetually assumed magks, adop-
ting as many fagades as there are individual objects. In this way
Lillo's figures are led both to see the real object (fagade) and to intuit
or glimpse the sustaining ground behind it. This theme recurs:in all
the tales except the ''divine dramas, ' and the stylistic devices por-
traying it will be pointed out in the individual story analyses.

If material structures are fagades which lose their opaqueness

'in the transcendental moment, we may say that, ontologically, they are
the ciphers of being. Lillo's symbolism at this point anticipates the
theories of the contemporary German existentialist philosopher, Karl
Jaspers. Both offer a conceptualism in which God is simultaneously
. revealed and hidden in the world, and both wish us to understand that
no "effort to see [the divinity's] face can be finally successful nor
finally baffled. n23 Intuitions are fleeting; materiality leads us too
easily, through the very solidity of its definiteness, to see and accept
its structural fagades as containing all the reality inherent in:it.

One might perhaps say that the condition

of looking steadfastly upon [the divinity's]

face is.continually to lose sight of it. Life

is like that: its vitality withers unless.it

. is perpetually renewed, and so soon as it
. is seized in one form it slips into another,

23. Blackham, op. cit., p. 59.
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-even.the opposite; so that paradox-is the
least inadequate formulation. Nothing is
safe, once for all. . . . The world is, so to
speak, a secret text which can never be
translated into public language. It is only
intelligible to personal existence and can
only be deciphered by each for himself,

"I live with the ciphers. I do not understand
them but I steep myself in them. All their
‘truth lies in the concrete intuition which fillg
them in a manner each time historical."

The entire panorama of nature and history
~is at this point embraced. . . , for nothing is
:indifferent, there is nothing which may not

in a favourable moment give this intuition of

transcendence, 24 . ‘

There is no object, ultimately no idea;. feeling, or relationship which
cannot be a cipher, and there can be no settled meaning for any; ''there
is no code or key, 25 Whole individual existences may be ciphers; for
-in each person's ''finite self-determination in individual choice and
- decisions is the conjunction of nature and history in a microcosm, n26
The theory of ciphers explains the mechanism through which
-intuitive transcendence occurs. Only if materiality becomes.trans-
parent can the psyche work from facade to sustaining ground. Speak-

ing metaphorically, we may say that the whole world must undergo a

textural digsolution, a coming apart of the atoms, in order-for us to

24. Ibid., pp. 59-61. The interior quotation marks a direct
citing by Blackham from Jasper's works. Unfortunately, these cita-
tions are not footnoted.

25. Ibid., p. 60.

26. Ibid.
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discover that the interstices of the solid networks of particles are
filled with the fluid of being-itself. The ground  of being manifests
.itself through phenomena. To attain this ontological ground; man
must read phenomena as. ciphers: "The concept of the cipher. , . pre-
supposes that reason cannot know the nature of the world directly, but
that reality inust be 'read' in the secret language of the appearances."27

While Lillo stylizes phenomena, themselves, as ciphers, I

believe that he would agree with Jaspers that ciphers are not identical
with phenomena, but "are the language spoken through them by [being-

. itself]. n28

But the important point is that being-itself speaks to man's
spiritual consciousness (that power of intuiting being-itself) through
phenomena "in a process in which these are transformed, losing the
nature of objects, and thereby their permanence and consistency, n29
Being-itself is the substance of the world, but it is never objectively
determined, yielding itself only in and through the appear'ances of its
phenomena. Each phenomenon--whether a concrete entity or an idea--
becomes a cipher only when individual spiritual consciousnesses intuit

it as a symbol not of a concrete world object, but as a symbol for a

non-object, a '"givenness." As Hoffman summarizes Jaspers'position:

27. Kurt Hoffman, '""The Basic Concepts of Jaspers' Philos-
ophy, ' The Philosophy of Karl Jaspers, ed. Paul Arthur Schilpp (New
York: Tudor Publishing Company, 1957), p. 107.

28. Ibid.

29. Ibid., p. 108.
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. « . We digtinguish with Jaspers two kinds
of symbols: those, which can be interpreted
(deutbare Symbole), and those than can only
be intuited (schaubare Symbole). , .. A

- symbol may become a cipher. . . only if there
‘is no determined signatum to which. it refers,
but, instead a reality different in kind. The
signum points in this case to a signatum,
which is not an object and can neyer become
-one. . . . Jaspers speaks of the reading of
[being-itself] in the physiognomy of the things:
as through the face of an individual, with whom -
I am in 'existential' communication, I penetrate
to the non-objective ground of freedom at the

- core of Existenz to Being. What is.thus given
is not capable of further hermaneutic inter-
pretation--every interpretation must in the
-last analysis go back to the original language,
namely to the immediate givenness of [being-

-itself], and thus become in turn a cipher of the
second order, 30

It is.clear that there are three essential Sub Solean ontological
levels. First_, there is the phenomenal manifold or wérld of objects,
relationships, and varying modalities of ideas. In Lillo's concep-
tualism, the phenomenal manifold is existential--it has a stylized ex-
istence in as. real a world environment as Lillo formulates:in the sym-
bolic forms of his thirteen Sub Sole tales, There is, second, the
‘transcendental ground- of being creating and sustaining the phenomenal
manifold. This being-itself is variously conceptualized as a purely
abstract metaphor (like the sun or the water), as ethical or ethically

‘resembling concepts (social harmony, agape, or prescriptions for

30. Ibid.
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conduct), and as a divine figure. Lillo appears to have no specific
concept of being-itself, and therefore he varies the mode of its por-
trayal. Finally, there -is the ontological level of the cipher, though
again there is no objective content within this level. The cipher, as
we have seen, permits a potential intuitive movement between pure
structure (phenomena) ‘and the ground of beiné.

Moving within and actualizing the three ontological levels is the
ontological form of generic man. This figure is the Lilloan personage,
and he reacts to the ontological structure about him as existential man.
He is anxious, he hesitates.to accept material ultimacy, he is driven
-toward transcendence, he intuits being-itself, but he can never attain
that Being. But Lillo's man is not only existential man lost in a world
in which he finds himself to be uncomfortable; he is also (and simul-
taneously) the vestige of paradisal (psychically whole) man and the con-
demned man, that creature who has spiritually di;d, first, because he
has refused affirmatively to respond to the world as cipher, and sec-
ond, because the ciphers, themselves, have become too opaqﬁe to re-
veal that being-itself lying behind them. Admittedly, the whole
ontological structure is complicated; rather than defining its terms,
Lillo has suggested differing modes in which they may be understood.
Lilloan reality is structural phenomena and nebulous intuitive content
alike. Being-itself appears only through the ambiance of phenomenal

being which is the necessary product of being=itself's dynamical force
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.to create and to resist nonbeing. Man's intuition carries him dream-
ingly to the really Real, while his senses apprehend the material field-
cipher from which his intuition draws sustenance for its movement into
transcendence. But throughout the thirteen stories we cannot escape
the duality existing in two complimentary sets of antithetical abstrac-
tions. These are, first, the tension between divinity and man and,
second, the tension between divinity and creation. Both sets:enfold a
Lilloan negation of any affirmative teleological rationale which may be
offered to justify both the existence of being-itself and that of its
.creation. In the first set, man either cannot find meaning, solace, and
direction- in hisf&..intuition, or he discovers that his naturé& is such that
he-is hopelessiy estranged from whatever orienting and harmonizing
power being-itself may be able to impart. Lillo could not follow exis-
tentialist modes of assuming the burden of anxiety and therein finding

an authentic existence. He could not move away from despair as

Tillich proposes-in his The Courage 1o Be. 31 Sub Solean man:is con-

demned to both spiritual and physical annihilation; it matters little
‘whether the content of frustrated intuition be a theistic divinity or-a
philosophical abstraction.

In the second set, the Lilloan divinity ''discovers'' either that

he is struggling against being imprisoned within his.creation or that

31. Paul Tillich, The Courage 1o Be (New Haven: Yale
University Press, 1952).
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he has lost control over it as far as being able to enfuse it with a
meaningfulness beyond that of pure-existence existing for-its own sake.
In this latter situation, the divinity cannot make his power (that of the
harmony of being-itself, not that of regulative authority) known to
man. The divinity has intended for man to approach him through the
ciphers of materiality, but materiality, due precisely to its concrete-
ness and attractiveness, is essentially opaque. Instead of seeing
through a contrived fagade, one whose many perspectives and features
suggest the infinite number of ways in which being-itself may be ap-
proached, man has come to accept only the facade as: the sum of the

intrinsically real.



CHAPTER 5

EXISTENTIALIST-THEOLOGICAL

STRUCTURE

A philosophical analysis of the world situation, be that situation
actual or the personalized expression of a writer, does not of neces-
sity entail or imply an underlying theological system. That the nature
of reality is such and such, and that this nature evokes questions of
meaningfulness stressed and formulated especially by contemporary
existentialists, 1 does not necessitate a thinking about God or ultimate
purpose. If the symbolic form of Sub Sole is expressible in philoso-
phical terms; if, in fact, philosophy supplies the most adequate con-
ceptual patterns and terminology for a discursive development of that
symbolic form, then a theological schema superimposed upon the

philosophical may be thought to be equivocal or at best superfluous.

1. For definitions of ""existential' and "existentialist' see
footnote 3 of Chapter 4. For a discussion of the ideological elements
common to the leading existentialist philosophers, see Schrag, op. cit.,
especially (in relation to the purposes of this dissertation), Chapters
III, IV, V, and VI. Also, for an excellent summary of the philosophi-
cal positions of Kierkegaard, Jaspers, Nietzsche, Marcel, Heidegger,
and Sartre, see Blackham, op. cit.

73
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I cannot demonstrate, once I have attempted to suggest Lilloan thought
in philosophical language, that another way of getting at this same
thought is through existentialist oriented Judeo-Christian theology. 2
But I would like, in a preliminary way, to indicate how the conclusions
reached through the medium of metaphysics in the preceding chapter
might induce a critic to see the Sub Solean world as a conglomeration
of the philosophical, with all its abstractions, and the theological,
with all the per;sonal quality inherent within its concepts of divinity,
divine will, and purposefulness. Something may be said, too, about
the fusion of existehtialism (as a philosophical school concerned with
anxiety and the human situation in general) and theology--a fusion sug-
gested both by the title of this cha&cer and by the title of the disserta-
tion itself.

When Lillo posits the qualitative discrepancy between structure
and its supporting ground (being-itself), he does not do so merely to
offer an abstraction. His personages are not the kind of literary crea-

tures whose sole purpose is to carry the burden of presenting ideas.

2. Theological works treating of materials derived from both
the New and Old Testaments naturally are concerned with the Judeo-
Christian tradition. An existentialist Judeo-Christian theology is one
that approaches biblical mythology, allegory, and kerygma (i.e.,
"message'') from the standpoint of the existentialist concern with free
will, temporality, historicity, nonbeing, estrangement, death, anxiety,
and guilt. Although I have chosen to confine my discussion to Paul
Tillich, many existentialist-theological analyses are to be found in the
works of Soren Kierkegaard. For a background discussion of Kierke-
gaard's situation as an existentialist theologian, see Schrag, op. cit.
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They are abstractions, they stand for whole concepts (race, generic
man, divinity), but they are always involved in psychical processes
(with these often reflected in physical actions) which Lillo intends to
be mimetic of similar essential movements of human:life, They are
anxious, they search and suffer, they stand before death. Many die
from within, spiritually or in a sudden loss of purpose and. direction,
and some perish physically, plunging into the nonbeing which is the
"object'" of existential dread. 3 But suffering and anxiety, as well as
.the pervasive intuitive motif of transcendence, may suggest a redefin-
ition of abstract being-itself in non-abstract terms. '"May, ' in this
.instance, is a necessary qualification because, speaking generally,
existentialist philosophers do not believe that anxiety can be overcome
regardless of the ontological '""moral' status of being-itself. Not only
does maﬁ stand anxious'ly. before nonbeing (write these philosophers)
but he is also anxious before the very fact of his actualization, that is,
before the ineluctible truth that certain possibilities are excluded when
other possibilities are chosen. 4 In the confrontation of man with his
freedom-to-act, anxiety arises. Man must act; he must actuate his
individuality in a way which selects and rejects potentially alternative

modes of acting and living.

3, Nonbeing is not the only '"object' of existentialist anxiety.
See Schrag, op. cit., Chapter III.

4, Ibid.
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Anxiety confronts the self with.its essential,
unactualized freedom which in the initial
moment of consciousness holds an indefinite
number of possibilities insofar as no possi-
bilities have yet become concrete. In this =
unactualized freedom the self is both fascinated
and repulsed by its possibilities for actualization;
. it is attracted to them, but at the same time
shrinks from them. . . . The self is.fascinated
with its possibilities because prior to choice
everything is in its power. . . . At the same
time we are in a state of antipathy toward
freedom because this freedom brings with it
the responsibility of choice. 5
But I think we may imagine an inquisitive individual posing this
question: If being-itself (the personal God of theism) were nothing but
sustaining ground, if God were (after all) nothing but an impersonal
abstraction, why should I (asks the inquisitor) experience anxiety at
all? If the (theistic) transcendental vision which to a degree mitigates
the anxiety before non-being is nothing but a neutral, impassive, though
admittedly totallyembracing cosmic state of affairs, why should the
inquisitor respond with anxiety to nonbeing and the knowledge that any
personal act activates one response and precludes all others? The
theistically oriented intellect, having lost its base of support, may
well question its basis for caring, for responding. It may, as it were,
"forget' to be anxious. We must, I believe, stand within the emotive

nature of this seemingly rhetorical question, to sense the critical

drive away from the impassiveness of devised philosophical concept to

5. Ibid., p. 74.



77
to the personalism of theology. Though there are a host of theological
symbols at work in Sub Sole, this question comes before the rational
process of looking into the stories, to see if we can find them. We
should feel the need for a theological personalism before engaging in
another intellectual search for veiled meanings.

The point is that ontological anxiety may well be analyzed in
such a way that it comes to appear unreasonable (or unnecessary) be-
fore what is.impersonal, if the impersonal is understood to be the sum
of the real. This is admittedly a departure from existentialist thought.
But following it through, we can say that Lillo's characters find no
solace in a purely material (formalistic) world; and because of this,
-they drive toward transcendence. If the content of transcendence,
that fleeting standing-within a harmonic mood, were ultimately of the
same sort of being as the content(s) of the phenomenal world (though
of a qualitatively higher mode), transcendence and anxiety would be
meaningless. If structure is inadequate, then the greatest of struc-
tures (being-itself, metaphorically conceived) would be but the great-
est of inadequacies. Though Lilloan creation never incorporates it-
self into being-itself, always touching negatively or affirmatively on

-its borders, being-itself is always present and is the overriding
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semi-affirmative motif6 of Lilloan thought. This is true even in those
"divine-drama'' stories whose symbolic form is double: that of being-
itself unable to exercise an affirmative r6le in its own creation, and
that of being-itself unable to escape the tension between: its nature as
created form and as pure being (the power to resist nonbeing). Lillo's
characters feel estranged from that to which they belong. They are
anxious before nonbeing and they are anxious before the obligation of
having to select specific courses of action--of having to be particular
-individuals--, but they are anxious, too, before the impending loss of
a being-itself which is personalistic, which can respond compassion-
ately, They stand in dread before a lack of world purpose, when pur-
pose is understood in terms of a goal or objective established and
guided by a living, theistic figure. Lillo's characters are anxious in
all of the existentialists' senses of anxiety; they are also anxious be-
fore the .possibility that they have no ultimate reason to be anxious.
The position is admittedly conceptual, but the latter instance of anx-

iety causes us to move from philosophical to theological concepts. In

6. ''Semi-affirmative' because while Lillo ultimately abandons
hope of a meaningful union between God and man, coming even to lose
God in his effort to see being-itself in personalistic terms (is God the
power to resist nonbeing, a person, a thing, a chimera, or nothing at
all?), he does symbolize varying modes of momentary transcendence
throughout the Sub Sole tales. For Lillo, the real, the psychical wish,
and the chimera intermingle; the worlds of thought, feeling, sensation,
dream, possibility, and actuality are hopelessly and eternally confused
and ambivalent.
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making this:transition we alter the conceptual vocabulary, substituting
.the term "estrangement'' for the term. '"anxiety.' But, at all times, we
must be aware that what is conveyed by ''estrangement" includes what
is conveyed by "anxiety," just as what is conveyed by ''anxiety'' includes
‘what is conveyed by ''estrangement, "

It is the estranged condition which provides the dynamic move-
ment of the psyche into dreams. and memories. Now it should be clear
that this estrangement is not an estrangement from an object; that is,
man is not estranged from the world as object, but from the world as
cipher. And if he is estranged from the world as a manifold of ciphers,
then necessarily he is estranged from the non-objective content of the
ciphers. He is estranged from a being-itself which is both the power
of being and, in some way, a personal force, one that has established
a meaning for-life, and one that has created man to discover that mean-
ing through the !cipher quality of structural (and ideological) phenomena.
Anxiety, the vivification of concrete objects é.s ciphers leading man's
consciousness to being-itself, the anagogic impulse moving the psyche,
and the personification of the divine and Christological figures in the
divine-dramas, point us strongly to the Lilloan conception of being-
itself as a form of personal divinity. Even in those stories.whose
symbolic form encloses a condemnation of the divine, Lillo hurls his
anathemas not at a senseless object, but at one capable of understand-

ing and of acting purposefully. Lilloan bitterness and despair,
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manifested in the symbolic imprecations of the divine nature, entail
an object capable of being treated as a responsive individual. Blame
necessitates free will,

Employing theological terminology, we may add a further point
in justification for merging an existen{:ialistically oriented ontological
and theological treatment of the Sub Sole symbolism. Lillo's ontologi-
cal anxiety psychologically encloses his characters' ultimate concern.
And, as Tillich insists, one's proper (genuine) ultimate concern is
one's God. 7 Or, in slightly different terms, one may say that the on-
tological question implied in human finitude is directed toward and em-
braces its answer: the Eternal. Correspondingly, the question im-
plied in the feeling of estrangementg. is directed toward the answer:
reconciliation (forgiveness). The personal element in the intuition of
being-itself stands behind both the emotive power of anxiety (under-
stood theologically as estrangement) and the feeling of alienation.

I have chosen existentialist theology as the framework from
which to analyze the Sub Solean theology because Lillo's theological
- symbolism stands hand in hand with many of the ideological character-

istics of existentialist philosophy. The latter treats of the human

7. See Tillich, Dynamics of Faith ("Harper Torchbook''; New
York: Harper and Row Publishers, 1957), Chapter I.

8. For a full exposition of the theological implications of
estrangement, see Tillich, Systematic Theology, vol. II, Part III,
pp. 44-78.
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situation; it proffers conclusions about the nature of the world, its
texture, and its meaningfulness. Lillo's theological imagery incor-

porates, as its mise en scéne, these preoccupations, as well as the

generalized anxiety and feeling of hopelessness lying behind them.
Lillo wishes to say something about God, but he desires to talk as one
anguished and hopelessly remote from a divinity who is conceived as
blamable for man's estranged state. Even God is portrayed in an ex-
istentialist-like conceptualism as one estranged from himself, exist-
ing in the eternal tension of being and nonbeing.

"Anxiety' is the existentialist term that ontologically enfolds
the emotive atmosphere of Sub Sole. ''Estrangement' is the theologi~
cal term that describes the relationship of the anxious individual to
that toward which his anxiety is directed. 9 Behind the idea of estrange-
ment lies the idea of a personal confrontation between two modes of
being which are person-like, For one to be estranged from "x'" does
not necessarily presuppose a situation in which "x'" is a person, but
the idea of estrangement, as I have said, strongly induces the imagina-
tion to think of t;1e remedial situation of recénciliation. And
reconciliation, as an idea complex mingling fears and hopes, strongly
suggests a personality structure capable of understanding and response.
Existentialist theology (if not theology {iberhaupt) attempts, prelimin-

arily at least, to formulate both the reason for man's estrangement

9. Ibid.
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from God (being-itself) and the process in which this estrangement is
actualized. In doing this theology begins with an analysis of what ''to
exist'" (Latin, existere) means.

The root meaning of existere is to ''stand out."
Immediately one asks: ""To stand out of what?. ..
The general answer. . . is that we stand out of non-
being. ""Things do exist' means they have being,
they stand out of nothingness. . . . Existing, ''to
stand out, " refers to both meanings of non-being
[ouk on and me on]. .10 But the metaphor "to
stand out" logically 1mp11es something like '"to
stand in." Only that which in some respect stands
in can stand out. . . . If we say that everything
that exists stands out of absolute non-being, we
say that it is in both being and non-being. [Every-
thing] is finite, a mixture of being and non-being.
To exist, then, would mean to stand out of one's
own non-being. 11

To the question, '""How can something stand out of its own non-
being?,'" the answer proposed by existentialist theology is that every-
thing, whether in potentiality or actuality, participates in being.

Prior to existence as chthonic men ("'Quilapin''), or as creatures whose
reality is limited to the structural world and the ideas emanating from
its observation, Lilloan.mankind participates in potential manhood be-
fore it can come into actual being.

[Potentiality] is the state of relative non-being,

it is not-yet-being. But it is not nothing.
Potentiality is the state of real possibility, that

10. The Greek expression ouk on means absolute nonbeing;
me on means relative nonbeing (potentla.hty)

11, Tillich, Systematic Theology, vol. II, p. 20.
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is, it is more than a logical possibility.
Potentiality is the power of being which, meta-
phorically speaking, has not yet realized its
power. . .. In order to become actual,. it
must overcome relative nonbeing. . . . But,
again, it cannot be completely out of it. It
must stand out and in at the same time, An
actual thing. . . never pours its power of
being completely into its state of existence.

. . « It remains not only in absolute non-
being, as its finitude shows, but also in rela-
tive non-being, as the changing character of
its existence shows.

Lillo's Sub Solean world, like the world created and explored
by existentialist theology, is constituted through a split between
potentiality and actuality. In his paradisal, mythical time of'essential
being, man:is in harmony with the dynamic movement of being-itself.
(again, a concept to be understood ''ontologically' and ''theologically').
But upon expulsion he enters the structural world, becomes a full-
blown creature of will living within the personal freedom to use that
will. In deciding for existence generic man rejects Paradise and sub-
mits himself willingly to a life in which he becomes a thing among
other things, and in which he is able to approach being-itself only ten-

tatively through the cipher-quality of material phenomena.

‘12, Ibid., pp. 20-21. Tillich summarizes his investigation
.into the etymology of existere by saying (p. 21): "Existing can mean
standing out of absolute non-being, while remaining in it; it can mean
finitude, the unity of being and non-being. And existing can mean
standing out .of relative non-being, while remaining in it; it can mean
actuality, the unity of actual being and the resistance against it. But
whether we use the one or the other meaning of non-being, existence
means standing out of non-being. "
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In this way man's existence, his standing out

of potentiality, is judged as a fall from what he

essentially is. The potential is the essential, and

to exist, i.e., to stand out of potentiality, is the

loss of true essentiality. It is not a complete loss,

for man still stands in his potential or essential

being. He remembers it, and, through his rem-

embrance, he participates in the true and the good.

He stands in and out of the essential realm., In this

sense ''standing out' has a meaning precisely

opposite that of the usual English usage. It means

falling away from what man essentially is. 13
And so it is that the Lilloan figures dream, remember, and experience
a strange inner uneasiness. They subconsciously touch upon a world
of the past, and they feel anxious about the situation in which they cur-
rently live. - Paradisal man--potential man--has dwelled in the har-
monious unity of being-itself. Existential man--he who has leaped
voluntarily into actualization--experiences a loss of essentiality. But
Lillo tries to cling to the hope that man's loss is not total and irrevo-
cable. This is the reason for his recurring motifs of the dream and the
recollection. Lillo's humanity sees its essential self through a glass
darkly; it remembers through the mists of time, and in this remem-
brance, it approaches ontological harmony.

Existence, then,. is estrangement. From being what he was

potentially, man has experienced a dehumanization. Thig is apparent

from his understanding of material phenomena as possessing intrinsic

reality, from the hostility with which man treats his fellow men, from

13. Ibid., p. 22.
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the internal and irresolvable psychical struggle. Hi'story,, as tem-
poral process; "is not the divine self-manifestation (receptivity of
being-itself through ciphers), but a series of unreconciled conflicts;
threatening man with [spiritual] self-destruction. nld

The non-temporal, mythological moment of the Fall, as it is
reproduced through Lilloan symbolism, reflects both the story-like
quality of Genesis (chapters 1-3) and the mythological, conceptual
treatment of existentialist theoldgy.

In order to sharpen [the understanding of the
Fall as a symbol for the human situation univer-
sally and not as the story of an event that happened
"once upon a time'"], the phrase "transition from
essence to existence' is used. . .. It is, so to speak,
a "half-way demythologization''19 of the myth of the
Fall. The element of "once upon a time'' is removed.
But the demythologization is not complete, for the
phrase "'transition from essence to existence' still
contains a temporal element. And if we speak in
temporal terms about the divine, we still speak in
mythical terms, even if such abstract concepts as
"essence'' and "existence' replace mythological
states and figures. Complete demythologization is
not possible when speaking about the divine. 16

14, Ibid., p. 25.

15. For a discussion of the problem of demythologizing bibli-
cal kerygma, see Rudolf Bultmann, "Kerygma and Myth, " Philosophy
of Religion, eds. George Abernathy and Thomas Langford (New York:
Macmillan Company, 1962), pp. 306-318.Also, for an analysis of a few
of the philosophical implications of demythologization, see Ronald W.
Hepburn, '"Demythologizing and the Problem of Validity, " New Essays
in Philosophical Theology, ed. Anthony Flew and Alasdair Maclntyre
(London: Student Christian Movement Press, 1955), pp. 227-242,

16. Tillich, Systematic Theology, vol. II, p. 29.
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Lillo's generic man: is he who experiences the Fall, but there
is no individual Fall. '"In the Genesis story the two sexes and Nature,

nl7 In "El rapto del sol"

represented by the serpent, work together.
the monarch is generic man; in ''El ahogado" the young fisherman,
also generic man, stands within the moment of intuitive awareness
that both he and the world (Nature) have fallen (been actualized). 18 In
"Irredencidén' the princess is, again, generic man--this time the Eve
figure--completing the triad of man-woman-Nature. These three
initial stories establish the symbolic treatment of the Fall cognitively
. in terms of a coming to awareness that spatio-temporal life is of an
.inferior quality. The Lilloan monarch begins the discovery process

through a cry issuing from his soul: '"De pronto oy una gran voz que

decfa: -; Apoderaos del radiante pez, y todo en torno suyo perecera!''

‘ 17, Ibid., p. 37.

18. If man is estranged through his actualization, so is the
world. In discussing this, Tillich writes (Systematic Theology, vol.

II, p. 43): "And, as there are analogies to human freedom in nature,

so there are also analogies to human good and human evil in all parts
of the universe. It is worthy of note that Isaiah prophesied peace in
nature for the new eon [time of the dissolution of existential estrange-
ment], thereby showing that he would not call nature "innocent.' Nor
would the writer who, in Genesis, chapter 3, tells about the curse -
over the land declare nature innocent. Nor would Paul do so in Romans,
chapter 8, when he speaks about the bondage to futility which is the

fate of nature. . .. Just as, within man, nature participates in the
good and evil he does, so nature, outside man, shows analogies to
man's good and evil doing. Man reaches into nature, as nature reaches
into man. They participate in each other and cannot be separated from
each other. This makes it possible and necessary to use the term
"fallen world'' and to apply the concept of existence (in contrast to es-
sence) to the universe as well as to man."
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And his complete break with Paradise--his Fall--occurs.in a vertigi-

nous moment:

El vértigo se apodera de él, su pecho se
hinchd, sus sienes' laten y de sus ojos
brotan rayos tan intensos como los del astro
hacia el que alarga la diestra..,. , Por un
momento permanece asi, transfigurado
de infinita soberbia ... 19 [My emphasis. ]

The underscored words capture-the feeling of the loss of essential
being.
The young fisherman of "El ahogado; "‘Sebastién; remembers a

paradisal time of harmony and self-fulfillment. ''La visién del pasado
. surgia en su espiritu, luminosa, clara, precisa. Ningin detalle quedaba
en la sombra......' But in his actualization Sebastidn, as generic man,
has:forcéd himself from Paradise and, as existential man, he stands:-in
anxiety before the fact of his Fall. ''Sebastiidn recogido en si mismo,
fijaba en aquellos parajes, para €l tan familiares, una mirada de in-
tensa melancolia.' He recalls the (mythical) moment of paradisal loss,
beginning:

Un suspiro se escapd del pecho del pescador.

Entorné los ojos, y un episodio grabado pro-

fundamente en su memoria......

La escena del pugilato apareciasele envuelta

en una espesa bruma. Todo habia sido cosa de
un momento. 20

19, Lillo, Sub Sole, p. 8.

20. Ibid-, pp’ 25-26-
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The princess of "Irredencién'' remembers her essential,
paradisal life in the garden segment of her dream, a moment parallel-
ing that of "El rapto del sol,' and the dream in which Sebastidn recalls
his happy memories of a distant past time. Self-awareness of existen-
tial Fall occurs, beginning:

Tuvo miedo y quiso huir, pero los drboles,
como espectros vengadores, le cerraron el
paso y, fustigidndola con su desnudo ramaje, la
estrecharon hasta ahogarla con la pesadumbre
de su haz inmenso. 21

Paradisal loss, in ""En la rueda,' occurs at the moment in
- which man's nature, polarized into the ideal-responding and material-
ity-responding segments, struggles in self-divisiveness:

Soltados a un tiempo los dos campeones, una
sacudida conmovié la rueda: las cabezas se
abatieron con un movimiento rdpido y todos los
ojos clavaronse en los emplumados paladines que,
frente a frente, rectos sobre sus patas, con la
cresta encendida, ... avanzaron el uno sobre el
otro ... .. : . 99

E1 furor bélico de que parecian poseidos ... ..

The whole atmosphere of ''Vispera de difuntos' is that of exis-
tential hell, but in the memory of the old woman, the moment of com-
ing to awareness of the fact of paradisal loss is represented as follows:

'""Un no sé qué de angustia y de dolor, de ternura y de arrepentimiento

subia de lo mas hondo de mi ser y formaba un nido en mi garganta."

21. Ibid., p. 43.

22. Ibid-; pp' 51—52.
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Quilapan moves easily from Paradise to existential life.
Una sombra de tristezas apaga el brillo de sus
pupilas y entenebrece la expresién melancélica de
su semblante. Del cuantioso patrimonio de sus
antepasados [reference to the generic prototype] )
sélo le queda la mezquina porcién de aquella loma:
diez cuadros de terreno enclavado en la extensisima
hacienda [reference to the universalitg of Eden],
como un islote en medio del océano. 2
The vagabond ("'El vagabundo'') remembers the moment of
eicpulsion in these words:
Pero, el diablo me tenia agarrado, y [yo] no iba,
no iba ... De repente ... senti en la espalda un
golpe y un escozor como si me hubiesen arrimado
a los lomos un hierro ardiendo ... .
- {Maldito seas, hijo maldito!2
Most of the elements constituting the theological symbolic form
of Sub Sole are existential, that is, they are concerned with man's
. Fall from essential being, his anagogic impulse to transcend the phenom-
enal world, and with his relation to God and God's relation to the
world. But in several of the stories that develop the generic man
motif beginning with his paradisal state, the essential (potential) state
receives a biblical allegbrization. In describing the paradisal non-
time of potential man, Lillo confronts the conceptual diffidulty of cap-

turing two antithetical modes of mythical existence: that of potentiality

and that of potential actuality. Paradisal man is not actual man, the

23. Ibid., pp. 109-110.

24. Ibidt: ppo 129"130-
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flesh-and-blood creature of the world. But neither is he a mere idea
in the divine mind. The paradisal state holds within: it the germ of the
-existential state; man has an individuated will, and this may either re-
main in the harmony of non-tension with being-itself, or break away
from that harmony into a fully individual and structural life within a
realm of things. In either case the paradisal state, like that of the
moment of the Fall, is necessarily described in the most mythological
and rhetaphorical language.

The difficulty is that the state of essential being
.is not an actual stage of human development
which can be known directly or indirectly. . . .
In myth and dogma man's essential nature has
been projected into the past as a history before
history, symbolized as a golden age or paradise.
In psychological terms one can. interpret this
state as that of ''dreaming innocence.' Both
words point to something that precedes actual
existence. -It has potentiality, not actuality. It
has no place, it is ou topos (utopia). It has no
time; it precedes temporality, and it is supra-
historical. Dreaming is a state of mind which is
real and non-real at the same time--just as is
potentiality. Dreaming anticipates the actual,
just as everything actual is somehow present in
the potential. In the moment of awakening, the
images of the dream disappear as images and
return as encountered realities. = Certainly, reality
. is different from the images of the dream, but not
totally different. For the actual is present in the
potential in terms of anticipation. For these reasons
the metaphor "dreaming'' is adequate in describing the
state of essential being.

25. Tillich, Systematic Theology, vol. II, p. 33.
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Dreaming innocence points to the vaguest of pasts and tonon-actualized
potentiality alike. Pre-existential man-is innocent in respect to '"lack
of actual experience, lack of personal responsibility, and lack of moral
guilt. n26 For the theologian, dreaming innocence, being a condition
of non-decision, leads to the temptation fully to individualize man's
‘free will. Harmonious as it may be, dreaming innocence is a limbo
of undecided potentialities, and this mythically conceived state of
affairs drives beyond itself. In the paradisal state a potential tension
already exists between being-itself and man. The genesis story of the
prohibition imposed upon man not to eat of the tree of knowledge con-

firms this.

Any command presupposes that what is commanded
is not yet fulfilled. The divine prohibition pre-
supposes. a kind of split between creator and creature,
. .« This cleavage is the most important point in the
‘interpretation of the Fall. For it presupposes a sin
which is not yet sin but which is also no longer in-
nocence. It is the desire to sin. I suggest calling
the state of this desire "aroused freedom.' In the
state of dreaming innocence, freedom and destiny are
in harmony, but neither of them is actualized. Their
unity is essential or potential; it is finite and there-
fore open to tension and disruption. ... The tension
occurs-in the moment in which finite freedom becomes
conscious of itself and tends to become actual. This 7
~is what could be called the moment of aroused freedom.

26. Ibid., pp. 33-34.

27. Ibid., p. 35.
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Simultaneously with the actualization of aroused freedom, dreaming
innocence strives to preserve itself, Man is torn between the neces-
sity of actualizing his freedom as an individuated will (consciousness)
and his inherent desire to retain his paradisal status. 28 Within the
‘polarity of this tension he chooses actualization (though this choice is
forced), rather than risk the danger of losing his '""personality'' within
the harmonious non-differentiated '"manifold" of being-itself.
The motif of the myth of transcendent Fall is the
tragic-universal character of existence. The
meaning of the myth is that the very constitution
of existence implies the transition from essence to
existence. The individual act of existential estrange-
ment is not the isolated act of an isolated individual;
it is an act of freedom which is imbedded, neverthe-
less, in the universal destiny of existence. In every
individual act the estranged or fallen character of
being actualizes itself. Every ethical decision is an
act both of individual freedom and of universal
destiny. 29
Paradisal "existence, ' that non-time of multiple possibilities
none of which has been fulfilled, is expressed in various ways, all of
which stylistically portray harmony and a quality of dreaming non-
commitiment.. In some of the stories Lillo attempts to stylize a mood

of peaceful environmental equilibrium, one in which either the charac-

ters anticipate a harmonious fulfillment of their expectations in balance

28, Ibid., p. 38.

29, Ibid., p. 46.
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with tﬂeir heritage and natural surroundings, or in which the pattern
of human actions has yet to be established.

The Lilloan monarch of "El rapto del sol'" stands in Eden at the
moment immediately preceding his expulsion.” He has discovered his
will-to-act and, in haste to become a fully individuated creature, he
hag lost his Paradise (''Mas, el monarcanadavié ... .). Yet just
before this line, and occurring in strikingly parenthetical fashion,
Lillo tells us what Eden is like.

Era una tibia mafiana de primayvera.

El cielo azul, la verde campifia con

sus bosques y sus hondonadas, los

valles cubiertos de flores y los

arroyos serpenteando en los claros

y espesuras, haclan de aquel paisaje

un conjunto de una belleza incomparable. 30
The whole passage is not only singular for its brevity (it does not con-
stitute even a separate paragraph) and its parentheti_cal situation, but
also because of its contrast with the scenes immediately preceding and
following it. The line introducing the two sentences, for example, is:
"Con ademédn terrible [el monarca] se echd sobre los hombros el
manto de purpura, y llevando pintado en el rostro la demencia de la
ira, subié a una de las torres de su maravilloso.alcézar. " And the
line immediately following the paradisal description is: ""Mas, el mon-
arca nada vié: ningin matiz, ninguna linea, ningin detalle atrajo la

atencién de sus ojos ... ."

30. Lillo, Sub Sole, p. 7.
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Paradise, in "El ahogado, " is stylized to assume the mood of
a rustic, maritime idyll, a mood arising through the memory of a
young fisherman, recurring to him in passages broken intermittently
by the actual events of his present moment. It begins: '"Y de pronto
la vieja historia de sus amores surgié en su espiritu vivido y pal-
pitante, como si datara sélo de ayer."
"Irredencién' evokes the Edenic vision of Paradise once again,
this timé as a remembrance of what Eden was like,
El cielo estaba azul y un sol de primavera,
tibio y risuefio, acariciaba los campos.
[La princesa] caminaba por en medio de un
bosque de duraznos en flor, envuelta en una

atmésfera de efluvios y aromas embriagado-
ras ,, .31

Edenic, too, is the paradisal setting of "En la rueda.' Nature
and man, as the constituents of a potential world, coexist in a garden-

like ambiance.

En el fondo del patio, en un espacio descubierto
bajo un toldo de duraznos y perales en flor estaba
la rueda [potential world].

La luz del sol, filtriandose a través del florido
ramaje que, como un dosel blanco y rosa, cubria
la arena del combate, transformaba en destello de
piedras preciosas el metalico reflejo de las plumas
tornasoladas.

31. Ibid., p. 43.

32. Ibid., pp. 49-52..
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In "Vispera de difuntos' Lillo modifies his paradisal sym-
bolism so that instead of offering a natural vista or picture of social
harmony, he suggests paradisal beauty through the features of the
story's Christological figure. "[La nifia] era rubia, blanca, con ojos
azules tan cindidos, tan dulces, como los de la virgencita que tengo
en el altar,"
"El remolque' portrays Paradise--the Biblical Eden again--as |
a historical moment existing in the consciousnesses of divine figures.
""El mar estaba tranquilo como una balsa de aceite. El cielo era azul
y la atmésfera tan transparente...... ...el tiempo, tan hermosa por
la mafiana......"
The Indian, Quilapin (''Quilapin''),recalls Edenic ''time' only
. in the mdst tenuous way. ''En su nebulosa alma de salvaje, flotan
vagos recuerdos de tradiciones, de leyendas lejanas......"
In ""El vagabundo'' Lillo traces social harmony and potentiality
of individual, self-assertive response most clearly.
... Me acuerdo [dice el vagabundo] como si
fuera hoy; era un dia como éste; €l sol echaba
chispas alld arriba y parecia que iba a pegar
fuego a los secos pastales y a los rastrojos.
Yo, y otros de mi edad, nos habiamos quitado
las chaquetas y jugdbamos...... Mi madre, que
andaba atareadisima aquella mafiana, me habia

gritado ya tres veces ... . Pero,......[yo] no
iba ... .33

33. Ibid., p. 129.
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Here the environment reflects the aridity surrounding the moment
of paradisal loss and the sterility of a world which is a hell. But
the flavor of a decision-in-the-making is present.
Edenic time is suggested in ' 'Inamible'" by indirection.

'is existential man performing a func-

Ruperto Tapia, "El guarén,'
tion. As a civil guard, his duty is to patrol an outlying area. Lillo
laconically paints the ambiance: ''Las calles plantadas de-irboles,
al pie de los cuales se desliza el agua de las acequias ... ." The
Edenic setting occurs within an existential plan of action already
begun. But while Ruperto Tapia is a man with a function, the course
of action that will symbolically characterize existential estrangement
is still in potentiality; Ruperto Tapia is only upon the threshold of
manifesting the estranged situation of humanity. He is moving beneath
|
the Edenic trees; he is beside the water from which actualized life
arises; he is that potential yet actual man whose mode of action will
determine the pattern of his race.

In existence man is estranged from being-itself, from other be-
ings, and from humanity. Lillo represents the first of these elements
of estrangement, that of humanity from its creating and sustaining
ground, by the opaqueness of the phenomenal field when understood as

a manifold of ciphers. He presents man's estrangement from other be-

ings by the lonely attitudes of his figures, by their isolationfrom society,
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by their tendency to melancholy, and by.the selfish quality of their
decisions. Finally, Lillo portrays the estrangement of man from him-
self (his realization that he is not what he should and could be) in terms
of personal guilt and a pervasive feeling of meaninglessness. These
elements need not be documented by association with the symbolic
components of the individual stories. Even the most casual reading
will reveal their omnipresence. What must be stressed is that Lillo
portrays the existential state of estrangement not only through the
-generalized atmosphere of yniversal malaise that accompanies the
estranged condition, but also, and especially, through the particular
‘acts and attitudes of his personages. Lillo's figures sin, and it is
important fully to understand the nature of this sin, especially as the
concept is analyzed in existentialist theology. Sin is a crucial inter-
pretive device through which existential estrangement, as a generic
term for world condition, may be understood.

[T]he word "sin'" cannot be overlooked. It

expresses what is not implied in the term

"estrangement, " namely the personal act of

turning away from that to which one belongs.

Sin expresses most sharply the personal

character of estrangement over against its

tragic side. It expresses personal freedom

and guilt in contrast to tragic guilt and the

universal destiny of estrangement.

If one speaks of "'sins'" and refers ‘to
special acts which are considered as sinful,
one should always be conscious of the fact that
""'sing" are the expression of "sin." It is not _,
the disobedience to a law which makes an act
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sinful, but the fact that it is an expression of
man's estrangement from God, from men, from
himself. Therefore, Paul calls everything sin
-which does not result from faith, from the unity
with God. 34
In the discussion of "sin' and its relation with the Sub Sole
tales which I shall now begin, I must acknowledge my debt to Paul
Tillich's analysis of the whole concept from the standpoint of exis-
tentialism's critique of the human situation. Tillich's analyses of the
nature of sin, evil, and guilt are outstanding for their acuity and per-
spicacity.
Beginning Section 2 ("Estrangement as 'Unbelief'") of Part C

(""The Marks of Man's Estrangement and the Concept of Sin'') of

Systematic Theology (II), he writes:

The Augsburg Confession defines sin as the
state of man in which he is "without faith in God
and with concupiscence (sine fide erga deum et
cum concupiscentia). One could add to these two
expressions of estrangement a third one, namely
hubris (iBpis), the so-called spiritual sin of pride
or self-elevation, which, according to Augustine
and Luther, precedes the so-called sensual sin.
This gives the three concepts of ''unbelief, "
"concupiscence, " and hubris as the marks of man's
estrangement.

"Unbelief'" is understood to mean the act or state in which man

"in the totality of his being turns away from God.' It has nothing to do

34. Tillich, Systematic Theology, vol. II, p. 47.

35. Ibid.
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with the rejection or acceptance of a proposition without evidential

-

support; that is, "unbelief';' is nE)t to be confused with an unwillingness
to believe in metaphysical propositions. Tillich has in mind the situa-
tion in which man turns toward himself and his world, thereby losing
his essential unity with the ground of his being and his rightful world
(the harmony of transcendence). In more technical terms one can say
. that in actualizing his individual nature man experiences a disruption
of his cognitive participation in being-itself. There is no conscious
denial of God in all of this; in his life as earth dweller, man comes to
restrict all of his meanings and values to the objects of sense exper-
ience and to the idea complexes arising from, and giving order to, this
experience,

The condition of unbelief is the spiritual state in which Lillo's
personages move across the pages of the Sub Sole tales. 'E1 rapto del
sol" offers us a regal figure who desires goods for their own sake, just
as he pursues eternal life and power for their own sakes. Sebastidn of
""El ahogado'" is tormented by the fear that the collapse of his paradisal

' Sebastiin

world has been the result of ""su candorosidad y buena fe.'
comes to find the entirety of his values within an environment whose
forms are intended to lead him to being-itself. Just as existential

man pursues the material world as an ultimate, so the young fisher-

man pursues a similar policy of "unbelief" in Paradise. The result of

existentially occurring unbelief is existential hell; the result of
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Sebastian's paradisally occurring unbelief is his expulsion into exis-
tence, and into the hell which this existence so easily becomes. In
"Irredencién'' the princess is condemned not for particular sins, but
because she has not approached and read external reality as a cipher.
A similar understanding of unbelief is applicable to the psychical half
of human personality represented by the Cenizo figure in "En la rueda, "
while the old woman of ""Vispera de difuntos' has demonstrated her
unbelief through an:inability to respond affirmatively to a Christologi-
cal, redemptive figure. The anonymous human mass of ""El oro, ' like
the monarch of "El rapto del sol," insists on pursuing an ideal which
it understands in finite terms, while Quilapan lives in an unbelief that
centers about his faith in the chthonic ultimacy of the world. The
vagabond of '"El vagabundo'' attempts to convey the cipher-quality of
materiality to structurally oriented men, but these believe only in the
truth of the immediate. Unbelief appears in '"'Inamible'" through the
tragic humor that characterizes a world in which the apparent is made
to be the real, and in "La trampa'' through the symbolism of a world
.in.which inhumanity is understood as the essence of the apparently
real.
Tillich analyzes the sin of hubris in these words:
When looking at himself and his world, [man]
realizes his freedom and, with it, his potential
infinity. He realizes that he is not bound to any

special situation or element in it. But, at the
same-time, he knows that he is finite. It was
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this situation which induced the Greeks to call
men '"the mortals' and to attribute man's
potential infinity to the gods, calling them '"the
immortals.'" Man could create the images of
the immortal gods only because he was aware
of his own potential infinity. Standing between
actual finitude and potential infinity enables him
to call men and only men ""mortals' (though all
beings have to die) and to call the divine images
of men the "immortals.'" If man does not ac-"
knowledge'this situation--the fact that he is
excluded from the infinity of the gods--he falls
.into hubris. He elevates himself beyond the-
-limits of his finite being and provokes the

divine wrath which destroys him.

The greatness of man lies in his being infinite,
and it is just this temptation of hubris into which
he universally falls through destiny and freedom.
Therefore, one should not translate hubris as
"pride." Pride is a moral quality, whose oppo-
site is humility. Hubris is not the special
quality of man's moral character. It is univer-
sally human; it can appear-in acts of humility as
well as in acts of pride.

Hubris, then, is self-elevation into the sphere of the divine, and as
sin, it is but another aspect of the general nature of man's estrange-
ment. Tillich goes on to identify its main symptom as man's failure
‘to acknowledge his finitude (the identification of pé.rtial truth with
ultimate truth), but his preliminary analysis is clear enough.

In one form or another hubris is the central thematic motif of
Lillo's conception and portrayal of human sin. ) The great voice re-

‘sounding in the troubled consciousness of the monarch of "E1 rapto del

36. Ibid., pp. 49-50.
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sol" tempts him to become the center of all reality by capturing with-
in himsgelf the power of being-itself. Thé young fisherman, Sebastian,
is guilty of hubris in believing that his desirt;:‘ and will can for.ce history
-into a desired pattern; the princess of "Irredencién'' is condemned for
her attempt to make all of reality subservient to her whim; the hubris
of the Cenizo figure in."En la rueda' appears indirectly through the
symbolic nature of the character. Cenizo is material man, he who
lives only in the reality of phenomena. But for there to be a pheno-
menal world, man must create it, and in this creative act, he stands
as a divine figure living within a structure of his own creation. The
old woman of ''Vispera de difuntos'' refuses to relinquish her self-
centeredness (indicated by her selfishness) and falls into hubris by
elevating her own nature into the realm of ultimates. ''El oro" is a
reprise of ""El rapto del sol": in both stories méﬁ attempts to make
himself eternal through the appropriation of being-itself. The hubris
of Quilapén is his chthonic self-sufficiency (man and earth constitute
all of reality and are interdependent); the self-elevation of the vaga-
bond occurs in his rejection of dependence upon being-itself (the
mother-figure=life spar1.< of being), while " 'Inamible'" and ''La tram-
pa'' offer the spectacle of a humanity whose self-assertiveness has
. transformed existence into man's own image (foolishness and cruelty).
Finally, Tillich analyzes' concupiscence, that third element

descriptive of existential estrangement, as follows:
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The quality of all acts in which man affirms
himself existentially has two sides, the one in
which he removes his center from the divine
center (unbelief) and the other in which he makes
himself the center of himself and of his world
(hubris). The question naturally arises concern-
ing why man is tempted to become centered in
himself, The answer is that it places him in the
position of drawing the whole of his world into
himself. It elevates him beyond his particularity
and makes him universal on the basis of his
particularity. This is the temptation of man in
his position between finitude and infinity. Every

. individual, since he is separated from the whole,
desires reunion with the whole. His '"poverty"
makes him seek for abundance. ... The possi-
bility of reaching unlimited abundance is the
temptation of man who is a self and has a world.
The clasgical name for this desire is concupis-
centia, '"concupiscence''--the unlimited desire to
draw the whole of reality into one's self, It refers
to all aspects of man's relation to himself and to
his world. It refers to physical hunger as well
as sex, to knowledge as well as to power, to mate-
rial wealth as well as to spiritual values.

I do not believe that it is necessary to relate this position, explicitly,
to the Sub Sole tales. Concupiscence provides the rationale to describe
the motivation that ‘leads to hubris and, for this reason, may be ana--
lyzedin terms of the specific acts by which the personages manifest a
tendency towaré self-elevation.

Existential estrangement is not the product of independently
existing demonic forces or divine interference., Rather, the demonic

quality of life (known by the theological term, "evil'')isthe consequence

37, Ibid., p. 51.
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and the expression of estrangement itself. The individualized and self-
centered character of man inexorably drives him to evil, represented
by unbelief, hubris, and concupiscence. His very acts of enjoying the
beauty of the world and of controlling that beauty lead him to accept
structurés as the whole of reality. And, by extension, in believing that
structures form a world or cohesive manifold, man comes to realize
that he is the creature who has imparted this cohesion; he comes tobe-
lieve that he has made his own world. Materiality, itself, contributes
-to the human illusion of the ultimacy of substance because of its power
to attract the senses and because of the solidity of its form. It is this
solidity, this presentation of surfaces which appear to contain and rep-
resent all that is within structure, that dissuades the mind fromdelv-
ing beneath the superstructures to the foundations. Man's inherent
tendency to trust his senses, and the judgments based upon them, con-
tributes to perpetuate world demonism. The demonic quality of life,
ultimately, is this--that human hature and material phenomena com-
bine to lead men to evaluate the world solely on the basis of their ap-
pearance and not on the basis of their cipher function. Love of self
and world is non- demonic only if it affifms and stands within the truth
that everything finite is transparent to the infinite, only if it deals
with finite structures in the effort to find being-itself. Love of one-
self and one's world is distorted if it does not pass through the world,

via the world, to the harmony of being.
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In world and life demonism, man experiences a loss of self or

loss of meaningful identity.

This [loss of self] is manifest in moral conflicts
and in psychopathological disruptions, independently
or interdependently. The horrifying experience

of "falling to pieces'' gets hold of the person. To
the degree in which this happens, one's world also
falls to pieces. It ceases to be a world, in the
sense of a meaningful whole. Things no longer
speak to man; they lose their power to enter into

a meaningful encounter with man, because man
himself has lost this power. In extreme cases

the complete unreality of one's world is felt;
nothing is left except the awareness of one's empty
self. . . . Under the control of hubris and concupis-
cence, the self can approach the state of disinte-
gration. The attempt of the finite self to be the
center of everything gradually has the effect of its
ceasing to be the center of anything. Both self

and world are threatened. Man becomes a limited
self, in dependence on a limited environment. He
has lost his world; he has only his environment. 38

“Such a psychical condifion finds cogent symbolic expression through all
of Lillo's stories, both those of the Sub Sole and tho;e*,e of the Sub

» Terra collections. Of the Sub Sole tales, the most outstanding examp-
les of psychical disintegration under the pressure of world and life
demonism are: '"El rapto del sol,' "El ahogado, " "Irredencién, "

"En la rueda, " '""Vispera de difuntos," "El oro,'" "El alma de la
"maéquina, "' '""Quilapdn,' and ""El vagabundo."

World demonism, understood as structural beauty and solidity

whose cipher-like quality remains opaque to man, and life demonism,

38. Ibid., p. 61.
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understood as human estrangement, individual self-assertation,
hubris and concupiscence, lead men into a despair from which Lillo‘
can find no escape. Intuited transcendence is but momentary, an in-
stant vision which vanishes almost simultaneously with its appearance,
‘being almost unrecognized by human consciousness. Lilloan mankind
is condemned to a world wifchout ultimate solidity, and the ephemer-
ality of all that is, that lack of the substantial that yields a feeling of
security, leads to a metamorphosis of the world into hell. In his
‘anguish Lillo introduces a Christological redemptive or mediative
figure ("'Vispera de difuntos,' ""El oro,' "El remolque, ' and "'Quila-
pan''), but quickly discovers that there are no reconciling saviours.
Man is. lost in a vortex leading to annihilation. There is no divinity
whose compassion may overcome estrangement; there is only an ab-
stract power of creation, one which can only proliferate forms. What
personality Lillo deigns to impart to his conception of God is as flawed
as that with which he animates his anthropoid creation. God moves
either in a self-destructive tension, refusing to yield himself to his
living creation, or else he is abandoning the world to its own devices
("E1 ahogado, ' "Las nieves eternas,' "El oro," "El remolque, ' "E1
alma de la méiquina,' and "El vagabundo'). . And in "En la rueda"
Lillo goes so far as to portray the divinity as an omnipotent gamester
concerned only with his inhuman pleasures. Being-itgelf is the maker

-of the living, but also the organizer and controller of the dead and
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dying. Either God is activating world demonism or (like the Transyl-
vanian Dr. Frankenstein) he is powerless before the spectacle of life
decay. Only in "El remolque'’ and "El vagabundo' is there the slight-
est hint of compassion, but even that compassion is impotent. And as
man plummets toward extinction, God's own conscious center is tear-
ing itself apart in a self antithesis: God must create and stand indis-
solubly within his creation if this creation is to be at all; but he rejects
the necessity and desirability of his committment, that is, he negates
‘his own being. As man's nature involves the death wish, that desire to
escape from an estranged loneliness which is its existential destiny,
so the divine wishes to deny the essentiality of its nature as pure
creative energy. Ultimately, the memory and promise Of a suprahis-
torical paradise of infegrated harmony is just a libidinous craving for
peace in eternity. Man and God are caught within the demonic impetus
of a self-destructive and self-negating impulse., The symbolic form of
the divine-drama stories reiterat_eé and emphagizes that of the
Modernist-realist tales. If man is helpless and condemned, so is.the
divinity. If demonic tendencies are the controlling forces of existence,

so are they the contirolling forces within the very heart of being-itself.



CHAPTER 6
PERSONAGES AND PERSONIFICATIONS

The symbolic content of each story develops through an omni-
present polarity: that of a central, dualized personification or that of
a pail; of personages. In the story ''Las nieves eternas, ' natural
phenomena, those water drops, plants, and animals which engage in
dialogues and constitute the ambiance's rational elements--are clearly
personifications. Personifications',. too, though by descriptive indirec-
tion, are the solar disk imprisoned within the monarch's cage of heart
fibers (""El rapto del sol''), and the solar particle endowed with con-
sciousness and will, which flees before mankind's collective cupidity
("El oro''). Even objects whose nature is portrayed passively, such
as the tug and barge of "El remolque, " the trap of '"La trampa, "' the
‘machine of ""El alma de la méiquina, ' the sea of "El ahogado, " and the
peach blossoms of "Irredencién' are vivified and/or personified in
greater or lesser degree depending upon their placement within a
determined conceptual framework. The Lilloan world, sir-nilar. to that

of Shakespeare's A Midsummer Night's Dream, is never static ground

against which living forces move interrelatedly; each element, from
the anthropoid figures to the earth upon which the Indian, Quilapén,

108
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works out his life, is animate, and in this animate hypostatization of
the -qualities of the real world into those of a whole ideological universe,‘
all forms interact and determine each other's vital processes. Be-
cause of this symbolic interplay, no one characterization is able to
assume a position of uniqueness over the elements comprising his
circumambience. No figure becomes so human, so rational, that
these qualities set him apart from the environment of which he is an

-integral component, and in which he enjoys the reality of being a
creature at all. Lillo's men are not everyday men; they are abstrac-
tions offered to us in human guise in order that we may more readily
perceive through our own consciousnesses the symbolic character of
Lilloan existential1 anguish. Personages are personifications in this

. sense; that if Lillo's anthropoid figurations are, or stand for, idea
complexes, then clearly they are not personages; they do not possess
a freedom-to-act independently of the surrounding symbolic configura-

tions of the environments in which they move. The difficulty is that

1. The term ''existential," when used in this way, refers in a
necessarily general way to the many and varied philosophical positions
which posit and analyse a whole situation in which men live in a state
‘of anguish due to their inability to discover overall meaning or pur-
pose in the fact or act of life. For the existentialists in general there
is no wholly satisfactory answer to the ontological question which is
expressible in the compound: "Who, what, why, when, where?' Be-
fore finitude, existential man--the creature of the existentialists--
must assume the personal responsibility of finding a meaning in life,
with the fact of impending total annihilation always standing before him.,
For a comprehensive discussion of the central problems and interests
of contemporary existentialist thoug_ht, see Schrag, op. cit. and
Blackham, op.. cit.
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the Lilloan figures, for all the universal quality poured into their an-
thropomorphized constitutions, are symbolically endowed with the
most essential, the most significant kind of human freedom--that of
intuiting (almost conceptualizing) the nature of the world in which they
function. Personages are personifications in the Sub Sole tales. But
for the reason just offered, personified forms are also personages.
There is no dividing line between the two categories. Both modes of
literary characterization merge and separate in the nature of each
personified abstraction, just as the human counterpart 6f the abstrac-
tion, the kind of being which we understand to possess the qualities for
which the ideological pattern of the abstraction stands, merges and
separates with and from it. The mimetically real and the ideologically
abstract compliment and stand for each other. We, as readers, are
situated in that dreaming state of the d_éj__?g vu, the clear and familiar
which, just as we are becoming sure of the concreteness of our sur-
roundings,' dissolves into the nebulosity of a suggestive, metamor-
phosed world that is ever taking shape in an infinite number of devel-
oping possibilities and contrarieties.

Although one figure often predominates as the central charac-
terization there are always two entities interacting in each of the' Sub
Sole stories. Frequently the dualism arises through the process of
internal or psychical division, the two halves of the single figure

mutually responding in a state of tension. In this situation the polarity
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-is psychical and the story environment is clearly dreamlike, with
psyche and "internal world" coexisting through the lights and shades
of anxiety, rationalization, and despair (""El rapto del sol,' "Irreden-
cién,' "En la rueda, " '"Vispera de difuntos''). Closely analogous to
this mode of characterization is that of abstracting a recurring tendency
in the nature of the human race, and then permitting this tendency to
control all of human nature, so that man's potential character diver-
gity is distorted into the monolithic stimulus-response mechanism of

the brute ('''Inamible, ' La trampa, "

and, in a certain way, '"Quilapin'').
In some of the siories the principal figure functions both as e, genesic
abstraction (the personification of a mythologic¢, prototypal entity) and
as an existential abstraction (a character standing representationally

for all the menffners of his species). Stories clearly exemplifying this
technique include, "El rapto del sol,' "E1l ahogado, " "Irredencién, "

"En la rueda," "Vispera de difuntos," ''"Quilapin,'" "E1 vagabundo, "

"'Inamible'" and ""La trampa."

Or again, a character can be both him-
self and a quality of himself, as the Lilloan divinity frequently is por-
trayed in a state of inescapable self-alienation (''En la rueda,' '"Las

' and ""El alma de la maquina'').

nieves eternas,'' "El remolque, '
Characters, too, can be developed as compound abstractions simul-~
taneously appearing as the prototype and as an aspect of spiritual con-

sciousness potentially inherent within each individual of the prototype's

species (all of the stories, except '""El remolque,' ""Nieves eternas, "
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and "E1 alma de la méqﬁina"). The demonic quality of the world may
be semi-personified, drawn as an overtly hostile force, alienating
each man more fully from God and from other men, or it may be drawn
as hostile-through the very neutrality of its semi-personification (that
is, acting negatively in chthonic muteness and indifference--
"Quilapdn"), or it may be drawn as a living plastic, assuming demonic
quality in proportion and mode to that assumed by the actions and
states of mind of the central personages or personifications. Often
ideas are more person-like than the fictionalized literary characters
themselves. Some of the stories deal with the most patently abstract
of pefsonifications--those of interstitial concepts2 which have no con-
ceivable existential referents apart from imaginative concoctions,
suggested images which represent, in all their ambiguity and fleeting-
ness, élternating hope of quiescence and fear of living in the persist-
ing memory of past nightmares.

Whatever the conceptual treatment of the characterizations,
each story invariably turns upon the symbolic patterns emerging from

the antithetical tension of two figure-types. But when it is said that

2. By "interstitial concept,' I mean an idea oridea complex
which becomes known to the reader through the emotive quality of the
kinds of acts making up story plot. We grasp these idea complexes
only occasionally through direct statements of author or character;
most usually, the texture of the story setting provides them as emo-
tional values concomitant with the mode of description and action
comprising the story.
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the figure duality is conceptually polarized or conceived in the tension
of antithetical movement, it is not meant that the dualities enclose
mutually exclusive conceptualizations. Obviously, the polar figures
could not be of mutually exclusive natures and yet interact. Rathér——
and this is a difficult point--the polarity represents a tension in the
Lilloan vision of the universe; a tension necessarily arising within all
of creation when spirit or creative Being3 commitg itself to imprison-
ment within the categories of space and time. In the situation of di-
vine frustration, of God caught up within the material form by which
he actualizes his dynamic impulse to create, the demonic, as a con-
ceptual category of a kind of quality, is brought into existence (litér—
ally speaking), and all creation (God, man, structure) is susceptible
to its infection. God and man can and do become demonized, though
in different ways, and this situation results in the story action moving
through the dual antithetical personification or dual and polarized in-
dividualization.

All of the figures are stylistically universalized, beg_oming

.ideas that move, rather than characters who mimic the passions of

, 3. Creative Being (being-itself) is the ground from which
every form, structual and/or ideological, arises. Conceptually,
being-itself, that abstraction which is not one entity alongside others,
must be portrayed as a thing, person, essence, or concept, In theo-
logical and ontological thought, being-itself is not objectifiable. See
Tillich, Systematic Theology (I), Part II, and Heidegger,. An Introduc-
tion to Metaphysics.
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men; Even a mosf casual reading of the sf;ories drives the reader to
this conclusion. In '""Las nieves etérnas" only surrealistic anthro-
pomorphizations dynamize world structure; in "El rapto del sol" the
human mass is either shadowy and anonymous or grotesquely mis-
shapen and wholly demonic in its moral ugliness; in ""El oro'" Lillo
stylizes anthropoid figures, but these are exemplified through por-
trayals of suprahuman sorcerers or the recurring motif of indistin-
guishable mass. in "Irredencién'' the irreality of the fairytale is en-
hanced through the princess-character who moves only in a dream
(stylistié dream enfolding a dream); and in "El alma de la méquina"
mass is separated from the anthropoid figure stationed eternally above
it. Analysis reveals that even in the more realistic stories, the
characters are very far from the mimetic mold in which, superficial-
ly, they may be thought to be cast. But perhaps this interpretational
caveat does not r.equire an overly rigorous defense. Some of the
tales are obviously meant to be symbolic. And all of the stories,
humorist, reglist, maritime, or fantastic, are so compact that none
of the characterizationé is approachable as a personage whose deli-
cate combination of individual characteristics--those indicators of a
sengitive humanity on the qui vive--likens him to ourselves. As we

recognize that between an objet g_'a_rt‘ and the perceiving sensitivity,
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there exists a condition of psychical distance, 4 so we are induced by
Lilloan stylistics to apprehend the Sub Solean characters in the mythi-
cal distance commonly imparted by abstract personifications. Lillo
produces this féelirig of disténce partly through the symbolic form of
a personalized conceptual vision of world texture and partly through
the ever-recurring states of dreaming and of remembering in which
his characters move and in‘.which they tell us (if they are made to
speak at all) what it is that they have to say. Even moments of social
and personally experienced horrqr alternate with scenes of imperson-
al tranquility andv structural. beauty. Lillo never leaves us in the com-
placency of believing that, for once, we are really looking at (or .
standing in) a mimetically drawn panorama of a society familiar to
us. He-is careful to keep his characters and personifications (if we
can distinguish the two clearly enough to warrant the verbal distinc-

tion) from coming into too close a proximity to our capacity for

4. The term '"'psychical distance' is well known in the field of
aesthetics. An object seen psychically distanced is one whose features
become impersonally transparent to us (we bring no preconceptions to
our vision of the object), revealing their unique texture, their over-
tones of meaning, their internal harmonies. This vision is acquired
by our apprehending the object ''out of gear with our practical needs
and stands as a Buberian ''Thou' in a world of objects and connections
which we normally approach and utilize as mere things by which we
may attain our ends. See Martin Buber, I and Thou, trans. Ronald
Gregor Smith (New York: Charles: Scribner's S Sons, 1958) The clag-
sical expression of the principle of psychical distance occurs in Ed-
ward Bullough's " 'Psychical Distarice' as a Factor in Art and Aesthe-
tic Principle, " British Journal of Psychology, V (May, 1912) 87-

98. My quoted phrase is taken from this source..
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familiarizing analogous entities with our own natures. We are driven
to respond psychologically to ideas which he believes to reside in-
he’fently within mankind, to engage in a struggle to acquire an under-
standing of a certain line of thought which is participated to us through
our capacity for sensing the ideological patterns lurking just beneath
the fagade of the Lilloan mythos. Lillo's characters are abstract
universalizations. But they are nét abstract in the way mathematical
axioms are abstract universalizations. They are not arbitrary pro-
ducts of an intellectual game into which we, as willing readers, are
drawn. Lillo is serious in his connection of intuitive abstractions
with the existential world from which they are drawn and which they,
at all times, represent.

The following schema proposes a simplification of the polar
nature of the character structure involved in the stories. Naturally,
as was the case with the groups into which the stories were collected
in Chapter 3, these divisions represent polarities which occur, to
" some degree, in each of the tales. It is just that the stories sub-
sumed under each particular set of polar characterizations will be
analyzed symbolically from the starting point which the polar set sug-

gests.



GENESIC MAN
(SINGULAR OR
PLURAL FIGURE)

GOD (CREATOR)

GENERIC MAN (IN
ONE PSYCHICAL
- ASPECT)

GOD (AS PART OF
HIS CREATION)
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[voluntary antithesis]
EXISTENTIAL MAN
(SINGULAR OR

1, "El rapto del sol" PLURAL FIGURE)
2. " 'Inamible'"
3. "El oro
[involuntary antithesis]
' . CHRISTOLOGICAL
‘FIGURE (GOD EXIS-
TENTIALIZED)

. "El remolque"
"El alma de la maquina'
. "El vagabundo'

4, "El ahogado"

W DN =
.

[involuntary antithesis]
: GENERIC MAN (IN
THE OPPOSING AS-
PECT WHICH DRIVES
TOWARD THE NEGA-

1. "Irredencién" TION OF THE FIRST)

2. "En la rueda"
3. "Vigpera de difuntos'

[voluntary antithesis]
WORLD PERSONIFIED
BEFORE DIVINE RE-
JECTION
1. "Las nieves eternas"
2. "Quilapan"
3. "La trampa"

The antithetical interaction of the polar dualities may be seen to be

voluntary or involuntary depending wholly upon whether or not the

-initial (or mythically first-in-time) character determines the nega-

tive outcome of the story through his own choice, or whether, al-

ternatively, both polarities are drawn into a state of affairs beyond

their mutual ability to control.



CHAPTER 7
TIME AND SPACE

Lilloan time and space-are experiential; they comprise se-
quences in which each personage does or feels what Lillo has him do
or feel and not sequences which are scientifically or objectively de-
termined by reference to the correlated movements of natural phe-
nomena. In Sub Sole everything that happens in space, as well as
every temporal movement through which it happens, is wholly de-
termined by the symbolic import of the characterizations: we ap-
proach the complex nature of Lilloan time and space only through the
ontological and theological symbolic form of the story collection.
That time and space are experiential, that the Sub Solean ambiance
‘never duplicates objectively definable and verifiable world time-space,
-emphasizes the proximity of Lillo's subjectively oriented space and
time to that of contemporary existentialismm. Thinking of the exis-
tentialist ''subjectivization" of time (though what is said of time may
equally be applied to space), Hans Meyerhoff wrote:

And it is the notion of time, time as experienced and lived,

which enters into all varieties of existentialism. . From birth

to death, human existence, self-conscious human existence,

unfolds itself under the two conditions of temporality and of
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man's foreknowledge of death. . . . All existentialist thinkers
assign to the category of time a central place in their meta-
physical analysis of the experiential qualities of time, not in a

logical analysis of scientific concepts. . . . The point of de-
parture is the temporality, or historicity, of man's existence;
the point of arrival is usually an attempt. . . to pass beyond,

i.e., "transcend," this temporally situated mode of man's
existence. 1

The final sentence éf this quotation, acting as a synthetic conclusion
- of the ideas developed just above it, clearly indicates the connection
 between Lillo'é ontologiéo-theologiéal éymbolic form and_the exis-

te‘nti.alist's move toward transcendence. But the nature of Lilloan
time and Svpace is not discovered solely through an analysis of their
-experiential quality. In this chapter I shéll distinguish between
stylistic and symbolic time-space, and I shall argue that ''real" Sub
Sole time and space (those concepts perceivable through the meaning
of the storieé) are whoily symbolic, and that stylistic time-space are
only the superficial constructions of the stylistics of character and
plot portrayal. When I analyze the stylistic spatio-temporal environ-
ment I shall be dealing only with the manner in which Lillo's person-~
ages are made to experience their environments; when I begin treat-
ing symbolic time and space, I shall be congidering the natures of .
these phenomena as they are revealed to us By the meaning lying be-

hind the stylistic fagades. Stylistic space and time are to be

1. Hans Meyerhoff, Time in Literature (Los Angeles: Uni-
versity of California Press, 1955), p. 138.
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understood as the by-products of Lillo's literary form; symbolic space
and time are anaiyzable substantively: they are the real space and
time enclosing the meaning of the formal story elements.

For the purpose of lending coherence to a relatively compli-
cated subject, I shall consecutively analyze stylistic time, symbolic
time, and space. In déaling with stylistic time, the order of discus-
sion will be based up&n five aspects of time characteristic of litera-
ture in general: (1) subjective relativity; (2) continuous flow or
duration; (3) dynamic fusion of the causal order in experience and
memory; (4) eternity; (5) transitoriness.

A generalized statement (applicable to most imaginative
‘literature) would be that Sub Solean time is subjectively relative, that
‘is, that it exists only as the various characters experience it. Pro-
cesses whose existential analogues require a considerable period for
their fulfillment are unfolded quite succinctly, Lillo thereby indicat- -
ing that empirical movements exist (have meaning) only in relation to
their significance for his characters. Strengthening Lillo's implicit
equation of temporal movement with meaning, is his treatment of in-
tuitive moments: the content of these frequently supplies the bulk of
each story. Experiential time is characterized by so decisive a
cleavage from measurable time that if often does not appear to be ac-

tually occurring in successive moments at all.
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In reading the stories we often sense that the characters are
moving within an environment whose temporal processes have been
suspended, and that they are aware of their moving as:if within the
simultaneity of a dream or half-wakeful reverie. This is not to deny
. that there are apparently realigtic Sub Sole tales in which the tem-
poral sequences are analogous to those of existential time, Having
once witnessed the spectacle -of a cockfight, for example, we could
very well find nothing intrinsically unreal about Lillo's description of

' Temporal succession,

a similar kind of encounter in "En la rueda.'
or the order of cause and effect, parallels that of existential time, the
diurnal segments being indicated by a detailed narration of the action.
But the segments are provided only for the reader's benefit; they have
no meaning for the two groups of characterizations (i.e., for the

crowd and the two birds). Cenizo and Clavel are not moving through

so many temporal moments. Temporal reality for them is experienced
as the ferocity and agony of their struggle. Both roosters are battling
through a stylistically bresented morning and afternoon, but this fact
is not relevant to them. Their awareness of time is that of an in-
definable, prolonged struggle in which all of their life forces are ex-
hausted. Time for the surrounding spectators is scarcely existential
either, for these figures comprise-a unity without movement, without

an entering into the struggle whose continuously moving, progressive

segments mark temporal passage. The crowd cannot be said to move






