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Bernardo Ortiz de Montellano stood out amongst the Contemporáneos group of poets because of his engagement with the Native American literary tradition. Of the Contemporáneos, Octavio Paz has said: ‘ninguno de ellos fue indigenista, salvo – y muy tímidamente – Montellano y, al final de su vida, Novo’ (1994: 88). Paz is right to underline the apparent disinterest in indigenous culture of the majority of the poets and his use of the term indigenista is particularly revealing. The inclination of many of the Contemporáneos poets away from indigenismo needs to be understood within the post-Revolutionary political context. As indigenismo became associated with the rhetoric of the Revolution, the Contemporáneos poets, whose broad aesthetic identities emerged from the Ateneo de la Juventud, consciously aligned themselves with Mexico and Latin America’s Latinate tradition. Cuesta, for example, stated that there was no ‘indigenous Mexican poetry’ (1991: 438), arguing that the best Mexican verse was grounded within the classical tradition of European poetic forms. Even if Cuesta is polemically overstating, he is representative of many of the group who objected to the high-profile populist art of the Revolution. 
Relevant as Paz’s observation is, to refer to Montellano as indígenista risks an inaccurate impression of his work. Although some of Montellano’s poetry has a folkloric aspect, his essay ‘La poesía indígena de México’ of 1935 and his two most celebrated poems, ‘Segundo sueño’ and ‘Muerte de cielo azul’ of 1933 and 1937, do not fit neatly with the artistic movement associated with indigenismo. Montellano’s interest in the indigenous should be understood within the context of the essay of 1935. In one sense, Cuesta’s position holds true for Montellano, who begins from a premise that indigenous poetry and cultural life have been effaced (Ortiz de Montellano 1988: 443 & 446). But Montellano makes it clear that his focus is in no way historical (1988: 442). He explicitly talks of an exhumation of indigenous poetry (1998: 443), but his motivations are neither archaeological nor anthropological. His approach avoids the familiar national ideology of State indigenismo founded on a simulacrum of its non-European past. Instead, Montellano underlines that his interest in indigenous poetry is in its ‘spiritual meaning’ (1988: 441, my translation). He advocates a rebirth of the indigenous poetic voice that is latent in Mexicans because it comprises part of their material existence; and as his reference to spirit indicates, Montellano’s argument is not made from a historical materialist position. Rather, it is grounded in a metaphysical belief in the persistence of a disembodied indigenous soul that survives in translated poetry. Montellano’s use of an epigraph from Plotinus underlines his understanding of the relationship between the human being and material existence, and makes overt the mystical and mythological formulations of his essay.

The referencing of Plotinus is characteristic of a hybrid position that intersects with rather than rejects Cuesta’s classicism. The inspiration Montellano draws from Native American writing must be understood as one aspect of a constellation of intellectual influences informing his work. If his interest in the indigenous sets him apart from the group, it does not necessarily indicate a radically different attitude and neither does it define him as an indigenista writer in the typical sense. Like many of the Contemporáneos group, Montellano is more concerned with the exploration of reality at a philosophical level than documenting the political or social circumstances of Mexico. This ought not to be taken as a manifestation of disinterested elitism, but rather a suspicion of much of the ideological content of the Revolution. The most important immediate influence on this attitude was José Vasconcelos; a fact not without irony given his centrality within the post-Revolutionary institutions and culture of Mexico. Vasconcelos, although interested in the potential of folk art, was, like the Contemporáneos, more convinced by national development as a process of revelation and metamorphosis than modernisation and economic growth. These two philosophical or theological terms also frame Montellano’s interest in indigenous literature.
Vasconcelos’s early philosophical writings advocated social transformation through an aesthetic monism founded upon Pythagoras and Plotinus.
 Vasconcelos was not alone in the Twentieth Century in appropriating their esoteric ideas to combat the tenets of Western Positivism, a legacy of the more orthodox classical tradition. In ‘La poesía indígena de México’, for Montellano, it is the ‘orientalismo’ of the Native American poetic voice that is in ‘perennial conflict’ with the cultural influence of the West; a conflict that has shaped the character of the Americas (1988: 445). Echoing Vasconcelos’s aesthetic philosophy of rhythm, Montellano contrasts the indigenous poetic image, operating ‘por vías subconscientes’ (1988: 444), with the Western Logos. If the Logos, or knowledge, is the linchpin of Western culture, for Montellano, the poetic image is the life of that of Native America, and it is within this image that the indigenous soul persists. 
In the essay Montellano discusses the nature of the indigenous image and presents examples from the yucateco Libro de Chilam Balam de Chumayel. From his use of this text alongside references to the Popol Vuh, it is clear that Montellano’s understanding of the indigenous poetic image is coterminous with the Mayan mythical world-view. The poetic image, then, is not to be understood as an aesthetic device or conceptual representation, as it might be in Western art, but rather as the direct expression of a gestalt. Where Western thought attempts to define the experience of reality through a process of logical categorisation and abstraction, mythical expression or, as Montellano terms it, the indigenous poetic image, embraces the contradictions inherent within the world itself as a manifestation of the internal complexities of one indivisible whole.        
Montellano, then, is arguing that indigenous mythopoiesis persists as an expression of a universe that is complex and metamorphic but essentially undifferentiated as a cosmic unity. The epigraph from Plotinus: ‘Jamás el ojo habría percibido el sol si antes no hubiese tomado su forma’ (1988: 439) explains the same idea from the standpoint of Neoplatonic monism. The human eye and the sun share a transformational relationship that illustrates the cyclical process of substitution in which all matter is a part of an indivisible whole. Plotinus’s statement also points to the monist understanding of time and mortality and the relationship to the divine, all central questions of Montellano’s work. These poems, therefore, as an expression of indigenous myth, are not explicitly concerned with particular mythical narratives but with the way in which the world and our relationship to it is embodied in the myth. ‘Segundo sueño’ and ‘Muerte de cielo azul’, in particular, represent an attempt to give life to this voice. 
‘Primero sueño’ serves as an introduction to the direction taken by Montellano in both the essay and the two later poems. Immediately apparent is the connection with Sor Juana’s poem; however, ‘Primero sueño’, published in 1931, bears far less resemblance to that work than the later ‘Segundo sueño’. Nevertheless, it does share the conceptual preoccupations with sleep and the oneiric imagination as well as the potential for revelation and transformation that these bring. In contrast to the later poems under consideration, ‘Primero sueño’ depicts a dream narrative that combines naturalism with surrealistic imagery. Montellano, together with an Andalusian poet, come across an indigenous group mourning the death of a girl who then returns to life in the poet’s hand. Masked soldiers on horseback open fire on the group as the dream ends. Essential elements of this poem are the contemplation of indigenous practices of ritual magic
, the simultaneously healing and lethal qualities of the natural world and the repeated focus on the number three. The meeting of ‘el indio, el andaluz [y] el mexicano’ (Ortiz de Montellano 1983: 56) points to the American synthesis of East and West that Montellano refers to in the essay. The number three suggests an overcoming of dualities, and this and subsequent poems develop that idea most extensively in the exploration of time and the inevitable implication for humans of the question of mortality. The clearest reference to this in ‘Primero sueño’ is the resurrection of the girl who, it would appear, is revived by the same plant that poisoned her. 

‘Primero sueño’ is instructive for this study because Montellano has chosen to stage these events as internal images of a dream. Whilst, on the one hand, the aesthetic implementation of dreams connects the poem to currents of Modernism such as Surrealism, the link that Montellano makes with indigenous Mesoamerican culture opens up, on the other, a dimension of altered consciousness associated with shamanism.
 In this context, dreams are associated not only with the psychoanalytical aspect of the unconscious but also with the supernatural realms of premonition and prophesy. In ‘Segundo sueño’ and ‘Muerte de cielo azul’, Montellano converts the natural sleep of ‘Primero sueño’ into anaesthesia, thereby foregrounding the idea of the unconscious as a ritualistic manifestation of death. A ritualised death is a lived death and consequently an overcoming of linear time and a gateway to a prophetic consciousness.
‘Segundo sueño’, in comparison, is a more overtly personal examination of mortality. A reflection upon the poet’s ill health that would lead to an operation in 1934, ‘Segundo sueño’, as Flores (2003: 18) points out, is a ritualistic enactment of Montellano’s self-sacrifice, rich in parallels with pre-Columbian ritual. However, although the poem concentrates intimately on the poet, Montellano’s intention is not to examine his ego. Typical of the poetry of the Contemporáneos group that rejected the centrality of the poet in modernismo, Montellano dissects the unity of psychological identity just as the surgeons go to work on the patient’s body. Although emotion in the form of joy closes the poem in an echo of the awakening at the end of Sor Juana’s ‘Primero sueño’, sentiment is avoided in favour of a meditation on the nature of being and the relationship between mind, body and soul.  
In this poem Montellano begins to explore in depth the monist and mythical world-view outlined above. In a state of deep amnesia, consciousness loses its control and the poetic voice becomes a fluid expression of the material existence of the poet’s body. In a reference to the Neoplatonic process of human birth and death, the body sees itself devoid of the soul which had once joined it to form human life:

Ni vivo ni muerto – sólo solo

El alma que me hice no la encuentro

Sin sentidos, despierto

Con mi sangre, dormido

Vivo y muerto

Perdido para mí (1983: 72)
In these lines Montellano is not examining the nothingness of death from the perspective of the ego of the modern Western subject. On one level, the poet is experiencing limbo as a patient under anaesthetic, but on another he is exploring an understanding of life and death that does not conceive of these two terms as polar opposites. Life carries meaning beyond its association with the ego and beyond the expression of the Logos, and in order to demonstrate this, Montellano confronts us with the logic-defying ‘el alma que me hice no la encuentro’. The poetic voice cannot be fixed to an intending rational consciousness but rather to a life force or spirit that is made up of a combination of elements. This recalls not only Plotinus’s explanation of Creation, life and death, but also indigenous myths of the same. For the Maya, blood was the most sacred life force and it was from the blood of the gods that people were created (de la Garza 1998: 23-25). Consciousness now evaporated, the voice is ‘perdido por mí’ but alive with the divine spark of blood. The verse concludes:

pero para los otros

hallado, junto, cerca, convivido,

con pulso, sangre, corazón, ardiendo… (1983: 72)    
Again there are literal and figurative readings. The unconscious poet is a living organism undergoing surgery, but, within the context of the mythical imagination, that material body is a macrocosmic organ in a universal community.
In his study of ‘Segundo sueño’, Flores (2003: 55) discusses the affinities between Montellano’s approach to native Mexican myth and the essays of Antonin Artaud, noting Artaud’s fascination with Mexican solar myth. Montellano translated several of Artaud’s essays on Mexico (Flores 2003: 18), wrote an article on the Frenchman for the El Nacional newspaper (1984) and, in discussing examples of the indigenous image taken from the Chilam Balam de Chumayel, noted that it was ‘estrechamente unida al sobrerrealismo de hoy’ (1988: 449). The inspiration Artaud drew from the indigenous cultures of Mexico gives us an understanding of the contemporary contexts for Montellano’s poetry.
 More radical in his condemnation of rationality than many Surrealists, Artaud was also fervently opposed to Marxism which he saw as another way of ‘separating the elements of the world which are brought together by a true culture’ (2006: 23, my translation). In the indigenous peoples of Mexico, he saw that living culture and called for the nation to allow its ‘magia oculta’ to flourish, rather than cede control to ‘el mundo egoísta’ (2006: 23). 
Artaud’s idea of revolution is one of revelation and its force can be felt in Montellano’s poems. However, as one critic has said, Montellano is ‘always an analyst’ (Franco Bagnouls 1983: 20, my translation) and his work, although influenced by Surrealism, is contemplative and measured compared with Artaud’s revolutionary passion. In the essay discussed here, Artaud makes reference to Henri Bergson’s concept of durée (Artaud 2006: 22)
 and, as my conclusion will show, Bergson’s thought is valuable in illuminating Montellano’s aims in ‘Muerte de cielo azul’.

In the distance travelled between ‘Primero sueño’ and ‘Muerte de cielo azul’, Montellano’s contemplation of time, being and mortality moves from a narrative to a ritualistic and finally to a wholly abstract frame. The argumento of the poem continues where ‘Segundo sueño’ left off introducing the point of view of the body that has ‘pasado por la angustia de la anestesia y de los sueños’ (2002: 246). It goes on to declare that outside of poetry it is only possible to understand life and death and the corporeal and the incorporeal as separate oppositional phenomena, but that poetry can help us glimpse that in truth they are ‘inseperablemente juntos’ (2002: 246). ‘Muerte de cielo azul’ then, is Montellano’s explicit attempt at a poetic expression of the ‘apparently contradictory’ phenomena that are unified in the Native American mythical world-view. It follows, therefore, that the poem represents Montellano’s most sustained realisation of the revival of the indigenous soul that inhabits the poetic image.   
In ‘Muerte de cielo azul’, Montellano abandons the anchors of interpretation of the previous poems. The argumento may affirm that the body is speaking but the poetic voice is wholly fluid and unstable with the deliberate result of disturbing fixed relationships between subject and object, sign and signifier. The poem is constructed of images that recall the multivalent examples form the Chilam Balam de Chumayel that Montellano cites in the essay of 1935. And, like the Chilam Balam, Montellano combines the organic and the inorganic, equating these, in combination, with the ever-evolving process of life and death. In ‘La poesía indígena de México’, Montellano reminds us that, for the indigenous people of Mexico, ‘la palabra es como el cuerpo’ (1988: 447). Contrary to Western understanding, language is conceived of as fundamentally physical and therfore poetry is an expression of a non-dualistic mindset: ‘[...] en la misma indeterminada mezcla, concordancía y correspondencia entre el cuerpo y el alma del hombre, se halla la correspondencia entre el idioma y el alma de la raza’ (1988: 447). To illustrate this, he presents us with a series of images from the Chilam Balam including, for example, the following: ‘La flor amarilla del cielo es sueño’ and ‘se encenderá fuego en los cuernos del venado’ (1988: 449). 
Two stanzas from the first part of ‘Muerte de cielo azul’ immediately point to a similarity in the construction of Montellano’s images:
Vivir en el transmundo de las puras

floraciones del cielo submarino

dejar como castigo

en el hueco de luto las oscuras,

violentas, desgarradas vestiduras.

A deshojar su sombra el cuerpo vino

por ese fuego frío

del sueño de cinceles y amarguras. (2002: 247)
The organic and inorganic, mind and body, life and death are unified through a network of inter-referentiality. The physical and the metaphysical are not placed in opposition but inter-relate on a single plane as elemental components of a whole. In this way, the body is able to peel off its shadow as if it were a material presence and physically move through a realm of dream that is simultaneously defined as elemental (‘fuego’) material (‘cinceles’) and emotional (‘armaguras’). Where ‘Primero sueño’ was contrived as a poetic narrative of the contents of a dream, ‘Muerte de cielo azul’ is constructed so as to enact the processes of the unconscious which, in turn, are indivisible from concrete reality. 
The reference to blood in ‘Segundo sueño’ now becomes unified with dream in sonnet XII, ‘Sangre de sueños’:

Viva muerte de sueño preferida
de belleza mortal inerte dueño

que en el sueño disfruto. Convertida

en la rosa de cera de mi luto

vigilia volveré lo que ejecuto

sangre cristalizada de mi sueño. (2002: 255-256)
Dream, as ‘sangre cristalizada’ is transformed matter that is capable of transforming life and death from oppositional into unified states. Again, the images chosen by Montellano closely resemble his examples from the Chilam Balam and underline the influence that the indigenous image has on his work: ‘Valeremos esta noche nuestra rosa, la rosa que ayer hicimos’ (1988: 449). The similarity lies not merely in the rose – commonplace enough in the poetry of the Contemporáneos and the baroque images that inspired them – but in the identification between the rose and the poetic voice that in both examples indicates a magical transubstantiation of matter and the interpenetration of the organic and the inorganic.     

Montellano, in ‘Muerte de cielo azul’ is constructing a series of images that equate to a non-dualistic mythical understanding of a cosmic totality. In this way, the poem mirrors the myths of Creation in the Popol Vuh and the Chilam Balam, where apparent dualities embodied by gods are shown as to be connected aspects of a complex unity. In the Chilam Balam, for example, the serpent is the source of life and death and appears in metamorphic combinations with other animals as a manifestation of a mutating universe that depends on the mutual combination of all of its elements (de la Garza 1998: 25-31). 
In writing ‘Muerte de cielo azul’, Montellano’s ambitions stretch further still. To reiterate, in the essay of 1935, he argues that the poetic image is the indigenous soul and that the word is the body. The soul, he states, persists in translation and, by implication, his poetry connects body and soul in a way that mirrors the unified mythical view of the universe. Montellano also argues in the essay that the cultural tradition of Mexico is one that balances the indigenous and the European, and therefore by implication, the rational and the poetic image. Montellano, never quite the revolutionary Surrealist, steers a path between rationality and myth in a measured way that retains more elements of the former than might have been acceptable to Artaud. The intellectual approach that underpins his poetry is, I would argue, without doubt Bergsonian. Bergson’s works were of profound international influence in the first decades of the twentieth century and were disseminated in Mexico primarily through the Ateneo de la Juventud and particularly by Vasconcelos and Antonio Caso.  
Bergson’s philosophy was of singular importance to the Ateneo and subsequently to the Contemporáneos because it was a direct opposition to the Positivism espoused by Díaz and his Científicos.
 In the introduction to Matter and Memory, the work that provides the clearest parallels with Montellano’s thesis in ‘La poesía indígena de México’, Bergson affirms ‘the reality of spirit and the reality of matter’ (1991: 9). Not content to accept these as an incommensurate duality, his project is to reconcile the opposing schools of idealism and realism and to show how body and mind (the ‘extensive’ and the ‘inextensive’), whilst fundamentally distinct, mutually reconstitute each other in conjunction with memory. For Bergson, ‘pure memory is spiritual manifestation. With memory we are, in truth, in the domain of spirit’ (1991: 240). Although Montellano does not overtly reference Bergson in the essay, this contemporary philosophical model mirrors the poet’s desired resurrection of the indigenous via a reunification of word and image. 
Matter and Memory begins with a critique of standard accounts of the physiology of perception, concluding that the perceived image does not result from a reflection (realism) or invention (idealism) of matter, but is an intuitive process with the body simultaneously acting as receiver and processor of exterior stimuli. The mind neither reconstructs images as if it were a photographic plate nor constructs them ex nihilo. Most important of all, perception would amount to no more than automatic sensory motor actions if it were not for the role of memory. For Bergson, it is memory, belonging properly to the metaphysical plane that enables independent conscious thought. Human perception is a constant movement between pure matter and pure memory with neither of these elements functioning as originator. In this way, Bergson’s model combines spirit and body in a manner that challenges their perceived duality and echoes Vasconcelos’s monism and the indigenous mythical cosmology as outlined by Montellano. Given the influence of Bergson in Mexico, it seems likely that the proximity of his thought to the Platonic and, in particular, the Neo-Platonic provided the catalyst for Mexican thinkers and artists to make the connection to the indigenous context.   

Underpinning this account of perception in Matter and Memory is the fundamental idea of durée developed in Bergson’s first published work Time and Free Will and cited by Artaud in the speech discussed above. The concept of durée dictates the circumstances within which perception is understood as process. Essentially, durée is a definition of time disambiguated from space. Bergson asserts that perception takes place as movement. The act of perception has no physical location in the human mind, literally, it does not take place, rather it is brought about in the exchange between matter and memory, body and spirit. Perception is exchange, movement or process in itself; it is not the end point of process. According to the laws of durée, movement is properly temporal and is unconnected to space. The act of measuring movement effectively freezes it and converts it to space and Bergson illustrates this by explaining away the apparent paradox of Zeno’s famous arguments relating to movement and space (1991: 188-93).  The standard definition of perception is guilty of the same error where space and time are treated as connected entities. The result of this confusion is an ideal (but essentially false) image which freezes time and space together in a process analogous to the photographic image or ‘like the instantaneous flash which illuminates a stormy landscape at night’ (Bergson 1991: 189). This image is static, homogeneous and, in essence, dead. Perception conceived of within durée, on the other hand, proposes a way of seeing akin to what Deleuze went on to define in relation to cinema as the time-image;
 a representation of time as flux, unconnected to space and wholly different to image as a discrete moment in a chain of linear causality. Movement and perception as understood within the terms of durée are not ‘things’ but ‘states’. 
Montellano’s theorisation of the indigenous Mayan image and the aestheticisation of that idea in his poetry can be seen as a literary deployment of Bergson’s thesis in Matter and Memory. The image, as Montellano construes it, is a living, collective consciousness that extends from the past into the present. As Bergson argues, ‘memory does not consist in a regression from the present to the past, but, on the contrary, in a progression from the past to the present’ (1991: 239). For Montellano, image is the indigenous soul, for Bergson, memory equates to spirit. Neither soul nor spirit exist independently of ‘extensive’, physical matter and Bergson’s idea of body as the conduit of matter and memory can be readily transposed to Montellano’s assertion in the essay that word equates to body. From there it is but a short step to recognise that Montellano conceives of his poetry as the material realisation of the indigenous image. The image, like Bergson’s conception of memory, is made present and continually develops as it comes into contact with matter. ‘Muerte de cielo azul’ is Montellano’s most ambitious attempt to give voice to the soul of indigenous poetry as an invocation of durée. Only when time is freed from the historical obligation that yokes it to space, can the past accrue within an indivisible present.
In the final sonnet, ‘A la alegría de la vida y de la muerte’, Montellano closes the poem fusing the organic body and the inorganic spirit:
Y si ese labio calla y otro miente

y es el cuerpo la letra y la medida

y el arte de morir es inconsciente

Color el agua sangre y no deserte

que al fuego de la sombra de la vida

no se escape mi sombra de la muerte (2002: 257). 
The connection between language and body first made in ‘La poesía indígena de México’ is overt and the spirit is implicit in the image of ‘mi sombra de la muerte’. Here, Montellano is reinforcing the primary theme of ‘Muerte de cielo azul’: the gift of poetry for expressing the interpenetration of life and death. In so doing, he reaffirms the indigenous world view that recognizes no division between body and spirit and his belief that formal experimentation can reinvigorate the revelatory quality of language, with the concision and Surrealistic quality of these final lines clearly reprising the poetry of the Chilam Balam de Chumayel. In the final image of life and death brought together in a mutually sustaining relationship, Montellano aims to loosen the grip of historical time and give voice to the indigenous soul. 

Montellano was unusual in his sustained interest in the indigenous, but this inspiration must always be viewed alongside the dominant cultural and intellectual contexts as outlined in my introduction: the legacy of the Ateneo de la Juventud marked by a return to the classical tradition in the Americas and a rejection of Positivism. Instrumental in the development of these attitudes and, as I have shown, of particular relevance to Montellano, are the ideas of Bergson. Bergson’s fundamental idea of durée was doubtless the major contemporary influence behind Vasconcelos’s Pythagorean philosophy of rhythm that echoes at the beginning of ‘Muerte de cielo azul’ in the explanatory epigraph: ‘Defino al soneto como la forma lírica de la definición’ (246). The term ‘lyrical’ not only refers to poetry per se but takes us back to the classical foundation of poetry and to the pure musicality of Orpheus’s lyre. Orpheus used verse to defy the gods and to defy death. Poetry, understood in the Orphic sense, is a language that defines the world differently to the dualistic logic of rationality; the logic that separates life and death, the body, the mind and the spirit. Montellano aspires to poetry as pure musicality, reminding us of how Bergson often cites the difference between the perception of a musical phrase and the experience of listening to music to illustrate the distinction between duration and durée (See, for example, Bergson 2001: 105-06).
 The poetic voice in ‘Muerte de cielo azul’, now detached from a fixed point in space, breathes life into a world whose elements circulate in an inter-relational and metamorphic movement replicating the Native American mythical world view. The poem therefore echoes the Popol Vuh which is the answer to the gods’ plea: ‘May we be called upon and remembered for it is with words that we are sustained’ (2007: 80). Taking inspiration from indigenous myth where gods and human words revitalise each other, Montellano is not interested in the memory of the museum but in Bergson’s ‘pure memory’. Neither the poem nor the sacred text is a repository of memory; rather they are conduits in the Bergsonian sense for the exchange between matter and spirit: and, in this, their purpose is to ensure continuity and metamorphosis.
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� Vasconcelos published the essays El monismo estético and Pitágoras: Una teoría del ritmo in 1918 and 1921.


� As María de Lourdes Franco Bagnouls (1983: 22) points out, the local detail of ‘Primero sueño’ indicates a recognisably Mexican indigenous community but the author is not concerned with specific geographic or ethnographic identity. Although Montellano grounds his study of indigenous Mexican poetry in the Libro de Chilam Balam de Chumayel, his essential interest lies in the universal qualities of the mytho-poetic rather than the details particular to specific cultures. The approach of his study is reflected in the poetry.     


� The two are not unconnected. Franco Bagnouls (1983: 23) reminds us André Breton was fascinated with the prophetic dimension of dreams. 


� See La imagen desollada (2003: 85) for Flores’s reference to Plotinus’s treatment of this. 


� Artaud spent time amongst the Tarahumara people and his collected writings were published in the volume cited here (1984). Although it is clear that Artaud gained much of his experiential knowledge from the Tarahumara, he makes it clear that his understanding of the indigenous Mexican culture is that of a unified vision of the world that opposes the Western mindset: ‘Por distintas que fuesen las antiguas civilizaciones del antiguo México, éste no tenía en realidad más que una cultura; es decir, una idea única del hombre, de la naturaleza, de la muerte y de la vida; […]’ (1984: 67). 


� The Spanish text renders this term as ‘duración pura’. In English, the term can often be found translated as ‘pure’ or ‘real duration’. Here I use the original French term throughout. 


� For a discussion of the importance of Bergson to the Ateneo and, in particular to Vasconcelos and Caso, see Romanell (1961: 503-4). 


� See Deleuze’s Cinema 2 (1989) for his book length study of this term in relation to post-war cinema. In Cinema 1 (1986: 1-12), Deleuze needed to revisit Bergson’s brief and somewhat dismissive opinion of cinema in order to make a case for the philosophical paradigm shift of the time-image.     


� This section of Bergson’s work is particularly instructive for an examination of the influence of his thought on José Vasconcelos’s treatment of rhythm.   
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