ATMARA DA CUNHA RESENDE

FAREWELL TO THE “ANGELUS”

RES{iHe

Partinde da andlise paradigmAtica doz dois testos, este em~
tude busca mostrar come e guande oz dols autores se mantam T
mesme planc, ou 8¢ Separan, delxando claxos o envolwimento € a
nostalgia, em Drummond, opostamente ao afastamento e 3 ironia,em
Eliot.

ABSTRACT

This study analyses the paradigmatic construction of the
two texts and aims to show where and when the two auvthors remain
on the same level or move apart, when one can clearly see the
involvenment apd nostalgila, in Drummond, opposed to Eliot's
detachment and irony.




Az T.8, Eliot himself hag put it in hig sesay "Tradition
and the Individugt Tatant“l, literature is made up  of works
which are both and at the same time atempenal and individual, In
this way the good writer is not the one who coreates something
thoroughly new, but he who #Aecse¢afes ant out of what has been
the theme of previous or foreign masterpieces; and his recreation
is guite original, as its originality comes from different aspects
not touched upon bhefore., That is the individual within the
traditional, the personal and present form within what belonys
to all times and may thus be the token of one special time. That
means situating the hexe and pow in the gallery of those artists
already sanctioned in the fax away and past,

From this point of view I shail try fo study Eliot's
"Prelude T" in comparison with Carlos Drummond de Andrade’s "Anoi-
tager™,

Tradition isg present in the theme of both poems: hollow and
inactive twentieth century man, living in an Iindustrialized,
stifling, distressing world; urban life conditioning this %3118
as opposed to rural and/or past life, connotative of peace and
human spirituality.

The "individual” quality of a work of art is to be seen
through the author’s stance, the way he becomes involved in eor
detached from what he presents as hisz creative technioue,According
to this position, T paopose to analyse the above mentioned poems
on three levels, '

LEVEL A ~ The level of contemporary industrial soclety.

LEVEL B - The level of present rural socciety or, more likeiy,
past rural life.

LEVEL C - The level of the author's stance,

One will notice that level A sbuorbs level B entirely in
both authors; level C is also taken in by level A in  Drummond
only, whereasas Hllot keeps it to itself within the paradigmatic
styucture of his poem,.

Both "Prefude 1" and “"Anoifecer® begln with  the iddea of
dusk, which is to be seen in Drummond by means of the opposition

between levels R and B. Rs he starts off from the connoted
feeling of twilight, which hag existed in other times and in
rural 1life — this connotation is metonimically suggested by
Thelf" ("¢ a hoka em gue 0 sino foca"] -, followed by the

opposition created through the horns and szilrens, the poet offers
us & clear vision of our modern world, when he makes use of the
shifter "aqui”; in this world there is no place either for peace
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or for a happy, willing return to home, as it used to be in the
past and/or in the aountry {*mas agqud nds 4 sinoes”),

Eliot creates the opposition not by means of levels A and
B, but through inversion, using, alse, a metonimic processi'sdeaks
substitute for people who eat them), as people  become  things
and things become people. There is ro human being voluntarily preparing
his meals; there is only meal itsell, present there, synaesthetically,
as something man must have in order to go on livimg., It is guite
obvious at this point in the poem, that human beings have baen
turped into robots. Dusk, in Eliot, stands for vegetative life
from the very beginning, whereas in Drummond’s work the idea of
twilight is stlll predominantly nostalgic; this idea, 1 believe,
still conveys intensely some feeling of loss, of inmost religicus
spirituality and wmeditation which are found in wverse 1.

Level 'A becomes obvious, in Drumtond, after the shifter,Man
is pot an aythentic being, master of his own will; he is merely
some meaningless creature, choked up with modern Industrialized
sogiaty, This society, metonimically represented by horns and
sirens, isolates man inside the crowd ("aromente buzinas").
Massification stifles him, makes him feel anguish. His emotions
are copveyed to the reader by means of semantlc prolongations
and continuity {"apiios, aflifos, pungentes, trdgices”); one
should notice the way the formal content of the noun is reinforced
by the epithets, through some "croescende? which starts at "agfdi-
tes®, passes by "pungentes” - obviously more meaningful ~ and
reaches "fadgdlcos™ - this last one ¢ontaining very deep semantic
intensity. Human anguish is present in the use of these epithets.
Anguish 1s such that is guffocates man, as I have saild baefore.
Phis feeling is perfectly clear in the last verse of the first
stanza, That is the moment when man stops belng humén owing  to
hig isolation {absence of whot there should be in common} which
is suggested by "escure segrede”. Things are given life and
aspbyxlate him {"uivando escune segrede™). The verb "wlvas" , used
for animals, is in itself indicative of some entanglement ©f men
and beasts. This howling uttered here by horns and sirens conveys
21} the tragic sense of one's being alive in a mechanized soolety,
This 1s the only verb indicative of any utterance. Bitter irony,
this utterance iz that of things, not even of animals. And what

they utter is the threat of thelr own destructive POWEL it
~ brings forth the possibility of danger which seems to rebound
" “inlvacancy. This idea of some frightening sound echoing in the
”-nqphingness of man's iife is produced by the alliteration of the
ks ; 'iafter the nasal sound of the verh "ulvande,




fdentical gensation of asphyxia and anguish through isolation
is to be found in Eliot. The word "oassag ewayas® suggests,
metaphorically, some sort of narrowing down, closing in lack of
liberty taking hold of the man who goes back home, like an animal,
perhaps only to get fed. In an extended metaphor [Msdx of cloekt]
the poet shows slavery to routine symbolically marked by the
¢lock which ambiguously defines ordinary duties/time. Here, too,
there is no voluntary return to home, -no gearch for peace or
spirituality, no cozy fireside; there is only routine,aimlessness.
Time acquires deep significance when the hour told by the  bell
resounds all by itself in the line,

#Six of afoah?

Time is the only master. This significance is reinforced by
the riythm, for the line is written in amphimacer, as opposed Lo
the iamblc rhythm which Ls constant in the first two Lines. This
reinforcement is extended to the visual layer, for this is exactly
the shortest line in the poem, After the pause following the
third line Eliot brings forth the symbol of 20th century angulish
and emptiness {("fhe buxnt-oui ends of smoky days™) and creates
the image of man, the same man who tries to f£ind in smoking the
substance to fill in the hollowness in him, 1t is an escape from
solitude and anphilation. Coming closely after the "staccato™
sound of the clock, the image of smoke seems to be rarefied and
takes on the representation of modern ¢ities, smoky in thetir
stifling polution. Thus in the fourth verse of the poem the end
of the day 1s made one with the end of the human  being, who
negates himself, maybe unconsclously, by merging into nothingness .

In the 2nd stanza of "Anoditecea” Drummond goes back to the
opposition of levels A and B when, by making use of the same
process seen in the first stanza, he declares that "& & hona en
que ¢ pdssaro velia', The bird would be, ambiguously, the image
of rural life, non-existent "heae" and of the lost freedom —lost
because ".,.d¢ hi muito nde RA pissanes”, which may be seen  as
corregponding to the same lack of liberty expressed in Eliot's
“nassageways” and "six 6 cfock". The poet of Fazendedire do  Ax

opposes the rural to the urban level, and ocnoe again he
depersonalives man, who becomes unconsgcious and a rohot, part of
mass society. The epithet "compacfads” reinforces the idea of
nassification, conveyed by "mudfidaes’; man  cannot be an
individual. Being a thing, a cog-wheel in the machine,he slides,
worn out, The use of the simile ¢reates, then, the image of
intustrialized society, through the grease {"espessc oles"] which
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represents this society and by means of the verb "impregnate®
denctative of saturation, The present world, industrial world,
dominates over man entirely, in the sane way as the hours do in
Eliot,

This opposition between levels A and B, which shows rural
life as being the absence cne would like to changde into presence ,
is quite obvious in Drummond asnd becomes subtler in  the author
of Foua Quartets, in lines 5, &, and 7, when he alludes to nabure
through the synecdogue - the "gusty shower”  that "haps/The
ghimy scxaps/of withesed Leaves”, One should potice  that  the
leaves are withered hecause man has lost his natural condition.
~ he can't feel nalture any more; nor ¢an he get any psace it
might offer him, 25 some valuable element, nature is destroyed
{*grdimy scaaps®l. The leaves which in & rural  context wou ld
certainly be connotatvive of relazation, tranguil acoeptance,
life, in the poem are spread around human beings and are unable
to call up any sensation at all, Whereas, very ironically, the
newspapers which should be the strongest means of communication,
easily capable of reaching man, are all scattered over Yeacand
£ots™. Bt this moment I believe Ellot has come to  the  bitter
coenclusion, common to any observer of the Teenfuay of communicadion’:
what machines put out - the newspapers, that reproduce the message
thousands of times - echo in the emptinnes, for what used to be
human, irocally enough has already been destroyed by the same
mass~media these papers represent, by the same machine which has
created them.,

One feels at this point that while  Brummond amphasizes
man's hollowness as a consequence not only of industrialization,
but also of lack of life in a rural and/or past context, Eliot
shows it as & result of mass-media and mechanization of our
urban industrial context. The idea of mechanization reappesars
in the third stanza of "ANOITECER™, gtill through the relfication
of man, who can only deal with destruction; this is the same
kind of annihilation ope can gee in the fourth verse of  “PRELUDE
1", That is wity man does nobt run, as any human being would  do;
he Pawinls™ [Troda"}, just as a mere piece of machinery. He does
not search for the peace of nature -~ he only wishes to go back
to the void [("mergulho ne pogo mais enmo ¢ quedeo”]. One notices
in this line, once more, semantic prolongation with an intensified
idea of destruction, when be says "pede paz — wmoeafe —mergulhe/
Re pogo mitds eame ¢ quede®,

} Drummond’s last stanza, ag the final stage of the paradigmatic
structure, becomes quite removed from Eliot's final lines, ‘the
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Brazilian poet insists on the opposition between levels A and B,

when we are reminded of B as he brings back to our memory the
peaceful lost moments of dusk. This recollection becomes BOre
vivid through the layer of sound, by the repetition of the
sibilant in "Heora de deficadeza, gasalho, sombra, si{fincdo", At

the end of his poem the Anglo-Saxon poet returns to, or rather,
remains on level A, when the lifeless image of the houges is
formed by means of the synecdoche, {"broken blinds and chimney-
pots™i. ¥ ecall it lifeless becauge there is no answer ¢  the
rain ~ it beats against them but there is no echo. Besides, one
notices that this lack of humanity ls emphasised in the adjective
"Buoken", connotative of emptiness in the houses. Once again the
layer of sound becomes conspicuous as there is an attempt at the
reproduction of the beating of the rain drops, through the
repetition of the explosive b {"beakt on broken D&inds®].

The great distance between the two authors is ¢learly seen
in lines 4, 5, 6 and 7 of "AKOITECERY, and lines 11,
12 and 13 of "PRELUPE Y. In the former, level C is oemphasized,
with total inyolvement of the author, who feels dejected and
situates himgelf among {(and as one of) the mechanized and unhappy
Eﬁth century men, And this gituation brings forth the image of
Prometheus who, in this poem, is tcrture& by the crows (his
awarenass ©of being annihilated}. The suthor suffers ag he is
conscious of having been turped into part of the gear; he  has
got past and future to be pecked at, but there is no present, or
rather, no life for him. His conscicusness is such that it blows
up through the caesura limiting the "sim" which assures one  of
his bedng involved and reinforces the refrain "desta hera Lenrho
wedo" .

In Bliot, on the other hand, level € does not ooincide with
the other iwo, The author is merely the impassive witness of
massification. He is not compelled by anguish, he is ironlcal.
Hig is very subtle irony that can he noticed in the opposition
between levels B {Mhorse®] and A {"Zamps"] . The idea of lifelessness
and emptiness remains. Sterility is aill. Bitterly enocugh the
only sign of movement comes from an animal, and its motion denctes
impatience (one must consider that it is a "cab-horse®, not o
vehicle typical of contemporary urban life} - while, as a last
attack on industrial society, on the robpts, there rises,
automatically, one product of that society: "the Ldghiing of Zhe
Lamps®; sutomatism is conveyed by the gerund which provides with
motion the actlon it conveys. The layer of scound seems Lo stress
the emptiness and the lack of exprassiveness of the enviromment,




in the line before the last, as the alliteration of the nasal
sound contrasts with the strong syllables evinced by the streased
open vowel in the last 1line. One has, then, an auditive suggestion
of the sincronic movement of the 1lluminating of the lamps.

In order to end this exposition I would like to go back to
the initial idea of the three levels, A, B and C, as follows:

Level A ~ identically presented in both authors:ocontemporary
man is hollow, anguished; he has become part of the masses in
urkan, indugtrial life,

Level B -~ much more intensely presented in Drummond, This
level is always felt as belng present through the opposition which
i to be clearly seen in lines five, gix, seven and twelve.

Level € - in Prummond, total and depressing involvement of
the author by the environment. Level A contains level €,In Eliot,
the author is sbsolutely apart, siltuated as he is as mere cbserver.
Here levels A and C are not intermingled, they do not even <one
together.

It should be noticed, still, that language reflects the very
structure of the lines, in both poems: prolix and full of epithets
in Drummond, who presents a geries of ideas for the general
development of the theme; concise in Eliot, who also builds up
the lines more succintly, in one stanza only.

It seens o me that a comparative reading of thage poems
illustrates quite satisfactorily T.8, Bliot's statement that
thematic tradition is to be found, both individually and originally,
in two different artistz no matter how unlike their "millieu® or
how far their native lands. Once a real poet passes by the world,
he leaves behind a track of unigue beauty that, nevertheless, can
very often plunge into "ithe aradiance whickwas once so baight"...( 2}




T.8, BLIOT

PRELUDE [ (3)

the winter evening settles down
with smell of steaks in passageways.
$ix & clock.

Tha burnt out ends of smoky days.
and now a gusty shower wraps

The grimy scraps

of withered leaves about your feet
and newspapers from vacant lots;

The showers beat

on broken blinds and chimney-pots,
And at the corner of the street

2 lonely cab-horse steams and stamps.
And then the lighting of the lanmps,

C. DRUMMORD Df ANDRADE

ANGITECER (1)

£ a hora em gque o sino tooa,
mas agui nfdo hd sinos;

h& somente buzinas,

girenes roucas, apitos
aflitos, punhgentes, trégicos,
uivando escuro segrsdo;

desta hora tenho médo.



£ a hora em qQue o pissarc wvolta
mas de hid muito ndo hi pissaros;
g0 multidoes compactas
escorrendo exaustas

comrky eapésso Glew

gue impregna o lajedo;

desta hora tenho médo,

E a hora do descanso,

mas o descanso vem tarde,

0 corpo naéo pede SOno,

depols de tanto rodary

pede paz ~ morte - mergulho
no pogo mals &rmo e guede
desta hora tenhe médo.

Hora de delicadeza,

gagalho, sombra, siléncio,
Haverd disso no mundo?

£ antes a hora dosg corvoes,
bicando =m mim, meu passado,
meu fubture, meu degrédo;
Desta hora, sim, tenho nddo.

CARLOS DRUMMOND DE ANDRADE

DUSK

Thig is the hour the bell rings
but there are no bells:

just horng, hoarge sirvens, narvous
shrill, tragic whistles I hear,
howling dark secrets,

This 18 the hour I fear.
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It is the hour the blrd comes to roout

but for a long time there have heen no birds
just cramming crowds

cozing exhausted like thick oll

filling the flag-stones,

Thig is the hour I fear.

This 18 the hour of rest

but rest comes too late,

The body demands no sleep

aftar its ceaselegs rounds,

it demands peace, death, a plunge

into the most deserted, the stlllest well.
Thig i the hour I fear.

The hour of gentleness,

comfort, shadow, silence,

Are guch things possible?

It iz more likely the hour of crows
pecking me, pecking my past,

wy future, my exile,

Thig is, ves, the hour 1 fear.

Translated by Fhomas §. Burns
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