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ABSTRACT

Starting from a s urve y o f cri tí caI e s sesrnen t s o f nenr.íquc t.e

Lisboa's poe t í c t.heme s , t.he pa pe t' moves on to a at.yl i a ti.c

ane LysLs o f the poem "Do Supérfluo", t rom pO((~((d'l do Sc.h, as

embodyLnq both the poet.' a wo r j dvíew a n d her ar t í stí.c crede

RESUMO

Partindo de p ronunctemcrrt.os c r Lt Lco s sobre a temática pué

t í.co de Henriqueta Lisboa, o ensaio passa a uma análise o a tíjLs

t.t cc do poema "Do ~'lupérfJuo" I de POH!i([c!([ do Se!l, como uma. c rí.s

t aj t aaçao da oc smov.í náo e do credo art.Ls tLoo do poeta.
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Também as cousas parti.cipam
de nossa vida. Um livro. Oma rosa.
Um trecho musical que nos devolve
a horas inaugurais. O crespúsculo
acaso visto num país
que não sendo da terra
evoca apenas a lembrança
de outra Lembr-ança mais longínqua.
O esboço tao-somente de um gesto
de ferina intençao, a graça
de um retalho de lua
a pe r-va qa r- num reposteiro.
A mesa sobre a qual me debruço
cada dia mais temerosa
de meus próprios dizeres.
Tais cousas de íntimo domínio
'taLve z sejam supérfluas.

No entanto
que tenho a ver contigo
se não leste o livro que li
não viste a rosa que plantei
nem contemplaste o pô r-ido-cso j

ii hora em que o amor se foi'?
Que tens a ver comigo
se dentro em ti não prevalecem
as cousas - todavia supérfluas ­
do meu intransferível pat~imÔnio?

j.Ivta p ac Lj.n í , who has survcyeõ .resoarch to date o n Henri­

rigueta. r.j sooe's poe t.ry , fi.nd s her critics divi.ded t.n specafyí nq

her p.ri.nc Lpa L tnemes . 2 One could be ove rwheLme d by the var j at.y

of motifs f ound cen t re j to Lisboa l s verse. g Lanc a Lobo êíLhc ,

for t.ns t enco , p Lar-e s love e t. the t.op o f the Lí s t , wh í I.e Lau r o

Palú soes j í f e .í t se Lf as t.he focal po.l.n t . João Gaspar Simôes
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s í.nq Le s cu t de at.h os her r-ecu r rLnq oonce rn - an ooserv.ací.o» he

she r c s 'vlith a numbo r 01' ot.be r c r Lt.Lc s nho jabeLj ed Lisboa "Lhe

pce t. of de a t.h" f o Ljowtnç the pub j Lc a t í on o f ri'"i[ da 'i'('~ il' .i.n

1949, Simões me Lnt.e í.ns , however , t.ha t. Lí sboa's prooor-upat íon wat.h

cte a ch amoun t s , pe r edox Lce Ll y , to a ce1ebration o f 1if12, a lUani-'

festation oi what- he terms "ho r inebriation with living". One

c r í tt c , os c a r Mendes, uncter-scores Lt sboa's cont.í nuod , quas í.>

-cbsos sí.vo see r c» for t.echn i.c a L pe r foctí.on , and onLj.s t.h t s z e a L

he r Li.feLoriq pa s s í.on and , hence , the cons t ant Ln

Maria JOsé de Queiroz í den tífLe s Ln s t.ea d as t.ne

her works,

leoltmotif 01'

Lisboa' e verse t.he poe t ' s mt.s s ron o f oap t u r í nq for tne coremo»

man no less then t.no Lne f f ab Le , by t.r-an s La t Lnq tho í.ncoaprenen­

s í.b Le phenomene t.ha t; cons t.Lt.u t e t.he out.e r wo r Ld - 'the wor Id o f

the se n ae s - into e.xpr-e s s Lve r-e e Lí.t y . Pj.na j Ly , Done.Ldo Sch'liLe r

observes t.h a t. Lisboa uses words like a power f u L a rmy to cap t u.re

h e r r-e adc r-s and .imprLson them Ln a wo.r Ld a Lj. he r O'Nn. 'j'h í s ver­

bal Fo r t.re s s does more t.han j u s t a f f o.r d t ho c aptí.ve s a qj í mp se

o f what Lí.e s beyond j t.s wnl.Ls , Lhat is, a Look into the unkncwn,

Lt. í.s <,0 original nnd eutoncmous , cLa Lma Schu Le r 1 tnet iR spe ak s

for .í t sc Lf and tells its mm story.3

AlI of t he s e ob s or-vs t í.ons , as ôtverse as they may seem,

hold t rue for che poeru "Do supérfluo", Irom

(982), Lí sboa t s final co j Leot.f.on and , r rem bot.n a corrce pt.u a L

anel t.e oh n t c aL s t andpo i n t , unquestionably he r mos t. mature effort.

'I'hLs oompo s ítíon w,UI be s t.ud í.od in de tra í L forthc pu.rpos e 01'

support.i.ng t.no no t Lon t ha t. the poe t. uc t t r acu cbe conccpt of Io ve,

wi t.h mos t of t.he universal a s s nmp tí.ons conce r n.tnç .i.ts nature,

a s a po i nt o f depar-t.u re for articulating he r worldvi.ew as

we1l as her- poot1.o credo. A c toso exarnination Df Lhe composi-

t.Lon wi.U show a poetic structure designod to Le ad Lhe reader

to accep t. leve as the d.í cnc t omous , con t.rad.ictory tot.ají t.y of Iove,

j-tore speoíf í oaj Ly, Love is de fi ned as an í.nvís í c te ye t

pOtlerful force that gives cohas í.on and meaning to it aj j , 'Ihe posrn

suggest.s in fa.ct that eventhe apparent.ly superfluous and insig

nificant is a ct.ua j j y and Ln t eq.ra L and important par-r. 01' the whole

Lde a of everyday reality. Wlthln t!le framework or t:he poet's

unconventional percept.i,on ar: Lhe cosmos al1 elp..ll1ent.s of creation,

not the 1east~ oi which are ord.inary objects, have a soul and a

life of their own. 4 We are therefore exhorted to aeCé:pt. this

raet and recogn.i.ze the spirit.ual bond that holds t:he liniverse
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r oqor.hc r - scunet.h Lnq that c.an onLy be accornpjí.ched .i f \~e t.rcns­

cenc1 tho appea rance 0\ aLI t.hat sur rou.nds \]H anel q r assp :lt~', vital

c.s.s en ce. ln the compoeâtjon the poet:o Lu pc c erayed as, one '''Ilc1oNed

-si.r.h "uch spec í eI v í síor, anel '~i.lpabl.e o f roLe t Lnq in cm Lntímat;e

;/",y to ovo r-vc h í ncr , .incLud i.ricj deaUI j.t eojf . 'pho Funr-tíon of the

poctí c r ex t. t s, 'imnLicLt.Ly .l.dentLfLed : t.o c:'úlllenge us ac recdera

to .look beyond the supertt oi a I jex s.cot , s yn t.ac t.Lc a I and phonet.Lc

tc.c tnxcs 01' Lhe ccinpos í.cí.cn and achjovo 11 cteope r and more "rea·-

'There are t.vo st.enzas t,o Lhe compos í.t.â cn , eaoti r-e Lat.od to

t.ho o t.hc r- .ín d. d1.dlucticdl way. Ln thc f í.r e t. par-e , Lhe longe r

ono , lhe poc ti o vc í cc ueems to be s peekínq on hc r beha Lf and for

o thors , \1si,09 the co Lj.ec-c í ve "wo", 5 koade.rs are remíndod that

even Lí.t.tj o t:hi\)g~,; pLay a n aclive role Ln ou r r.í.ves . She name s

some o f t.ho s e t.b i nq s : a book , a rase, em e a.r l y mo.rn.i nq t.une , a

s uueot 'i.n a faraway .lanc1, someoriet s rnena cí.nq qestu.ro , a moon­

oecm fl o a tLnq ove r a cu r tat n . The jrs t, e n ds w.t t h 'the poet.t s work

t-abj o. Cha.-'Vjin9 ove r to t.he t í r s t.vpe r son s Lnquj a r , t.ho poe t aLl.u

de a to he r- í.ntí.rnat.o r-eppor t. ",1.Lh t.ht s objecto We Lea rn tha t it.

is her e íLen t. wít no s s , as she .le arus over Lt; t.o con te o s , w í t.h 'i n

c ree sínç approherus í on , he t- .í.nne r-rnost. í'e e Ltnq s arid t.houqh ts . ln

cm une x pe c t.ed volte-facc, t<:le speake r- suqqe s t.s t ha t; t-ho very

t.h í.nq s jtlst c í t.ed , one's own p.r i.v at.c domai", may ve ry we jj be

uope r fJuous . We as reado rs are then Le f t. t.o 'donde r why.

'rbo compcs í t.Lon ab r upt.Lv chanélCéi dl r-e ct.Lon rn the s econd mo

v(~m('nt. 1'0 bc su r e , Lhe sooond s t.an zc , t he

adverbial f o rm II (' l';' 'r til (' i' ~ :'S, armou n ces e t. once t.h aL t.h t s s e c ond

and final po r-tí.on of the poem s tands eomehow in op.poei.t.Lon to

1:.1w i n L t i.aL oue . ThE' f i r s t.e-per son st.nqu La r vo i ce r e buke s an un ­

spec tfLed "tu" for not; haví nc sh.ure.d w í t.h hcr oxpe r i.e nco s oonnec

tod vii th some c f the thinq s p.rev i.ou s Ly named t.h í nqs v í ta L to

no r . ln YJhat has a I L t.he f e a tures of a lover's quarrel, t1\(-! Sp2~,

cr accus('S lw;x: '>lould-be lover of no\: having partakon wit)) her

oE the rcadJnq of a certain boo}!" Lhe plantlng of a g:i.ven rose,

and the vie';1 oE a particular sunset at lhe end oE thelr romance,

The compo,;jtion conc.J.üdes with t:he pof'i:Jc "I" reproaçlüng her

int0r.locut,or [or not havinq been able to relate t.o those very

t.hinqs Wilich, alt:hough incon~'ie(luenLial to ot;her", ano! nonethe­

le~,i~i full of mearünq t.o heI',

'r))(,,,e cOlljectures, formulated 01\ the basis of a superficJal
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appra í s aI o f t.he twc s e qme rrt s t.ne.t. corup rã sc the poem , a r-e onLy

p r e Lí.ru í.na r-y t.o a c Ioso scrutiny of its t ex t. a nd hence to a more

accurate understanding af the cryptic, multi-leveI message con

veyeô .i.n t he poem. 'j'ho more cha Ll.enq í.nq and vital task f ac í nq

us e t. thís po tnt: is r e achi.nq benee t.h Lhe e Labore te ne twork of

ambigui tiesto identify the corepos t t í.on ' s statement. 6 FOl: he r e ,

as e Ls ewhe r o .i n Lisbo a t s verse, t.t,o poer's plan is to exceed the

ou te r con f Lqu r at.Lon of t.hi.nq s - an intimation prcsent. .l n Lhe

oomposi tLon t s very t í.tLe , "Do supérfluo", - arid to s ea r ch for

whe t r'e a l Ly matters Ln our- Lf.ve s .

The mos t nolevanr elue t.o Lhe unea r t h i nq o f the me t.e pho.r I>­

cal Le've I, ai' Ln t e.rp r e t a t.f.on is provided by t.hc tn.i tia! s t.e te

ment.: "Tambélli as cousas partlc:Lpam de nossas vida." The adverb

"também" e s t ab l ã sho s an .i.n I)IrAüj~, ![C,\ na r-r-e t.Lon that po Lnt s to

t.tie e xís t enoo o f ye t. enot.he r , p rosumabIv , p r ev Lou s l.y cpoken d.l.­

men s í.on to tt.c s ub j e c t. under d is cuss Lon , Ea c ed wí t.h t he d j Lemma

o f havínq to jusLify a n appa rent.Ly Lncohe rerrt or dub iou s tí.tLo,

ost.enefb Ly announcing t.he t.rca tmont. of s uperf Luous me t ce r s , tne

reade r Ls t he n ob L'i qed to s u r-mi.s e t.nat. t.he mí s s í nq dimension,

e s ae n't La l though .í t may be as s.een from one perspective, mus t

h.ave boen om.i bt.ed as u n Lrnpo r t a n l; and che.re fo ro "uupe r f Luous " Ln

t.ní s case, Conve rs e Ly , orre is ledto deduoe t.h a t; t.h e poern wtLl

dea L w.í t h Lssucs t.ha t; may oommonjy bo d í.am.i s s od as Lrre l.evan t ,

ye t. are vital her e . Awaro of t.he game p Layed with t he »orc "su­

pérfluo", çre mus t now exarntoe t.no compo sit.Lon ' s d ualLs t.Lc s t r uc

t.uxo and t.he symbolic í.ní'orences t.hat. t.he eu t onomou s Loqí.o o f

sueh a strucLure presupposes.

'I'Ive f í.r s t s t-enz e is oompo s od o f two ma í n or- independent

c Laus e e at e aoh e nd appea r Lnq to form a f r-arne that cnc l oses se­

von seconcery cons t.ruct t cns . These are s ubc.rd Lnet o , d Lrcc t.Iy , to

t.he opo.nt.nq s t a t.erncnt; ("Também as cousas/participam de nossa

da") and , .i.ndir-e c t.Ly , to the e nd c ne ("Tais cousas de íntimo do

mInio/talvez sejam supérfluas"), A scr ut.Lny or thc depe.nde n t;

cons t ru ot.Lon s shows the í ãr s t two to bo t.he nouns "livro" and

"rosa", which are aecompanied only by their respecti.ve mod.ifiers,

the indeflnite artieles "um" and "nma", Th.is arrangeffient would

hardly qualiEy the pair as legitirnate clauses, giyeü·the

sion oi" the addiU,.onal words necessary to

ces. Yet, owing to ther graphic repre,entcation

may not be regarded rnorely as single opposHc"'nal Tc.re",

?4] -
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do not in f a c t; .se em to be Linke d to t.he ma Ln c l ause Ln the usual

Itlay, that is, t-h rouqb s uch converrt í cna l. punct.u.a t.Lon as a oo Lon

ar a ocrmna, In~lea~l, "Um livro. "/"Uma. rosa." ehow cc.p i.t.a l Lz.at.Lon

t.hat no rraajLy s í.qn e Ls beç ínn í nqs of new concept.e , and pe r-Lod

marks â nd í oe r í.nq Lhe compIe t í on o f e a oh t.houqht.. 'I'be r-e s u l t.Lsrq

p t c t ure v a.l Ld a't.e s the amb â.vaIe nce embodied in the poem ' s ti t1e

- a duaLi t y which serves to e xp r e s s t.he Life Lí.ne ar "Icvo conneq

tion" b Lnd t nq us to our phy ss í c e L wo.r Ld and to e aoh ot.he r . This

bond Le given aret s t.r.o ro rm lnthe q amc of 'HAJ)1'Cfl9 and be Lnq

c Le.ve r Ly st.n qe.d in the first two Lí ne s and cba.rac t.e r Lst-Lo of Li"

bce's poe t f.c cons t ruct.s . We e ee the t.ext; using the wor-ds "livro"

and "rosa" .i n a eeem.t nq j y Lnappr-opr La t;c way - ln what Iooke Lí k o

incompleto cons truc t í.on s , Ev errt.ua Ll y , howevo r , vc cea.t t ae

t.h a t; oacn noun perto rms a dcub Le functi.on, c ne epparent, one real,

bo th ar í-Ls t Loa jLç fe a s abLe . At tí.r s t q La noe , as a xo suLt. of

our í.ns t tnct.í.vc o r- natural reec trcn to t.he wr t t ten wor-d, tr.c t1;!O

nouns givethe --lIllP!l·C-hh.Lan o f be Lnq 100se ar.tr rcut tvcs o r appo"],,

t Lons to the ma í.n t.bouqh t;, Subsse que n t Ly , howeve r , as aoon as wc

be come aware that t.hc y aro Leqit.Lmat.e e Ll Lp s e s , the wo rd s ' Aac.~

{aR! cnarac torts t í.cs eme r qe and t.hey onn be v.í ewod ",t l.a s t. os

t e rm s with t.h c force o f ccnõen scct c Leusos . ln t.h t e ô ue L role,

"Ltvro " arid "rosa" serve at once as "'-1.9>1'" and hymbo.i'.!l. As such ,

at t.he mos t. superficial Leve j t.ney r e Ee r to sensory peccept.tonsn

t.ho j oy of r e ad í nç arid t.ho p Leas s urab j.e .re ec t í on to the s í.qht.

and fragra.nce of a beautiful flower. Cor-comitantly, acting in

t.h e i r- elliptic capecLty , as bonavfLdc c Lauses , t.ney wou Ld é'!SS\1lTB

symboli.c proportions ope n Lnq Lhe way for new Lnt.e r pre t e tíons

and disclosing, consequanrj.y , add í.t Loria.L d.í.mens Lons to the poem.

Be f o r e delving Ln to t ho met-aphorí.ce I .tmpLí.c e t.Lon s o f t.he

words boal;> and lLo6e, Le t; ua c on s Lde r t.ho var í.ous contexts Ln

wh í ch the o t.he r' nouns t.hat mako up cho re rsa í n Lnç f t vo seconõ a ry

c Lau ae s are u scd , The apo cuLa t i.on that "livro" and "rosa" are

uLi.l:lzed tn the ~:.ext to :i.ntimate at once sensory perceptions is

sllpp0rted "lhen one recogn:i zes the audi tory i.mage of "trecho musi

cu.l", the visual representat.ion evokcd by t.hc word "crepúsculo"

and the double vi,sual/tactile men·tal picture created by the

phrase "esboço de um gesto de feri na intenção". Closinq thls

chai.n of sensory images are the phrases "retalho de lua" and "a

mesa sobre a qual me debruço", calLing to mind mental represen­

tati,onfl of the visual and tact.ile types. V:iewed in its totality,
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r.h í s imagery represents tho t ex t t s e r ror t to enebIe the reader

to aohtevo a more acut.e pe r-cep t-Lon of t.no phe nome nol.cqi.caL world.

'I'h e poe t í.c persone t s Ln fact e xp.re s s í.nq here he r- "o.neb r La t-Lcn

wí Lh Lí.v í.nq", w í t ne.s s he r- open reaction to the sights, sounô s ,

fragrClnces and physical contact w1th her surrcndings. One way

go s o far as to con j ec t.u ro t.hat; , from 't he mos e immediate ar a o-'

ces ss LbLe perspective, the seven ';'e.c0IldaJllj c Lauso s , s i.tuat.ed str~~,

tegicaIly a t Lhe cente r ar focal point o f t he s t.anae , const.tturo

the poet's pr:i.mary oonce r n . Herei.n Lte s her ceLebr-a t.Lo n 0.1"

li.fe, ClS t.ho Iy r i.o pe rsona re jo í ce s at being ab Le to fee.L, tc be

physLoaLj.y aware of, he r- r-eLat.Lonah í.p with the outer wor-j.d, even

if some o f t ho things ,;,e_IHe~d are indeed frightening ar connctve

t-o s c Lf r-doub t; and apprehena í.on ,

Having captured an overall "picture" of 'lhe middlo segment

of th:i.s fi.rst strophe from only a survey of its image:ry, let us

now cürcct. our a t t.on t.Lon toward Lhe scccnô , complete, ctauso that

serves as the s t anza's out.cr e nd or- "frerse':. It t s to this oj.ors

ing s t a t eme nt. that ',Je mus t; Lock further to pe r'ce í.ve the s tropheta

Les s acce s s Lb j.o õ tmeae í.ons . The Las t sontence ("'rais cou­

sas de Intimo domInio/talvez sejam supérfluas") would appear to

be a pe r f e.c t; mat.ch for t he opening s t.a t.amonr; ('''l'ambém as cousas

participam/de nossa vida."). Although from a st:r.uctural stand­

pc í.n t; it is, since í.t comp Lemen t.s and completes Lhe Ln tt.teL ex­

pression, t h e t-e are nurnor-ou s and substantive ve r iants . r'oromos t.

are t b e f o Ll.owi.nq elemonts: t.he additicn of the que j í.f í e r s "de

Intimo domj n Lo" and "supérfluas" describing "cousas", Lho subs­

t.í t.ut.Lon o f t.he adverb "talvez" for "também" and , finally, the

shift from the Lnô.ícat í.vo tc the sub j unctLve rnoc d . Su ch ô.i sc rc­

p.an c t.e s reqc í.re a .reassessmerrt of 't.h e mean Lnqs be í.nq generated.

The p Lace to begin is Lhe word M1/JVc(jfIW{l,;" first brought up í.n

the title and now .re í t.e r-a t.ed in a more definitivo way. Recalling

'Lhe Lud í.o coneext in which this word rír s t eppee re d , t.ho appl:i.­

cation ai the modíEy í nq phr-aae "do Lrrt.Lmo domínio" to t he l:i.st

of things discussod, dispols at last the apparont incongruity

o f the title and .i t s textual jrapLjca t í.ons . 'I'he r e aeon is trie t

this addition substantiates our original supposition concerning

tho oxistonce of two dimens:lons to lhe subject b",ing discussed:

one v.í.sIb Le , the other a nv i s í.b Le or intang:i.ble t he two equa.l.Ly

per t.Lnen t . We soe here, dLroot.Ly r-e f e z r-e d to for t.he first time,

one of t.hose d í.mans Lon s , To wit, t.he text calls at.t.errt.Lon to tl-e
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subjective, sp Lr i.rua L ha Lf of human be i nq s , and de s Lqrra t.e s t t

as "ou r .i nc í.met e õorseí.n'". 'I'h en , using pel1.hap}, to mod:Lfy or miti

qat.e the word },iljJQ.'l6tllOt(}" whLch ôe.scr íbe s our spt r Ltu a I pers­

pe c t.t ve on things, the poeta 0.11 but spe Ll s ou t. wf.Lh its amb â çuL

ty t.ne tlualistlc s nruct.ur-c of Lhc' wholo compositJon_ 'l'h", snsuinq

p í.otu.re p r ovLde s o Iea r ev í ccnce í.nat. the things named in the

poom, wl:li Le they are real a nd indced t akc on an active role .í n

OUl: L'i.ve s Ln a» obJc.cti,\,C', t.anq íh Le way - a not.Lon e r t.t ou La t.ed

through t.he pre se n c Lnd í.oa t.Lve "pa r tLc í pam" - a tso pre s ent. an­

other .s i cle . Lt .ts t h.Ls o t.he r- mentres ce tícn o f ou r physLcaI. I-KJl:1d,

bc s pe ak.i nq t.he e s serice of things as oorrvi.n c.í.nq Ly e xp.re s ac d by

Lhe pr c sen t. sub j u nc t.Lve "sejam" -the undo t oc t ab Lc and thcre­

f o r e Lnconaequcn t í.e L ar "nupe.r f Iuous" t.h a t; che composí.tí.on

pr-opoae s t.o explore he r o , r'ons cquan t Ly , q í ven the u nde r s t a ndí.nq

Lha t. by supe r fI'uous is meanttlh"lt wh í.ch transcends the wor1d o f

t.he senses, it may be Ln fe r r.cd t-h at; t.r.o t.ext u t jjt ae s some of

lhe rront. oomrnon and o r dí.n ar-y aenao ry e xpe r Le n ce svort.l.y to trans.tato

t.h.em into e xpr esss Lve o r a r t.í.s t Lc r o a.Lí.t.y . Let us proceed at.

Lh Ls poi.n t. to con s.Lde r- thc rneLaph o r i.c a.L cümeus í.cns of t.ee ele­

rnen t s t.h a t; mak o up the .í.ntr oduct.ory s t.anza , hce d f u L of t.he í r

funct Lon as universal symbo Ls and , mosL jmpor t ant Ly , as Lndí.co s

of t he poet' s Lndt.v Ldu a Lf.ty .

As wc now xeappraLse the words "livro" and "rosa", first as

s í nqje cn t Lt.Le s a nd t.hereaf t e r as e j Li ptLo constructlons inves­

ted wLt.h pr-opertí e s and prer-oqat í.vo s o f oonven t i ona I cjauses ,

1'112 notí.ce at oncccthat. they r-e pr-esent concep t.s diametrically

op'po s ed to one anot.ce r Ü, one way, yet. compj.ementar-y in anotner

sense. To make its point, the text re1ics fi.rst on some basic

notions regarding two elements that repI'csent oppositc ends of

t he hurnan spectrum, t.he r-a.t LoriaL (books) and t.he Lntuit.Lve (rase),

tnen í.t t r anscends t.ne í.r o rd í nary oonno t e t í one t-o perrnit

nC~1 maaní.nqs to be çcne r at.ed . Ai though b ook s are o.r-dí.ne r í.Ly rc­

ooqn í.zed as depo s t t.or Le s o f t.tma-Lostoó k now Ledqe , t.nc emph a s Ls

is nc t; on t he content c f those book s b u t; on t.h e i.z tt r an s cendenoc.

'rhe texL seems to s uqq e s t; in f act; t.he t; if tno lessonsthey im­

part are to rnake an impact on onr lives, we must capt'l..u," and

preservo the spí.rit of O\1r 1eaI'ning. This sarne type of anlnlistlc

po:sture which would indicate tha.·t books acguire a life of their

own ln us, is reflected as well in t.he poem's attitude t.owo.rd

t.he rose. Traditlonally the symbol of the ini;rins:i,cally beauti-
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r uL anc1 the sadly epheme i-aL, Ln t.h.ís composíríon the rase is

pas sLona t.e Ly r e f e r r ed to as an active per t.Lc Lpant. an our i í.ves .

Ey a Ll udí.nq once eqa t n to our- r.nt.rme te . transcendental r-eppo r t.

with this deLí oat.o riover - a r-eppo r t. whíoh ç tvcs the f Iower jXl'trer

ove r us t.he t.cxt mexes a c Le a r- s t a t.omo nt; about. 'the nature

ofthe ee s nha t Lc exper-Lence . 'rho latter may now be seen as the

interaction between the work of art and its admirlng beholder.

This me t.apho r d ep Lc t i.nq human beinq s as t.ovcr s at. onoe COn

cr-o l Le d and rno t.Lva t ed by OUr spirltual ti e s wLt.h tne out.e r

wor-Ld , is cont.Lnue.j I'ri.tb euch a dd í t í onaI image pr-ov í d ed , Lnd.í v.i

dua Lly e nd collcctiveJy, by t.he r e s t ofthe s econdar y ojauses .i.n

t.hLs s t anz a , 'I'h e t í r s t cons t r uct tcn -Lhe phraae "Umtrceho rnu

s í ca I que nos envolve/a horas inaugurais" - suqqe s t Lnq that evc n

a s í mpIe t.uno over-heard earry :l.n 'Lhe rnor n i.nq oan mak c a diffe­

renee in O\lr day, contains a number of symbolic moanings of uni

ve r seí. sweep . Ye t. :i.t a Lsc manifests v a r í ant.s that va Li.da t;e a nd

reinforee t.hc dua Lf s-tjc at.ructuro o f t he c ompost tion whLl e aj Iow

.i nq for muLt.Lp Le mean í.nqe . we soe .in f a c t; t h a t. mue í c , uni'lnymou:",.

ly he Ld to .be men'.a mo s t. universal and direct form of oommun í.c-a

t.í on , is u sed he r e in an al.Le.qor í.c a L pattern t ha t. owes í t.s j.ma-.

gery to the rev.i.talizatJon of a number of dead metaphors, and,

f nve r s e Ly , to t.ho text's own mythmaking cepac í ey . To be s u r e ,

"trecho musical", ordinarily understood in everyday Portuguese

as a musical pa s s aqe or- a sLrnp Lc rne Lody , may her-e be s t. be lnte.!:

pr-c t.e.d as a r-u sh o f melodie aound s sweep í.nq us off as wc 11e in

bod 'r e a dy to wake up . Given t.he polisemic nature of the verb

"envolver", meaning to r"l'Ivetop, ('.mbhac.e. and .(nvof.vr, n0W tnecery

sur-face s when wc appra í ee this c Laus c against t.he mot aphor í ca j

pattern e s b ab L'l ahed by the f.irst til/c. The r e au Lt- p.rc j e c t;a two

prevailing pictures. Tn ono, mufic appears as a passionate Jov

e r awa ke nínq us at d awn w.ith an erub.race . An e ven b roader

i.nterp:t:etation can be made from the implicat.l.ons of the puir

"horas inaugurais", now not just early morl7-ing or dawn, bnt as

a new au.spíc í.oo s beginning: a time c f rcnovat.ãon . Music functrions

here as a s Lqn í.f Le r pointing to t.he o sscnt í aj. char ac t e r of art .

Wc sec the latter depicted as an uIl-eneompassing force, simi­

lar to lovo, with the ccpac tty to revitalize u s by involving 1.18

in í.t.s c roe.t tve processo

Analogous s t.e t ement;s concer-ní.nq Lhe 'l.mrnod La t.e and Ionq'-t-anqe

J.mpaet of the aest.hctic experience are present in the ensu:Lng
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sontence wh í oh r-e ad s "O crepúsculo acaso visto num país/que nac

sendo da terra/evoca apenas a lembrança de outra lembrança mais

longínqua". 'I'he text c xp Lo t t s t.hc p r e e s t ab Li.ahed awa r-e ne s s 01.'

the nos'\':<11gic , romantic effcct; of the dying rays of lhe "nn at

dus k to e xpa nd onche universal image by adding an unusual. t.ouch

of ã.t.s Own. Ta wit , to t.he familiar blond of s adne s a arid de Li.qht;

t r ad í tíona Lj y a s s o c La t.e d with one's rcec t í.cn to the s pec t ac Le

nature providos a t. the end of the day 1 the poete a dd s a nE.'W di­

mons í.on . lt is the a j Lusíon to t he í mpaot. o f twilight on some­

one who observes .í t; in an unfamiliar faraway Land . 'I'he oompo st.r­

tion suqqo s t.s t h a t; from such a pe r-s pe c t Lve , though one canno t

Eee L but sentimental, the memories that this particular twiHght

.recaLts are no t. t.he aarne , 'Phey are onLy aproxf.ma t Lons o f t.nc

real thing the latter meaning t-hose recolleclions evoked in the

familiar aur r ound í.nqs of one ' a home ooun t.r-y .

At the mos t. supe r fíc La L met.ephor Loa L Levo L, the t.ext d.í s-.

c Loae s a pa t t.e r n basically similar to t.h a t; of the c Laus e CO))

t aín í.nq the r-e t e renco to dawn. As wLt.h t.he a Llu s Lon to daybreak: ,

the poem pLay s he r e w.l.t.h very faint Lj.çh t- and dark tones to Ln­

timate a number of eymboLí.c Lmaqes . Whil(, in both r e terencee

- dawn and duek - lhe t.cansp e r onc í e s of the z-cspece í.vc .í.maces

.i.ndica t e t.he transcendence o f e a eh v í.s Lon , particular attention

mus t; be paid to some a Ll.e í.mpor-t.anz var íam-s . '.1'0 be q i.n with, the

p rom í.s so ry , cnee r ruj. mood c r e a t.e.d by t.hc rising sun at daybreak

has beon r e p l a ced by trio ba ttcr-csvee t. imago o f eundown , Further

more,the a Lr-e a dy t.enuous p Lc t u r e o f the dying sun is reduced

to a mer e ab s t r ac t â on , as we observe t.he adverbial form "acaso"

questioning and casting doubt ove r t no pe.s t; par t.LcLp Le "visto" 1

the negative particle "não" denying "sendo" and , f f.nalLy , "ape­

nas" b Lur r í nç evcn further the apague image de Lí ne a t ed by t.no

phras e "evoca ... a lembrança de outra lembrança mais longínqua".

'I'h e ensu í nq ove'ra Ll. imago s.hows twilight f Ljt.er-ed down to its

oare essence , 't.he result of Lt.s having been pe r-oe Lved through

our emotional involvement as boholders who internalize what wc

see and Lnt.e r-pa-eu it in terms o f what is most familiar and de a r

to tis: our homeland and our pas t. Interpreted against 't he comp!?

aí.t.íon's anâra í s t.t.c perspective, we notice t.h í.s central. ãmeqe str9;

tifying and developing into a whole chain of images that re11'1­

force pr-av í.ous patt:erns whí Le addLnq new dimensions to t.he pri.J2

cipal mesRage. '.I'hus the aesthet.lc expcrience, symbolized by the
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apo c t ao Le of a f o.r-eLqn t.v.lLí.qh t , mav be undor s t.ood here as ar,

act which, though physical o.nd temporary as an outside phenome­

non, owes its immanence and pcrmanence to our sensitivity that

q Lve s .í t; rneaní nq , Concomí.t.an t.Ly , t.he t.oxt s e erne to be ccnment a.nq

on the d í.cho t.omy of life and e r t , w í t.h t.ne pocm serv í.nq as sse.Lf­

-referring ev.toeuco . Looking beyond the snrEaco of Lhe s uoce s

s ã on o f .í.maqe s Ln 't.h.i a f.ou r th s e cond a.r-y oLau so , we t.n fact cirs­

oove r art portrayod as Lí.r'e dí s t í Lj.od and pre se rvoô through formo

The poem t.hen pr-oceeô s to ttIue t.r a te t.h í s Ldea t.h r-ouqh the per­

f o r mance or i ts ve r y t.ext . Further Ln f e r-on oo s about OUI" pe r ao­

na I rõentí.r í.ca t í on and Lntímat.o dialogue with the work of art

are derived fromthe symbo jísrn embodied Ln the .í.maçrery depd.ct.Lnq

the u nu s u aL effect of twilight on those of u s who wander away

from homa , Lt; ma y bc deduced from such a depío t í.on that art. does

no t; reproduce objective ar ou t.e r r e atLt.y but movas away t r orn Lt;

to creat.c t.t.s own ve r s ãon of r ceLít.y . 'I'he 1atter xepr-e sen t s I::he

artist's porsona1 perception of the wor1d. Like the foreign sun

down - 't.ho t.ext wou Ld Ind í.ce t c - the wo.t-k of art , or í ç í.na Ljy g,t,
ve n Li f e by its cr-ee r.or , roce í.ves new life Ln us t ho beholders

who t.hus becomc co-epa r tí o Lpant.s dn the cr-e a t í.ve acto As wí tn the

poem ' s .í.mpLí.e d wende r-o.r , we too oan on1y pe r co Lve t.he aes t.he tto

e.xpe r Le n ce Ln ít.e e s s e rrt.LaI t orm, t.ha c is, filtored t.hrouqh our'

own individual omot Lcne í. r-eac tton to t.hc texto r'no imagery first

uaed to suggest with t.he aus p Lodou s light tones o f dawn lhe

up Lí.r t í nç cna.cec tex o f 't he ae s t.ho t Lc e xpe r Le'n ce , is brouqht. oacx

he r e by way of .the aeris.ory r-epr-e s ent.atLon of twilight to Lnt.Imato

t.he r'e dempt.Lve nature o f ar-t.. ut L'Lí z Lnq t ho universal symbo­

jío .ímpLí.ca t.f.ons a a s oc La t.e.d with sunLi.qh t; Ln í.t.s waining nceents

- imagistically representing the day at its saddest hour the

poem exhibits by its very form its own redemptivo, self-renewing

cha r act.c r , 'I'h í.a who Lo p.roce s s is a r t.LcuLa t.ed anel qf.vcn add i tí.o­

na L coho s ton í.n t.he p rosod í o mak e-r up of t he five Lí.ne s that com

prr se this seo t í on of the compos í tton , ner-o í.n , an asaonent.a.t

pe t t-e r n featuring the combinations [e-a] / [a-a] / [i-a] and the

consonantal sound [s], acting in concert with a total absence

af punctuat:ion throughout, results in a rhythmic (./lJ4c..endo that

reproduces , at 'lhe most immodiate level of reader-awareness, Lhe

silent, cont,inuo\lS, self-perpetuating act of artistic creation.

'1'he next secondary C10.U5e, wherein one reads: "O esboço

tão-somente de um gesto/do ferina intenção", introduces a major
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variant in the familiar pattern. 'I'he outside stimulus, the SOlTe"

of the memorable and profound impression indicated here, is

one with decidedly ugly and ominous overtones: no less than

one' s gesture threatening us wi th brutal bodi ly harm. 'l'he snook

ing surprise we first feel at this sudden and une,tpecj;;.lB<J, bte~.

wi, th previous imagery inthe composi tion soon v a n i s he-s hOv{E;;Ve·l;,

as we closely examine the discursive features of the téxt áhd

recognize the game the latter continues to play with ehe mader.

We notice, for instance, that we are dealing in this case not

with a purely concrete situation, as it would at first appear,

but with the semblance of one. Interacting in their syntactical

environments, the individual forms generate images that, although

suggestive for their visual/tactile effect, are tenuous at best.

To be sure, by a gesture one does not visualize harm but the si

mulation of it, just as an intention does not signify the exec~

tion of an act or the act itself, bue merely its premeditation.

The reference to brutal aggression at the core of this portion

of the composition is further subverted and virtually nullified

by t.wo additional elements, "esboço", understood here as hint

or suggestion, and "tão-somente", best rendered as oalLc.fu. 'I'he

transparency created by such a contrivance makes for a transce~

dental reading that, far from being discordant with our assess­

ment of the first four secondary clauses, at once strengthens

it and contribu±es new meanings.

If we consider the poem's dualistic structure with its sy~

tem of coordinates, we must regard this break in the continuity

of bright and reassuring images as a perfectly logical opposi­

tion. It is meant in fact to represent the other extreme of the

spectrum of human reaction to phenomenological experience which

the composition intends to cover from its ironic perspective.

Thus viewed, the thought of serious harm, perhaps even death,

brought up at this point, does not clash with prior allusions

to wisdom, beauty and hope. It serves instead as a counterpoint.

What is introduced here is the other side of reality in a cons­

truct orchestrated to give artistic form to the contradictory

and often incomprehensible totality of lifo a totality the

poem conceives as our perception and intimate dialogue with the

outer world. ln this sense the poem is making a statement about

1ife and the antipodal way s in which i t affects and shapes human

beings. Having a1ready doalt with enlightening and uplifting
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expe r-Len ce e , the composí t.í on now 'j u s t t f LabLy sw.i t che s over- to

the othor , oqua Ljy s í.qn í t í.cu nt. pole represented by t.he t r aq Lo

and the uq Ly . 'I'he LmpLá c a t.Lon nere would í.nt í.reat.c t.h a t; our ne t u

r-a L tear of be í.nq har mod a nd dy í nq c ou Ld act.ucLjy pr-oduoo posi­

tive r o suLts , pr-ov Lded d.t; oe v í.ewe d Ln the propor: L'l.qh t;. By r-e­

gor r Lnq to t ho cocrrt ínat es se fEU: e veLua t.ed í.n t.he s t.anz a , t t

is po s s Lb Le to conjecture that t.ho poem Ü.; exhor ttnç Lhe reader

rio t; to be cxusnccr by Lhe .íno s oapab Ie r e a Lj t.y of sorrow and t-ra­

qeôy . conve r so ty , o nc is encouraged to dei-Lve a s p í.r-Lt.uaI oen«-

t; from snoh awa r-e ne s s , ln t.e r-ms of pr-ev.í.ous specu La t.Lons t.as

ed on t he p r e d.i.c t.abiL'l t.y of the text;,the rncs t recen t addít.íons

wou Ld ascr í.oc u.o t ne qu Le L, dí qníf íed e.cccp t.ence o f man's traqí o

j.eqa cy ç r-e e t.e r w.i s dorn and e p pr-e c Le.t.f on o f t.he ph y s LcaL world and

a Ll, its beaut.y . urcaôe.r mean Lnqs may bo de rLved Lf we observe

how the t e x t, contt nues to revitalize dead me t.aphor s , t.hus gene!:

e t.Lnç new myths o f -í ts own , The mo s t r e Le vant. case Ln po í nt. is

the p Lay on the wor-d "esboço". rt r s e .i nt-e r pr-e t.ed as gesture or­

h1nt, as a rosut t of ari í.ns t í.nct t.ve r e adtnq , the word cpen s Lhe

way for a ho s t of new mean.í nc s when d Lve s t od af Lt.s social oon­

not.atLons and .re s c orcõ to Lt.s original, e s scnt.te t s í qnífLcanoe .

Rea pp.ra í s e.d as ~~Izetcil or d~(((iJiV!9, Lt. now po í n t s Lo Lhe ac t. o f

a r t.ís t í.c crcc t í.on - an act; o f love eonceived by -i Ls "crca tor to

d í ape Lj her- own e ppreb en ss Lo na which s h e now eh ar-e s wf.t.h nor au­

di.e n ce , As t.ne emot.Lona l Lmpac t; r e suIti nq f r-om ou r Lnt Lmat.e .ín­

vo.tvemeut. with the t.oxt shows , t he cornposLton r-eaf f Lrms the r-a­

dempt í vo nature o f poetry , an a r t c-fo rrn with the powe r to ermoble

even de at.h and t.ransmuvc t he r r an sít.or í no s s ai' Lif e into ae s t.he

tic permanençe,

The next segmcnt, compI'lsing the elause "A graça/de um re­

talho de lua a pcu-vaq a r- num reposteiro", per-pet.ue t-e e the game

of oppos í.tLons and emb í quít.í e s , ve t, o n ce aqe.í.n í.t is t.he text's

pe r fo rrnancs with iLs system of constants and va:r'1ants that con­

tiriues to intrigue. '1'he ori.ginal play with llght and dark lma­

ges i.s reiterated and strengthened with the introductian of new

and sürprisi.ng effects. ln sharp contrast to the gripping i.lrRgery

af the preceding clause, the new representati,on of an exper!

ence with a profound ane'! enduri.ng influence is a tenuous and de

lícate one, It is lhe reflection af a moonbeam shini.r;g through

a curtain. At its most superficial leveI t~his image, which re­

lies for its impact on common awareness ar: the quicLing effect
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o f moon Lí.qht , a Lss o ava í Ls LtseLf of t.raôt.tícnet symbolism as a

po í.nt. of dcpa r t.u.ro for a va.r.í.e t y o f e Ll.usí.ons o f a t r anscenden­

Lal rJfolLure. 'r'nue Lhe de.r-k night is u s e d ln t-.ha boginning ·to re­

prcsent ou r mys t.erí.ou s untvcrse , wh í Le t.h e li.ght of Lhe moon

f un ct.Lon s implieit1y as the magie a.nt í.do t.e with the powe r t.o

dLspcLl 0.11 mys t.e r ães and a jLay our f ea r s of t.bc u nknown . Look>­

ing boyorrd thí s t r ad.í t t ona I r-e p r'e s e n t a t.í.o n , wc find nowevcr new

and a Lqnt.f í.can t; f maqe r y Ln t ended to expand on the poem's two b!3:

sío p romi.s e s s orie , tha t. ucneat.n í.t 0.11 tne r e is and invisible

anrl un s pok.en Love-econno ctí.o n c nao Li nq h uma ns to commum cate wLt.h

Lhe ph ysi caL wo r Ld and w:i.th o a oh o ther, e.nd two , that a r t is

its hiqhest expression.

Three dov í ce s op.e n t he 'tlay for a n understanding of the de e p

s truct.u r e of t.h í.s po r t.Lon c.t: the compo s í t.ton , r'Lr-s t , unexe is

lhe eL'l e qo.r Lce L por t raya I of the moon as the aí Ihouet t e of a Iovo

ly c ro e tu ro sway:i.ng her- way a c r o s s a Lum.í.no u s pa t.h , StJbscqu0n~t

1v , wc f ind Lhe .i.rnaqe of Lhe moon r-e du ced to a mere" shr-ed"

and , tí.ne Ll y , -ac come to dLs cove r that the rercrence to the 've r-y

b r-Lqh t ne s s ar Lhe moon Ls mace t.hr ouqn mo t onymy , not d í r e c t.Ly .

As a r e s uL't of the amb iqu i t.y and the en.su.í nç poe t í.o apace c r e aL

od by sucf cont.r í.vence s , eaoh ãmeçc Ls Lnve s t.ed wí t.h nev and

dnde pe nde n t; meiwings. Cc.ns eque n t.Ly , moonLt.qht, s t ands for more

t.h an s í.rnp Le hope . Tt must be Lrrte r p.re t.ed instead as deep a nd

ab Ld i nq Eaít.h , suqqes tí.nq that it is through suoh f al t h that we

bc come enlightened and are ab Le to d.t scern t.he t.ru t.h shi.ning

Lhrcuqh the ber r í.o r- the wor'Ld pjaoes i.n our way. WorLh remark'l.nq

is 't.he imago usect he r e to r-epre s ent. objective r-ea Líty with its

pr-e t.e n s Lon s and t ncons ístonctes . 1t isthe picture of an ondu­

lating cu r-t.e Ln so r v ínç rner c Ly as or-nerucrrt or- comp Leme n t; Lo a

room. 7 Even more striking is the 1mplieatiol\ for. this image ge­

ncrated by the word~symbol "graça". Evaluated on the basis of

such coorcünates as "rosa", "trecho musical" a nd "crepúsculo"

- the mos t c i r ect. Lnd í.ce s of t.he s tanz a ' S conuncnt.er y on aesth",­

U.cs in general and on tlüs composi tion :i.n particular thi.s

wor.d would alIude Lotho creative act itself. As sHeh, art \f.'OuJiJ

be represented in th-is seqment as a reassuring, alhei,\;. tenuous,

1ightbeam filtered through Lhe pcrson of the artist. The 1atLer

wouldthen be understood as one entrusLed wi th falsifying or roy

thifying outer reality in order to pre,,;ent Lo us the world de­

voJd at 1ast of its frightening secrets.
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'I'he s even t h and j a s t s econde r y c Leusse "A me sa sc.t.rc a

qual me debruç o.zca.da d La mais t.crnc r oscycto meus pr ópr Los rtt zcres ."

- manrte s t s s t ruct.ur-a I and conceptual roc t c ros t.he t sct H epert

from the o t.he r s . 'I'he most obv í oos vartent is o f a re fer-en ciaI

nature, n ame Ly the shift Ln poo t í o vo.i.ce , from Lhe co lLectLv e

"we" e xp re s sed only mínlmalLy a t; t1H~ very top of t he oompos.i t.Lon

(vnos s a vida" /"nos envolve"), t.o 'the pe r-ssorra.l "T". F'r-om Lh t s

coservc t í o» it may bo deduce d that the poe Lj.c pe r sona , who up

to t-h í s poLnt; had reme í.ne.d in the background vo.l cLnq common

ve r-s e I conce r ns , Las now chose n , for r easons yct unknown to us,

to come out o f a norn.í.mtt.y and s t a t o he r- par t Lcu La.r ca s e . r-r-esuma

bLy , Lhe s ta t emen t cons c í tutes t.he poe t's pe r sone I and p r i.va t.e

t h ouq h t s cxpzc s sec through he r c rectto» - the Lyríc "I" - who

oon fe s sos to be Lnq appr-ehen sí.ve ovor the t.hf.nq s she dares t o Lj

in !'ler writings.

As we examine the pr-i mar y .í.macery of t hís eeqment., 1;-.'0 are

left with the Lrnpre s s Lon cha t thí.s is the so Lf epo r t r a í t of an

individual at; onco fulfilled and t.roubIed who w.í shes she dí.d no t

haveto e.xpo s e he r's c Lf by r-evoe Lí.nq unapoak ab.je aecre t s . Parti­

cu La rLy e f f e c t.Lve is the p í.c t ui-c o f lhe poet. laborinq ove r hor

de s k '"rhich has bo.comc , by con tínuous contect , a n ox tcnsíor- of hc r­

and which she now reqards as bot!'l a SOllrce oi joy and anxiety.

HavLnq accocnt.eô for t.he most acce s stb Le cncract.er t s tí c s

of th Ls final c Leuse , we mus t; now .í.de nt.Lf y t he Les s obvious

but a L'le Lmpor tant. Le ve Ls of Ln t-e r-p r-et.e t.Lon . Aqe Ln , wc sb a Ll

Look for t.no me taphor LcaI LrnpLtcat.í.ons in the poetí.c space - .i.n

the ambLqu i t.Le s and paradoxe s t.nat tí.pí fy the composít Lon as a

wnoj.c . 'I'he c Lue is pr-o ví.de d t.h Ls time by t he uno xpeo t ed and

puz atanq br-e ak t he s eçme nt. mak o s wi trh re spe c t- to p.revLou s í.ma-

ln cont.ras t. to the jncr-easínq l.y d.iaphonous and auqqeut.í.ve

of the fjrst six parallel clauses, the text now sh~~

and we Ll d e f Ln ed ptc t ure . ln t he Lf.qh t o f t he abrupt

o f poe t Lo vo í.ce , t.he ne"'! contras tive .ímeçc r y ccnnct; be

j("'Cffi.ed in the conventi.ona.l way. lt can only be comprehended

of the composition's internal or ilutonomous 10g:Le pr!2

it,!'ijoSing a non-lit.eral interpretati.on of lhe text. '7ranscend­

the plastic imagery brought abou.t by a crystal­

and, mi,ndful of the poem's myth-making capabi-

must look for the essential message beyond f:i.rsl ig;,

'l'hus the transgression of conventional cont:i.nui ty



mus t cease r.o be perplexingto us arid shou Ld be v íeved Lnst.oed

as lhe q atevey OT"intl,:oduction to zm a r oho t.v peI

rein vre ceo t ne poet.í.c pe r sona cieveLop t.nt.o t he

d Lmenston . He­

La r qo r-r-than-L ,i. te

figure of Lhe poc r - ét figure prenont:ed as pr-eom i ne nt in 1 hp

orctor- of t.h í.nq s . 'l'hí s eu t d t.v , whLch up to now h acl rome tnec j m­

plicit, i s a t. La s t. Lde n t.Lf Led and í.t.s role co n s e cr-a t.e d Ly vir­

t.uc ofLhe r-e f e r ont.La I cnccac tc.rt s t.ícs of t.h e f í.r s t. pe r s on sin­

gular vo í ce - t.h e mos t. e urhorí ta t í vc, «irect.. subjective and

t.f.ma te f o r-rn of eddrc s s •

tç ít.h.í n t.h l s epoct rum , a whoLe ar r ay o f s yrnbo Li c meanínqs

comes co Lhe sur r ace f e a't u r Lnq a s e r.i.e s of oppo s í tLons t.he t; va­

l Ldat.e s and Iond cone r cr-ce to t.he s t anza's b í nery srys t.em . We can

no'« capture, in addLt Lon to lhe due Lisrn oo n t r a s ti.nq Lhe i.nter-

n aj. poc tí.c pe r aorra wít.h t.he unívor s a I figure, tho j n te r-ac t.ãon

of t.lte jmpjí ed "eu" w í t.h "mesa". 'I'he two f u nc t.Lo n recípr-oce t t y

a nd emb Lema t.Lz e t he pe r f'e c-t; coeusuru.o» and r cent.ír í cat í cn of t.h e

poe t. with her- mLa sLo n . Acco rd í ncIy , the 've r-b fo rrn "me debruço"

would a r t.t.c u l a Le Lhe dj.a Loc Lí.caI cuaractco- of the o r e a t Lvo Gel.

'j'he artt e t í.s in f a c t; dep Lc t.eô as "t.oíj.Lnq over"

"be Lnq aus t a í nod" by her job whLoh assumes he r e ,

and ye t as

t.h r ouqh t.he my

t-h í f y j.rrq powe.r of thclext, thc pi-operí.je s o f a labor of Love .

ln t.ur n , "dizeres", .ínt.e r actí nq wí t.h it.s quaLf.f Le r- "meus pró­

prí.os?, t.ransLs vos Lnt.o two bcs í.c no tLons . rt r s c , j t would s í q-:

nLfy those very pcrsonal

poc ts whosso bitt.er-sweet

secrets

Le sk tt;

be s t; k e pt;

is lo t o Lj.

to ones cLf , ss ave for

them. Secondly, i1...

would a Ljude to Lhe poe t.'a u nor t.hoclox ví s í on . 'I'he phra so "cada

d í a mais terno rosa" de s c r í.be s t.ne lyric "I" as Vle11 as the \]ni-

versal fi.gure of Lhe poeL in a way that. eneompasses at onoe the

pe r s on of t.h e artist and t.he nature af her oraEu PoetT"Y is de-

p i c t ed as a oont.í nuou s pr'ooe s s p a r-a l.Le Li.nq Lí.Ee , and t.he poe t.

as one Lnc ro.a si.nqjy aware of her a rduous nu ss í.on a nd 01' he r 1i­

mitat.ions as a. huma.n being. Henee, her mounting fear af havi.ng

to expre s s t.ho unu t t.er-abLe and of be inq ob I tqed to put; no le.é;s

than Lhe Lne f fab Lo í.nt.o wo.r ds, ,

As wa s po i n t e d out. í n lhe ínt roduc t ory r-emc.rk s , Lhe scconô

and f LnaI s uana a í.nt rocuce s a met.amorphosí.s t.ha.t: ehanges Lhe

for an unders

"no cntan to" .

course of the compositlon. The key-terrn on which we

for a close reading of the sLanza and, ult,:i.mately,

tanding of lhe total message ofthe cnti.re poem, is

must look

Again here the t.ext maxi,mi,zes the flexi.bili.ty and vi.tality of
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Lanqu aqe to onqcndo r- ncw ambi.q u í.t.d e a . 'phí s time wc are fac e d

with t.he t.a sk of dec í.d.inq be t.we e n t.vo po s s í b Ie í uuct.í.ons o f tho

a f o r ome nt-Lo ned f o r-m, o ne adve r bt a L, the o cber conjunct.LonaL.

xvont.ue Lj.y , we realize t.ha t. bo t.h .í.n ce rpr-eta t.Lo ns of "no e nrnnt.o''

are Loq í t í mato , theroby und e rstand Lnq t.he form to mea.u at o n oe

11('[</('1'('.'1 and (II t!ic, IHl'((lIl'iml', each wi t.h Lmp Lt cet.Lou s o f .i ts own .

This notrcn Ieads us to soe t.hí.s seco nd and fLneI po r t .ton o f

t.he poem a s r e La t.c d to t-ho Lnt tia I one by \;1'10 suere í a c t, tna t.

it Func tí.ons bot.h as an oppos j t.jon and as a Ioq i.ca I comp Lernen t.

t.o 'it.

Be a r Lnq t.h es e cous í ôer-ec í.cns .i.n rnind , Le t. u s look ,'1\ t.he

format o f t.no s tanza . Is is me.de up of a rs i nqLe r-e t.horj c a I q\le~

tion subd í.v í.dc d into t.wo pe r t.s wh.os e expeo t.ed answer is iX'filillg.

ln the t í r-s t parto of t.he que s t.Lon , composed of a ma í n c Laus e

- "que tenho a ver contj.ço" ~ andthree pnra jLeI oons t.r uc tj ons

aLj depende nt. ou it, the subject is tho Ly rLc "1". 'j-ho subj ec t.

o f t.he s e oo nd rh et.c r Lc a I .t.nquLry is í.r.s teee t.he second person

s í nquLa r "tu". 'nie cü v í.s tc» causes oneto auepect that thts s e-'

oond lva Lf of the poe.rn ts r e j e t ed too the first one by v í r tne of

t.he nre ak down of t.he ft r s t rper s on plural "nos" ~ at. Lhe top o f

t.he compos f.t.f.ou - int:o its original par-t.s "eu"j"tu". W", ar-e Lhe

r-otor-e led t.o s urmj.s o that Lf Lu the bccí.uníoç the poetí c per:-"o

na was s peak í.nq on oehaIf o f he r s eLf anel ar, anonyreous .i nt e r Lo cu

t or , she is now dís c Iosínq h í s .i de rrt i.Ly . It .ís p r eaumabLv a Lov

e r' wh cm she is now a dd r e s s i nq in a d Lr-cc t. wal' ou Ly to r ejc c t.

h.i m on tt.o basis of t.neír í.ncompe t.Lbi.Li.ty . 'J'h e paraLjo I cLauses

Lhat. ro Lâow re prescn t , Lnd Lv i.dual.Ly and coLl.ectt ve Ly , t.hc

v ar-Lous q.r ou nd s for thc ots aq.reemen t and conseque.nt. rej cc t.í or, •

'Ehe me t.aphor f.caj LeveJ of tnt.c r pre r.e t.ãon is ope nod te us here

through tt.e amb Lqui.Ly qe n e r a t.e d by the bi,sem:lc role of "no en-­

tanto". As a conjunct:ion, this ferm "loul6. reprcsent a ee)n",tünt

rcflecti.ng the symboU,sm of "JJvro" at the start of tne compos.!:

t.ion, "Iith the poet depict;ec1 ,~.!s one cndowcd 1tlit:h knovtled~jP anel

wi,sdom. Tn i ts capaci ty as on adverbial fonn, "no entanto" (I1l\1\!

vvc.h) represents a variant:, as evidenceel by the substituL'ion

of an enti,re reIative clanse for the sing1e noun up abov"" by

the repIacement of the 1nc1efinite articIe wJ.th the difinite

("um livro" » "o livro") anel, final1y, by the shift from the

aff1rmat:ive to the negative ("não leste o livro que li"). Apprai§.

ed against these variab1es, Lhe guestion "Que t.enho a ver con ..
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tj.qo" te de' 1[' i ti: uou - cLea r Ly snows the poe t i c

pereona ne c tí.nq Ive r s eLf apa r t. no t. jus t. from hc r í.ne r a-voxr.uaj

add res sco , out. f'r-om a11 t.ho s e who do no t; ahar-e .í n he r- Iove for

l.e e rni.nq and in her passi.on for capt.u rt.nq ';;11e e",,,,ensc of Lí.Ec .

Furtherlnferences br i.nç back arid r-eLn f o r-ce UlC notíon t.hat; true

wi s dom ce.n on Ly be J.ChÜ'Vl,d by betnq a t one with al.L t he t. SUl:­

r-o unds us, even the supposedly Lns í qníf i c arrt t hinq s , s.tnce we

are to assume that sucn w í sdom is arare q.i.ft. t ho r e fioLl ows

U,at poo rs , "lho ca n capturcthe sp í ri r c f 't h i nq.s anel relate to

thent U\E.' way no crie e Ls e oa n , are .i nclecd cx t r aordí.nar-y peop Le .

'rhcn , 'l.f by Iove is meant; t.ne abLj Lt.y to lde.nt:ify with some onc

o r eorne bhi.nq a nd Lo cs t.ao r ísf un tut.r.me ee r-e j.e t.Lonsh í.p Il<1ith tbem,

poe-t.s mu.s t be t.he only per-f e c t. Love r s Ln tno wo r Ld . Similar co~

cLua Lon s may be de rí.vcd f r om the s e co nd pa r a Ll.e I c Lau ue wh Lch

r eads "Não viste a rosa. que plantei". tscr e the pce c as obvIousIy

r cp roach.tnc b e r- f r Le nd for not havinq shared with her- t he joy

of pjant í.nq ii beau u Lf uI Ejowc r . Owinq to the meEaphor t ce I oon­

L.ext e s t a b L'l.sshed Ln Lhe f __t rat. s t.en aa , í.t js safe to say t ha t as

a coor da nat;o c f Lhe p.re v.i ou.s Ly menuí.oncd r os e , t ht.s flower epi­

t.oraí.acs at. once the poe tts unusuen s.ans Lt.Lv í t.y to b e au t.y and the

me s c.axp í ecc whí ch re suj r.s f rcm t he artist' s Leve affi'\ir wi.\:h Hfl'.

'l'he amaqe ot: Lhe pc.e t 1'l"nting a r o s c pi-ov i dc s a varíeb í.e

oJi.th sLqn.í.f Lc a nt. s ymbo Lâ srn , Tn e í t ect , if W0 r eç ar-d Lhe plant

Lnq of a f Lower as a way o f r enewínq and p.r o Lonq i nq j t s j j.Fe ,

and Lf t.he poeLi.c pe r soria a s equating he.r s e Lf wlth a qa r-derie r ,

tr,o a Ll.u s t.on is c Le a r , Lí.k.a q a r.deners , a r-t Le t s a Lso "bo r r ow"

from Lf.f e t.hc s e t.b Lnq a wh Lc h time wouLd o thcrzw i s.e do s t roy and

.re s t.oce t.hcm to new Lí f e , q r ant.Lnq them pe rmanence . 'l'h i s â s í.m­

plicitly unde r s tood Ln t he pcere as an act of lave and sacri.fice,

'l'he phrasc "Não viste" provides a perfect: counterpoint for the

me ta?hor "ii rosa que plan·t:.ei", for i t oppos-es to the poet' s erc

ative abilitythe insE2ns:i..tlvity of her intra-textual addressee.

Extra-textually, the :r;emi'lrks would be directed instead to 0.11

those who faU to appreeinte arU.stic creat1.on, considering it

un.important 0,1: "superfluous", Th~, lave TIletaphor is carried one

stcp further in the next clause, with Lhe addition of a slqnlfi

eant va:ciant.. 'l'he phrase reado;: "Nem contemplaste o pôr-do-sol/

fi hora que o amor se ,foi". 'rhis statement, understood at its

most elementary leveI, "Iould point to the ,,;peaker' s break with

her onetime sweetheart - an event which supposedly coincided
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w:Lth the end o f il d.ay . As a coor-ô í na t.s, of e t enaa one , t.h í.a por­

tf on oftlle compos í ríon s uq qe a t.s an a r r ay of dcoper mean.í.riq s ,

keoal.Lí nc Ln fact t he co r r e s poud t nq ímaqery .í.n t.he. prec e d í.riq

s tanz a , whe r-eLn t.he poe t Lc pe r sone h e d L'i.ke nod h e.r s eLf to " wetn

de r-e r .i.n a f o r e Lnq Land , both ss arf dened and cosafor te.d by t ne

sight of a twi1,ight, t.he present pí.ct.ur-e appea.r s to r-e fLe c t; a

similar e x.pe r i c nco . Lt; is, nowevc r , a much more pe r sonal and

s pect fi.c s í t.ua t í or, , cí.ven the s ubs tL't u t.Lon of a concre t.c irneq c

- a pa:r:-ticuliJ.r sunset - for the vague representation Df a

iOWay twí.Líqbt . Expand í.nq on U'lC t.rad í tíonaI s ymboLi sm of dusk as

a ritual of death and r-eqener a t.Lon , tt,o text rcí tcrat.es w í t.h

qr-e e t.cr 'i n t.e nsi.ty and Ln more õorí m.t.c t.o rms t.ho ant rs.í st i.c 'po s-:

t.uro tha t- serves as the compo sít.Lon's be s Lc prem'lse . As such ,

WG a r e r emínded her-e erice aqa ín o f t.he ncce s s í.t.y o f t nteq ratLnq

wí t.h t.bo rc s t of oree t.Lon by alJowing Lhe da.l Ly occu r r en ee s we

o.ft.e n t ake for q r e nt cd to bocome d Ltv j nq pe r t. o f u.s . Sundo\'!n

with .í t.s bittersweet: .í meqe r y is utili.zed í.r, t hí.s í.ns t encc t:o re

fLe c t on a number. o f concept s central to t.r,e maín t.heme . Once

aqaLn Love is r epr-e s en t.ed as a õtotect.j cal, clJl·-encompaéis:í.r.q foro),

Sueh a r epre s ent.e t.ãon Iaa tu re e a var-Le t y ai' oppos:i.tions,

the first of whích isthe un Lí.k e Ly , veto a r t Ls t.f.ca Lj.y fea a i.b Le

sp í r í t.na L unLon o f mank í nd wi.ththe ohys í c a I vorto . Dofi.ne d as

lave, r.h í.s un í.o n is c qu e.Led wí t h I j fo Lt s c Lf and opposed to

dea t.h . 'I'h í.rdLy , we s ee Lhe figure ofthe artist por t r a yed as an

ideal lover and opposed to the commom man. This particular pas­

sage s eems to .í mpLy .i.n tact. that .i.f man were abIe to r e La Le to

nature and .í.de n t Lfy with í.t.s moods , thcn on c cou Ld derive a f e e L

Lí.nç of hope f r-orn lhe beaut d f uL sight of t:he dyJng s un . As a

s e Lf-s r-e f e r r í.nq t.ex t , the pas s açre í.s a Eur t.he r remí nder of t.he

apeo í aj v í s t cn of a r-t í.s t s , whíIc providing ô.trect evrôenco of

t.he r e dempb í.ve nature oftheir orar t . 'j'he. u nder Ly t nq í.mplíua­

t.í.on Ln the speake r ' s r-epa-o ach to ho r en t aqoní.sc .í s 'th a t. sLncc

axtís t.s are endowed w í th t.he cb í.Lí t.y t.o captnre the spirit of

thi.ngs and commnnicate t.hat feeling to other.s, their \"orks - as

the text. itself proves - are the greatest g1ft. to most of us

w!lo are short-sighted and uncomunmicat.i.ve. Wc are urged, there­

fore, to share in the poet' s v:ision. AvoJdi,ng the insens,iti,vity,

ignorance and lu8k of wJ.sdom ascribed tothe fOCtíc "tu", we are

invited to Jook upon such vision as a way out of di.sappointrnents

and fears.
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'j'he compo s Ltíon ccnc Lude s with one Las t; oppos í t.Lon expres­

sed in t.he soccnõ portíon o f t h e r heto r i.c al. quesLion: "Que tens

a ver comigo/se dentro em ti nao prevalecem/as cousas t.cdav í.a

supér.fluas/do meu intrans.ferível patrimônio?" 'j'hi.s cLaus o , a n

Lndependent. on e , r-epa-e se n t.s a re t t.erat.í on of t.he central khouqht.,

IL also ser ve s to completo lhe ove r a Lj me s s aqe by b.r r.nqinq tog~

t.he r t.t.e va r í ous semant íc planes. At t he mos t. e Lement.e r y Lave L

-ee ft.nd the poe t.í.o pe r s onats e cumenLoaL, an í mí s tí c v t s í cn oon-:

trraa t.ed withthe ne r row-rm nded at.ti tuõc of ho r an t aqon.l s t. __Ln rho

Love r' ' e qua r r c L He does no t sha re h e r- dee p f ee Línqs for the

Li.t.t Le t.h j.nqs wh Lch Ln her v í ew aro so vital to ou r bo ínc Ln

un Ls on w.í.Lh our wo rLd . As t.h r o'uqhou't , 't.he keyto the subjacent

mean Lnq s rí.cs in the not.wo r k of v arLants and Lhe a Ljc-Lmpor-t.ant.

arccíou í t.ã es they qcnc r a te . As se s stnc t.h i s po.r t..t nq comoent againEt

the r a s t. o f 'the compo s Lt I on , we obser-vethi-lt, s avc for ron- ma í.n

chanqo s , thc La ss t. soqrne nt; is a nee.r Ly pe r f e c t; me t cn for the

t aLk-r end o f the first s t.anaa andthc open í nç ofthe c accnd a nd

con cLud f.nq s t.rophe . 'I'h e v a râab Le s on wh t oh wc s h aj I f oou s for

an Lnt.e r pre t-a t.íon c f tbe mo t aphorícnj s Lqn.í f Loance o f this fi­

nal por-t.Lon oonsís t. ln the f c Ll.owLnq r 1) lhe eub s t í.tut.í.on oE the

de f Lnít;e ar t.Lc Le ("as c ou s as") for t.he adjective 6[(eh ("·tai.s =~

s as" ) whi.ch r e fte ct.ed a n a L'l the Lnde ft n.í t.e «rc í.cj os prev t ous Ly

u sod to n ame r.h í nqs , 2) the r epLacemen t. of t.he u ncer taí.n "tal­

vez" wi.t.h "todavia" as a modã Lí e r for "supérfluas"; 3) t.no use

of "int:ransferível pat.r Lmônf.o" in pLace ai "íntimo dornf nro" to

de s c.r Lbe Lhe poe t ' s t.re a ssur e d pos sc s s í ons z a nd , fLna I Iy , 4) the

r'efe.r en t.La L shift f r om t-ho fir s t c pe r son singular r'orm "ou" ("que

tenho a ver comigo") to t.he s econd , familiar- vcícc , "tu" ("Que

tens a ver comigo"). 'I'he rcost, obv i.ou s conc i.us ion we can roect,

f r om ob sor-va t.Lons one andtwo isthat t.he pocrn h as moved r rcrc

the general and vague to tho spco tf í c and concrc t.o . This pheno­

menon, appraised against pr-ev:ious t8xt.ual evidence, poinls lo

t.he poot's swt t.cf from a pos Lt.í.on o f humd'.Ll:y arid ~subje.ctú!.i.:ty

to one of u nd La put ed au,t!to!(.{:I:y ba s e d OD ô{ilUl'i.i.l cOHv.ic.tioJi. lt is

the text's way oi Q,J:ticulating Lhe dualistic, paradoxical posi­

tion of the arlist who possesses all of t1'1ose prerogatives in

viewing life, After.: alI, art can de<ll wiLh tho most common sub­

jects without being irrelevant, for nothing 1<; unimportant to

the the artist who :ls able to capturo the spirit af all t:hings,

As the composition suggesLs, poets have no obligation to see
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and e.xp.re s s rae Lí t.y .í n an "ac cep t ab Le" way. They do not; h ave to

make any comprom í.se s . This postulate, .i.t, would a ppe a.r , .1..S rcotsd

i.n a t rad í.t í cn pa s s e d on f r om one ocne r a t ãon to anot.he r . 'üu.s is

t.hc poet's "intransferível pa r rrmônto" - her Lnalíeneblo her-Lteqe

and she te11s us that if what she feeIs and triesto commu

nicate makes no senso to some, as symbolized by her interlocu­

tor, tne re is a pe r f e c t. expLanat.ãon for í.t . Art was Dever maant;

to .i.mí.t.a t.o Lí.t e , no r to .re te t.o to eve r yone . Lt; proposed dns t eed

to unoer-scanô life a nd paae on tht s awareness to t.nose willing

to suar-e in t.he aesthetic e xper Le nc e withthe c roa tor . As t.hLs

composition proves, poetry is indeed, like lave, a process of

Idcnt.í.t í.ce t.í.on , commun í ca t í on anct co-ipar t í.c ípa t Lon . As with Líf e

itself, of which lave is a manifestation, the work of art is

v íowod he r-e as a twofold acto It involves joy and aacr t rí.ce in

wh i ch we as bohoIder s must participate oquajLy w.í t.n t.ho artís t .

Having established "Do supérfluo"'s eminent capacity to challen

ge ou r own .i.rnaq í.na t i on , wc are ce r-tai.n t-ha t; 'i t; wil1 qo on corrun~

nioa t.Lnq and de Li.qht.ínq us t.h r ouqh í.vs Lex t , w.i t h eve r y pain wc

t.ak e to make i t. a li v:Lng pa r t oi u s .
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NOTES

1.. Lisboa, He n r Lquot.a • Pouóluia do <lV,L

Fronteira, 1982. p. 527-528.

Rio de Janeiro, Nova.

2. r-auLí.ní., r.Iv t a • ilc,n'ii.qucta L{",bC(t e MUi ;JICII"ag(')1i untvctsaf.

Belo Horizonte, Imprensa Oficia.'! de Minas Gerais, 1984.

3. Op. cil., p. 23.

4. Fábio Lucas observes that the dramatic r.ans í on .re su Ií.ãnç iram

Lisboa 1 s many t.e x t uaj oppositions dci r Lve s fram nor Don-cor,

formist Wd't((Ii'''ci1aulll1g, which causes her to transform oon-.

ventional .rce í í t.y loto a very po r sona j conception: "Sob o

ponto de viste. conteudIstlco, podemos dizer que Henriqueta

Lisboa se esmera na contemplação intimista do mundo inte­

rior: transforma objetos, lembranças, pronunciamentos, em

facetas de uma sensibilidade oposta ao universo." 'IA poeaía

de Henriqueta t.ã sboav. Sup Lement.o Lft.e r à ri.o do ,\lúW:6 G2~(Ú".

Belo Horizonte, Nov , 30, 1985. p , 14.

5. It is wOI:d1 not Ln.j he re Lhe t; t.he text, functioning no t as a

mere speech aet but; s s a Lí.t.e r a ty a r c x Eac t , se t s up an am­

biguous comnuni.c a t í.ve si t.ua t ton wh í.oh unfo Lds Ln e n jmaq I-.

nary context, with the poetic voice "we" representing an

anonymou s humanysoc í.a l Lot alLt.y . Ke e pLnq in mí.nd Ltsboat s

prao t Lce of transmuting the objective and specí.f.íc jnto pur!'L

Ly ae s t.he t.i.c e xpe r i e n ce s of un Lvers.a I sweep, -ae ebouLd

surmíse that the af o remon t í oned Lyr-Lc s ubjc c t- may ar may

DOt include the f.igure of the poe t . Simi1arly, \'v'e are õee i

ing hero wí t.h an uns pec í f i.ed interlocutor on the per aon

o f tho r eede r , For an enlightoning s t.udy on t.he subjoct,

see 'Hablantes poê t í.co s Zoyerrte s poéticos'. ln nãver-o , Eli.§:

na. "Reflexiones para uni:!- nueva poética: la líri.ca hispanQ.

americana y ao estuoi.o". Acta" det s e e ro COlt!]I1C_"O In.tc.!lna­

(LonaL de. /J.i.4IJan.i4-1:cU.. (Toronto: Un L've r s Lby of Toronto,

1980), p. 601-605.

6. As in my s í.udy "A imagem da mulher em TFrutescência', de !le.!?

ríque t a r.Lsboa ' , a Iso here the term "emb Lq uou s" toj.Icws William

Empson's de:finition that it "may meun an indecision as to

what on e w.tsbo s to say I t.nc intention of mea n í.nq var í cus
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t.h i.nq s , t.he pr-obeb í.Lt t.y t.hat s omet.h i.nq h.as t.wo meen.ínqs ,

a nd t.he f ac t. tha t. t he s ame sta t.omont, has var.í ous mee n i nqn" ,

(.51'''('11 TU)Jc~ i.') A'lib.zgllitll. NevJ Yo r'k : Meri d ía n , 195',), p, 8,

7. Lucas s uppor Ls ou r ví ow o f t.í sooe ' s an f.m.is t i.c pos t.u re . "Uma

jóia, uma ânfora, o mármore, a rosa, objetos de escala me­

nor, trans por t áveís ou simplesmente ao alcance de qualquer

mandpu Laçào , tornam-se foco de urna operação meL,fisiça, an

te os olhos de Henriqueta r.ãsbce". r'ací.o r.uce s , "t; poe s.í.a

de Henr-d.que t.a Lisboa". Such is t.he case of "repos t.etrov, a

wo.r-d f r-equon t.j y used by the poo t.tín s í t.uatLon s ("Depois da

opção" from Mi'lado[(\:) e oa{'I.(!; )J('CIlIil..ó, a'nd "Condição" from

Atr.1J1 da .il!!agClII) where she oppoae s t.r-e.qedy , çjoom , t he dark

sí.de ai human be i.nq n , symboj Lz ed by the "r-epos t.e.Lro" or

door curt.ain, to evürytllingth"t is good love, hope, 1ife

it.self.
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NORNAS GERAIS PARA A PllBLICAÇíío DE AR'l'IGOS EH ENSAIOS Pt: SPlIÕnCA

A r~_vist" ENSAIOS DE SENIÔTICA destina-s(' ii publicação de

ensaios de Teoria da Literatura e Semiõtica,

O ENSATOS DE SENIÕTTCA estabeleCI" as s<)guinh's recomHldações

pari a publicação de artigos,

1. Os trabalhos devem ser datilografados em maquina lB~j, em espaço d.~.

1'1.0, jH<pel ofício, margem de .1 cm, citações ('m destaque com espaço

2. N~, l'rimei;-a rolha dev<'T,í constar:

a) título do traba.lho

b) nome do autor

c) n~SUmO Cm português e fral1cês ou inglês

d) identifi,:ação breve do autor

3. No fin"l do trabalho, apreseut.ar notas bibliogrâfi"as de acordo com

" ABNT.

I,. Caso h"ja U,ustrações, devem ser enviados OH originais.

5. Os originais 1"eeehid<>s pela revista nao serao devolvidos.

6. A direção da revista nao se responsabilizará pcln~ op~n~oes expres

sacias nos artigo!! assinados.

7, 01 trabalhos devem ser enviados para o endereço da revista,

consta na la. folha,

8. Além do original, remeter também uma cópia.
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