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A tradugdo é uma interpretagdo, converséo guiada
pelo sentido entrevisto, vbo cego contra alvo
certo. Num momento é pura liberdade, inventiva,
risco pleno; noutra, é adesé@o ao modelo, imitagao,
busca de encontro e fusdo no outro, como a
imagem poética.

(Arrigucci, 1999:143)
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RESUMO

Este trabalho parte da investigacdo do canonecpoétiasileiro e o
‘cross’-canone anglo-brasileiro com o objetivo déarc uma nova
antologia em inglés de poesia brasileira canénicargemporanea de
1922 aos tempos atuais. Dessa maneira, examinanad@o e 0s
critérios de selecdo de antologias em ambas asrasliiterarias e
analisa estratégias e abordagens para a traducdpoelda. Para
concluir, discute trés dos poetas e os poemashédasipara o projeto,
bem como o processo tradutdrio e o resultado.

Palavras-chave:Poesia brasileira do século vinte, Canone, Antalog
Traducéo
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ABSTRACT

With the aim of creating a new anthology in Englathcanonical and
contemporary Brazilian poetry from 1922 to the pregay, this thesis
investigates both the Brazilian poetic canon ane thoss-cultural
Anglo-Brazilian poetic canon. It examines the fotiora and selection
criteria of anthologies in both literary cultureand strategies and
approaches for poetry translation. Finally it dss®s three of the poets
and their poems chosen for the project, analysedrinslations, and
evaluates the finished product.

Keywords: Brazilian Twentieth-Century Poetry, Canon, Antlglp
Translation.
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INTRODUCTION

A good poem is a contribution to  reality. The
world is never the same once a good poem has
been added to it. A good poem helps to change
the shape and significance of the universe,
helps to extend everyon&s knowledge of
himself and the world around him.

(Dylan Thomas, 1960, “On PoetryQuite early
one morning

While Thomas’' statement is true to an extent, itaisost
certainly utopian. His comment is somewhat hypechdle seemingly
ignores any extra-linguistic and cultural reperguss and one must
surmise that his use aéveryoneis limited to those who understand the
language in which the poem is written. He also dussdefine a “good
poem” (in itself a utopian task), but one assurhas le is referring to a
work that through its quality and emotive powertaigis — or will
pertain — to a cultural canon. It is this that tenthe veracity of the
statement and his use efveryone’ While a ‘good’ poem may well help
to change the shape and significance of its sudiogs, it is invariably
limited by its own linguistic parameters. In thghit of this, perhaps one
of the greatest values of translation is that tghothe process of the
transmission of a poem into other linguistic realnmme hopes
eventually to really reacteveryone- in a truer sense of the word. In
any culture much of what we know has come through vehicle of
translation; we have inherited a wealth of knowkeddpough the
mediation of frequently invisible translators, whave made works
from one language culture available to others.

In all cultures the literary canon evolves overdjraut although
there have been numerous studies of national nmingodl cultural
canon and their evolution, there has been comparativiitje
investigation into how translated works infiltraend shape other
cultures, and until relatively recerftlyairly scant formal research on
comparative and cross-cultural canon, the trarsslbtierary canon and
the role of anthologies of translated works in lwgtcultures. Although

1 Eg. Ezra Pound’8BC of reading1934) (with a pedagogical slant), T.S. ElidPa Poetry
and Poets(1944), and rather more broadly, Harold Blooifte Western Canon1994).
2 particularly with the Géttingen group in GermanfyEssmann and Frank, 1990).
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this last area is now experiencing increasing avédmterest, as Frank
observes,

Translation anthologies were, until quite
recently, part of a 'shadowculture’, overlookiegl,
and large, by cultural critics, literary histor&an
and translation scholars alike. (1998:13).

Even though the dynamic is complex and difficulatalyse, this lacuna
is somewhat surprising if one considers that Iiter@nthologies are a
highly effective means of transmitting a culturel @axpressing its spirit
internationally.

We should first determine what the banner of tiaish
embraces. Although in its widest terms translatisnintralingual, a
process constantly operating within just one caltlinguistic system, it
is interlingual translation that interests us héngerlingual translation
has been variously defined as ‘identity across uisiiz Systems’
(Quine, 1960:69), ‘regulated transformation’ (Déa; 1987:20),
‘refraction’ (Lefevere, 1982:234), ‘recodificatiofFrawley, 1984:251),
‘the process of intercultural communication’ (Veenel1989:222), an
‘accurate collection of synonyms strung togethethim most proximate
syntax’ (1) (Spivak 1992:398), ‘an ideological adty’ (Hatim and
Mason, 1997:146), and ‘a culture-bound phenomen@irdmbert
1998:131). Translation may also be ‘adaptatides belles infidélesof
the 17" and 18 centuries), ‘imitation’ (discussed by Dryden irs 1680
preface to Ovid’'sEpistley or even ‘reterritorialization’ (Brisset,
1986:10). A socio-historical systemic approachveticone to embrace
all of the above within an expanded definition ofnslation that
includes ‘...all utterances which are presented ganmded as such [as
translation] within the target culture on no matdrat grounds’ (Toury,
1995:32).

As all the above models of translation have bednedawithin
individual cultural systems at certain times, theg also justifiable
within Even-Zohar's descriptive rather than evaltetconcept of a
literary polysystem, which holds that not only skation, but every kind
of writing, is done to submit to or satisfy specifiersonal, political or
social constraints and that certain cultural systehold greater
international influence than others. Even-Zohar{gpraach can be
adapted to other uses for translation, but it tetodfcus on literary

3 Cf Echevarria & Pupo-Walker (1996), Pym (1995) &faaijkens (2006), among others.
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translation, i.e. ‘inter-systemic transfer’ of pgetdrama and prose
created within a society along patterns of creigtivi style, genre, and
literary tradition, and which may include use ofepo and stylistic

devices such as alliteration, rhyme, rhythm, metapipun, irony,

neologisms, intertexuality, and cultural allusionBrior to the

polysystem theory there was comparatively littlensideration of the
role translated works played within a given cultuieut because the
theory is descriptive, target-oriented and fundloiit is able to treat
translation as deservedly having an important xefte influence in

literary systems and in the multicultural formatwiriterary styles.

This systemic approach is enticing. Although redeainto
individual systems has been too limited to comfrto conclusions (cf.
Even-Zohar 1978/1990:196) — if such things are édd@ossible in
translation studies —, its implications for botlagtitioners and theorists
of translation are wide-ranging and positive, silieature seen in the
light of the polysystem is flexible and reflexiveg highly kinetic
situation in which things are constantly changigiplmes, 1985:150).

Systemic approaches have since been further deactlop the
Gottingen group as a theory that is transfer rathan target oriented
and which suggests ‘that the translation of liemat means the
translation of a literary work’s interpretation,eothat is subject to the
literary traditions of the target culture.’ (Gemizl 2001:191).
Increasingly, connections are being forged betwaditural Studies and
Translation Studies; scholars like Susan BassmettfAndré Lefevere
(1990 & 1998) and José Lambert have attemptedremgthen these
interdisciplinary links in order to situate lingtics transfer within
today’'s realities, while at the same time studythg linguistic and
textual forms that are used for cultural exchange.

The mid-century New Critics held that any kind &fra-textual
commentary would distort a poem in its unity — timsluded study of
the poet’s biography, philosophy, or historicaltatdl context. This
approach is nowadays considered by most to implidealized model
of what a poem ‘should’ be, ‘should’ communicater R translator,
particularly a translator of poetry, which has dtiplicity of codes and
associative images, | believe it is untenable tespaver time, culture
and values, using some ‘miraculous’ highway to ssdbe ‘essence’ of
a poem (if indeed such a thing exists). Thereforedhe scope of this

4 Although Levy’s 1963 study on literary translatiome™ni piekladu(translated into Enlish as
The Art of Translatiorand reprinted by Benjamins in 2011) did addresseselated issues.
Levy's work is also addressed in Snell-Hornby (2006
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thesis, Anthony Pym’s approach to translation inys{of. Pym, 1998) is
more usefulto consider, not only as a method of post-trarshati
analysis and evaluation, but also as a pre-traoshit incentive to
discover as much as possible about the poets ttrabslated, their
influences, aims, and intertextual inspiration.sThelps to contextualize
work within a system, rather than diving headlomtg ithe translation of
uncontextualized syntax. In a similar vein, althiouge is referring to
comprehension of a poem rather than to its traonsla@ntonio Candido
suggests “o levantamento de dados exteriores a &m@oética,
sobretudo dados histéricos e filol6gicd€1994:29). | am convinced
this kind of interpretation is an essential parth&f hermeneutic circle.
Compared with Brazil, where, according to UNESC&ver
60% of all published texts are translated, trapdlditerature in the UK
and other English-speaking nations constitutesitis As 3% of all
publicationd. At face value these figures imply that transldtedature
holds a much less influential position in Anglopborountries than it
does in Brazil. However, as they are generalizgdrés, they do not
specify whatkind of translated texts they encompass. While the éorm
percentage is much higher and suggests that theliBnamarket is
awash with translated works, one must considerighee of quality
rather than of merely quantity. There are hundreflsinstruction
manuals, potboilers and bestsellers that have lesrslated into
Brazilian Portuguese, and while major works frore tmternational’
canon have also been translated, there have mesxdmple, relatively
few anthologies of translated poetry when compaoethe number on
the Anglophone market. The seemingly insignificaito of translation
in English-speaking countries tends to include manduential
international works and also includes many moréangies of poetfy
Source texts are invariably carefully screened, as publisheysndt
wish to import something that their own languagkuce already has in
plenty. However, it is thought provoking to findaththere is no

®“[...]collecting data, particularly historical aqdilological, that is external to poetic emotion”

(author’s translation).

® This use of “according to” is relevant as a gusl of what is published in Brazil is recorded
neither by UNESCO or by tH&iblioteca Nacional.

"Figures from the UNESCO Index Translatorium (201tL3hould be noted that these figures
indiscriminately include purely communicative, infeative texts as well as literary ones.

8 This is particularly because anthologies as aegdave been widely accepted for a much
longer period than they have in Brazil. For monetloese international exchange relations cf.
Casanova (2005).

 As opposed to referring to an ‘original’ text IIise the term ‘source text’ to avoid any

unwanted connotations that ‘original’ may carry.
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translation award in major UK literary contests damherefore
presumably a lack of official recognition), whereBsazil offers a
translation category in the prestigioiebutiprize, among others. There
are several possible factors involved in the choafea text for
translation. Casanova (2005), in her wide-reaclsitugly mapping the
unequal relations of the literary market, positskiad of Iiterara/
“Greenwich meridian” that cuts through Paris, Lonémd New York:
One of the factors that she suggests is influeintiber relational system
of values is translatidh both into and out of the source language. For
literature written in a dominant language in therry world market — a
central literary capital, translation permits itgernational diffusion to
more peripheral political and cultural languagesd amations thus
enriching national literary resources and rediregctiterary wealth. For
works written in less influential languages to beiccessful
internationally they must also be made accesdlitstaugh translation. If
a text is only available in Brazilian Portugueser (Example), its
international diffusion is somewhat handicapped.

Even-Zohar posits three conditions for translattegts. The
first is when a literary culture is young, the setavhen a literature is
weak or on the periphery of the polysystem, andtire is when there
are lacunae in a dominant literature (1978/199(8-1%4). The first
condition corresponds with Brazil, as despite baialpnised over 500
years ago, its literary culture is extraordinasibung™. This is because

9 However, she suggests this last city — along Witinkfurt — is more a leader on titerary
market rather than tHigerature market.

" The others are the age of the culture, its lingtigenumber of texts it has produced, and the
number of internationally recognised texts pertarto it.

As the Peruvian writer Ventura Garcia Calderdn satbout the Brazilian symbolist poet
Cruz e Sousa when he compared him with Baudelaitbdut the world knowing about the
poet because he wrote in Portuguese’. Ivan Jurajheid a similar belief, “O grande desafio
da poesia brasileira ndo reside tanto no que éfariprproduz, mas na barreira da lingua, nesse
medonho e absurdo gueto em que sempre se confipottugués, o que ndo deixa de causar
certo estupor porque, além de ser uma lingua deraulé a sexta mais falada no mundo,
somando hoje um contingente de cerca de 200 mildéepessoas, das quais quase 160
milhdes vivem no Brasil, um pais jovem e de pouadi¢do. E preciso resgatar o nosso idioma
desse gueto. Que se traduzam mais nossos poetasyieas linguas” (Interview with Ivan
Junqueira “A poesia brasileira de hoje € muito Eop@ que se escreve noutras linguas” para
O Pagq Fortaleza, Ceara, Maio, 1997).

3 Haroldo de Campos (1989) disagrees with Candidthisrpoint; he defends the Baroque as
a foundation of Brazilian literature rather thastja manifestation of European literature; cf.
O Sequestro do barroco na formagéo da literaturasileira; o caso de Gregoério de Mato22
edicao, Bahia: Fundacdo Casa de Jorge Amado (andbiitiged English translation;
“Disappearance of the Baroque in Brazilian Literaturhe Case of Gregorio de Mattos” in
Haroldo de Campos (2007) pp.178-194.
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although Portuguese has been spoken since Euthpetsery of Brazil
at the start of the sixteenth-century, it did netcdme the official
national language until 1759. Until then, thiegua franca was
Nheengatya simplified Tupi variant, which continued to bgsed until
the 1820s. Brazil's first printing press was inaated in 1808; however
it wasn't until the 1930s that Brazil began to &l its own translated
publications rather than relying on those in EuespBortuguesé
Antonio Candido suggests that it is due to thisatred
immaturity that Brazilian literature has always deged on the
literature of others (1997:9). Clearly, there axeeptions to this rule,
the United States (a young culture with a richrditg history) being one,
but the stronger literatures that Candido citesedfssufficient (French,
Italian, English, German, Russian and Spanish) ehniu keeping with
Casanova’s view — are older, and are thus abledp the benefits of
tradition: a major contributory factor to the natiof canon. It is not
therefore surprising that when we look at the UNBS@dex of
translations, we find that the languages Brazil n@slates from are
English, followed by French, German, Spanish araliait'®, all
languages with long-established literary culturédge also find that
Even-Zohar's third condition is in a way pertinenBrazil:

There's no lack of quality in the Luso-
Brazilian tradition, but  rather of quantity, and
there are some serious  historical gaps [...]
Thanks to these gaps, there are many possibilitie
we can and must explore. (Ascher, 2004).

Thus one could opine that Brazilian literature aatuble need
for translated texts. However, despite this, amdrithmerous published
studies of Brazilian literature, it is only in Adfdo Bosi'sHistoria
Concisa da Literatura Brasileir§l994) that we find a (albeit extremely
brief) mention of translation, where he lists aestbn of translated
works which he feels have contributed to the Biaazil cultural
sensibility. It should be noted that he privilegetder literary
translations, his organization is somewhat ecaeind his evaluation
of the translations is unabashedly personal. Algmothere are many
lacunae in Anglo-American literature (commonly ddesed a dominant
literary culture and therefore one that also mé&aten-Zohar’s third

4 For more on this subject cf Barbosa & Wyler, 1998.
15 http://www.unesco.org/xtrans/bsstatexp.aspx (aemk$8/10/11).
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requirement), the ratio of translation is, as hasnbmentioned, much
smaller than that of Brazil even though the qualityhe texts translated
and of the translations themselves is generallysidened to be high.
This is possibly to do with a perceived self-siéficy'® and perhaps a
hesitancy to incorporate ideas and attitudes frémerocultures, and it
means that there is perhaps not such general aoceptand
understanding of translated texts and their resgectltures. This leads
me to believe that the translation of literary seixtto English in a world
frequently dominated linguistically by the Englisimguage continues to
be important, as it may paradoxically help to daifitee the
predominating monolingual complacency. Translagxist from other
cultures can open minds and broaden horizons; mmh ienvironment
so frequently full of strife and petty-mindednele bpportunity to see
other cultures and hear others’ opinions may doutei to making
people less subjective and more objective; andagperta little more
tolerant of a shared humanity.

Brazil, “...a country where sometimes you suspeetdiare
more poets than readers of poetfyhas a vast poetic output, and this
sheer volume makes the task of selection for amotogy of poetry
particularly complicated. Pym (1998:136) discussethologists and
their choices, and while, regarding anthologistami-translational
anthologies, he concludes that “Texts should becsed by authorities
within the source culture”, and that, “The anthaeg should be an
authoritative source-culture figure external terétry authorship” (ibid:
137), his international (by which he means traistat) regime finds
that “The translator-anthologist can make authatalements” and
“Nationalist and internationalist positions are absolute” (ibid:138).
This implies that “translator-anthologists [are] €éoser to their actual
texts than[to] non-translational anthologies, allggthem a partly
authorial status” (ibid.) The result of this persjpee is that even though
| am British and not a recognised authority on Bicaz poetry in Brazil,

I may hope to justify my selections through otheams.

There are certain elements that are importantefmel before
embarking on the construction of an anthology afistated poetry. One
should consider the target reader, at whom theokuh is aimed, in
addition to its purpose; its ‘Skopos’ (Vermeer, 9P8r ‘formal cause’

¢ Although Anglo-American culture tends to imposignificant amount of French, German
and Italian literature, philosophy and also art.

A quote from the “Traduc&o de Poesia” course hyldHenriques Britto in 2004 at the
Universidade Federal de Santa Catarina for theGPaduacéo em Literatura.
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(Pym, 1998:155). It is also necessary to decid¢herselection criteria
within the pre-defined genre, language, culture geribd. The temporal
and cultural context into which the work will beserted should be
considered, and this further implies a considematibthe presentation
and format, which include questions of organizatimd ordering,
presentation (e.g. bilingual or monolingual), awidigonal information
on poets and the translatiofs.

While an anthology should ideally be enjoyed byidearange
of readers, the particular target readers of théhcdogy under
discussion are likely to be poetry lovers or thaserested in or
studying Brazilian or Latin-American culture andefature, who
perhaps have a smattering of Portuguese (or Spamigtare not fluent
enough to be able to truly appreciate its poetiglege. A bilingual
format for an anthology such as this is vital. Aliigh there may be
editorial considerations of space for certain mations, it can be a
frustrating experience to read a translation ofoanp without having
access to the poem in the source language (for manof this
incomplete format see Carlisle, 1983, and Weissli®@4.) A bilingual
presentation also helps readers to reach a deepersianding of the
text — thus enriching the poetic experience.

Literary texts are fuller when read with their
translation, [...] This is because taken
together these texts and translations loosely
enclose an interliminal space  of
meaning, allusion and sound. (Gaddis-
Rose, 1997:73)

My purposé® is to bring a little more of Brazilian poetry toym
own native culture. In doing so | do not intendtd&e the ST captive,
nor do | wish to take the author to the readethin more conservative
translational sense. Neither do | believe that fiassible to recover and
transfer all the ‘essential’ meaning of a ST intd & (particularly as

'8 Naaijkens, (2006) mentions the seven criteriasigstematizing anthologies drawn up by
Klein (1995): “1. intention, 2. (readers of thejget culture, 3. selection criteria (language;
region, country, nation; diachronicity or synchity; genre, text type; theme; attitude,
ideology; representativeness; quality), 4. comjpitatand compiler, 5. macro structure and
context, 6. arrangement (‘main text sequence’; agtical, chronological, sections, groups
etc) and 7. the impact of the anthology.”

1% Somewhat along the lines of Goethe’s vision inghdy 14" century of the translator as a
mediator attempting to promote universal spirit@hmerce and with the self-imposed task of
assisting its progress.
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‘essential’ is such a variable concept). Howeweshould be possible to
create translations that are satisfactorily analegdhis thesis will treat
both of the major aspects of literary translatitime process and the
product. My aim is to compile and translate an aludpy of poems
representative of the Brazilian poetical canon fra8R2, the year
Brazilian Modernism was officially ‘launched; until the present day,
and to present and evaluate these same translagi®nsorks that
represent the source texts in the target culture.

There is disagreement about the origin8Bddzilian literature
(as opposed to literature written in PortuguestaénEuropean fashion).
Some believe that it came into its own with the laedion of
independence in 1822, others suggest that it baga808 with the
arrival of Dom Jodo VI, and still others — like ldlto de Campos — that
it began even earlier, in the seventeenth-centitty tive Baroque. It is
impossible to draw a dividing line clearly betwesepre- Brazilian and
Brazilian literature, as the formation of any lgerme is, by its nature,
gradual. Although Stegagno Picchio (1997:473) ssiggthat in many
ways theSemana de Arte Modernaas more of an arrival than a
departure point in that it can be seen as a cutinmaf earlier artistic
manifestations, | prefer here to use it in theelaiense, as the post-
colonial rise of Brazilian Modernism is a convertipnint of departure
that was most certainly representative of Brazilian natiorf. In an
anthology that can be read as both a cultural tnegrand a record, |
intend to offer a selection of canonical and comerary poems in
translation, from a country overflowing with poetrip a linguistic
culture that can be enriched, enchanted and peifuémsian though it
may be) even enfranchised by it. In order to go famher, it is first
necessary to define the concepts of canon and lagthao examine
what constitutes the Brazilian canon, and to lobkha cross-cultural
Brazilian and Anglo-American canon.

20 And was also a symbolic date as the centenaryatiltan independence.

2 Especially in the light of “O ano de 1922 é um azate ano-limite. A nossa civilizag&o
perdera suas linhas tradicionais exclusivamentéc@gs e litoraneas” (Pedro Calmon in
Coutinho, 2001:22). [The year of 1922 is an exeeliut-off point. Our civilization had lost its
traditional exclusively agricultural and coastafidieag contours].

22 The idea that literary capital would derive fromagional soul originated with the 1.8
century German philosopher Herder and lead to thred®tics’ idea of ‘genius’, which was a
vital concept to post-colonial emerging literatures
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1. ANTHOLOGIES AND CANON

O canone poético literario de uma cultura tem
certa importdncia politica e pragmatica.
Idealmente, ele compreende os poemas que
levam a lingua de todo dia ao extremo de suas
possibilidades de expressao ,beleza,
emocdo e lucidez. O canone é um capital
linguistico. [...] normalmente um poema se
torna candnico a medida que é consagrado como
tal por sucessivas  geracdes de leitotes.
(Moriconi, 2001:18)

What is it really that makes a text be perceivedgaed? To
define what is good poetry is just as difficultask as establishing a
theory that provides rules on how to create it, Hrete is no general
agreement on a single definition of style or adgtledfect. The Western
canon is varyingly seen as an authoritative hisébghronicle (a history
of writing within communities), an idealized formlderary expression,
and a didactic concept created in the nineteenthuce (with texts
chosen for academic study in schools and colféges

Even-Zohar adheres to the first of these, defirsagonised
works as

those literary norms and works [...Jwhich are
accepted as legitimate by the dominant ircles
within a culture and whose conspicuous
products are preserved by the community to
become part of its historical heritage (1990:15).

Pascale Casanova takes this one step further am dro international
perspective. She discusses a “certificate of liyestanding” (2005:135)
and a “certificate of literariness” (ibid:136) inhwh the act of

2 A culture’s literary poetic canon has politicablgoragmatic relevance. Ideally it includes
those poems that stretch common language to this lrfits abilities of expression, beauty,
emotion and lucidity. The canon is a linguisticital...] normally a poem becomes canonical
after being consecrated as such by successiveagiemar of readers. (Author’s translation).

24 Thus leading to a potential link between the cameshand the institutionalised, and a
potential crystallization of literature and polgic
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translation from a less influential literary langeainto a major literary
language is also one of consecration in that ibbexs part of the stock
of a literary centré® Ezra Pound compiled hiSBC of Reading1934)
with the didactic intention of helping readers teoid unnecessary,
irrelevant or obsolete texts. The fact that it wampiled in the 1930s
but only included works up to the end of the nieatb-century
underscores the implication that tradition and ity are strong
contributory factors of canon: presumably a texstmesonate within a
culture over a sufficient period of time to be ddesed to have
influence. One should also consider that nowadayse judgements
are often made about poets and writers accordirtgpte many prizes
they have woff, meaning that awards may also bestow what Casanova
calls “literary credit” in what she sees as thertity econonty.

A common understanding of the term ‘anthologythsat it is
synonymous with a representation of “the bestlofEngland at the end
of the nineteenth-century it became a fashion swdup lists of the
‘hundred best’ books, for edification and enlightemt. This, in effect,
contributed to the canonization of the canon. Titet hundred best’ list
was compiled in 1888 by Sir John Lubbock who, although he later
(and perhaps belatedly) retracted his reificatibrihe ‘hundred best’,
had already started a trend which persists toddns(cf.1.3). Of course,
the idea that it is possible to categorically statéch works pertain to
this mythical concept is preposterous; however,hwit suitable
disclaimer it can be a convenient form of literaimansmission.
Amusingly, when a complete edition of Lubbock’'s dred was
published in 1896 it came “with the assurance thatlist ‘remains
today unchallenged as the best possible list of kkst hundred
books™

There can be no definitive universal list of camahworks, as
canon is not a standardised notion. Nor is canmitdd to a single
culture; each culture has its own and in any oru@ithe canon will
include texts translated from several,

% It should be noted that she also adheres to tiperiance of history: a national past and
literary tradition are prerequisites for literagcaptance as well.

%6 For more on this subject see James Englishis Economy of Prestige: Prizes, Awards, and
the Circulation of Cultural Valug(2005, Harvard University Press).

2 This analogy of the literary and linguistic commyras a market has in the past been used
by T.S. Eliot, ("No poetic reputation ever remamectly in the same place: it isstock
marketin constant fluctuation"[1944:48]) and Jed Ragli296) among others.

28 hitp://standford.edu/group/SHR/6-1/html/carnocheml" \| "18 (accessed 25/10/2006).

29 http://standford.edu/group/SHR/6-1/html/carnochemi" \l "18 (accessed 25/10/2006).
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...le discourse traduit est omnipresent dans le
vocabulaire, dans les métaphores, dans les vers,
dans les procédés narratives e dans les marques
génériques des toutes les littératures, maistil es
rarement identifi€ comme un discours étranger;
(Lambert, 1989:157).

This suggests that any significant study of canbaukl be
comparative and cross-cultural in order to trace telationships
between literary cultures and approach an undefstgnof their
complex dynamics; however, this is not within tioefge of the present
study>°

For my purposes here, canon may best be loosetyided as a
list of the 'essential' authors and works inclugtedny record of artistic
achievement in either one or several cultures.

A translated canon can be contributed to through hesthetic
and individual choice. Thus, a translator can bkinal of "agent of
transfer" (Even-Zohar, 1997:1) and so be respomgdl the works and
genres that are imported into certain culturesh@lgh "...translating
canonical works of literary masterpieces [...can bean]attempt [by
the target culture] to legitimize" (Brisset 199086%347) one can also
view the act of translation as canonising a texhiwiits own source
culture; as Benjamin posited, translation may sed¢he survival of a
text and its ‘afterlife’ (1923).

O tradutor tem um papel importante na
formagcdo do cénone, uma vez que a
traducdo importa modelos, tematica e géneros, e,
no processo de negociacdo destes elementos
entre  0s codigos linguisticos, a pratica tradator
possibilita renovagédo para a literatura da cultura
de chegada na medida em que entrega
marcas intertextuais do texto original a prépria
rede de referéncias intertextuais. Além de
ajudar na formacdo do céanone local, a

%0 For a fascinating discussion of this see Armstr@@99), in which the author treats the
inverse symmetry of the national/international pimm of Jorge Amado and Jo&o Guimaraes
Rosa, as well as Machado de Assis, Clarice Lispeditario de Andrade and Carlos
Drummond de Andrade.
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traducdo mostra-se fundamental no seu
estabelecimento[. *YFreitas, 2007:108)

Anthologies, where the constituent parts are tdkem their original
context and re-contextualised alongside other eMsneffer a platform
from which many works can be most easily disserashaind digested.

1.1 ANTHOLOGIES AND THEIR ROLE IN CANON FORMATION

Anthologies can introduce new ideas to a litearjure — they
are ideal for this, and additionally they are orighe most accessible
and effective ways of transmitting culture interoailly. Although
there are also anthologies of literary extract@rishovels and short
storied?, poetry is particularly suited to anthologising edto its
condensed forms.

Just as in a well-arranged dinner, what one
enjoys is not a number of dishes by
themselves but the combination of good
things, so there are pleasures of poetryto  be
taken in the same way... (Eliot, 1944: 44)

Aside from their primary purpose (which is to gipéasure), Eliot
suggests three further uses for anthologies; t@dote the reader to
lesser known writers (ibid: 41); to give the readaroverview of poets
whose works we don't really like but feel we shokidw due to their
reputation (ibid: 42); and to help compare différpoets, genres and
generations;

to pass to and fro [...] is to be able to get
emotional experiences, as well as subjects  for
reflection, which concentration of attention oreon
poet cannot give.(ibid: 44)

31 The translator plays an important role in canamfation, as translation imports models,
themes and genres, and in the negotiation betwese lements and the linguistic codes, the
practice of translation allows a renewal of thggaiculture literature bringing intertextual
marks from the original culture to the self-sambuogk of intertextual references. As well as
contributing to the formation of the local canaasislation is also vital to its establishment

2 In addition there are now anthologies of transla@tements about translation (cf Robinson,
1997 and Venuti, 2000 among others).
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The word ‘anthology’ originally meant 'a collectiarf flowers'
but began to be used in the metaphorical sensevithaiow understand
it in the sixteenth-century. Anthologies nowadaygply a principle of
selection rather than mere collection. A commorategy for the
compilation of an anthology is to include texts tthere already
consecrated and then to add two or three new s, ingredients to
spice up an old recipe. It is also worthwhile ngtthat the selection of
the constituent parts of an anthology is on oceasi@de according to
earlier anthologies, thus perpetuating previouscasoand meaning that
the role of anthologies in canon formation may lersignificant than
is commonly thought. This enables one to consigeamthology as a
constellation with multiple readings and as a cawphetwork of
information®

Every anthology is of course distinct and most agllie some
kind of a model, be it geographic, temporal, stdi®r thematic, and
they follow "...principles of quality representativess [...] arranged for
informative or aesthetic purposes, or botifFrank, 1998:14). Whatever
the chosen theme though; inclusion and exclusioth alvays be
controversial in any form of anthologising, and kile it is arguably the
choosing rather than the choice that is more retevahere will always
be readers who are dissatisfied with the finalctigle.

1.2 ANTHOLOGIES OF TRANSLATED POETRY

Anthologies, by and large, belong to a genre
that responds on second instance: encompassing
material that has previously been published
elsewhere. This quality, to respond on
second instance, they share with  translations,
also texts that follow other texts, both logically
and chronologically. (Naaijkens, 2006)

% This concept of a network is similar to that of thony Pym’s “Mapping Networks”
(1998:91) and it may be interesting in a futuredgtto try to show this network in a visual
form to demonstrate that more is involved than jhst source texts, the translators and the
translations themselves.

34 Though commercial forces should not be ignoredattaws either.
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Seen from this perspective, anthologies of traedldaexts are
copies doubly so. However, paradoxically, they algo something
completely new made of words and sounds that analsting for the
first time.

The criteria and ideologies for choosing the poetimponents
of a non-translated poetry anthology and an angylof translated
poetry differ in part due to cultural expectatiowvhile both are usually
dedicated to a specific period within one languagléure, delineated in
a combination of literary movements, genres andjenerations,
anthologies of translated poetry are also almostayd limited by
geographical borders.

Frank (1998:14) makes the distinction between twalsk of
translated anthology; "An editor's anthology reskesilan art exhibition
[...] whereas a translator's anthology is both ariketibn and a vehicle
of transfer". At this point it is relevant to disgjuish betweetranslated
anthologiesand anthologies of translated text8Vhile the former are
translations of imported ready-made anthologiespilat in a culture
other than the target cultdfe the latter are anthologies of translated
works compiled in the target cultdfeThe significant difference is that
the choices included in a translated anthologyiraposed on the target
culture by the source culture, whereas the decisiaking in an
anthology of translated texts is largely subjecttdeget culture and
translational criteria. Therefore the planned under discussion
here is dranslator's anthology of translated poetry

The inclusion of works in a culture’s literary cands, as
previously mentioned, generally considered to take. It is also clear
that exposure of a work in printed form is cruda@ its dissemination,
and therefore its literary status. In discussirgydalection of poems and
poets for an anthology of twentieth-century po@issméao writes,

Este jogo, este vaivém entre o antes e o
depois tendem a mostrar que, desde
sempre, escrita e leitdfastdo  em instancia,
gue o0 poemé e ndo @ comeco absoluto; ele
nasce e regressa ao nascimento envolvido ou

% Eg. Bandeira, 1951.

36 Eg. Ascher, 1997.

S7“E freqliente encontrarmos antologias nas quagsjpansavel da selecdo ocupa uma posigao
autoral forte [...] Essa posicdo forte acentua-seasantologia implica a tradugdo e o
organizador é também o tradutor.” (Gusmao, 2003:218imigo Rumoy 14).

% Here translation can be seen as an act of reading.
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enredado na linguagem (enquanto dialogo), na
leitura e, contudo, ele tem de ja ter sido escrit
Neste enredo (0 poema, a sua escrita em
repouso — a escolha/o encontro — a leitura - a
escrita), ndo é apenas o poema, enquanto
“objeto historico”, que  constitui aquilo  que
Benjamin (na tese XVII) designa como “a
moénada” [...] [] a cristalizacdo de um
encontro. (2003: 214-21%)

In this way the poem is reborn through its inclasio an anthology and
doubly so in atranslatedanthology. The ramifications for translation
can only be positive ones — not only a second bifg, a third — and
presumably on and on.

If one takes Eliot's suggestion for selecting tlomtents of an
anthology, which is to include both ‘canonical’ anew elements, it is
first necessary to gather further information aktbet Brazilian poetical
canon in order to arrive at a provisional listrteigrants. To gauge what
constitutes the literary canon of a culture it ngportant to consider
various modes (where ‘a mode is that materialiesowhich is used in
recognisably stable ways as a means of articulaisgpurse’ [Kress &
Van Leuwen, 2001:25]) of dissemination: literarysthries, books
published by or about the poets, articles in newspa magazines,
periodicals, supplements and journals, publisheostry series (such as
Editora Global'sMelhores Poemasindividual and group anthologies
and even, in our computer age, the number of iatgrages. | started by
examining published anthologies in Portuguese anttainslation into
English including poetry from 1922 to the preseal,das well as
literary histories of Brazil in Portuguese, in shation into English and
originally written in English — as a guide to pdetgposure, popularity
and reputation.

3 “This game, this toing-and-froing between befane after suggests that writing and reading
vie with each other, the poei® and yet is nothe absolute beginning: it is born and reborn
through the language (as a dialogue), through mgadnd, more importantly, it has to have
been written. In this scenario (the poem, its enitstate at rest — the choice/the discovery — the
reading — the writing), it is not just the poemaas “historical object” that constitutes what
Benjamin (in his thesis XVII) called “the monad”.].the crystallization of a meeting”
(Author's translation).
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1.3 ANTHOLOGIES — A SELECTION
1.3.1 Brazilian Poetry Anthologie&®

There have been numerous collections and anthalogfe
Brazilian poetry published over the past decadaswall as Modernist
collections, there are those that focus on Afrozien poetry, the
Romantics, Concrete poetry, sonnet selectionsregidnal collections
(such as the series organized by Assis Brasil efrgoby poets from the
same Brazilian state). | have looked at a reprasigatselection of eight
anthologies from two university libraries that imdé poetry from the
relevant period: 1922 to the present &ay.

Period

While some of the anthologies in the study coveatinesly
short periods of time, others — like Bandeiragpresentacdo e
Panorama— span Brazilian poetry from its earliest repréastves (the
seventeenth-century Gregério de Matos) right upthe year of
publicatiorf? encompassing the Arcadians, Romantics, Parnassiads
Symbolists before reaching the Modernists, who #ewes both
encompassed and paved the way for later twentmthicy movements.
This temporal approach is shared by #etologia Poética Nestlé,
which despite its theme dflodernidade Brasileira: um didlogo entre
raizes e rupturas na arte e no desenvolvimentostnidli and which is
purportedly a tribute to the 1922emana de Arte Moderna reality
presents in reverse chronological order the worlfoofy-one poets
(each represented by between one and four poergs)nirey with the
contemporary singer and songwriter Lenine andcdineg all the way
back to the previously mentioned de Matos. Thidregue is also
adopted byOs Sonetgsa private non-commercial publication for the
Banco Lar Brasileiro S.A (1982), which is a collentof 100 sonnets

40 A. Bandeira, Manuel (1946[R. Moriconi, italo (org) (2001), C. Loanda, FernandarEira

de (1970), DBorgatto, Ana Maria Trinconi, Terezinha Costa Hasltb Bertin & Vera Lucia
de Carvalho Marchezi (orgs) (2002), E. Banco LasBeiro (1982), F. Pinto, José Néumanne
(2001), G. Griinewald, José Lino (1987), H. CostacRiManuel (2006).

4 For further details on exact poets and poems deduin all these anthologies see
Attachments 1-3. Please note that in the bodyefékt | refer to the poets by their full names.
However, although the Brazilian tradition alphabiets by first name, in the attachments and
lists | have followed the international method of@ring alphabetically according to surname
in order to facilitate cross-referencing.

“2Varying between 1946 (Bandeira) and 2006 (Costtopi
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by 100 poets chosen by an anonymous anthologist @xdred
chronologically, starting with Gregério de Matosdaending with
Renata Pallottini. José Lino Grinewald®andes Sonetos da Nossa
Lingua published in 1987 by Editora Nova Fronteira, alsocompasses
this same time frame.

The anthology published most recenthAistologia Comentada
de Poesia Brasileira do Século 22006), compiled and annotated by
Manuel da Costa Pinto. It is a thought-provokinfiemtion of poems by
seventy poets (some already consecrated and désses-known) who
have been “poeticamente ativés{cover blurb) since the year 2000,
and it aims to offer a ‘snapshot’ of the wide-ramtggscope of poetry as
it is today in Brazil. The title of the anthologymediately raises the
question of how one can present a selection ofspiein the twenty-
first-century before its first decade is even olt. Costa Pinto’'s
introduction, he acknowledges the irony of theetitbut he also affirms
his belief in seeing poetry as an “organismo viem constante
mutagdo, sujeito a avaliagbes no calor da horapguprovisérios e
apostas” and this is a thought-provoking slant on tengdsiv
establishing (or ‘pre’ establishinggnon or literary value.

Several anthologies published at the end of théemmilum in
the predictable burst of fin-de-siecle enthusiaenktadvantage of the
date to proffer selections representative of thentieth-century. The
year 2001 saw the publication of two similarlyeitl anthologies, both
of which followed the “100 best” concept and whresented Brazilian
poetry from the twentieth-centur@ds Cem Melhores Poetas Brasileiros
do SéculdNéumanne Pintoublished by Geracao Editorial is arguably
the less “learned” of the two and is divided int@ shronological
sections; Pré-modernismo; Modernismo; Geragado ¢eCdhcretismo,
Neo-concretismo, Praxis e Poema-Processo; Contémpas;, and
Poetas Populare®ds Cem Melhores Poemas Brasileiros do Seéculo
compiled by italo Moriconi (a fairly well-respectgmet, and professor
of literature at UERJ) covers the same period,ibutivided into four
chronologically ordered sections, the first of whiencompasses the
first three decades, and the last of which spaaditial four decades of
the century. The period from the start of the 19#she end of the
1950s is covered in the second and third secttbadatter with the title

43 By which he means they have published poems inobiseveral kinds of media — whether
on paper or electronically - in the period.

4 “A living organism, in constant mutation, subjeot evaluations made in the heat of the
moment, to provisory judgements and gambles”.
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“O cénone brasileiro”. This is controversial, ashaligh it includes
those poets who Moriconi considers ‘nossos maioreEsmumentos
literarios” (2001:18), these number only efhand have a mere fifteen
poems between them. This same period — coverimgehrs from the
mid 1940s to the late 1950s — is also the focus-&sreira de Loanda’s
1965 Antologia da Nova Poesia Brasileirgreprinted in 1970).
Published by Edi¢des Orfeu, it is a collection oéfs with connections
to the Geracdo de 45 — the group of poets thantiseciated poetry
journal Orfeu— active between 1948 and 1953 — helped to borthe
fore.

Selection criteria

Many of the anthologies in the study do not providéonal
structural selection criteria. Due to the abserfcang other explanation
in Manuel Bandeira’s anthology, one must assumehtisechoices were
based on a personal assimilation of canon and @imdividual poetic
taste. Considering his reputation as a poet aadhliy commentator he
was more qualified than most to contribute an apiron what formed
the Brazilian poetic canon — however, although bs both the writer of
the presentation texts and the anthologist, hendidinclude his own
works, in spite of the fact that he was considdrgdthers to be one of
the most influential poets of his time.

Bandeira ended his introduction with a disclaimeattmay
seem familiar to readers of anthologies:

Cumpre-me ainda esclarecer que a antologia
complementar deste estudo esta longe de
abranger toda a riqueza do patrimdnio poético do
Brasil: muitas  figuras de primeiro plano a que
me refiro no texto ndo figuram nela, o que de
modo nenhum  significa  menosprezo  ou
esquecimento; a selecédo foi feita no sentido de
acusar o mais nitidamente possivel a
evolugcdo do sentimento e da técnica em nossa
poesia. E até no préprio texto foram omitidos
muitos nomes que num estudo mais amplo

% Jodo Cabral de Melo Neto, Carlos Drummond de Atelr&ecilia Meireles, Henriqueta
Lisboa, Jorge de Lima, Mario Faustino, ViniciusMeraes and Ferreira Gullar are all worthy
candidates, but it is surprising that neither MarB@ndeira or Mario de Andrade make an
appearance.
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poderiam caber sem favr. (Bandeira,
1946:150)

José Lino Grinewald was a highly respected literitjc as
well as a prolific translator and a poet who was ohthe five members
of the Noigandres group. His criteria f@randes Sonetos da nossa
linguawas nothing less than the title implied: to comalcollection of
sonnets representative of Brazilian literary c@ténrom its beginnings
with de Matos, incorporating its popularity withettParnassians and
Symbolists and covering its uses in the twentiethtary.

In most of the anthologies looked at here the datfists
themselves are prominent — either on the title pagé/or on the
Brazilian literary scend’, however the sonnets in the Banco Lar's
private and non-commercial publicati@s Soneto§1982) were chosen
by one or more anonymous anthologists. There apptarbe no
intention other than to give a panorama of Brazikannets from their
“origins” to the date of publication, and the anonity and lack of any
kind of preface raise and at the same time avogktipns about the
selection criteria adopted. This collection is &eotexample of the “100
best” formula, repeated b@®s Cem Melhores Poetas Brasileiros do
Século(2001) and Os Cem Melhores Poemas Brasileiros do Século
(2001). The anthologist of the former, the jourstaliosé Néumanne
Pinto, states clearly in his introduction that bimices are personal, a
result of

[...] solitarias decisdes individuais, nascidasitm
mais do gosto pessoal de quem a organiza do que
de critérios objetivos e céanones académicos
[...] Pois fique claro que essas opcdes
pessoais estardo sempre contaminadas  por
idiossincrasias, mas também por leituras e pela
auto-imposicdo de obras [...] Da mesma forma,
o respeito do organizador por alguns especialista
fé-lo algumas vezes preferir escolhas alheias as

46 should also point out that the anthology thet@mpanies this study far from encompasses
the wealth of Brazil's poetic heritage: many of first-rate poets to whom | refer in the text
are not included in the anthology itself, whichnia way implies disrespect or forgetfulness;
the selection was made with the intention of dégugi as accurately as possible the evolution
of sentiment and technique in our poetry. Eventéxe itself is missing many names that a
broader study would be able to include”.

47 Cf Bandeira, Griinewald, Moriconi and Costa Pinto
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que ele préprio fari#(Néumanne Pinto,
2001:12)

| found it interesting that Néumanne Pinto alsonexed the
contents of several other anthologies, includingséh by Manuel
Bandeira and Walmir Ayala (1996), Assis Brasil (8p&nd Gongalves
et al (1995, and this method bolsters the idea that anthaogie
contribute in no small way to canon formation. Aslivas discussing
and justifying his choices of poets, he also exiglaome of the choices
of the poems themselves, and professes to lean towvards the
popular rather than the erudite.

In his turn, Moriconi’s criteria were to offer tiBrazilian public
the ‘best’ twentieth-century Brazilian poems — white has defined as
“incontornaveis, definitivos, inesquecivel$(2001: 16); poems which
he considers ‘essential’ to the national psychedekribes his criteria
and this essentialness as,

[...] critério editorial que foge dos rigidos
padrdes académicos — norteou-se por um  olhar
contemporaneo e pelo critério da qualidade,
valorizando a capacidade de um poema de ser
exemplar, dentro de seu género, e definitivo na
nossa meméria (2001:17-18)

His justification of the poems needing to be exkamypwithin
their genre is muddled though, as it is not cleglaether his intention is
to offer representativeness (ie of a genre) oreflnsive and nebulous
idea of “quality”. He goes on to list thirteen gesrthat include
humorous poems, gender-neutral poems, erudite p@mspopular
poems such as Vinicius de Moraes’ “Soneto de fidele” and Jo&o
Cabral de Melo Neto’s “Tecendo a manh&@’. His s&ectwas
controversial at the time, and he has been acafga@ferring the more

4841, solitary individual decisions, born much nedrom personal taste than objective criteria

and academic canon [...] It should be emphasizatittirese personal choices will always be
contaminated by idiosyncrasies, but also by readiagd by the self-imposition of certain
works [...] In addition, my respect for several gp#ists has meant | have on occasion made
choices different from those | would have made alon

49 Antologia de Antologiasrganized by Magali Trindade Gongalves, Zélia Thomde Aquino

& Zina Bellodi (1998) is an anthology organizedngsbther anthologies.

% Inescapable, definitive,unforgettable.

51 4[..] editorial criteria that escape rigid acadermodels — it was guided by a contemporary
perspective and by criteria of quality, valuing #iglity of a poem to be exemplary within its
genre and definitive in our memory”.
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“easily digested” as opposed to the more intellctucf.
http://veja.abril.com.br/010801/p_140.htm — aced€31/11/2011), and
even charged with choosing poems with homosexuatereces over
less sexually charged onésthis despite his justifying his selection as
not being according to “critérios de representdtide académica ou
erudita [...]".

The Antologia da Nova Poesia Brasileirl965/1970) was
published by Edi¢cdes Orfeu, a small publishing kospecialising in
poetry that took its name from the poetry jour@afeu that was active
between 1948 and 1953. It is no surprise therdftatthe selection of
poets it includes are all associated with the Garale 45, though in his
introduction Loanda is careful to highlight the salifferences: “Cada
um, no seu labor, da-se ao poema sem a preocugegdm matiz que
caracterize uma geracao. Por isso sdo tdo dispaugse enfeixam esta
antologigd® (1965:11).

The anthology includes the work of twenty poetsiirie mid-
century movement and purports to represennth& poesia brasileira
“em rigorosa selecdo critit’d’ (ibid: 13), though this is not elaborated
on.

In his introduction to the thought-provoking coliea
Antologia Comentada de Poesia Brasileira do Sé@ilp Manuel da
Costa Pinto clearly outlines his selection criteaiad admits that the
number seventy is an arbitrary one for a presemtaif contemporary
poets (2006:10-11). Each poet is represented bslexton of poems
purportedly from between 2081and 2006, “em funcéo da necessidade
de fornecer uma amostragem representativa de abaltt3® (ibid).
Although priority is given to more recent workseth is an attempt to
provide a selection that offers an overview of freets’ phases and
evolutions (if any) and a “snapshot” of the widegeng reach of poetry
as it is today in Brazil.

Manuel da Costa Pinto is a young (he was born B6)19p-
and-coming literary critic and journalist with sogring reputation and a

%2 pedro Lyra on http://www.revista.agulha.nom.bgdiam37.html"  \I‘moriconium”
(accessed 10/11/11).

% “Each, in his own way, gives himself to the poembethered by a template that
characterizes a generation. This is why those parated in this anthology are so different.”

% In a rigorous critical selection.

% perhaps unimportantly this differs from the collrrb which states that it contains works
from 2000. Although as Costa Pinto himself saysljpHaroldo de Campos’ mosecent
published poem is from 2000.

*® Due to the need to provide a representative saafiiteir work.
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regular voice that can be heard through his fohtygliterary column
‘Rodapé’ in theFolha de Sdo Paulcand in a series of publications on
Brazilian literature published by the newspaperiglighing house
‘Publifolha’. His aim was to present the most siigmint poetic
movements from the past decades (thus raising ubsetign of indeed
how relevant his chosen title is for the publicatioggt without any
overt value judgements. This though | would thiskimplicit in the
selection process itself — the inclusion/exclusioh certain poets
automatically implies a value judgement of a kind.

The three Portuguese language and literature tesaclieo
organized theAntologia Poética Nestl§2002) published by the
Fundacdo Nestlé de Cultura in partnership with Rhi@istério de
Cultura, rather stuffily propose to offer “um paaora que flagre
momentos de manifestacdo poética que permitamabedstimento de
um didlogo intertextual no tempo, na Literatura, Historia™;
however, they also include a disclaimer that isrie-with their didactic
aims:

O critério de selecao nao pretendeu ser um filtro
de qualidade estética, mas presentar uma visao
que permita ao jovem perceber o]
desenvolvimento artistico como um
continuum [...F%(2001:13)

The primary function of the anthology is educatiomad this is

presumably why the editors have included songdyai forms of poetic
manifestation as well as more traditional form®tider to draw in their
market. The publication is also unequivocally conuia as the Nestlé
trademark is present throughout, thus making itsdational criteria
somewhat shaky.

Target readers

When compiling a collection of works for an anttmy it is
important to have a target audience in mind, aedititologia Nestlé-
one of the winners of the fourth edition &fiagem Nestlé Pela
Literatura — is aimed at encouraging young people to reflgcn and

57“A panorama that reveals moments of poetic matzifes which allow the establishment of
an intertextual dialogue in time, in Literature History”.

%8 “The selection criteria were not intended as terfibf aesthetic quality, but as a presentation
of a vision that will allow young people to perceiartistic development as a continuum [...]".
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consider literature. The organizers’ proposition establishing an
intertextual dialogue within different literary arfdstorical periods is
though a little eccentric, bearing in mind the ydulness of their target
readers; however, it does suggest that their jcstibn for their choices
is considered, if not totally convincing.

Along similar lines to Néumanne Pinto’s antholodjoriconi
outlines his imagined reader as a

[...] ‘marciano’ no planeta da poesia [...]

brasileiro de nascenca, bem alfabetizado,
razoavelmente informado, amante da
leitura, e teria por caracteristica béasica néo
conhecer nada ou quase nada da melhor
poesia literaria de seu pais, mas estaria contamui
vontade de passar a conhecé-la, de explorar esse
terreno> (Moriconi, 2001:15-16)

In an interview with the magazinéeja, in 2001, he suggested also that
the most likely target audience would be universisyudents
(veja.abril.com.br/010801/p_140.html) — and thisiagreinforces the
potential didactic properties of many anthologies.

The target-audience at the time of Bandeira’s 1&dthology
would have been very different (educationally, ficially and socially)
from its equivalent now, just as would that of E&a de Loanda’s in
1965. The former was originally commissioned by Mexican Cultural
Foundation, aimed at bringing the poetry of Br&zih Mexican market,
though it was only published in Mexico five yearien its initial
publication in Brazil. The latter included a sharid rather pompous
introduction by Adonias Filho that leads one toauode that the target
reader was assumed to be both well-educated aicdlar®, and this is
confirmed by the tiny print-run of 110 copies.

The other of the anthologies with a particularlyadirprint-run
is Os SonetasAlthough the anthologist(s) are anonymous andetie
no introductory text to indicate either the selaetcriteria or the target
public, the fact that the books are expensivelyndoand printed on
heavy quality paper and have illustrations spegcieimmissioned for

%9 “[a] Martian on planet poetry, Brazilian by birtliterate, reasonably well-educated, a book
lover, and while characterised by near completera@mce of the poetry of their own country,
keen to discover it, to explore this land”.
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the project, suggests that it was designed as thyvgift to pander to
wealthy clients, perhaps with little specialiserary knowledge but
with a respect for “culture”.

This desire to acquire and learn is catered fosiclemately in
Manuel da Costa Pinto’s twenty-first-century antlgyl, which not only
supplies biographical data, but also highlights dmekfly analyses
elements of each poet's work. The fact that CositoRs a recognized
critic and regular contributor to thEolha de Sdo Pauland other
literary publications suggests that many of theeptial readers of this
anthology will already have attained a certain leweé literary
awareness, and are curious to delve a little daafmethe poems.

Format

The format of Bandeira’s anthology — with a foreddy Otto
Maria Carpeaux and Bandeira’s own extended intriboludollowed by
the poems themselves — is one worthy of emulatB®oth Bandeira and
Carpeaux are respected names in Brazilian litexatund this inspires
confidence and helps to contextualize and situagian poetry for all
potential readers (both Mexican and Brazilian), ynaf whom may
have scant prior knowledge of the subject. The moane presented
chronologically and it is a sign of Bandeira’s dedion to his art that
over the following three decades he added to thbokgy in its
subsequent reprints, with the third and final updagdition in 1967
including poetry by the prolific and multi-facet€@assiano Ricardo, the
concretist Augusto de Campos and Ferreira Gullar.

Both 2001 publications follow the “100 best” formeith
Moriconi’s divided into four chronological sectiorend Néumanne
Pinto’s into six. Within the individual sections tfe latter the poems
are arranged alphabetically in the Brazilian tiaditusing first names.
This kind of alphabetical presentation format witlthe chronology
makes searching for poets within the book relagigainple; however, it
makes the task of trying to find a temporal oristid route (or routes)
through the poems significantly more difficult. Bagoet is represented
by a single poem, which is preceded by the poetted] place of birth
and death, and a brief biography and bibliograpliyth®e most
significant works. If accurately done (which unforately is not always
the case), this could be an effective format foovjling basic
information from which to make further research dHoreaders be
curious to find out more. In Moriconi'®s Cem Melhores Poemas
Brasileiros do Séculalthough each of the four — unconventionally and
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almost frivolously named — sections are chronolaljicordered, the
selections of poems within them are not. The idéahwonological
labels and ordering is familiar; however it candoeblematic if care is
not taken. Moriconi’s first section, entitled “Alxai os Puristas” — the
call to arms of the Brazilian modernists — not onigludes work by the
early modernists, but also includes poems by thma2aians Olavo
Bilac and Alphonsus de Guimaraens — the very puttst modernists
were seeking to supersede. A further anomaly & ¢eilection is its
cover, which while attractively graphic, is at oddsth the title;
although the collection is of the 100 bpsemsthe names on the cover
are those of only a percentage of pleetsinside. The beginnings of the
trend for the “100 best” were outlined at the st#rthis chapter, and
although there are persuasive reasons for following presentation
format — it is concise and provides a ready-madeldnior an anthology
— it can verge on the “one size fits all” formuladashould therefore be
approached with care. It does not seem to be apptepn the context
of the anthology under construction here.

The material in Loanda’éntologia da Nova Poesia Brasileira
is organised according to poet, and each poepigsented by between
seven and thirty-one poems that are nearly alwdysnologically
ordered. The lack of a contents list is a frustigatomission, but an
unusual compensating touch is the inclusion of eiratphs of the poets
and facsimile reproductions of some of their hamit@n poems at the
start of the book; these add both interest andiransd ‘Pymian’ touch
of personality that bring together the poets awd thork.

The majority of the anthologies looked at in thisdy offer at
least a brief bio-bibliography for each of the mo@tvolved. This is also
the case foDs Sonetgswhich is again chronological, but has a slightly
different presentation format from that of the “1B8st” anthologies,
with each sonnet on the right-hand page with thetgalates and brief
bibliographies printed on the left, preceded byilarstration for the
poem.

As implied by its name, th&ntologia Comentada de Poesia
Brasileira do Século 2fjoes further, and is challenging in that not only
does it supply bio-bibliographical data, but (ascteed on earlier) it also
briefly analyses the style and key elements of eddhe poets’ work.
For an anthology of new poetry by poets with wheaders are perhaps
not familiar, this format is both informative anatéresting. The poets
are organized alphabetically — in this case acogrth the international
system that alphabetizes surnames rather thamérses (though there
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does appear to have been some confusion betwedstties ‘E’ and

‘G"). This alphabetized format in the limited termpbscope of half a
decade is one that is uncomplicated, as each pagpresented by a
selection of poems chronologically ordered, fromwaen 2000 and
2006. Although priority is given to more recent w&r there is an
attempt to provide a selection that offers an oesvvof the poets’

phases and evolutions (if any) within the period.

Poet&®

The poets in these anthologies span the last fentudes, from
the seventeenth-century to 2006. In general, afthdbie aim of most is
to provide an educational sample of “the best ofin-overview of the
national canon —, many (like Bandeira, Moriconi, uN&nne and
Griinewald) have also followed their own personairagation of canon
and preferences. Bandeira clearly found the tasdelgction a difficult
one, and to compensate for the fact that he felmany poets were
missing from the anthology itself, he included themhis foreword.
Even though Bandeira steadfastly refused to inclode own work
alongside the other illustrious names includedp€aux, in his preface
managed to slip in one of Bandeira’s poems inritgety, thus assuring
his poetical position alongside his fellow poets.

The titleOs Cem Melhores Poetas Brasileiros do Sémikelf-
explanatory; it showcases the work of those poéismvthe anthologist
considers the one hundred “best’. However s Cem Melhores
Poemas do Séculdthe 100 poems chosen are represented by only 59
poets, of whom as previously mentioned, only eightlescribed as
“nossos maiores monumentos literarios” (MoriconQ02:18) — are
deemed canonicdl

The Antologia da Nova Poesia Brasileirfl965) aims to
represent thewova poesia brasileiraand presents the work of twenty
poets from the twenty years prior to publicatianincludes works by
among others, Mauro Mota, Alphonsus de Guimaraei,FJodo
Cabral de Melo Neto, Paulo Mendes Campos, Marcosd&o Reis,
Darcy Damasceno, José Paulo Moreira da Fonsecay hé&d Geir
Campos, and Fernando Ferreira de Loanda himsel®34 Loanda had

% For a complete list of all the poets and poemstedi in these Brazilian anthologies see
Attachments 1 and 3.

61 Jodo Cabral de Melo Neto, Carlos Drummond de Atelr@ecilia Meireles, Henriqueta
Lisboa, Jorge de Lima, Mario Faustino, ViniciusMeraes and Ferreira Gullar.
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also been responsible for another anthology ofrpdeim the Geragéo
de 45 which included his own work, and which heddticed with the
words “Somos na realidade um novo estado poétiowyitos sdo os que
buscam um novo caminho fora dos limites do moderuils

In addition to the more conventionally consecraBrdzilian
poets, theAntologia Poética Nestl€2002) also included song lyrics as
forms of poetic manifestation (something that Monic mentions
having considered including in his anthology) byb@ito Gil, Lenine,
Caetano Veloso and Tom Zé. The two collectionsoohets however —
both published in the 1980s —, tend towards moreeational choices
of poets. This is perhaps a consequence of theesdéomm itself, which
is commonly associated with traditi®hMore recently though there has
been renewed interest in the sonnet form, and #sawehaving been
deconstructed, teased, and manipulated in a vaoietyays, it is still
being used in its fixed form by poets such as Adtorvila, Nelson
Ascher, Alexei Bueno, Reynaldo Damazio and Glauaitdéo — all of
whom appear in Costa Pinto’&ntologia comentada da poesia
brasileira do século 21The styles and genres in this anthology are
wide-ranging and include 205 poems by seventy pbeta between
1916 and 1978, all of whom produced work within gegiod between
2000 and 2006.

Of the total of 173 poets represented in the alamtbologies
(cf Attachment 1), 49 were represented in thremare (Attachment 2).
Of these 49, 23 were represented in four or moréhefanthologies
studied, leading one to reasonably conclude thesethpoets hold a
certain position of status within the Brazilian poa canon. In general,
this list reaffirms many of the names that may camemind when
pondering which poets form the twentieth-centuryadiran canon.
Attachment 2 shows that Ferreira Gullar is the quadgt to appear in all
eight anthologies, and that Mario de Andrade, GaBsummond de
Andrade, Jorge de Lima, Paulo Mendes Campos andcidénde
Moraes are the five poets with six appearances. €icthe seven poets
with five appearances Manuel Bandeira, Cecilia 8eg and Murilo
Mendes are probably the best known (however, |suagrised that the
first was not more widely represented), while Lé&dw was (at least for
me) a less expected presence. It was unexpecteédcthesidering his
reputation, Jodo Cabral de Melo Neto was amontgetih@oets with four
representations each in the anthologies; this gralgp includes

62 Régis Bonvicino wrote damningly of “[...] the pdiformalism of metrical verse, which still
insists on reviving the sonnet”. (Hoover et al, @00
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Guilherme de Almeida, Domingos Carvalho da Silvan@mnber of the
Geracédo de 45), Hilda Hilst and Haroldo de Campbsenty-six poets
were represented in three of the volumes, including of the ‘fathers’
of modernism, Oswald de Andrade, and the ‘mad ddgueitiba’ Paulo
Leminski — one of the more notorious names in coptarary Brazilian
poetry.

1.3.2 Anglophone Anthologies of Twentieth-Century Bazilian
poetry

There are relatively few studies on or even mestiaf
anthologies of translated poetry in the Englistyleage. However, there
is a — by no means comprehensive — list of anthedogf Brazilian
poetry (including some translated into English)Eichevarria & Pupo-
Walker (1996), and two sections in France (2000 on poetry (in the
chapter “Text Types”, [Weissbort, 2000: 89-96]) atite other on
Brazilian literature (Barbosa, 2000: 443-445]) lie tthapter “Hispanic
Languages”. Although the former is precisely thig kst of anthologies
between 1947 and 1992 — it provides valuable in&tion that can be
used as a springboard for further research ang.sfiek latter is little
more than the most general of overviews of Brazillaerature in
translation, but it is an interesting summary aratbi®sa notes at the
time of writing that

Over four hundred Brazilian literary works of all
genres have been translated into English since
1886 and published in book form. The vast
majority [...] are novels, while short stories and
poetry have usually appeared either in
anthologies, most frequently of Latin-American
works, or in scholarly journals [...]. (ibid:443)

This is a number that will have certainly sincer@ased significantly.
Anthony Pym also refers to translation anthologied what he
calls the ‘networks’ (Pym, 1998:136) that form ceations between
other translated and non-translated anthologiessaridad to a view of
interconnected texts: “the international and thgonal” (ibid:137). He
concludes, “[...] translation anthologies had aapiic status with
respect to the international system producing tloatranslational
anthologies” (ibid.), as the latter are seen asngaguthority over the
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former. As previously mentioned, it will be an ir@sting and
potentially revealing future study to draw up aimnetwork chart to
see how or if this reflects on the anthologiesubssed here.

As well as anthologies of selections of Braziliamets
translated into English there are also anthologfesorks by individual
Brazilian poets in English, the most often publghieeing Carlos
Drummond de Andrade, with six collections. Fivetbése are North
American (only one of which is bilingual) and thtaer is British with
the text in English only.

These anthologies (though it should be pointedtiwait this list
is not exhaustive) are to date as follows:

Poet Total number of| Number | Mono/Bilingual | Country
anthologies

de Andrade, Mario 1 1 English only USA
de Andrade, Carlos Drummond 4 English ony USA

1 English only UK

1 Bilingual USA
Bandeira, Manuel 2 1 Bilingual USA

1 English only UK
Cabral de Melo Neto, Joao 3 1 Bilingual USA

1 English only USA

1 English only Brazil
Espinola, Adriano 1 1 English only USA
Gullar, Ferreira 1 1 Bilingual USA
Lisboa, Henriqueta 1 1 Bilingual Brazil
Mereiles, Cecilia 1 1 Bilingual USA
Moraes, Vinicius de 1 1 English only USA
Nejar, Carlos 1 1 English only USA
Olinto, Antonio 2 2 Bilingual USA

Bilingual UK
Padilha, Telmo 1 1 Bilingual UK
Prado, Adélia 2 2 Bilingual USA
English only UK

Seixas, Cid 1 1 Bilingual USA

Of the seventeen published single poet anthologéss,are bilingual,
seven of which are from the USA and three fromUiike Only five of
the anthologies are British, and this supportsgiigeral consensus that
exposure to Brazilian literature has at least urdiv been greater in the
USA than in Britain. The difference between thendtad formats of
publication in the two countries is of interest,ibappears from these
brief figures that a bilingual format is more conmia the States and a
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monolingual presentation is more commonly acceptabBritain. This,
if indeed true, warrants separate further invetitiga

There have been several anthologies of seleciusléited
Brazilian poetry since the anthology edited by &eth Bishop and
Emanuel Brasil in 1972 that was influential in lgiimg Brazilian poetry
to a wider readership in the English-speaking wodAdthough the
majority of the existing anthologies in English afetwentieth-century
poetry, there has not been one that has spanngtkiloel between the
1922 Semana de Arte Moderramnd the present day; and it appears that
neither has there been a bilingual format antholagf distribution
outside Brazil and the United States since the 49Tbese facts, in
conjunction with the evident growing interest o thinited Kingdom in
Brazilian culture and literatu$® lead one to conclude that a new
anthology is not entirely inappropriate.

Lambert asks, "Quelle est la fonction des tradustidans las
litérattures et principalement dans leur développaf' (1989:152).
How does literature come to cross borders, bothpoeat and
geographical? How is the translated canon formed?

In Brazil, Anglophone poetry in translation is caangtively
well represented; in the Anglo-American literarylysystem Brazilian
poetry holds a very minor position. The languagesstncommonly
translated from (in overall volume of translategtse be they literary,
didactic or technical) in the United Kingdom aresich and German,
although this may be slowly changing. In the USAge do the large
Hispanic population, translations from Spanish rae common and,
because of this, there is greater exposure to itemture of South
America — including that of Brazil. However, Braail literature still
constitutes only a tiny proportion of the over@tdature market. In his
mid-century study of Brazilian literature, the No#merican translator
Samuel Putman wrote,

It is significant that while Brazil has a
literature much older than ours and by the
seventeenth-century [...] had produced a
highly  sophisticated satirical poet like
Gregoério de Matos, none of her authors of
literary importance had appeared in English

% Seen in elements as diverse as the numerous &wigdds on Brazilian destinations in

British newspapers, to the recent Brazil themenmagor London department store, the
increase of courses in Capoeira and Samba avaikaiddealso the growth of University courses
in Latin American Studies.
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translation in this country before  1920...
(Putnam, 1948: viiff

Harold Bloom's concept of poetry as a “repressegdom” is also
relevant to poetry translation and perhaps alsa tiwanslated poetic
canon. The freedom to read the poetic literaturetioér cultures may be
repressed through the autonomy of the translatodsthe conditions
that produce the translations and the translatbemselves. By
repressing their own creative “freedom”, “Poetrgvisionism, and
repression verge upon a melancholy identity, antitfe that is broken
afresh by every new strong poem, and mended afogsthe same
poem”. (Bloom, 1986:343).

In order to gauge the Brazilian poetic canon in IBhg
translation, and to tentatively compile a list afrass-cultural and cross-
literary canon, | will look at the selection, crite for and creation of
eleven English-language anthologies of translatdntieth-century
Brazilian poetry”.

® This is contradicted by Barbosa (in France, 20@) wrote: “Isabel Burton [1831-1896]
[...] translatedracema, lenda do Cear 865), a novel belonging to the immediate post-
colonial period, the best known work by celebratadantic writer José de Alencar” (p: 444).
Burton’s translation was entitldthcema, the Honey-lips; a Legend of Brgi865).

However, Isabel Burton was English and not Northefioan, so it is possible that Putnam was
unaware of this.

S°A. Bishop, Elizabeth & Emanuel Brasil (eds.)(197&): Anthology of 20Century Brazilian
Poetry Middletown, Connecticut: Wesleyan University Rrd®. Brasil, Emanuel & William
Jay Smith (eds.) (1983razilian Poetry 1950-198®ortuguese & English texts, Middletown,
Connecticut: Wesleyan University Press Wesleyartri?ae Translation SeriesC. Baptista,
Josely Vianna (ed.) (1999pesencontrarios/ Unencontraries: 6 Poetas Brasilei6 Brazilian
Poets tr. Regina Alfarano & others, Portuguese & Ergltexts. Curitiba: Bamerindug.
Carlisle, Charles Richard (ed. & transl.) (198Bgsserae: A Mosaic of Twentieth Century
Brazilian Poetry,English text only, Fort Worth, Texas: Latitudee$%,E.Corona, Ricardo
(ed) (1998):0utras Praias 13Poetas Brasileiros Emergentes =©tBbores 13 Emerging
Brazilian Poets, lluminuras, F. Ponteiro, Giovanni (1969)An Anthology of Brazilian
Modernist Poetryl.ondon: Pergamon PresS, Palmer, Michael et al (eds.) (199Rothing
The Sun Could Not Explaihos Angeles: Sun and Moon Prebk, Weissbort, Daniel (ed.)
(1994): Modern Poetry in Translation, Modern Poetry FromaBit, MPT New Series No.6,
Winter '94-95, English text only, King's Collegerdon,|. Wiliams, Frederick G. (2004):
Poets of Brazil: A Bilingual SelectipProvo & Salvador: Brigham Young University Stuglie
& Universidade Federal de Bahih,White, Stephen F. (1997nternational Review of Poetry
Greensboro: University of North Carolin&. Tapscott, Stephen (ed.) (1996)wentieth
Century Latin American Poetry: A Bilingual AnthojedJniversity of Texas Press.
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Period.

The first of these anthologies was published i6918nd was
compiled by Giovanni Pontiero, a well-respectechgtator and at the
time, a lecturer in Latin-American Studies at theniédrsity of
Liverpool. It aimed to cover the period from therstof Brazilian
Modernism through its several phases includifegdeamarelismand
the Festagroup to the Geracao de 45. The next anthologyriimt was
Elizabeth Bishop and Emanuel Brasi's 19A& Anthology of 20
Century Brazilian Petry, which was the first anthology of Brazilian
poetry to reach a wider audience, and due to itsess was reissued in
1997 to commemorate its 2&nniversary. One of the likely reasons for
its longevity is quite possibly Bishop’s considdeabeputation in the
USA (the anthology, though, has never been puldigh@&ritain). There
has also been a surge of interest in Braziliaruoailinternationally over
the past decade and a half; "Brazil has long bestodered, but its
spiritual cartography is only begun, and this aldbp is a powerful
atlas®. As the title suggests, the 59 poems by the letspin the
anthology span the period from the 1920s up tonmatincluding the
concretist era. Emanuel Brasil tried to remedy timspart in his
following anthologyBrazilian Poetry(1950-1980) which — as the title
makes clear — contains works from poets of the gioa of the 1950s
to 1980.

The ambitiously wide-reachingTwentieth-Century Latin
American Poetry: A Bilingual Anthologyas published in 1996 and it
holds over four hundred poems by eighty-five Latimerican poets of
whom twelve are Braziliaf, — including “the most famous
representative poems of each poetic tradition apemned by other
poems that represent the best of that traditionaireach poet's work
within it” (cover blurb). In addition to the mairoty of work, which is
organised chronologically according to the poetghbates, there is a
fourteen-page appendix on poems by the Brazilianc€ists, with
work by Augusto de Campos and Décio Pignatari.

The 1995 collectiobesencontarios / Unencontrarie®ntains
poems by contemporary poets from the previous decadso, as do
both the 1997 collaboration between North Ameriqaoet/editors

% Helen Vendler ifThe New York Times Book Reviefierring to the 25anniversary re-

edition.

’0One of whom (represented by four poems) is cujo@sliz e Sousa, who was already dead
by the start of the twentieth century.
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Michael Palmer and Douglas Messerli and Braziliavetp Nelson
Ascher and Régis Bonvicinblothing the Sun could not Explaamd the
1998 collectionOutras Praias: 13 Poetas Brasileiros Emergentes =
Other Shores: 13 Emerging Brazilian Paoets

Published in 2004 jointly by Brigham Universityugites and
the Universidade Federal da Bahia, Frederick Glialfik’expansive
anthology Poets of Brazil:A Bilingual Selectiopresents poems by
thirty-three poets covering the period from thdyesixteenth-century to
the present day; it is a huge undertaking thatiohes the translations of
121 poems that were crafted over a period of né&rlyears.

Selection Criteria.

In Bishop and Brasil's anthology, the selectiordéscribed as
“Inevitably [...] more representative of the edi#topersonal tastes than
all inclusive”. This use of ‘inevitably’ suggestsat personal selections
are a foregone conclusion rather than an optiomtadéy, the poems
selected tend towards the more lyrical and elegfatie poets’ works,
which is in keeping with Bishop’s style.

For his collectionTesseragin addition to selecting the poems
and translating several of them himself, Carlislsoawrote the
introduction (which gives a generalized overviewtwéntieth-century
Brazilian poetry) in which he suggests that a slgtasubtitle to the
anthology would be “An Anthology of Brazilian Modest Poetry”
(1983.vii) — echoing the title of Pontiero’s 1968tlology. In spite of
this conceit, he spends the first seven pages siswy Romanticism,
Parnassianism and Symbolism, before he actuallghesa Mario de
Andrade, “the so-called ‘Pope’ of Brazilian Modesmi’ (ibid: viii),
citing Ode to the Bourgeoigbid: viii-ix), even though the latter's work
is not included in the anthology itself. Carlisl@eg on to discuss
Manuel Bandeira; the first of the poets includedtie collection and
writes prosaically: “If Modernism is the grout limg the tesserae of
twentieth-century Brazilian poetry, Bandeira coldhat grout” (ibid:
ix). Other poets mentioned in his introduction, o are not included
in the anthology itself are the modernists OswadA\ddrade, Cassiano
Ricardo, Menotti del Picchia, Raul Bopp, Pliniogzalo, later poets like
Cecilia Meireles and Henriqueta Lisboa, and sevpadts from the
Geracdo de 45, Manuel Cavalcanti, Alphonsus de @naiems Filho,
and Marcos Konder Reis. Carlisle’s justificatiorr fois selection is
rather vaguely that they “share [...] to one degreamother, in the
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vitality brought to Brazilian poetry by the ModeshiMovement.” (ibid:

X), however, he presents no clear criteria for dfisices, translation
approaches, or for the fact that they are presemteal monolingual
format, and the reader is left slightly unfulfillefiéeling that the English
language poems have been left hovering in a vacuum.

The  selection criteria  are much  clearer  for
Desencontrarios/Unencontraries as it is an anthology of work by
those Brazilian poets who were invited to the éfBiale Internationale
de Poétes in Val-de-Marne, France in 1995 — anth#vd 998 anthology
Outras Praias which Ricardo Corona undertook after being irtvitey
the American poet and publisher, Lawrence Ferlittghevho was
interested in a significant sample of recent Braailpoetry for the
magazine City Lights Review”. Corona wanted to preesa varied
selection and range of contemporary poets, and neérthe poems
included had their first printing in this anthologyhe poet, essayist and
anthropologist Antdnio Risério writes in the prefac

O recorte de Outras Praias ndo traz a
marca de uma escola. Nao € nitidamente
geracional. Nao parece se articular sobre  uma
base claramente estética. Nem sugere ter se
formado em funcao de querelas literarias®®
(ibid:21)

Rather, it intends to give a general perspectivBrakilian poetry and
poets at the end of the century. Considering timtetoporaneity of the
poets and the fact that several of the poems wesgqusly unpublished
there is clearly a question mark about their reisde in temporal (as
well as cultural) terms. As the title admits, wdrk “Emerging” poets
will lack the conventional markers of critical rgtien, thus meaning
that Corona had to make his selection based commsudgement and —
to a certain extent — taste, both of which areamstithat destabilize the
idea of canon as described in this thesis (p.16).

In contrast to this, the conventional idea of caraesistant to
the vagaries of time — is much more strongly presethe selection of
poets and poems in Pontiero’sn Anthology of Brazilian Modernist
Poetry, in which he acknowledges a debt to five previanghologies
published in Brazil between 1953 and 1967 — inclgdine looked at

®The selection oDther Shoresloes not convey the signs of any given schod.riot clearly
generational either. It does not seem to be orgdnin a clear-cut aesthetic axis. Nor does it
suggest having been shaped according to any [tetigry war”.
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here, Ferreira de Loandaftologia da Poesia Brasileird-rederick G.
Williams also acknowledges that his selection of ftoets and the
poems was guided by Candid&#srmacao da literatura brasileirfirst
published in 1959) and biPresenca da literatura brasileirg1968,
written by Candido in collaboration with Aderaldagiello), so it is
salient to reiterate that after a poem or trandlgteem has been
included in one anthology, it may indeed becomead pf others.
Stephen Tapscott, the editor dfwentieth-Century Latin American
Poetry: A Bilingual Anthologystates that he used the Elizabeth Bishop
and Emanuel Brasil anthology as one of the sou@esd him in the
selection process; thus further underscoring onéhe@fpossible paths
that can lead towards the canonization of certagtgpand poems.

The 1997 anthologiNothing the Sun could not Explaitater
re-edited as volume 3 of the PIP anthology of Wdrloetry of the
twenty-first-century) was edited by the North Ancan poet Michael
Palmer (who also contributed some of the trangiajian collaboration
with Régis Bonvicin® and Nelson Ascher. It was heralded in the
publisher’s blurb as “the first major collection Bfazilian poetry since
Elizabeth Bishop and Emanuel Brasil's 1972 volumgst it is self-
conscious of the potential pitfalls of anthologgsin

Anthologies always run the risk of excessive
partiality or superficiality. We hope to havepke
these evils at a distance. However, it should be
clear that other selections can and must be made
Among the young poets, there are many other
promising names not included in this book [...].
This is only our reading of what is most sigrafit

and representative in modern Brazilian poetry.
Nothing the sun could not explain!"
(http://lwww.brazilsfl.org/culture-poetry)

®Who wrote in his introduction “Paul Hoover genelgtisvited me to edit an anthology of
Brazilian poetry from this century fddew American Writingl proposed a selection of the
poets whom | consider the most resilient of my gatien, at least until the present, and also
likely to withstand the judgement of time.”
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Target Readers.

Although an awareness of target readership has &@eind for
centuried’, the idea of a target reader group for a spepifislication is
one that has become more articulated in the pashtyfive years,
especially as Translation Studies has developeddiscipline. Despite
this tendency though, many of the anthologies Ido&ein this study
still skirt around the issue of target readershifghile Bishop’s
introduction addresses merely “the American read@@97: xv),
Carlisle’s is even less explicit, directing hisrodtuctory “essay” at
simply “the English-speaking reader”, althoughsitclear he is hoping
for readers with curious minds (at the very leasthe writes — a little
earnestly — that “This book gives [...] — some @ndesserae — in the
hopes that the reader will examine each one clamaiythen step back
to take in the design of which these poems areta [d®83:xii).

Norma Rinsler in her address “To the Reader’Modern
Poetry in Translation- volume 9, is the least specific of all, intergito
“offer a representative selection” (p:5), and “&ighthem [our readers]
experience the pleasure of the text”. This indééiniis also present in
the contemporary collectio®utras Praias One must accept that the
aim of presenting new poets and poems in a bilihdoanat is to
transpose them so that readers whose Portuguese {(amusually
EnglisH?) is not of sufficient standard to interpret theepts in their
original form. Although not defined in as many werd publication
such as this must be aimed at fostering interactm shared
knowledge between Brazilian and North-American pektvers. While
it has “a laudable purpose of outreach (to otheazBan states and
other parts of the world in its sights)” (Perrot896:264), the issue of
its being published in Brazil raises a questioitoimpact on an English
language market as its distribution is presumabigédred.

Writing about the anthologMothing the Sun could not Explain
over a decade after its publication, one of theaoizgprs Régis
Bonvicino suggested that it “is a visible sign ofnew cohesion in

™ With reference to Sir Thomas Hoby (1530-66), Sleland Woodsworth in the section
“Elizabethan England: translating with a purposeitev‘in his preface, Hoby indicates that he
is addressing a readership extending beyond artocircles to include the gentry and higher
merchant class.”(1995:203).

" While most of the poems were written in Portuguasse: then translated into English, several
were written originally in English, and translaiatb Portuguese.
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Brazilian poetry” (the “Introduction” in Hoover, P0), and it was
positioned at the time as a major new anthologycaftemporary
Brazilian poets for the North-American market. Altlgh clearly not
aimed at the North-American market in general dt sill out its initial
print run (admittedly small) within three monthsdais now in its third
edition.

The target readership of Giovanni Pontiero’s aloiiy is also
unspecified, however what is clear is that it wag aimed at the
average Anglophone reader, as the poems are re@wdu the original
Portuguese without any translatiSnOne can only deduce that it was
intended for a very limited group — probably studeon the kind of
Latin-American Studies courses that Pontiero hifrtsgight, who were
expected to be familiar enough with the languageiriderstand the
content. Frederick G. Williams is another acadentiough of Luso-
Brazilian rather than of Latin-American studies,dahis bilingual
anthology was published by Brigham Young UniversBiudies in
conjunction with the BraziliarEditora da Universidade Federal da
Bahia This collaborative approach, and the fact thatomby the poems
but the preface, poets’ biographies and the nottherranslator are all
presented bilingually, suggests that its projecteidjet audience is
potentially both North-American and Brazilian stotkeof literature and
translation studies as well as general readers lfratim countries.

Translation approaches.

Some of the translated poems from Bishop
and Brasil's anthology were reprinted in Stepherpstatt's 1996
Twentieth-Century Latin American Poetry: A bilingaathology This
approach of reprinting translations made over 2&ydefore could be
interpreted either as a revalidation of their gyglihe canonization of a
translation), or alternatively be classed as mqgodunism. Bishop’s
anthology counted on translations by sixteen tedoss, including
Elizabeth Bishop herself and such respected nairibe dime as James
Merrill, W. S. Merwin, Mark Strand and Richard Wilb Despite the

2 A similar later anthology waBrazilian Literature. Volume 3: 1920-1960: Modemis
Washington: Georgetown University School of Langsagnd Linguistics by Claude L. Hulet,
which with an introduction and selected generalibivaphy in English, presents the
untranslated works (both poetry and fiction andrdraxtracts) preceded by a biography and
short critical commentary of Modernists includingMiel Bandeira, Guilherme de Almeida,
Jorge de Lima, Cecilia Meirelles and Carlos Drumdnde Andrade.
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respectful reception by the public at the timeindfPaulo Henriques
Britto’s comment on Bishop’s stance thought-prowngki

And when Bishop wrote, as she did in the
introduction to her anthology of modern
Brazilian poetry, that Portuguese was a
“primitive”  language, and that it was
impossible to use colloquial Portuguese
poetically, she betrayed not only her
general ignorance in linguistic matters, but, twha
is worse, her lack of qualification to edit an
anthology of modern Brazilian poetry. For the
most important thing about modern Brazilian
poetry is surely its affirmation of colloquial
Portuguese as a proper medium for poetry. How
could Bishop read Bandeira and Drummond and
Cabral — how could sh&anslate these poets —
and fail to see that? (Britto, 2001:4-5)

Bishop’s conception of the Portuguese languages haitan
attitude not uncommon at the time, which was thatEnglish language
was more refined than many other. This outlookgombination with
the fact that many of the translations were “doranf literal prose
translations of the Brazilian poems” (Introductiow), raises questions
about the continuing satisfactoriness of the tegtimis in later editions
or in a twenty-first century context. The realitiy an anthology being
translated by a group of translators rather thaimgle translator is not
exclusive to Bishop and Brasil's anthology. Brasillater 1983
anthology in collaboration with Smith also countad translations by
several translators, as did the collection
Desencontrarios/Unencontrariesand Tesserae — the anthology
organized and edited by Modern Languages profeSharles Richard
Carlisle (published the same year as that of Bi@sil Smith), which
includes translations by himself and five other tNorAmerican
translators and scholars. As discussed above, tlmolingual
presentation format leaves the translations agasplimonoliths, and
would seem to make it even more important that ghelity of the

" presented at the opening of the VIIl Encontro Naai de Tradutores e Il Encontro
Internacional de Tradutores, promoted by the Asg@@ Brasileira de Pesquisadores em
Traducdo — ABRAPT, the Department of Anglo-Germdringuages and Literatures and the
Program of Graduate Studies in Linguistic Studfethe Faculty of Letters, Universidade
Federal de Minas Gerais, Belo Horizonte, 23 July120
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translations themselves is good enough for thestatod on their own as
poems in their own right. Unfortunately, althougérlle’s enthusiasm
for his subject is clear, and there is a dose ahdwr as well as
earnestness in his approach, the domesticatingiegyraof the
translations detracts from the quality of the seupoems, and despite
the respectable qualifications of the translatoot,all, but much of the
final product seen from a twenty-first-century merstive is not only
stited and dated, but also sadly inaccurate, areh én some cases
incomplete or mis-titled.

This anthological approach is in stark contrastthat of
Pontiero’s, and a comparison of the two should fdne basis for an
interesting future study. Pontiero’s translatiomaproach is Nabokovian
in the most minimalist of ways. His introduction MEnglish (with
extracts in Portuguese from relevant Brazilian p@amd manifestos) is
followed by short biographies of the poets alsoBnglish and a
bibliography of works by the author and of stud@s the author’'s
works. These are followed by the poems themselues thieir
unadulterated Portuguese and with no translatioatsaever. The only
concession made to a non-Portuguese reader isrt@datpage section
at the end, entitled “Notes to the Poems”, a glyssé indigenous,
folkloric and unusual terms and neologisms, ardtaf suggestions for
further reading, including anthologies, generald&s and works of
reference, essays and articles, and a list of ‘liportant Revistas and
Manifestos of Brazilian Modernism” (though thesestlaare all in
Portuguese).

Given the increased awareness of translation —parnttularly
poetry translation — as a discipline and as invigvimore than mere
lexical equivalencies, | found it surprising thdtet contemporary
anthologies, all three of which counted on tramsfet by several
translators, did not mention the issue of transtatwith greater
awareness in their introductions. Some of the poe@utras Praias
were translated by more than one translator, amdespoems were
translated by the poets themselves (cf. Antoni@@icMauricio Arruda
Mendonca and Rodrigo Garcia Lopes). But there iglpanention of
how the translations were made and under whatrostances; and the
translated poems themselves — by several diffetesmslators —
including the highly respected Charles Perronee-o&tunequal quality.
The introductory note by the Brazilian editor Ri@iCorona — also one
of the poets included in the anthology —, writtenRortuguese, has
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disappointingly (considering translation is suchiategral part of this
book) been translated into rather uncomfortableligimg

The translation approach of the organizers ofl®@7 Nothing
the Sun could not Explaivas one that took full-advantage of the (at the
time relatively new) internet communication, witlarislators including
Robert Creeley and Michael Palmer in dialogue witie poets
themselves throughout the translation process. ®@92 Douglas
Messerli (the North-American poet and one of th@ioal editors
before it was reissued as tR& anthology of World Poetry of the 20
century— Volume 3) wrote “O objetivo foi o de correr ¢ego de um
novo contemporaneo brasileiro, global, e de estabelum dalogo
inédito’”  (http://www.sibila.com.br/index.php/mix/879-meni@+o-
lancamento-de-nothing-the-sun-could-not-explaioceased 01/11/11)

The majority of the poets and poems in the voluih®odern
Poetry in TranslatiorfPoetry from Brazil” series 6 were selected by the
guest editor John Milton, professor of English tatere and Translation
Studies at USP, who “collated the work of colleaga®d friends in
Brazil and the UK, and [...] contributed translasoof his own” (MPT,
1994:5). These translations were then added tohbyeditors with
translations by a further three translators. Resadmre given no
information on the translation strategies employether than the
journal’'s general mission which is that

Translation is neither a mechanical process nor a
once-for-all performance, and we see MPT as,
among other things, a permanent workshop — or
poetic Superhighway sans satellite — in which
poets and translators can comment creatively on
each other’s works. (ibid)

As with the other anthologies, prior to the poemed®n there
is an introduction on Brazilian Modernism and i&gdcy written by
David Treece, who was also one of the translatovelved in the
project.

An issue that is surprising in many of the intrciluns to
anthologies of translated poetry is that in théscdssions of poetry the
editors/anthologists/organizers clearly expect rib@der to accept the
translated works abe real thing.This assumed collective suspension of

™ The aim was to run the risk of a new Braziliamjgll, contemporaneity, and to establish a
brand new dialogue
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disbelief is a little unconvincing and bizarrelygenuous. It is one thing
to discuss the Brazilian Modernists’ use of thekgpolanguage in their
new style of poetry, and yet another to try to $fan it into English
decades later without any explanation.

This is not the case in the preface to the anthyoModern
Poets of Brazil: A Bilingual Anthologws it gives ample explanation.
However, though the anthology is admirable in dspe, it is clearly a
product of an older generation; it is enthusiagtit rather vague, is
peppered with terms like “original”, “faithful”, @hshows an explicit
concern to preserve form over content (2004:9).ligils cites the
Portuguese poet Jorge de Sena:

Translation is not to make our own poetry  with
the poetry of others, but to do with our language
what an Emily Dickinson would have done and
said if, in Portuguese, she had experienced the
same identical poem. (ibid:11)

This approach is clearly fraught with numerous po&k
difficulties, and these are reinforced by Williamistroductory text, in
which he discusses literature in the nineteenthucgnand refers
glaringly to ‘King John’ (ibid:25) rather than ‘Dordodo’ (ibid:24),
which hints perhaps tellingly at domesticating #latorial strategies.
Sprinkled with adjectives like ‘outstanding’, reasleshould read this
collection as a personal rather than a scholary on

Format.

The translations in Bishop and Brasil's antholaegg presented
facing their Portuguese counterparts as are thos®rasil’'s later
anthology. The collections of contemporary poefrfgsencontrarios/
Unencontraries: 6 Poetas Brasileiros/6 Brazilian €% Nothing the
Sun could not Explairand Outras Praiasare also all bilingual. The
latter gives fourteen pages with a varying numidgpaems to each of
the poets involved, and the translations are ptedeiacing the source
poems. The foreword — written by Antonio Risérisittle more than a
description of the contents of the anthology, ahd afterword was
written by Charles Perrone. For a translator oftiyoas experienced as
Perrone, it is surprising that his text is largalyliscussion of the role
and function of poetry today and barely toucheshenissues of poetry
translation.
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As can be deduced from its titlBpets of Brazil: A Bilingual
Selectionis also in a bilingual presentation. The poets @ganized
chronologically in three separate sections: theofiial Period, the
Independent Empire and the Twentieth-Century ReépuBlch poet’s
work is preceded by a short biography (in both tRprese and English)
and the translated poems again face the sourcespaerformat that
allows for effective comparison and therefore pé&ma wider
comprehension and sense of the poem. The covdy Battributed to
Harold Bloom, which is surprising insofar as iréher atheoretical and
inaccurate:

[It] is the only book available that gives these
poets to us in both languages, Portuguese and
American English. The choice of poets is
remarkably inclusive and various and is
particularly enlightening in the works of the
twentieth-century  Republic of Brazil. In
particular, the representation of Manuel
Bandeira, of the three Andrades and of ArchZnjo
are brilliantly rendered. The quality of the
introduction and notes is also estimable.
(Harold Bloom, cover blurb)

Although it is dated in style, the bilingual predaand the introductory
text “Overview of Brazilian Literature in its Culal Context” both
attempt to deal with some of the issues involvedcampiling and
translating an anthology of poetry and with thetdris of that very
poetry; the addition of a bilingual index of poé&fsalso an interesting
one.

Contrastingly, Charles Richard Carlisl&esseraés one of the
few published in a monolingual English language niat. This
resolutely monolingual format is deeply unsatisfagt other than the
final selected bibliography (ppl116-117) there iseba a word in
Portuguese in the entire volume. The book begingh wan
acknowledgement and introduction that gives a baxkgl to Brazilian
poetry and gives extracts from poems and manifeatbsf which are in
English. The chronologically ordered sections witinslated poems by
each poet are each preceded by English biblio-bBges of the
translators. The reader is given neither the sooraates of the poems
translated and not even the title of the poem agag in its original

S Who “Archanjo” is, though, unclear - he was peshegferring to Augusto dos Anjos.
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Portuguese. This last lacuna is particularly agafinag as it makes it
hard to find the source poem (particularly whenttheslation of a title
is inaccurate or “creative”).

A monolingual presentation format is also usedModern
Poetry in Translation — Modern Poetry from Brazilolume 9 This
format is the standard presentation for the jourkB®T, and the
common justification for it is due to space restroms — the editors
explair® that all the space available in each edition isttie promotion
of international poetry in the English language.fdstunately, in
conjunction with the monolingual format, the chrlmgical and
alphabetical confusion of the organization andabverall sense of haste
conveyed by the whole projéttmean that the anthology is neither a
success in translational terms nor as a colleatiopoems in its own
right.

As we have seen, the opposite translational edresnthe case
for Pontiero’s anthology, which pays mere lip-seevio English, and
expects considerably more from its readers. Whike poems within
each poets’ sections are ordered chronologicdily, doets themselves
are ordered neither chronologically nor alphab#ica there is no
explanation for their order and nor is there amaclreason for it. The
introduction to each poet however is very concisd elear, and it is
useful in that it is followed by bibliographies thfe authors’ works and
by an additional selection of studies on each aighaorks.

Poets.

Bishop and Brasil’'s anthology includes poems bwrtien
poets, but nearly half the book is taken up withrkgoby Carlos
Drummond de Andrade and Jo&o Cabral de Melo Ne¢tyding many
of those that are commonly considered as belonggntpe Brazilian
poetic canon. Ten years later saw the publicatibrthe collection
Brazilian Poetry (1950-1980} which is smaller in its range, with only
6 poets from the 1950s and 60s; Ferreira Gullarplda de Campos,
Mério Faustino, Augusto de Campos, Décio Pignaaad — a little
surprisingly — Lindolf Bell Desencontarios/Unencontrariedso has the
work of six poets though these are more contempphelson Ascher,
Régis Bonvicino, Haroldo de Campos, Paulo LeminBkida Machado
and Josely Vianna Baptista.

" In private correspondence with the author.
" There are several errors, at least one of whitdirly major. For more on this see 3.1.
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The chronologically orderedresseraestarts with Manuel
Bandeira and moves through poets of the Geracad#sdeith Mauro
Mota and Jodo Cabral de Melo Neto, to poetry thatli€e calls
“somewhat concretist” (1983:xii) by Lélia Coelhooka and José Carlos
Meira Mattos. The selection is along similar lings Pontiero’sAn
Anthology of Brazilian Modernist Poetrywhich is composed of
“modernist” poets from Bandeira (born 1886) to Gélfborn 1920) and
includes poems that were written up to as late ¥4 I(by Augusto
Frederico Schmidt).

The “International Poetry Review” was founded Bv% in the
utopian hope that “the world will be a better plasewe cross language
barriers to hear the voice of the poet in differeatintries.” (1997:2)
The “Brazil Issue” presents the work of thirty-opeets, organised
alphabetically by first name according to the Biami tradition, each
represented by one poem and its translation byh8tep. White. White
suggests it is impossible to be objective in theiad of material for an
anthology, and he instead directed his effortdfatiag a representative
selection of poets from all over Brazil, while coimusly trying to avoid
the southeast Rio-S&o Paulo axis.

A special feature of the journBModern Poetry in Translatign
founded in 1966, published by King's College Londomd funded by
the Arts Council, the sixth edition was edited bgnizl Weissbort, with
John Milton as a guest editor. It contains a sglradf nineteen poets
from Guilherme de Almeida to the contemporary pdeteando Freitas
Filho and Silvio Fiorani.

Outras Praias: Other Shoraacludes a representative selection
of poems — some of which are here published forfitilsé time — by
thirteen contemporary poets including  Antonio @ice Carlito
Azevedo, Ricardo Corona, Claudia Roquette-Pintdio JGastafion
Guimardes and Adriano Espinotend Nothing the Sun could not
Explain continues in a similar vein and shows the imménfeence of,
and reaction to the Modernist and experimentaliticats of Brazilian
literature, with work by twenty poets born betwe&®44 and 1963
including Ana Cristina Cesar, Paulo Leminski, Fiaog Alvim, Duda
Machado, Julio Castafidon Guimardes, Régis Bonvidilebson Ascher,
Arnaldo Antunes, Carlito Azevedo, Claudia Roquétieto and Josely
Vianna Baptista.

Williams’ 2004 anthology includes the work of tlyithree
poets that span the colonial period (the earlyesmth-century) to the
Geracéo de 6fifteen of whom are relevant to the period oftkiudy.
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Of the one hundred and two poets represented inalioye
anthologies (cf. Attachment 6), thirty-one wereresgnted in two or
more (cf. Attachment 7). Two poets — Jodo CabraMeéto Neto and
Carlos Drummond de Andrade were in seven of thiecdogies, three —
Manuel Bandeira, Ferreira Gullar and Jorge de Linveere in six , and
five poets — Mério de Andrade, Oswald de Andradegilx Meirelles,
Murilo Mendes and Vinicius de Moraes were in fifeéhe anthologies.

A poet's status is clearly not formed through aldbization
alone; it is also built from individual publicatisnliterary histories and
studies, newspaper supplements, articles in josirreald literary
collections, and increasingly in today’'s internetorld through
dissemination in blogs, websites and social meNearly all of the
poets mentioned in this chapter published collestiof their own
poetry, so it may be productive to also perusentbgor literary histories
for a deeper investigation as to what constitubesBrazilian poetical
canon.

1.4 LITERARY HISTORIES AND CRITICISM — A SELECTION.

1.4.1 Brazilian Literary Histories

...falta a literatura hispano-americana uma
tradi¢do critica rigorosa, capaz de definir asdimh
de forca do processo como um todo, situando
corretamente os valores. Obras como [...] mais
recentemente, a de Antonio Candido, nao
encontram paralelo na critica dos paises irffdos
(Arrigucci, 1999:111)

Usually written by literary critics and experts the field,
literary histories have a primarily didactic purpo#s discussed at the
start of this chapter, this element is often comsd a strong
contributory factor in the formation of a literacgnon; therefore any
study of the Brazilian canon would be incompletéhadit consideration

78[...] Hispanic-American literature lacks a rigosaeritical tradition, capable of defining the
major trends of the process as a whole, corretalyipg the values. Works such as [...] more
recently, that of Antonio Candido, are unparallekedriticism in neighbouring countries.
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of some of these texts. As in any other literarstem there are key texts
that are more respected than others and | havedbaka selectidi

Names such as Davi Arrigucci Jr., Alfredo Bosi, témo
Candido, Otto Maria Carpeaux and Afranio Coutinhee ighly
respected in Brazilian literary circles. Whi@ estudo analitico do
poema(2004), by Antonio Candid8 focuses on more contemporary
modernist poets, in particular Manuel Bandeirayegdb Bosi's volume,
the Histdria Concisa da Literatura Brasileiréirst written in 1970, but
regularly updated since then) begins with Pero @aminha’s letter to
the King of Portugal, Dom Manuel | in 1500, andduls the course of
Brazilian literature through to the 1980s; it h@sdme such a staple for
Brazilian literature lovers that many consider ritlispensable to the
field. Although (or perhaps because) the contexttha$ work is a
concisehistory of literature, Bosi seems to resort theatfrequent lists
of comparisons (see for example pages 463, 465, &¥dl in his brief
section on “TradugbOes de Poesia” he gives yet andthy no means
extensive) list with truncated comments and rattsubjective
evaluations, where he only discusses those texsslated into
Portuguese and not from it. Bosi was also resp@ngdy Leitura de
Poesia(1996) which concentrates on eight twentieth-cgnpoets.

The text bool.iteratura brasileira(1994) was created with the
intention of helping students to prepare for thestibular — the
Brazilian university entrance exam. It covers Blaai literary history
from its early beginnings, but the pertinent atea® are the chapters on
poetry from Modernism onwards, which, in a reldvesimplistic
manner, treat Modernismo, the Geracao de 45, tmer€bists, Poesia-
Préxis, Poema Processo, Poesia Social, TropicagliBmesia Marginal
and Outros Caminhos

Temistocles LinharesDidlogos sobre a poesia brasileira
(1976) aims to provide a panorama of twentiethwwgnpoets from

™ A. Colecéo melhores poemé&ditora Global ), BO estudo analitico do poeng&andido,
2004), C.Histéria Concisa da Literatura BrasileirdBosi,1994), D.Literatura brasileira
(Faraco & Moura, 1994), Dialogos sobre a poesia brasileikinhares, 1976), Rdistéria

de Literatura Brasileira(Stegagno Picchio, 1997), Gutros Achados e Perdiddgérrigucci,
1999), H.Leitura de PoesidBosi, 1996), |Marvellous Journey: A Survey of Four Centuries
of Brazilian Writing (Putnam, 1948), JSeven Faces: Brazilian Poetry since Moderpism
(Perrone, 1996), KBrief History of Brazilian LiteraturéDimmick/Bandeira, 1958).

% Described by Carpeaux (2005:686) thus: “Se entemate 0 termo ‘critica literaria’ ndo no
sentido de acompanhamento semanal ou mensal donemta editorial (ndo tenho medo de
rimas inevitaveis), mas no sentido de elucidacé@la ceez mais profunda do corpus de obras
presentes e permanentes, entdo merece Antonio doandtiitulo de nosso melhor critico
literario da atualidade.”
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Modernismo to the mid-seventies, and covers the dviusis, the
Geracédo de 45, Concretism and Poesia Praxis. Ajthdinhares was
purportedly at the time “um dos mais respeitadose@slistas em
literatura brasileira do pais” (cover blurb) itaggrating book to read as
it is written in overly jovial pseudo dialogue witknippets of
information, and it lacks a bibliography of any ¢jrsomething which
detracts both from its critical and theoreticalueal
In 1967 (re-edited in 2005) Carpeaux wrote,

Parece-me que todas as histérias escritas por
nacionais da respectiva literatura pecam pela
manutencéo de tradi¢cdes enraizadas e nem sempre
justificaveis. A melhor histéria da literatura
inglesa é dos franceses Legouis e Cazamian. [...]
Depois de uma leitura de Silvio Romero, José
Verissimo, Ronald de Carvalho e de Literatura no
Brasil desejavamos uma histéria da literatura
brasileira escrita por um estrangeiro bem
informado mas vivendo fora do pais e
independente de tudo que a vida aqui dentro
fatalmente inspira (de tradicionalismo assim como
de polémicd}. (Carpeaux, 1967/2005:772)

This predated the first draft of Stegagno Picchidistoria da
Literatura Brasileira by five years. It is intriguing, and from my
perspective, rather reassuring, that one of thet midely respected
books on the history of Brazilian literature wastien by a foreigner;
Stegagno Picchio is an ltalian philologist, unigrsprofessor and
translator. The study was first published in Italy1972 as part of a
collection of world literatur®, and was then revised and reprinted in its
present form in Brazil twenty-five years later. IBaling the
introduction, the seventeen chronologically orderebapters of
discussion of Brazilian literary movements ardallbwed by thorough,

8|t seems to be that all the literary historiesttari by natives of the respective literature make
the mistake of sticking to deeply-rooted yet nowajs justifiable traditions. The greatest
literary history of English literature is by theefichmen Legouis and Cazamian. [...] After
reading Silvio Romero, José Verissimo, Ronald devalfao andLiteratura no Brasilone
would like a Brazilian literary history written by well-informed foreigner who lives outside
the country and who is independent of everythirgt fiving here fatally entails (whether
traditionalism or polemic).

8 |tself an expanded anthology, constituting a ‘@arhnon’ variant.
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if not exhaustive bibliographies, intended as tolls research and
further study. The quality of the publication isquestionable; however,
it is just very slightly undermined by the follovgnextract from the
book;

Na risada surrealista que acompanha a confissao
[de her6i sem nenhum carater], na pitada de
loucura que é a consequéncia da incoeréncia, esta
uma das constantes néo so6 da literatura, mas da
histéria, da civilizacéo, da vida, da humanidade do

Brasil através dos séculos. E um de seus encantos.

(1997:31)

In spite of her awareness of the self-conscionayirof the
description, her evaluation that a surreal laugth ianoherent madness
are one of Brazil's “charms” reveals a rather sasp@d romanticised
view of the country; one seen through the eyes mofeducated,
privileged Europearwisitor. The book spans Brazilian Literature from
its early beginnings to 1996, the year it was rdéiphbd. It is ambitious
in its scope and impressively comprehensive, wijomnames from
the canon deserving individual entries and disonssof their principal
works, and lesser names mentioned at least brigfyg period that
interests here treats poetry in five separate aegtithe first — dealing
with the period from 1922-1930 (“Os anos da vandagr— presents
thirteen poets including Guilherme de Almeida, Méade Andrade,
Oswald de Andrade, Manuel Bandeira, Carlos Drumnuedndrade,
Jorge de Lima, Murilo Mendes, Augusto Meyer, and<zmo Ricardo.
The second period treats the years between 1930 H%b
(“Estabalizacéo da consciéncia criadora nacionafiyl cites among
others Joaquim Cardozo, Carlos Drummonde de Aediddnriqueta
Lisboa, Cecilia Meireles, Dante Milano, Vinicius déoraes, Mério
Quintana and Cassiano Ricardo. The section ‘Osapakt 45’ mentions
ten poets and follows on with a brief chapter oa toncretists which
includes Ronaldo Azeredo, Augusto de Campos, Hardkl Campos,
Ferreira Gullar, and Décio Pignatari. The penultanaection which
treats poetry is ‘A Didspora das Vanguardas: Newiaiismo, Praxis,
Vereda, Ptyx, Poema-processo’, and discusses arotmys, Mario
Chamie, Armando Freitas Filho, Ferreira Gullar &@a$siano Ricardo,
and the final chapter on the period between 19®6i8ludes Nelson
Ascher, Paulo Henriques Britto, Ana Cristina Ce<ahacal, Orides
Fontela, Hilda Hilst, Paulo Leminski, Carlos Nej&gnata Pallottini,
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Carlos Pena Filho, Affonso Romano de Sant'/Anna%elolastido Uchoa
Leite.

Candido’s 2004 study treats six “canonical’ poetsl dheir
poems; Guilherme de Almeida, Mario de Andrade &ndvacdo de
tarde (p.9); Manuel Bandeira an@ Cacto(p.113),0 Major (p.116),
Cancdo das duas india§.117) andSoneto ltaliano(p.118); Jo&o
Cabral de Melo Neto anBe um avido(p. 64); Carlos Drummond de
Andrade and the first stanza 6fancdo da Moca-Fantasma de Belo
Horizonte(p. 43); and Murilo Mendes.

Bosi's Historia Concisas wider reaching; the main body of the
work encompasses nineteen poets from 1922 includitigio de
Andrade, Oswald de Andrade, Manuel Bandeira, CassRicardo,
Guilherme de Almeida, Carlos Drummond de Andradetild Mendes,
Jorge de Lima, Vinicius de Moraes, Cecilia Meirglésdo Cabral de
Melo Neto, Ferreira Gullar and Mario Faustino. lis fater section
“Outros Poetas”, he mentions Dante Milano, Joag@endozo, Dantas
Mota, and Guilhermino César, and in “Desdobramendts/anguarda
concretista” he cites Sebastido Uchoa Leite, RBgisvicino, Nelson
Ascher, Duda Machado, Carlos Avila, Frederico Bagband Mario
Chamie and ends with a brief mention of contemponaoets like
Renata Pallottini, Carlos Nejar, Hilda Hilst, Ivalunqueira, Orides
Fontela, Adélia Prado, Augusto Massi, Ana Cristesar, Cacaso, and
Paulo Leminski.

According to Bosi, Modernism began with Méario dedéade’s
Paulicéia Desvairadawhich, although published for the first time in
1922, was actually written between 1920 and 192heOworks Bosi
cites as “fundamentais para a inteligéncia do nosiern” (1994:340)
are Oswald de Andrade®lemoérias Sentimentais de Jodo Miramar
Pau Brasi| andEstrela de AbsintoMario de Andrade’#\ escrava que
nao é IsauralLosango CaquiAmar Verbo Intransitivoand Cla do
Jabuti Cassiano Ricardo’damos cagar papagai@ndMartim Cereré
Guilherme de Almeida’sMeu and Ragcg and Bandeira’sO Ritmo
Dissoluta

Faraco & Moura'd.iteratura Brasileira(1994) discusses thirty-
one poets from 1922 until today, and includes MaBaadeira, Mario
de Andrade, Oswald de Andrade, Cassiano RicarddosCBrummond
de Andrade, Murilo Mendes, Jorge de Lima, Vinicids Moraes,
Cecilia Meireles, Jodo Cabral de Melo Neto, Ronalirevedo,
Augusto de Campos, Haroldo de Campos, Décio Pigndiarreira
Gullar, Mario Chamie, Caetano Veloso, Paulo Lemin8ka Cristina
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Cesar, Adélia Prado, Arnaldo Antunes and Oridestdfan Linhares
treats a similar number (to a greater or lessesrg)tthirty-two poets
from the Modernists to the mid-seventies includihgse previously
mentioned names like M&rio de Andrade, Manuel Baadé@odo Cabral
de Melo Neto, Carlos Drummond de Andrade, Cecilari&es, Murilo
Mendes, Dante Milano, Mario Quintana and CassianarRo.

Leitura de Poesi&1996) consists of separate chapters dedicated
to a different poet and written by a different splst and treats eight
twentieth-century poets; Méario de Andrade, Manueln@eira, Jodo
Cabral de Melo Neto, Raimundo Correia, Mario FagstiJorge de
Lima, Murilo Mendes and Caetano Veld¥o.

One of six volumes covering Brazilian literatureorh the
Renaissance to the 1990s, Coutinh&'d.iteratura no Brasil 5: Era
Modernista (6th edition, 2001) covers the modernist revolutiand
modernism in poetry — with concretism and neo-cetigm, poesia-
praxis, poema-processo and arte-correio as wedicasn and literary
criticism. The poets it mentions are among othesw&@d de Andrade,
Mario de Andrade, Ronald de Carvalho, Guilherme Almeida,
Cassiano Ricardo, Raul Bopp, and Manuel Bandeimgerdstingly,
although the latest edition was published in 2004till only discusses
texts up to the end of the 1960s, which continbedrhplication that for
a text to be worthy it must stand the test of time.

Arrigucci’'s collection of beautifully written tegt articles and
criticism Outros Achados e Perdidow/as first published in 1979 and
then reissued with the addition of previously urjshted texts two
decades later. His writing style is concise yet eaidaching in its
images; he uses his words carefully but imaginbtiemough to take
readers with him on his literary journey. His sultge include
international writers as well as Brazilian writeasd poets of renown
since 1922 such as Mério de Andrade, Oswald de aelrManuel
Bandeira, Augusto de Campos, Carlos Drummond de rafie]
Alphonsus de Guimaraens Filho, Murilo Mendes, Atgudeyer and
Dante Milano.

In addition to individual publications of critin on Brazilian
poetry, one of the most well-respected literary aoétry journals of
recent years ignimigo Rumorwith its frequent articles on and poems
from twentieth-century and contemporary poetsimigo Rumour—
published by 7Letras in partnership with Cosac Waitbegan in 1997

8 With respectively the poems “Pauliceia Desvairatiabética”, “Anoitecer”, “Juventude”,
“Soneto como sombra invasora”, “Aproximacéo do téaad “Cajuina’
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and has thus far reached its twentieth editiorl) wiiverage of poets as
venerated within the culture as Jodo Cabral de Mielm (Vol.1), both
de Campos brothers and Murilo Mendes (Vol.2), ker&ullar (Vols.

3 & 12), and Carlos Drummond de Andrade (Vol. B well as poets
entering the arena of the national canon such s imstafion
Guimarées (Vols. 2, 11, & 14), Paulo Henriquest8i{t/ols.2, 8 & 11),
and Carlito Azevedo (Vols. 8, 14 & 16).

Neither strictly anthology nor criticism (althougtach edition
has a critical foreword), th€olecéo Melhores Poemagries published
by Editora Global is also representative of thecepn of “the best of”
approach to canonicity. With its first edition pishled in 1990, it is a
collection so far of 56 books by Lusophone (inahgdsome Portuguese)
poets who are defined in the company blurb as satas da poesia
brasileira’. While the series includes some sixtleerseventeenth,
eighteenth and nineteenth-century poets, the nnjaie from the
twentieth-century. The twenty-seven poets with rttoen anthologies
from the period pertinent to this study include IBeime de Almeida,
Mario de Andrade, Manuel Bandeira, Jodo Cabral deloM\eto,
Haroldo de Campos, Mario Faustino, Ferreira Gulduyilo Mendes,
Dante Milano, Carlos Pena Filho, Mario Quintana a@dssiano
Ricardd”. Apart from five of these, all appear in Attachmén and
fourteen are included in the final list of twentyet poets, thus lending
further weight to the findings so far.

Each of the books in the collection includes theetjso
biography and bibliography and a foreword by thaividual
anthologist, different in each case and a spetiafisthe work of the
poet presented. It is a worthy proposition, thoagh that is perhaps not
as lofty as it aspires to, especially if one takes account that despite
“0 zelo pela fidelidade & produc&o original do &ufd there are several
misprints; one of which — in the volume on Guilherae Almeida — is
extremely serious (for more on this see 3.1).

1.4.2 Anglophone Literary Histories

There are relatively few studies or articles othalogies of
translated Brazilian poetry; however, there is —by no means

8 For a full list see Attachment 4.

8 publisher’s blurb on
http://www.globaleditora.com.br/colecoes_literateasileira.asp?colecao=2 accessed on
25/10/2006.
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comprehensive — list of anthologies of Braziliarey (including some
translated into English) in Echevarria & Pupo-WalkE996), and two
sections in France (2000): one on poetry (in theptdr “Text Types”,
[Weissbort, 2000: 89-96]) and the other on Braailiderature (in the
chapter “Hispanic Languages” [Barbosa, 2000: 4453p44

One of the earliest literary histories of Brizipublished in
English wasMarvelous Journey published in 1948 and written by
Samuel Putnam, the North-American translator ofb&tb Freyre,
Euclides da Cunha and Jorge Amado, and also aspomding member
of the Brazilian Academy of Letters. This was heeal at the time as
“the best study in English that has yet been mdderiting in Brazil”
by the writer Carleton Sprague Smith (cover bluib)is dated and
rather flowery in style, but is nevertheless eaianhg and informative,
and it calls itself a “definitive book” in the argawas certainly the first
book of its kind in its scope and ambition. As asvpublished in 1948
and appears to have not been reprinted, its tirake-sis obviously
limited to the first half of the twentieth- centuryThe contents are
divided into four parts, covering the period betwele ‘discovery’ of
Brazil in 1500 to the year prior to going to prifite last section, “The
modern spirit”, is the one particularly relevantouar purposes. The first
poet from this section is Méario de Andrade from sh@auliceia
Desvairada(Hallucinated City of Sdo Paulo) he quotes a sipait in
an English translation; he then goes on to dis@ssald de Andrade
and Jorge de Lima. Rather amusingly (with hind3idie declares,
“Today modernism is dead” (1948: 211), and whilenteey have really
believed so in 1947, the movement did certainly diet out. Putnam
focuses in particular on prose, but he does deditet final two pages
of his work to poetry from 1930, and mentions lyieforge de Lima
(and “that classic Brazilian poefhat Negress Fuff [p: 217] andThe
Seamless RopeCarlos Drummond de Andrade (af&n of Soulgs
Manuel Bandeira, Vinicius de Moraes, Guilherme dmdida, Cecilia
Meireles, Murilo MendesTime and Eternifyand Adalgisa Nery and
also some “newer” voices like Emilio Moura and Heueta Lisboa. In

8 Earlier publications on Brazilian literature vein in English were Goldberg, Isaac (1922):
Brazilian Literature New York: A.A. Knopf, which contained a brief tosy of Brazilian
literature, followed by studies of representatieespnalities and a selective bibliography, and
Ford, Jeremiah D.M.., Arthur F. Whittem, and Makwe Raphael (1931)A Tentative
Bibliography of Brazilian Belles-lettre€ambridge, Massachusetts: Harvard UniversitysPres
The first histories of Brazilian literature writtén a language other than Portuguese were it
seems in French, first in 1868g Brésil Littéraireby Ferdinand Wolf and then in 1913
Littérature Brésilienngby Victor Orban, Paris.

87 All poem titles are given only in English.
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addition he provided a useful bibliography of works English on
Brazilian Literature up to the time of writing, aoél Brazilian literature
in English translation, including an anthology oftin-American
contemporary poetf§ that | had not found reference to elsewhere:

In Dudley Fitt'sAnthology of Contemporary Latin
American Poetryin the remarkable translations of
Dudley Poore, the English-language reader will
find selections from the work of half a dozen
poets of today who are among the best their
country has to offer (p:218)

Ten years later Ralph Edward Dimmick translatesl ghction
on Brazil from Bandeira’'®Nocdes de Histéria das Literaturdlsat had
first been published in 1940. Dimmick also providad extensive
bibliography for “Brazilian Literature in Englisténd “Other Sources of
Information on Brazilian Literature” “for the beritebf those whose
acquaintance with Portuguese is limited or nonteri$ (1958:11).
Dimmick’'s/Bandeira’Brief History of Brazilian Literaturas intriguing
as it is a translation from the Portuguese origigat it is also a work
situated in its own right. The book gives a histof\Brazilian literature
from the sixteenth-century, and also includes artsbbapter on the
Modernist Movement and Post-Modernist Poetry whaalches on the
work of poets including Méario de Andrade, Guilherme Almeida,
Raul Bopp, Cassiano Ricardo, Cecilia Meirelles,l@abrummond de
Andrade, Jodo Cabral de Melo Neto and Vinicius aedds.

Seven Faces: Brazilian poetry since modernigif96), by
Charles A. Perrone, charts Brazilian poetry froe 1920s to the date of
publication and is the only book of its kind cutitgnin print on the
English language market. It is divided into six jptess that encompass
the beginnings oModernismg Concrete Poetry, Political poetry of the
1960s, Poetry of Song, Marginal Poetry of the 19@@8 contemporary
poets, and is a convincingly thorough descriptibrihe poetry of the
twentieth-century.

Perrone writes about forty-four Brazilian poetanfir@922 to the
present day including Mario de Andrade, Oswald delrAde, Nelson

% | have been unable to access a copy; howeverpitaap that in bilingual presentation it
included work by Bandeira, Ronald de Carvalho, Mem®| Picchia, Drummond de Andrade,
Jorge de Lima, Murilo Mendes and Ismael Nery.
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Ascher, Manuel Bandeira, Régis Bonvicino, Jodo @lade Melo Neto,
the de Campos brothers, Ana Cristina Cesar, Cdlmsnmond de
Andrade, Mario Faustino, Ferreira Gullar, Paulo Ireki, Jorge de
Lima, Glauco Mattoso, Cecilia Meireles, Murilo M&sdand Vinicius
de Moraes.

1.5 Poet and Poem Selection

Although almost inevitably there will be person&reents in
the selection of poets and poems for the anthologler construction
that is the focus of this thesis, most of the mafwices were dependent
on analysis of past publications and on the consemd Brazilian
literary historians and specialists with more eigrae and expertise
than myself. By using this process of selection ordyy do | hope to
offer an accurate picture of Brazil's national canbut | also hope to
sidestep criticism of overtly personal bias — thgravoiding the risk of
succumbing to Venuti’s (1995) disparaging concefptsimpatico™’.
Although this anthology is aimed at the targetunat— UK readers, and
although | myself belong to that target cultureaassident of Brazil for
nearly two decades my intention is to export th@eeks rather than to
import them.

Thus far we have reached two separate lists of niwet
represented poets in anthologies of Brazilian poétr the original
Portuguese and in translation into English, eachifty what may be
called a canon in their respective literary envinemts. Attachment 9
shows both these lists with the names of the edghfgoets that are
represented in both columns in bold. This leads tehared Anglo-
Brazilian comparative and cross-cultural antholabicanon which
includes the poets Guilherme de Almeida, Mario delrade, Oswald
de Andrade, Manuel Bandeira, Raul Bopp, Jodo Catwadllelo Neto,
Haroldo de Campos, Carlos Drummond de Andrade, dMBaustino,
Ferreira Gullar, Paulo Leminski, Jorge de Lima, it&cMeireles,
Murilo Mendes, Vinicius de Moraes, Mauro Mota, MaQuintana and
Cassiano Ricardo.

89« ..the tendency to choose a poet we can identifa vify to get to the man [sic] behind the
poems and then recreate his poems in our own lgeegemthat they read as if they had been
written in it” (Britto, 2001). This is a double-eeld concept as the first step involves getting
into the shoes of the source poet, and the sesdnyirig to write the translated poem as if
were the source text. While | personally advodagfirst step, the second | do not.
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If we consider Attachment 5, which shows the mdasidcpoets
in the literary histories looked at here, we cammifdate a further list of
fourteen poets who are cited in five or more of thets. The canon
suggested by the literary histories is only slightifferent from that of
the anthologies, and a comparison of the two ccasen anthology and
literary history lists gives us in alphabetical erdalmost identical
results:

Brazilian and English language anthologies Brazilian and North American literary
(cited in 5 or more) Histories (cited in 5 or more)
Almeida, Guilherme de Almeida, Guilherme de
Andrade, Mario de Andrade, Mario de
Andrade, Oswald Andrade, Oswald de
Bandeira, Manuel Bandeira, Manuel
Bopp, Raul
Cabral de Melo Neto, Jodo Cabral de Melo Netog Joa
Campos, Haroldo de
Drummond de Andrade, Carlos Drummond de Andradep€
Faustino, Mario
Gullar, Ferreira Gullar, Ferreira
Leminski, Paulo
Lima, Jorge de Lima, Jorge de
Meireles, Cecilia Meireles, Cecilia
Mendes, Murilo Mendes, Murilo
Menotti del Picchia, Paulo
Milano, Dante
Moraes, Vinicius de Moraes, Vinicius de
Mota, Mauro
Quintana, Mario
Ricardo, Cassiano Ricardo, Cassiano

This brings us to what may be (loosely) definechasanon in
the interspace between the two literatures, thatishared Anglo-
Brazilian anthological and literary canon. The goiet the anthologies
without significant mention in the literary studiese Raul Bopp,
Haroldo de Campos, Mario Faustino, Paulo Lemingkiuro Mota and
Mério Quintana, and those with greater mentionhia literary studies
are Menotti del Picchia and Dante Milano. In orttermake room for
other, more recent poets, | have chosen not inckael Bopp and
Mauro Mota as they have lesser support from tleealiy histories and
critics, and | have also made the decision to leawe Menotti de
Picchia, as although he was a very active andénfial figure in the
Modernist movement — and therefore his presencstring in any
history of Brazilian modernism — his poetry has hetn as resilient.
Thus we have arrrived at seventeen interculturabceal poets:
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Guilherme de Almeida, Mario de Andrade, Oswald aelrade, Manuel
Bandeira, Jodo Cabral de Melo Neto, Haroldo de @amCarlos
Drummond de Andrade, Mério Faustino, Ferreira GullRaulo
Leminski, Jorge de Lima, Cecilia Meireles, MuriloeMles, Dante
Milano, Vinicius de Moraes, Mario Quintana and Gass Ricardo.

The projected anthology would consist of poetryfrb922 (the
year of theSemana de Arte Modernand the ostensible start of
Brazilian Modernism) onwards, and twenty-two seeadelicitous
number to include in such an anthology. It allowsm to include both
the poets who hold central positions in the litgnaoetic polysystem as
well as lesser-known names, and thus provides ldmaemts of both
stability and stimulation that are in keeping wiHtiot's concept of
anthology compilation. | wish to expand a little d¢me ‘canon’ of
Brazilian poetry translated into English as welltage-establish those
who have already achieved certain recognition,smah addition | will
include several poets who have had relativelyelitil no exposure in the
Anglo-American community. | do not have unrealistixpectations of
turning the canon, but | would like to build up@mcourage and expand
awareness of Brazilian poetry beyond its geograbliorders.

We now have seventeen cross-canon poets sharicg sptn
five poets whose reputation is considerably lesserthe Anglo-
American literary polysytem. My selection critef@ these have been
varied. Of the five, Carlos Pena Filho — whose hiegas untimely at
only thirty-one — is probably the poet who occupiles most central
space in the Brazilian canon, yet to my knowledgework has never
been translated into English. The others are ledk kmown — but no
lesser. | have chosen Nelson Ascher, Paulo Herwidgitto, and
Glauco Mattoso as they are all contemporary podis wontinue to
write (and in the case of the first two, to tratsjahowever they are
each very different in style. | have a personalnemtion with each one,
and this | hope will make the translation of theimems for this
anthology a stimulating and worthwhile challengethbfor myself and
for future readers. The final poet | selected isd€s Fontela, whose
work is little known not only abroad, but in Braas well. | will discuss
her work and my translation of two of her poems8.i8).

Thus we have arrived at the final twenty-two potisbe
included in the anthology. They are, in alphabéticder;
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Almeida, Guilherme de
Andrade, Mario de
Andrade,Oswald de
Ascher, Nelson
Bandeira, Manuel
Britto, Paulo Henriques
Cabral de Melo Neto, Jodo
Campos, Haroldo de
Drummond de Andrade, Carlos
Faustino, Mario
Fontela, Orides

Gullar, Ferreira
Leminski, Paulo

Lima, Jorge de
Mattoso, Glauco
Meireles, Cecilia
Mendes, Murilo
Milano, Dante

Moraes, Vinicius

Pena Filho, Carlos
Quintana, Mario
Ricardo, Cassiano

Although there are numerous ways of arriving atlaction for
an anthology, all are open to accusations of piytiand/or neglect.
One of the most democratic methods of text selectidliave come
across was that used for the Brazilian anthologyrarfislated North-
American poetry organized by José Roberto O’Shea7(1 He invited
four contemporary North-American poets to each sagten poets, who
were then asked to send in ten of their own podines,of which were
chosen for the anthology. Although a significanintier of these poets
were fairly well known in Anglo-American circlespnmany had found
a voice in Brazil, and the result was an antholtbgy encompassed the
pluralism and polyphony that is currently in vogimemany literary
circles. My method of poet selection, though cefyai more
conventional, has in a similar way also tried toidvwvertly personal
imposition.

After selecting the poets, the next stage is tasbdhe poems
to be translated. My intention is to inform readargl build on and
expand perspectives of Brazilian poetry. It would delf-defeating in
the context of this project to impose my persoimices, even though
these will inevitably be implicit in the translati® themselves.

The poems by the 22 selected poets that have bé#rdin
either or both the Brazilian and the English-largguanthologies can be
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found in Attachment 11, and the poems that have lpgmted more

than once in the anthologies in either or both Ueggs are shown in
Attachment 12. In the latter, the third column skotlie poems that
share the canon interspace. It demonstrates thae thoems not only
pertain to the Brazilian canon, but also alreadyehan English

language voice. This suggests that, unless theslatoons are

particularly unsatisfactory, retranslation may bgose. While on

occasion there can be other reasons for retramslata translation ‘can
never be more than a single interpretation ouhefrhany whose image
it darkly mirrors’ (Holmes, 1988: 30) — in genergiyen the paucity of
Brazilian poetry in English translation, | considepreferable to avoid
too many repeat translations. The information muesttinent to this

investigation is a comparison of the third columithvithe first column;

this shows the poems with a certain level of expo$u Brazil but none

in the Anglo-American literary environment, andstis fair justification

for their inclusion in this anthology.

In addition to these poems, others from the Brazili
anthologies that have not been translated into ifinghre also
candidates for inclusion. The final choice of podarseach poet will be
based on several factors, including any literaricgsm relevant to the
poets, study of any anthologies of the individuakts’ work, and
potentially the poets’ own preferences.

Rather than merely looking for editorial lacunaewhich to
market a book of translated poetry, | am aiming &ts provide both a
thematic pluralism and a representative selectfdhe Brazilian poetic
canon.
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2. POETRY AND TRANSLATION

2.1 LITERARY TRANSLATION

Num texto literario ha essencialmente um aspecto
que é tradugdo de sentido e outro que é traducao
do seu contetdo humano, da mensagem por meio
da qual um escritor se exprime, exprimindo uma

visdo do mundo e do hom&h(Candido, 1994:27)

Em certas literaturas 0 papel histérico das
traducdes é grande. A literatura alema nao seria o
gue ela é sem o Homero de Voss e o Shakespeare
de Schlegel. Traducbes de Séneca e Lucano
desempenharam papel fundamental na formacéo
das linguas poéticas inglesa e espaniilg...]
(Carpeaux, 1967/2005:786)

While the idea of an ‘original’ text itself beingti@nslation is
nothing new, for a translator of literary textsist refreshing to be
reminded of this directional translational flow. dgh positive in one
sense, this concept can however make a transkteddaubly complex
to decipher, as it encompasses not only the sagsdebut also the
translation, filtered this time through the tratsta

The literary translator's task is to attempt totoes the
communication between writer and reader that, duechanges in
language, time, place or tradition, has been Tastnake the source text
available as a literary work of art in the targehduage” (Lefevere,
1975:42), and to try to represent it on as manglgewf correspondence
as possible in the target language. This may appelae in opposition
to translation theorists such as Venuti (1992/19%9%] Levine (1992)

9“In a literary text there is an essential aspkat is thetranslationof meaning, and another
that is theranslationof its human content, of the message through witietwriter expresses
himself, expresses a vision of the world and of kirad.

91 “The historical role of translation is consideraii certain literatures. German literature
would not be what it is without Voss’ Homer or Sadgl's Shakespeare. Translations of
Seneca and Lucan played a fundamental role in fayrtie poetic languages of English and
Spanish”.



78

who hold that translators should also demand aiathsetatus. Venuti
writes:

Recognising the translator as an author questions
the individualism of current concepts of
authorship by suggesting that no writing can be
mere self-expression because it is derived from a
cultural tradition at a specific historical
moment... Translators will do well to insist on
their authorial relation to the translated textidgr
negotiation [...](1995: 311)

This, though, seems somewhat paradoxical, as ifagnepts that there
is no single author, how can one accept the ideasifigle translator as
author? If we follow that translation is a textdilany other, then surely
the term translation would itself be superfluous, veould authorial
rights. Therefore, while the source texts may wellproducts of other
texts (or perhaps owe a debt to other texts) they reevertheless
recognised by readers as unique entities in theiguage culture, thus
being, in a sense ‘originals’.

Britto, who calls the attempt to create a ‘new'rkvéin effect —
a source text) “autonomization” and the attempfadithfulness to a
source text “approximation”, concludes that whiletfianslation there is
an effort to balance the two (with a tendency talsathe latter), in
“original” writing there is generally a conspicucaitempt at the former.

We may say that the first source, or
original, has a controlling effect on the
translation: every time the translation strays too
far from the original, confrontation with the
original pulls it back home (Britto, 1999:11)

Similarities and references to other national ameérnational
sources are inscribed in most literary texts. Thetsstextual references
in themselves help to confer status on the texésresd to, so enriching
literary (inter)culturality. In a similar way, tharget literary culture can
be said to "benefit from the experience of otherditures” (Even Zohar,
1978/1990:194) through literary translation; megnthat the act of
translation is a service that expands literaryZuors.

As mentioned in the previous chapter, cultures thald a
peripheral position in the global polysystem tendranslate more than
ones that are more central. Lambert suggests tlme vthe latter
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generally avoid more extreme translational appreacfforeignised

translations, neologisms, exoticisms, stylisticovations and avant-
garde genres [1989:153]), younger or more peripHgesary systems

feel able to take more liberties. This not always tase however, as
paradoxically it is possible that "translation, wkich new ideas, items,
characteristics can be introduced into a literatbezomes a means to
preserve traditional taste" (Even-Zohar, 1978/1998).

‘Equivalence’ is a common marker used for evalgatin
translations ), but it is hazy and fraught with difficulties. fs
conventionally judged to represent the set of idpallities that would
allow a target text to be considered representative source text; but
this raises the question of whether these qualitiesfixed, based on a
set of socio-cultural values, or of whether theyualty exist at all.
Although there has always been a socially deterthaectation that
target texts should stand in some kind of equivaderelation to their
source texts (cf. Pym, 1995:166), Dorothy Kennytewi“The problem
of pinning down the essential nature of equivaleseems to be related
to the problem of pinning down the nature of lirglici meaning itself”
(1998:78), and this is commonly held to be impdssts meaning is not
immutable; almost all texts encompass a multiglioit meanings.

Notions of equivalence are commonly focused on rawdd,
sentence or text) or meaning type and are at \atexels. ‘Referential’
equivalence is when the source language and targgiage refer to the
same external signified. ‘Connotative’ equivaleigevhen both texts
trigger similar social, evaluative, emotive, andlistic associations in
the minds of the receptdrs(cf Kenny, 1998:77). Nida’s constructivist
rooted ‘dynamic’ equivalence (1964) seeks to gemesacomparable
effect in the target and source reader (which asaghoxically, in itself
extremely subjective), and ‘functional’ equivalence purportedly
established when both the source text and targétsteare the same
function in their respective cultures.

There are different translational strategies ofresenting
equivalence that can be used depending on thegositthe target text
in the target literary culture. The most common: dmeignization
(using the source text word with footnotes, a glogsor nothing at all),
explicitation (explaining the source text word)rggahrase(describing
the source text word in as close terms as possibd@)iliarization

9 Indeed it is so common that most users of bilingictionaries do not even question it.
9 Something | would suggest is nearly impossibladiieve. The element of subjectivity is an
important one to consider, as each individual hpsraonal chain of relations.
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(substituting the nearest target language/cultuggpiivalent) and
domestication (substituting a target culture edeintwith the same
function).

As nowadays Brazil and its culture is, at leastesfigally,
more familiar to the kind of fairly educated Englispeaker at whom the
anthology is aimed, | feel that there is often eutjh not always — a
case for ‘foreignising’ and retaining some of thea#lian Portuguese.
Although this technique may run the risk of ‘disteny’ the reader, |
find the use of explanatory footnotes so advocatedNabokov in the
1950s (in, for example, Pontiero’s anthology of 4@&d John Milton’s
translations oPauliceia desvairadan Weissbort, 1994) can frequently
be heavy-handed and clumsy: adjectives little duibegpoetic language.

Malmkjaer summarises that ‘translational equivadeisccreated
by the two texts “[...] It is not created by the tséator” (2001:3), but
Pym is less prescriptive. He views translation asaasaction, where
equivalence is negotiable, and translators arentggpotiators (1992).
This is in line with his later socio-historic methof translation analysis
(1998) and also with Toury’'s descriptive targetated equivalence
postulateand notion of ‘norms’(1978/1995) as socio-histariodels of
behaviour or production. Rather than questionirigxis are equivalent,
they question the relations that exist betweenstaxtd their specific
socio-cultural situations and also control tkiad of texts translated.
Toury then introduced the idea of mitial norm (ibid: 200-201), which
represents the translator's decision to adhereitt@resource text or
target text norms. The former implies ‘adequacy'd athe latter
‘acceptability’ (ibid) (somewhat similar to ‘foramgation’ versus
‘domestication’). However, he does not suggest these are mutually
exclusive, and accepts that they are more reallticised for textual
instances rather than entire texts. If we accept thorms govern
equivalence, this means the concept of equival&celative and not
the absolute that it is made out to be by someth®fiction it is made
out to be by others. Although both Pym and Touryisories were
elaborated with the intention gosttranslation analysis, they can also
be adapted fopre-translation consideration and are particularlyifpaes
for translators of poetry, as poetic language isaoriously difficult to
measure. While the idea of the instability of megn+ and therefore the
impossibility of translation in texts is persuasitiee reality is that in
practice translation is done. It strikes me thathibuld be possible to
combine a descriptive approach with a deconstnsttimon-stable
subjectivist concept of text transformation, sat@®ffer a historically
contextualized, deeply researched, but none the lesvitably
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subjective (and therefore instrinsically unstalitenslation Carpeaux
calls the problem of translation “O mito de Sisifo{1960/2005:523)
and this seems singularly fitting; he continues;..%‘[o critério da
exatiddo s6 vale para a traducdo de prosa cieitittéibid:524), and
goes on

As grandes traducgfes do século XVIII ja sdo hoje
inutilizaveis. As tradugdes do século XIX
envelhecem rapidamente. Numa traducao feita em
determinada época descobrimos mais os tragos
caracteristicos dessa época do que os do
original *® (Carpeaux, 1960/2005:525)

Translations of this type were responsible for dictorian
Greeks and Romantic Romans. A translation canotibe an adaptation
in a certain way — it wil always depend on contiota and
subconscious cultural symbolism, but it also h&sgbwer to exercise
the target language and to make it express songethat it would not
otherwise have expressed if left to its own devices

If we consider the journey that language makesatdw the
poem, the journey the line makes towards poetrg, jifurney of
experience towards poetics; it is interesting tosider the journey that
a poem in one language makes towards the very pasma in another
language. All these journeys are a part of the sam@ement of
language— poetry, journeys as regulated transfer.

If a poet can be seen as a master of language atlanslator
of poetry is surely a master of at least two; aturio the ‘little
nothings’ of poetic language.

2.2 POETRY TRANSLATION

Fundamental principles of structuralist linguistics
are, first, the arbitrary and, second, the diaziti
nature of the sign. By the former is meant that

% The myth of Sisyphus.

%1...] The criteria of exactitude is only fittingff the transaltion of scientific prose.

% The great translations of the 18th century arayach-usable. The translations of the 19th
century are fast getting on. In a translation flamy era, we can find more characterstics in it
from this era than from that of the original.
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there is no natural relation between the sound or
appearance of a word and what it signifies. By the
latter is meant that the sign is fundamentally
expressive of a difference. Made up of a signifier
(sound image) and a signified (concept) in
arbitrary relationship, the sign is in itself
differential (Adams, 1986:7)

If we take this whimsical nature of language tdrioe, there are
serious problems for the translation of poetrys@snd and meaning in
poetryare so interlinked. Saussure believed that the sigh sagnifier
are arbitrary constructions; however, over time wafitthin cultures it is
clear that they can take on and do accumulate stiggepower. Thus
we have motivated signs like onomatopo¥ijaand certain sounds do
appear to carry certain attributes. Grammont (&ndido, 2004: 50)
posited that words with an ‘r' sound have a gratirmgring quality, for
example the Portugueggritar, raspar and the Englistroar, grate,
growl. There are also other sounds with well-documerdad oft
accepted qualities, the light drfl’; the liquid glottal gI' and ', the
soft sibilants § and ‘sh, the hard, ordered, rhythmic explosivés “d’,
‘ch, and the nasaldo and ‘ng and closed vowel sounds that can
contribute to a feeling of confinement.

Ultimately, a discussion of poetry can be endiesstcular,
“Definir a poesia, isto &, tracar-lhe os confirmnbu-se um dos mais
apaixonantes e ruinosos empreendimentos do pensamstético.*®
(Berardinelli, 1994).

While it is unrealistic to expect to translate alliteration,
assonance and encantation in a poem, it is feadibldope to
compensate for them using other recourses. In ifasiway, although it
is perhaps etymologically impossible to translatgses, tenses,
grammars, one can hope to transpose them musaralanalogically.

It is generally accepted that the translation oétpoinvolves
more difficulties than other literary forms due itsgh density of
language, greater frequency of metaphor, conno@tioather than
denotational language, and, if not explicit, theaplicit metre, rhyme,
rhythm, alliteration, and pun. Heine’s observatibat anything that can
be said in good prose is not worth saying in poetnplied that
ambiguity is one of the central tenets of poetryose can be

97 Such aslimy, squelchin English, in Portuguestiguetaqueandcacarejar
% To define poetry, to try and describe its confjiiess become one of the most fascinating and
destructive tasks of aesthetic thinking.
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summarized, but, like music, poetry caffi@nd it is this perhaps that
leads to the common assumption that translatiorgoems are inferior
to the ‘originals’. However, in his prefaceRoesia Alheighe poet and
translator Nelson Ascher suggests a feasible aligenreason for this;
that this assumption is a

...consequéncia ndo légica mas tdo somente
pratica do fato trivial de que os poemas
selecionados pelos tradutores sdo com freqiiéncia
os melhores, mais complexos, bem acabados e
refinados dentre os escritos numa determinada
lingua®.(1998:31)

At this point we have a selection of twenty-two Epaevhose
works span the period between 1922 and the prelsgntSome of their
poems are written following strict poetic metricabnventions and
others adhere to no prescriptive form, other tHaat they meet the
requirements of a thus far hazy definition of ppee Beaugrande’s
summary of poetic language is convincing; “ [...] poéanguage slows
down processing and heightens concentration, wierabreased
awareness of formal features becomes possible’8(29Y.

Adams defined poetic language as "a departure wiatien
from a linguistic norm" (1986:13), but this defioit requires another,
the definition of the 'norm' and is in fact nothimore than the same
old well-used yet vague distinction between poeiind quotidian
language. In its attempt to decontextualize tekes Wew Criticism
emphasized the separation of poetic and quotidianguage;
contrastingly the Post-structuralist movement hblak any conscious
separation of the two elitised poéfty Although it is true that poetry
frequently intimidates, this is not necessarily daese of a perceived
difference between the language styles used, ial$® related to
numerous other factors such as literacy and educéwith ‘academia’
elitising poetry and thus corralling it). Antoni@@dido values poetry as
the “universo expressivo que tem sido alvo predlildbs estudos da

9 Although to a certain extend narrative poems can.

10 Not a logical, but a practical consequencéefttivial fact that the poems selected by
translators are often the best, the most complek,turned and refined within those written in
a certain language.

101 something it had in common with many of the Biiarilmodernist poets.
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critica mais renovadora deste sé&lffo(2004:17) and suggests that,
while prose can withstand a lot of poetry, poetaprmt stand up under
the weight of too much prose. This is refreshirngjiyple, and may be
useful to consider when distinguishing the freeistree verse from
prose.

Although a poem is made from language, it is alsp a
autonomous and independent linguistic object —nguistic entity in
itself, and is generally considered more than augjraphological text
written in lines: it is more than the sum of itsrtga As this, a poem
should be appreciated in its ineffable entirety vesll as for the
individual parts of the whole. It is perhaps thisrw element of
ineffability that has lead to remarks like Roberb$¥'s notorious (and
fatuous) comment that ‘poetry is what gets logtamslation’.

The question of the (im)possibility of poetry trit®n is an
old one. There are famously those like Frost andadav who believe
it is impossible to translate poetry without losiitg poeticity; that a
poem and its translation can never be marriedfaet®ily. Rather more
encouraging for potential translators is Harolddids view of poetry
as both resisting and crying out for interpretati@nd consequently,
translation):

A poem is, [...] a fierce, proleptic debatéth
itself, as well as with precursor poems. Or, a poem
is a dance of substitutions, a constant breaking-of
the-vessels, as one limitation undoes a
representation, only to be restituted in its tuyrab
fresh representation. Every strong poem, at least
since Petrarch, has known implicitly what
Nietzsche taught us to know explicitly: that there
is only interpretation and that every interpretatio
answers an earlier interpretation, and then must
yield to a later one. (Bloom, 1976 in Adams,
1986:343).

In his aesthetic problems of modern philosophy Aitlams,
1986), Stanley Cavell debated “the controversy aldether a poem,
or more modestly, a metaphor, can be paraphrasddtije. heresy,
namely, of supposing that a poem constitutes aratit of some sort”
(1965:25). This association between poems and inetizpal language

192 Expressive universe that has been the favouradsfotthe most stimulating critical studies
of the century.
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is not new; it encompasses the vision that a poethaametaphor are
distortions of meaning, or as Candido writes, aarftferéncia de
sentido” (2004:111), which is of course, thoughairslightly different
sense, what a translator does all the time. A rhetapuch as a ‘sea of
stars’ is literally false; however, it can be tmeagically and poetically.
Metaphors and poems are paradoxes because bofalsge(in their
textual literal import) yet true in their imaginai sense. It is this
ambiguity that contributes such power of suggestmmd poetic
evocation and that consequently causes so muclgrdezaent about
translatability. To follow this idea through to it®nclusion implies a
fundamental paradox in the translation of poetry.pfem and a
metaphor can be translated; but to attempt to lasnsll the possible
implications, inferences, connotations, suggestams references — be
they intertextual or personal — is to be doomedfaiture through
incompleteness.

Carpeaux suggests that if one takes any “good” paedntries
to paraphrase it in prose the result will be batffait is not, then he
suggests the poem would perhaps have been beitegnwin prose in
the first place. This leads to the question of Wwheta translated poem
should be the nearest approximation possible tadhece text in formal
and semantic terms, or should be a poem in its igitt in the target
language.

An important consideration in any translation ofepy, but
particularly for the Brazilian Modernist poets tligat they greatly valued
the originality and newness of images. An issue day translator
working with older source texts is whether to tlates ‘historically’
(using what was ‘new’ at the time of the sourcet,téit which may
have become clichéd decades later) or to tran$iately’ in order to
attempt to arrive at a similar dynamic to the dmat tvould have been
created at the time; producing a similar respofigés latter approach
suggests that a translator has equal status teotlmee text writer and
that a translated text is a new text, a deconsbrist textual
transformation into the target language, which Weaist (in France,
2001:90) suggested should be “open to neologismS@eignizations,
yet self-assured enough to stand on its own witlzaitering or self-
doubt”.

A book of poetry translations and their originasinherantly
duplicitous or, to adapt Ricardo Domeneck's analdgynphibious"
(2004:123). Although their duality may suggest ehdtomy this is not
so, as they are more like two sides of the samp. ddtcording to
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Domeneck, form should be seen as the “center araumdh”, or
“means through which” rather than as the “box withivhich”
(2004:125). This sounds like an open-minded appreaadandling the
translation of form; yet again though one is lefithwcriteria for
evaluation that is dependent on nebulous judgenudritpiality”.

2.2.1 Historical approaches

Over 2000 years of argument and precept, the
beliefs and disagreements voiced about the nature
of translation have been almost the same. Identical
theses, familiar moves and refutations in debate
recur, nearly without exception from Cicero and
Quintillian to the present day (Steiner, 1975: 239)

Questions on how to translate literature are amcand in the
Western world stretch back to the first-century Ba@th Cicero, who is
frequently cited as the founder of Western traistatheory. Over four
hundred years later his comments on translatiore ieken up by St
Jerome, who, in his letter to Pammachius (JerorB) Prescribed a
‘sense for sense’ approach as the most successfultrdnslation
practice; ‘I have always attempted to translatesl shbstance, not the
literal words” (ibid:26). This was elaborated on Dyyden in his 1680
preface toOvid's Epistlesin which he outlined the three main
techniques of poetry translation; ‘metaphrase’, raparase’, and
‘imitation’ (ibid:174). This trichotomy of terms istill in use today in
the more common guise of ‘word for word’, ‘sense $ense’ and ‘free
translation’, and has also been described as,ctheect, the good, and
the personat®. One intention that many translators over the dge®
had in common is to try to transpose the “authdiremnd unmaimed”
(Pope, preface to Homer in Robinson, 1997) thougteR success was
arguable, and his translation received Richard IBgst now famous
retort; “A very pretty poem, Mr Pope, but you muast call it Homer”.
This approach to translation is assimilative andduhe source text into
an imaginary idea of what it might have been hazk&n written at the
time of the translation itself and in the targebdaage (much like
Alexander Fitzgerald’s translation of tReibayatof Omar Khayyam It
was perhaps to this type of translation that Nakokas referring when

1% Simon Vestdijk (1937) in Naaijkens (2006). Accorglio Naaijkens,Vestdijk believed that
the ideal poetry translation should be a combimadioall three.
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he described poetry translation as being “begrimed beslimed by
rhyme”. There have been attempts to break awaw filoese
pervasive models and to draw up alternative tréoslaapproaches.
Some of the more recent include those for poeamgsiation proposed
by André Lefevere (1975) and James Holmes (18%8).

Lefevere makes a distinction between ‘interpretatiand
‘translation proper’; and for the latter he suggessx different strategies.
The first he calls ‘Phonemic translation’, in whiche translator
attempts to reproduce the sounds of the ST to erdz poem’s
phonetic image in the TL. This is followed by ‘Lig&d translation’,
which focusses on fidelity to the ‘meaning’ of t&&, aiming for ‘word
for word’ (then ‘group for group’ and finally ‘clae for clause’) and
equates with Dryden’s ‘metaphrase’. His third hfiind sixth strategies
have in common a rigid metrical scheme (whethediticmal or self-
imposed) which can result in the translator beiftggced to mutilate
words in a number of ways, in order to make thanthg all-important
line’ (Lefevere, 1975: 38); the fifth strategy howee, also has the
additional restriction of rhyme. Lefevere offersraotechniques that the
rhyming translator can resort to, but concludes oy that it is a
double bind that is ‘doomed to failure from thert@bid: 49), but that
all three techniques run the risk of creating aviiggedantic caricature
of the ST. His last strategy is ‘poetry into prosehich he believes
avoids ‘most of the distortions and verbal antice dinds in verse
translations’ (ibid: 42), but he concludes that rewater taking into
account alternative techniques for restoring poetiphasis it ‘distorts
the sense, communicative value, and syntax of dluece text’ (ibid:
49).

According to Holmes (1988), traditionally there baween four
possible approaches to adopt for the translatiopoeftry into poetry.
The first is the ‘mimetic form’, which maintainsehorm of the source
poem in translation and is equated with foreigimsatnd poetry in
translation of the nineteenth-century. The next repph is the
‘analogical form’, which substitutes the SL poetmadition for an
appropriate TL poetic tradition and is equated witbmesticating
strategies and translated poetry of the eighteesrtidry (cf. Alexander
Pope, 1715:193). The third approach is classed agganic form’ as it
allows the TT to take on its own shape and fornmfrihie semantic

1% For a more detailed discussion on these workéttfater (2002/2006).
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material, “since form and content are inseparabigibid: 28). It is
fundamentally pessimistic about the possibilityfafm transfer and is
more often equated with the twentieth-century. ln¢here is the
‘extraneous form’ that puts the TT in a form thatls no relation to the
ST form or content and has been a resort for @#ns since the
seventeenth-century ‘who lean in the directionmitation’ (ibid). (cf.
D’Ablancourt [1662:160] and Fitzgerald [1859: 249])

There have even attempts made to write instructionsow to
translate poetry successfufl§; but the fact is that while the choices and
solutions made are inevitably influenced by timel aulture, they are
equally inevitably personal and therefore canntddfopreset formulae.

For the translations included in this anthologyurid that in
order to feel comfortable with the poems beforeifr@gg the work of
translating it was vital to find out as much asgiole about the poets
themselves. | wanted to know why certain imagesewepeated, and
how periods in the poets’ lives may have reflecdadhe poems’ moods
and perspectives. Without this information it isky to know whether
to follow one’s own instinct or go against it invéaur of the poets’
known priorities. A simple example is that, dep&gdon the poetic ‘I’,
connotations of the word ‘night’ may be hot, sweaty itchy, or they
may as Drummond suggests (cf. Bosi, 1994:444) le eolitary and
profound. This gives further weight to Pym’s belibfat one should
investigate the ST writé¥ in order to try to comprehend, rather than to
judge or evaluate. Carpeaux discussed the newcisniti and the
“antibiografistas” saying

[...] O estudo biografico do autor é capaz de
desvirtuar completamente a interpretacéo da obra.
Mas também é capaz de prestar contribuicGes
indispensaveis. Depende de quem o maneja e
como é manejad®.(1959)

195 wWhich could be seen as paradoxical, as if theyrateed inseparable then any translation of
content should automatically be of form as wellwidger, Paulo Britto contests this,
suggesting that both semantic and phonologicahrhigal material suffer inevitable changes
from one language to another, and the change umderay one will not necessarily be strictly
analogous to that undergone by the other.

1% @ g. Robert Bly'sThe Eight Stages of Translati¢t983).

7 And the TT translator in the case of post-traimagvaluation.

108 «Bjographical study of the author can potentiaémpletely ruin the interpretation of a
work. But alternatively it can make an indispensibbntribution. It depends on who is doing it
and how it is done”.
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In addition to believing in the value of researntoithe poets’
backgrounds, | also believe that a poem’s form titutes a vital and
inseparable part of it, as do frequently its meind rhyme. As | intend
to try to maintain these features (where usederstiurce poems) in the
translations made for this anthology, they warfanther investigation
of these elements.

2.2.2 Prosody in Lusophone and Anglophone poetry

“A poesia €é feita de pequeninos
nada™. (Manuel Bandeira)

Verse form plays an important role in poetic expien
and experience. Manybelieve that its value issmhietorical effect
which can link, support, frame, highlight, sharpang elaborate on the
semantic content.

All of the functions of metre [...] can be broadly
classified as modes of semantic reinforcement or
moadification: the rhythmic features operate in the
same field as the meanings conveyed by the
words, whether to strengthen or to modify them.
This has proved to be the type of metrical function
most amenable to critical discussion, since rhythm
is thereby assimilated to a notion of poetry as an
expression of certain truths about the world
beyond it with a subtlety or forcefulness denied to
non-poetic language. (Attridge, 1982: 306)

As a translator of poetry, if one follows this idaits logical
conclusion, it is not possible to translate poetngd not maintain its
verse forms without some significant loss. There aontrasting
opinions that suggest that verse forms, rather thapporting the
semantic meaning, serve as aesthetic impedim&ntsowever, both
perspectives suggest that without the verse fohm,poem would be
something else entirely. Some believe that theevéosm itself has

199 poetry is made of tiny little nothings.

M0 This idea of impediment, of difference in simitgréan be extended to other semantic poetic
recourses such as allegory, simile, analogy andchdoche, thus making it difficult for the

text to have a stable meaning, and calling intastioe the success of any communication
through language.
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communicative import: ‘In any poet's poem the shapehalf the
meaning’ (Fussell, in Raffel, 1988:64). All of tleeviews have in
common the belief that a poem would not be what tithout its form.
This is an important issue to take into accountrwinansferring a poem
from one language into another and makes it esdettti have an
understanding of the versification of the sourcegleage in order to be
able to evaluate and thus translate it.

Different verse forms can represent different pectipes on the
world. Metres and forms like the pentameter, thenst, and the rhyme
royal imply proportion, shaping and flexibility, wheas structures like
the quatrain, the tercet, and the couplet tencbtoneunicate repetition
and rigidity. Sonnets in particular are recognissdorganised rational
propositions that often also propose resolutioh& dompact size of the
sonnet form may be considered analogous to a picttame that
‘physically frames its paradoxes and tensions withisingle unit [...]
within the limits of a fixed, ideally balanced forigstein, 1975:199),
isolating the poetic image; ‘In this way, the poeperates as a structure
capable of promoting some of the static, framedssal impact of the
pictorial image’. (Scott, 1988:2). The compresseshmunicative power
of a sonnet enables it to be ‘read as much asgragimas a discourse’
(Scott, 1988:79).

At this point it is pertinent to differentiate beten prosody and
versification. The former encompasses syllabifaati stress, tone,
intonation, and rhythmic organization that orderngiistic
prominence/non-prominence into coherent forms. [akter describes
conventionalised patterns that have developed linreg and traditions
over time that both stimulate and constrain poaation. Versification
elicits a rhythmic response even if the beats tledras are not regularly
rhythmic.

A metrical foot (of most commonly two or three sflles) is
the principal Anglophone strategy of versificatiomhile not all word
stresses are always on the ‘beat’, and frequenthea of a line is
missing™, the versification allows us to pass over theserdpancies
thus leading to a phrasal rhythm made up over kmas/er the poem as
a whole.

In contrast, most Lusophone poetry is syllabic. okid
Candido makes a distinction between metre and niythhisO estudo
analitico do poemg2004). He defines the former as the number of
poetic syllables to a line and the latter as thenlmer of rhythmical

11 An “unrealised beat” Attridge, 1982.
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sections of stressed syllables (Candido, 20041}, goes on to opine
that rhythm to a poem is like breathing to manestal. He asserts that
rhythm is the soul and driving force behind a potarmalma, a razdo de
ser do movimento sonoro; o esqueleto que ampacadsihnificadd*?
(2004:69). His method of graphically representitgss patterns and
rhythm is simple but fascinating. He uses a grayigreA represents
the primary stres®$ the secondary stress, a@dhe unstressed syllable.
The example he uses to demonstrate this are theingpdines of
Manuel Bandeira’§&azal em Louvor de HatiZ.

Escuta este gazal que fiz
Darling , em louvor de Hafiz

When separated into syllables this becomes

Es- Cu- tales- te ga- zal quelediz
A C A B C C A B
Dar- ling em lou- vor aHaf- iz

A C B B A C A

and is graphically represented as:

A
B ° °
C

Es cu tales -te ga zal queleufiz

Dar ling em louv or ddAf iz

H2«The soul, the sound movement’s reason for beimgskeleton that anchors the whole
meaning”.

113 A poem in the oriental Gazal form composed of leetw4 and 14 lines connected by
rhyme, where the lines of the first couplet alsgmb.
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thus creating a wave pattern of sound.

The sistema silabico-acentualcf Sanzio, 1997:13) follows
similar lines to the Anglophone system of feet, thg most common
form of scansion of poetic syllables in Portuguéseknown as the
sistema silabicdibid:14), the lines are isossyllabic but heteytiimic,
as there is no uniform dispersion of stressed lsgta Words have a
potentially flexible rhythm-pronunciation and reesl@are able to make
allowances for a limited number of unorthodox stessand elisions.
Portuguese language syllable scansion, as candpefigen the above
example, is different from that of the English laage. When counting
the syllables in a line, Portuguese is similar tenEh, where the last
syllable to be counted is the lattessedsyllable. Anything after that is
excess to the final syllable count. So, in Carlea@Filho’'sSoneto do
desmantelo azpulwe see the conventional decasyllabic line for the
Lusophone sonnet form, where the final"()liyllable is not considered.

En- tdo, pin- tei de/az- ul os meus -sapa- tos
1 2 3 4 5 6 7 89 10

Por ndo po- der delaz- ul pin- tar as ® as
1 2 3 4 5 6 7 8 9 10

In addition to this, not every written syllable ol as a poetic syllable.
There are several forms of eliding two or even éhgrammatical
syllables together to form one poetic syllable. T@st common is what
Sanzio de Azevedo callssinalefa(1997:24), a fusion of two or three
vowels between the end of one word and the staanother. This can
be seen in the fifth syllables of the lines abord & fourth and eighth
of Guilherme de Almeida’Epigrafe:

/ / /
So- nor-os _gue/osmeus la-bios _e/osmeus de-dos
1 2 3 4 5 6 7 8 9 10

A similar kind of elision isectlipse (1997:18) where the nasal vowel
sound (often followed byt the indicator consonan) ‘at the end of one
word elides into the vowel starting the next. For eéxample from
Cassiano Ricardo,

Comum a clar- ez- a de cla- rim no tur- no.
1 2 3 4 5 67 8 9 10
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Sinérisg(ibid: 20) is similar to ainalefa but the creation of a diphthong
from two consecutive vowel sounds occurs within saene word, for
example “poda” instead of “po-e-ta”. This was particularlysasiated
with Parnassianism, but the modernists and latarements continued
to use it; an example from Manuel Bandeird'€amoes

Em teu poe ma de/he- ra- mo/le de be- le- za.
1 2 3 4 5 6 7 8 9 10

While not the exact opposite ofsmérise adiérese(Sanzio de
Azevedo, 1997:26) imposes a hiatus on a diphthdrighwvould not be
present in normal speech; however, it has rareinheed since 1922.
There is also a technique callediarabacti which was particularly
associated with Goncalves Dias, the “brasileirdadee mole” (Bandeira,
1952:232), which adds an extra vowel between twtsgpant sounds
within the same word in order to meet metrical erigies. It was used
by, among other modernist poets since 1922, CasdRicardo and
Méario Quintana (from whose work comes the followax@mple);

Par- ou, fi- cou a/ol- ha- la/ad-* ' mi- ra- do,
1 2 3 4 5 6 7 8 9 10

where “admirado” is pronounced with a clear extigdlable as
“adimirado”.

There are other recourses of syllabic manipulafein Sanzio
de Azevedo, 1997:18-38 and Chociay, 1974) but ttedévance to the
context of this study is lesser as they are motenofo be found in
classical, neo-classical, romantic and symbolistiyo

In Lusophone poetry it is also possible to dislectte final
unstressed syllable of a line and transfer it ® fibllowing line for
purposes of metrea(sinafig. The reverse process is a means to the
same end; one can take the first syllable of a diné transfer it to the
end of the previous line, and this is rather canfylg also known as a
sinalefa(Sanzio de Azevedo, 1997:42-5). These strategiesotidnold
the same relevance in Anglophone poetry because,alesady
mentioned, it tends to be scanned according toicaktfeet and not
syllabically. An advantage of scansion using matrieet is that free
verse can also be analysed according to its conmpgndt is possible to
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scan some Brazilian poetry according to feet, dr& rhost common
correspond to the four English measures basedaupgrof two or three
syllables where,

-/ iamb — jambo

/- trochee — troqueu

-/ anapaest — anapesto
/-- dactyl — dactilo

The Portuguese counterpart that most closely quorets to the iambic
pentameter — the standard metre for sonnets indiniginguage poetry
— is commonly considered to be the decassffib@ritto’s table of
diminishing correspondence is here useful for psegmf evaluation.

English Portuguese

N YN

lambic pentameter lambic decasyllable
Pentameter Decasyllable

Long line Long line (eg Alexandrines)

Alternatively, Candido (2004:82) cites Pius Serigenethod of
describing the distribution and separation of $jla, in which each
line is followed by a series of numbers that repnéghe number of
unstressed syllables up to and including the sttksyllable. Thus,
“Quando eu te fujo e me desvio cauto” becomes

Quan- do/eu te FU- jo/e me des- VI-o CAU410 (4-4- 3.
1 2 3 4 5 6 78 9 10

Using this method Servien believed he had foundgitaal of poetic
translation — a ‘law’ that enabled the transpositd rhythm and metre;
however, although interesting to consider, it isglionable whether this
transference of metre is actually viable if vocaloyl syntax and
melopoeia are given equal value.

Traditionally there are four different denominasofor the
scansion of the Lusophoecassilabalepending on the position of the
stressed syllables. Therdiconormally has stresses on tHeahd 18"
syllables (6 — 10) (although other additional stessare possible). The
Saficomust have stresses on tHeahd 18' syllables (4 — 10), with the

14 One of the most credible theories for the poptylari both is that they reflect the natural
capacity of the lungs and the limitations of ourdih.
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remaining stresses being flexible; this schemdtendhe closest to the
iambic pentameter. Thé"@nd the 18 syllables must be stressed in the
Ibérico (5 —10) (again other additional stresses are plegsand this
scheme was used by Bandeira, Drummond, and Cas&éardo
among others. The fourth scheme is\eeso de Gaita Galega which
the 4", 7" and 18 syllables are stressed (4 — 7 — 10 or a dactylicd1-

7 —10) and is associated with a lack of fluenaytt® (2006) suggests 2
lines from Drummond’s “Oficina Irritada” to demorste: “Seco
abafado, dificil de ler” and “Esse meu verso atitipae impuro”. The
Martelo-agalopadois also a much used Brazilian metre — of Italian
origin — with stresses on th& 3" and 18' syllables (3 — 6 — 10).

Although it is possible for a poem to stick rigidlg one of
these schemes, more commonly — particularly invlemtieth-century —
they are used in conjunction with one another énsme poem.

Each literary culture has its distinct prosodibesoes, and one
must question how much communicative power a prossdheme
carries and how important it is to attempt to rejpe this same
prosody in the translated poem. In the contextaofidic pentameter
Paulo Britto suggests that,

A aceleragdo causada pelo acumulo de tempos
fracos podera denotar — dependendo, € claro, do
sentido das palavras em questdo — rapidez,
leveza, frivolidade, nervosismo, etc. Ja a
diminuicdo do ritmo, além de dar énfase as
palavras em que incidem os tempos fortes
justapostos, implicara, conforme o caso, lentidéo,
gravidade, nobreza, indignacéo, etc. Seja como
for, uma coisa é clara: a ocorréncia de um desvio
do padrdo jambico terd quase sempre o efeito de
chamar a atengéo para a passagem desviante, tanto
mais quanto mais forte e mais prolongado for esse
desvia™. (Britto, 2006)

154The acceleration caused by the build-up of weedsses could denote — depending of
course on the meaning of the words in questioreedglightness, frivolity, nervousness etc.
The reduction of speed, as well as emphasizingvtitds that are stressed, can, depending on
the individaul case, imply slowness, gravity, nibpilindignation, etc. What is clear though is
this: any diversion from the iambic pattern wiliredst always have the effect of attracting
attention to the passage that has strayed, the sndtee stronger and longer-lasting this
diversion is”.
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The pentameter is longer than the decasyllabléhesrimeter tends to
be longer than the hexasyllable, however, whatdhemetre or syllable
count, the fact remains that one can hope to guycximate the count
in the target language. The great flexibility of thusophone method of
versification (and syllable counting) is that altighn an octosyllable has
8 syllables, the stressed syllables are variableos& traditionally

stressed are the fourth and eighth; however,possible to make them
the first and sixth, or the third and fifth etc.

A poetry translator needs to decide whether faaingde to
translate aredondilhaof seven syllables (which in reality often have
eight if one takes into account the squashed-tegetbunds and/or the
unstressed syllable(s) that may come after thd forac syllable) into
equivalent 7/9 syllable lines or into something iE&m but more
culturally acceptable such as 4 iambic feet, whergressed words may
be absorbed into the metre, just as in Portuguesey rof the vowel
sounds are compressed into each other.

2.3 Brazilian Poetry since 1922 — An Overview

Commonly, forewords to literary anthologies of dlipes
include a discussion of the literary movement owvements covered.
As the anthology under construction is to includems from 1922 to
the present day it is relevant to provide, if notim depth study, at least
an outline of the principal poetic movements ararttlefining features.
| would point readers who wish to investigate ferttio the annotated
bibliographies of selected Brazilian and Englishngaage Literary
Histories at the end of this work.

Modernismo
[...] o modernismo jamais foi um coro e muito
menos uma escold (Stegagno Picchio,
1997:498)

The 1922Semana de Arte Modermapresents one of the most
significant artistic manifestations in Brazilian stiry. It was a
milestone, despite the fact the event itself wdg beld over three days.
The year 1922 was the centenary of Brazilian inddpece from
Portugal, and this gave rise to questions of whdtteehundred-year-old
freedom Brazil had obtained was true or whetherais merely illusory.

16 “Modernism was never a chorus, and even lessssh@ol”.
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In order to understand Brazilian modernism it ispamant to
comprehend what came before. Prior to it had beenSymbolists —
heralding the early stirrings of modernism — andrio Symbolism was
the rigidity of the European influenced self-coossly intellectual
Parnassian legacy with its classical themes aiat stetrical forms. In
order to write what was generally considered “pdeatne had to follow
prescriptive norms, which required not only abilapd willing, but a
certain level of education and practice, thus n@kina rather elitist
occupation. However, regarding this elitism, Bogiticizes the
modernistasirom the ‘fase heréica’ for inconsistency as, “Ctatem
apenas as fatais limitagbes de um grupo nascidaescido em
determinados estratos da sociedade paulista ecaanoma fase de
transicdo da Republica velha para o Brasil conteamsms’”
(1994:343).

Brazilian modernism was not a homogenous chromcadd® or
aesthetic concept, and while it shared certainitiggwith its English
language counterpdff, it was completely separate. Its main
characteristics were the search for modern, origind polemic means
of communication, a multi-faceted, conspicuous amdf-conscious
nationalism, a return to the valorisation of Brazihdigenous root&,
an embrace of the concurrent technical and urbsolutton and an
attempt to escape the procrustean use of the etblatguage that had
been so in vogue (cf. Menotti del Pecchia, 1922:281proposed an
approximation to language as it was spoken colkdtyia Brazilian
language, not one in which traces of the earligofean hegemony still
lingered. It advocated surprising metaphors, unebegke elisions,
neologisms, unfamiliar rhymes, and the combinatibrold and new
forms. All of these lead to the one constant ofrtieernist movement

7 They show only the fatal limitations of a groupband raised in specific spheres of Sao
Paulo and Rio society in a transitional phase betvibe old Republic and contemporary
Brazil.

18 Though a chronological definition (based on Stega@icchio (1997:463) and Wilson
Martins) as beginning in 1922 and fading out towatf45 at the end of the second world war
is useful to bear in mind.

19 It explored technical innovations, questioned eariional juxtapositions and abandoned
‘beauty’ as the ultimate poetic ideal. It also aihte use language for language’s sake, free
verse, poetic sonic effects and collage as a fitdechnique. North American Modernism also
began to create poetry in a uniquely North Americkom, and this attempt resonated with the
Brazilian Modernist quest forBrazilian language.

120 cf Oswald de Andrade and tRau Brasilmovement which was to become the basis of the
Manifesto Antropéfagin 1928, and the separaterde-Amarelismonovement of the same
year.
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— the juxtaposition of contradictory and surprisielgments such as
Mério de Andrade's Parnassian poem about Malfadtisressionist
painting O HomemAmarelo, and Graca Aranha rejecting "...tristeza
[...] lirismo e[...] formalismo..." (1922:224) but in alpst the same
breath admiring Guilherme de Almeida's "liismo [..dutil e
fresco”.(ibid). In his rousing call to arms on teecond night of the
conference, Menotti del Picchia expressed modertiisist

Queremos  exprimir  nossa mais livre
espontaneidade dentro da mais espontanea
liberdade. Ser, como somos, sinceros, sem
artificialismos, sem  contorcionismos, sem
escola¥’.” (1922:231).

It was a demand for things to change. With the fieakhindsight da
Silva Ramos defined modernism rather more soberly,

Denomina-se Modernismo, em poesia, ©0

movimento literario que se prolonga da Semana
da Arte Moderna até o meado do século. Seu
signo principal é o da liberdade de pesquisa
estética, isto é cada poeta ndo encontra regras
prefixadas que seguir: tem de eleger suas
préprias? (in Coutinho, 1955:44)

Modernismo is commonly divided into three major gd& the first
being thefase de ruptur§® which continued until around 1930. The
second phase moved onto a greater focus on indiMguand is
generally applied to the poetry of the followinfjden years, this is the
poetry that Stegagno Picchio calls “a grande podsiaonsolidacéo”
(1997:544), and this was followed in 1945 by wisasometimes known
as Neo-modernismobut which is more commonly referred to as the
Geracéo de 45.

The early stages of Brazilian modernism held twaiteq
different directions; one that adhered to a “figomd” exemplified
through a modern language inspired by industrial @aachnical

2Lwe want to express our most free spontaneityiwithe most spontaneous freedom. To be,
as we are, sincere, without artificialisms, conémisms, without schools [of thought]”.
122«Modernism in poetry is defined as the literaryvement that extends from the Semana da
arte Moderna to the middle of the century. Its mgait is the freedom for aesthetic research,
meaning that poets do not have fixed rules tofalithey must find their own”.

123 Characterized by the break from the “traditiordetic styles.



99

advances (cf. Apollinaire, 1918 and Menotti deldRia, 1922), and
another that was aligned with “primitivismo”, whidh turn led to
Verde-amarelismo- a group that saw harmony in the muilti-racial
miscegenation that forms Brazilian-ness — andh® Rau Brasil
movement and Antropofagia which contrastingly saw this
miscegenation as a hotchpotch of these elementswbee still in
formation. Despite these differences, modernisma ahole meant that
“...depois de 1922 ninguém mais confunde um poemsiléir@ e um
poema francés escrito em lingua portuglféséCarpeaux, 2005:368).

Essentially, Brazilian modernism was not intendéor
exportation, in a way it was quite the oppositerefppudiated foreign
influences and made a concerted attempt to adseft o itself, and
value itself for this very reason. For literatui@ d@chieve a certain
international appeal, even if specific topics ocdtions are national,
underlying themes tend to be international. Thesetbough much of
Brazilian modernism contained specific themes oéziy and thus
arguably limited its potential for internationalcognition — there are
other factors that play a role in its internatiodizssemination.

After the first spirit of modernism, the ideas aimdentions
gradually dispersed through other regions of thenty, first to Minas
Gerais and then up to the North-eastern stateslawd to Rio Grande
do Sul in the far south. This geographical movenwamttributed to a
further understanding of nationalism and thus ¢érimationalism as a
whole and affected the use of language, allowimg-avaluation of the
different uses of the Portuguese language throudbiazil and its local
regionalisms.

The language of the people in Brazil became iiwatity linked
to that of the Modernists; their intention was tsarb the former into
previously elite poetic language forms, and in simg, to redefine both,
in order to escape from old definitions of Brazlacolonial culture. To
do this nationalism played an important role, asvensal themes had
already been used by the colonising cultures foersg centuries.
Universal themes are universal for a reason; thegh on our shared
humanity and after the initial enebriation with §jd@n language, poets
began to return to the age-old themes, but in nmieidualistic (and
thus personal) forms of expression.

124 After 1922 it was no longer possible to confugrarilian poem and a French poem written
in the Portuguese language
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Geracéo de 45

The Geragédo de 45 was the term used loosely wribdesthe
group of poets who produced work from the early @9énwards; a
period that saw the end of WWII, the end of thegaardictatorship, and
the death of Mario de Andrade. Bosi associatesgtfoeip with the
symbolists — and goes as far as to call them ‘imbdlistas’ (1994
465). These neo-symbolists were intimists; theyatated images and
symbols that both disguise and reflect feelingsasgihetically, and they
often externalised feelings to an extent that tlewmost became
formalized. In general they supported a returpdetic form and order,
rhetoric and balance, which lead to accusationsem-parnassianism
which were (in general) unfounded as there wereyn@@ments that
continued from modernism and its achievements ieir tipoetry.
Emotional but also intellectual, these ‘classicaldernists’ saw poetry
as a carefully worked craft rather than as meridytinspiration, and
the contributors toOrfeu, the most important poetry journal of the
Geracdo de 45included Lédo Ivo, Carlos Pena Filho, Vinicius de
Moraed®® Ferreira Gullar and Jodo Cabral de Melo Neto, iDéc
Pignatari and the young Haroldo and Augusto de @amyho went on
to create the highly influential concretist movenen

Poesia Concreta

It is difficult to pinpoint the exact roots of whiaecame known
as Poesia Concreta, as although it began in the 19&0Ds with a
carefully crafted collaboration between the fousdef Noigandres
movement in conjunction with the Swiss-Bolivian po&ugen
Gomringer, it came to exert international influemtéhe 1960s with the
embracing of “spatio-temporal juxtaposition of varbmaterial’
(Perrone, 1996: 27) that it is now more commonboagted with — all
this despite the fact that its proponents were fethan those for
previous posthodernismamovement. Poesia Concreta was initially a
distinctive and more provocative extension of thezagdo de 4@ith its
prioritizing concern for aesthetic effect — thoughejected the latter's
regressive lyricism - and the first published wollksthe de Campos
brothers and Décio Pignatari appeared in the pgetiyal Noigandres

25 Though his first book was published in 1933, amgdates the 45 group, his spirituality
and approach is often associated with them.
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| in 1952?% This initial stage of the movement was consodidanith
the publication ofNoigandres 3in 1956 which had a new focus on
disarticulation. The expressiaoncretowas first used by Augusto de
Campos in an article ifNoigandres 2in 1955: “eis que 0s poemas
concretos caracterizar-se-iam por uma estrutuca-8tnora irreversivel
e funcio-dinamica, verbivocovisual.'?. The term Concrete here
implies graphic representation, and concrete poetgjls three
possibilities and potentialities of a word into yplahe semantic, the
aural/oral and the visual — hence the adoptionogtd's neologism;
verbivocovisual The early poems show clear similarities with ploetry
of the Geracao de 45 with their attention to fomd anetre, but became
differentiated by their tone and through the intraibn of graphic
elements which were the basis for a semantic vi#ian saw the first
manifesto for concrete poetry; the “plano pilotaga poesia concreta”
written and printed in the fourth edition of theujoal Noigandres and
which reached its peak koigandres §1962).

In a way, the concrete movement took over from rehe
modernismdhad left off. It was very different from the intism of the
Geracdo de 45: “sdo processos que visam a atingiregplorar as
camadas materiais do significante (o som, a let@rdssa, a linha, a
superficie da pagina, eventualmente a cor, a ma&sajBosi,
1994:476), and its ties with concrete visual tgtéad musicians meant
it became increasingly visd&land was seen as a critical evolution of
forms which saw the end of verse form, seekings® graphic space as
a structuring element leading to non-verbal comation. “Poems” as
they had been known were taken apart and re-camstiu
intersemiotically.

Concrete poetry used ideograms, lexical coincidenc
polysemy, punning, juxtapositon and rupture, ng@Ems,
foreignization, multi-linguistic combinations, imtextuality, separated
word segments, alliteration and assonance, noasitye graphism, and
paronomasia. It is highly theoretical and full@&éments to consider,
and although it may have no ‘theme’ (other thaelfifghis is no reason
to accuse it° as being empty of meaning; its form, layout, sisjge

126 However, Perrone (1996:197) suggests that the meneran from 1950-1965.

27*And so the concrete poems are characterized lirarersible and functional-dynamic,
verbicovisual optical-sonorous structure...”

128«These are processes that aim to affect and tstigate the material layers of the signifier
(the sound, the printed letter, the line, the pagéace, even the colour, the substance”.

29 That led to Pignatari’s “poema-codigo” in 1964

%0 There are those who think it is no more than eephisticated word play



102

power and lack of ‘sense’ offers readers much gesti By abandoning
lyrical metaphorical musicality and breaking therrlgas of what is
expected of poetry, when it is well done, concrgtetry brings the
structural quality of a poem to the fore and appedal a strictly
intellectual aesthetic sensibility, though this slaeake it vulnerable to
criticism that it is elitist and overly academiaifia série de inovacdes
que deixaram perplexo o leitor mais culto e conapfeinte indiferente o
leitor comum, para o qual se dizia eram enderecéiespoemas”™
(Mendonca Teles, 1996:76).

The influence of Poesia Concreta has been cowrdiderit
caught the imagination of the world and was wetlereed abroad, so
much so that it has had considerable influenceamtrp outside Brazil,
both poetically and artistically, particularly senits first exposure at the
| Exposicdo de Arte Concreia 1956. The movement also established
firmly the visual reception of writing, as well gseatly influenced the
type-setting and graphic design of the future, giamn presentation,
layout and visual communications, and introducingerisemiotic
elements that are nowadays taken for granted.

Referring in particular to Gullar's poem “Formigue — which
was made of 76 huge posters — Bandeira wrote tiratrete poetry “é
tremendamente especial”. Soon after this, howeaene the ideological
rift between the S&o Paulo group (with the de Camipwthers and
Pignatari) and the Rio group (with Gullar and saveisual artists) in
1958 which led to a new movement and manifesto.

Neoconcretism

The Neoconcretists, born from the aesthetic desmgents
between Ferreira Gullar and Augusto de Campos therérst group to
splinter from the Poesia Concreta movement; it iwased in 1957/58,
and exhibited for the first time in 1959 in RioMAM-RJ.

The Neoconcretist manifesto wished to move awaynfthe
mathematical conceptions and stringent linguistigectification of
Poesia Concreta, seeing it as a mechanistic “blidy". The
collaboration between Ferreira Gullar and sevethEroNeoconcrete
visual artists purported to be after the Ulm sch@ehose chief
proponent, the geometric constructivist Max Bilhibited at the First
S&do Paulo Biennial in 1951), but more importanilyplaced greater

131 A series of innovations that perplexed the morecated readers and left the layman — for
whom they claimed these poems were written - coralyléndifferent.
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value on the work itself than on the guiding theanyd its intention was
to reclaim words as holders of meaning in themselve further

significant element of Neoconcretism was its noceptance of the
support as merely a support — rather, it saw aramtegral part of the
work. It was non-figurative, so while the concretifound themselves
limited by their presentation format, the Neocotiste abandoned
traditional form and embraced their structures gsus, frames,
surfaces) as part of the works themself&sNeoconcretism was
somewhat freer and less dogmatic, and more emigracid less elitist
than Poesia Concreta — but it was relatively shetd both temporally
and influentially; the last Neoconcrete exhibitiwas held at MAM-SP
in 1961.

Poesia Praxis and Poema Processo

[...] a poesia concreta, que fez a poesia retroceder
a palavra frase, busca em Oswald de Andrade,
Drummond e Cabral os seus precursores
brasileiros, e a praxis foi buscar em Mario de
Andrade os seus pontos de referéncia histtfica
(Mendonga Teles, 1996:187)

Poesia Praxis (where praxis means “democracicialsmo”
[Bosi, 1994:448])), first appeared as a movement962 with Mario
Chamie’s split from the Concretists and his baakra lavra, whose
postface — the “Manifesto didatico” — questionea tideology of
concretism and attempted to integrate social if@est within the
proposal — which also included use of paronymy aadnd effects,
nominalism and multiple alliteration. Poesia Psafbllowed three
conditions of action against pre-defined forms;dato de compor; b) a
area de levantamento; c) o ato de consufiitChamie, 1961:352), and
required three things in order for the poet to e & create; a black

182 “A pAgina poesia neo-concreta € a espacializagfidethpo verbal: é pausa, siléncio,
tempo”. Jornal do Brasi) 22/03/59)

133 Concrete poetry, which reduced poetry to the vpimse, sought in Oswald de Andrade,
Drummond and Cabral its Brazilian predecessors,Paagis sought in Mario de Andrade its
historical reference points.

3 Mendonca Teles considered concrete poetry andigpoesixis and as the final
manifestations of Brazilian modernism which sprdmgm what he called th&anguarda
Européia— the European avant-garde.

1%54Qr a) the act of composing, b) the area to beeyed, c) the act of consumption”.
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space — being made up of the words themselveshandinteraction on
the pag&® —, intercommunicative mobility of the words — waehe
position and layout are part of the communicativessage, and an
internal support of meanings — where the compasiteflects off the
black space and the layout to generate further ilpbes which
thereby creates diverse interpretations.

Poesia Praxis saw the reader as a form of co-guttnach of
the interpretation of the elements was left tortrelers themselves, and
this, in conjunction with Chamie's term "signos emnexao" in
opposition to the more traditional idea of "versedde the poem into a
kind of eternal pre-text. Cassiano Ricardo (wi#temias sem-chorgr
Drummond (withBoitemp9, Cabral (withA educacéo pela pedrand
Murilo Mendes (with Convergéncia were also associated with the
movement — despite it being relatively short-lived.

Poema Processo as a movement appeared almost
simultaneously in Natal and Rio de Janeiro in 196and gave a new
voice to Brazilian poetry. With it the poem cameldse its literary
associations and began to be seen as an objectedrfrom books and
reinstalled in posters, murals and other formsomfimunication such as
arte correia It was immediately polemic and widely publicisedthe
media due to the Dadaist protest which saw pratestaring up books
by Drummond, Vinicius de Moraes and Cabral at teatio Municipal.
The aim was to try to escape the confines of laggues a simple tool
for communication and to force it to challenge itenventional
limitations. This led to radical forms of visual gioy, phonetic poetry
and multi-dimensional poetry — this last includingrk that was tactile,
spatial, cinematographic — even pluridimensional.

The poets associated with this movement questitmedvhole
precept of poetry under censorship and traditiqyaétic recourses.
Their intention was to destroy the literary hiekhgrcof critics and
publishers, to create intersemiotic works that weeyond traditional
limits and to emphasize the creative element oftrgomther than
mechanistic and imitative forms, and to include ditigal voice to
attempt to break the arbitrary values of the eradigg non-verbal signs
and codes for its dissemination.

1% This was explicitlynotin opposition to the "blank space" of the conststi
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Poesia Marginal

The Poesia Marginal of the 1970s was less a fommalement
than a political fusion of non-commercial poetrydagmrose and other,
non-literary, influences. Its poets were those hafter the start of the
Geracéo de 45 who had grown up with the poetrih@iGoncretists and
Neoconcretists, and with the work of Drummond, &uland Cabral’,
and who were living under the censorship imposedhleydictatorship
that had begun in 1964 and was to last for 21 y@erder 5 successive
military presidents). Against the backdrop of tresheus cultural and
societal changes in other areas of the world, Q4datily the United
States, the wealth of poetic history in Brazil ionbination with the
inflexible and highly repressive military regimeopided fertile ground
for poets such as Chacal, Cacaso, Paulo Leminskiic@ Mattoso and
Ana Cristina Cesar. Due to the censorship, aceegsublishing was
difficult, so many of these poets took matters ititeir own hands and
publicized their own work using pamphlets, mimepis and other
alternative means, and frequently personally handatl work to
members of the public. Themes were a reaction agdime self-
conscious intellectualism of the earlier movemerasd were non-
conventional, confessional, scatological, sexubgytreturned to a
subjectivist perspective and used popular colldqualture and
subversive humour and satire. There was a senseeo@fromantic
nonconformity that was expressed in Glauco Mat®4®81 essay “O
gue é poesia marginal?” Due to the repressive madtenvironment, it is
possible that the symbolic value of Poesia Marginalhich was often
on the fringe of literary culture — was greaternttits actual literary
value.

Contemporary poets

Brazilian poetry at the start of the twenty-ficgntury
encompasses countless processes of literary anggi@stiche, parody,
translation (adaptation), forgeries, pseudo trdiasls, permutations,
cuts, expansions, collages, homophonic texts, rffeagary) meta-
language, incongruence, groups, movements, whiehatmpart of the
contemporary stage that is “post” modernism. Orasar for this is

137 All three maintained a voice throughout his movemne



106

perhaps that given by Mendonca Teles, who suggests “[...] as

principais aberturas do inicio do século foram d# o©rdem

revolucionarias na literatura que ainda ndo se tesgo todas as
possibilidades expressivas técnicas e tematicas seles varios
manifesto$®® (Mendonca Teles, 1996: 82).

It appears that there is little point in trying febel poets in
current conditions, and there is much greater avesm® of the reader as
a participant in the poetic process. Bosi writeh warticular reference
to Jo&o Cabral de Melo Neto and Ferreira Gullar:

[...] as formas que se oferecem ammtidosdo
leitor ndo terdo nenhum sentido antes de serem
descodificadas pela rede perceptual deste,
condicionada por contextos culturais, morais,
estéticos e politicos que devem ser afetados por
essas formas. E um dos méritos das poéticas mais
recentes estd precisamente em dar énfase ao
processo global de criagdo-transmissdo-recepcao
do texto, o que, de inicio, abala velhos
compromissos com a expressdo intinifsta
(Bosi, 1994:469)

In this section | have used conventional chronicklg
classifications to give an overview of poetry inaBil, starting with
Modernismo and progressing onwards. However, iintsresting to
consider an alternative method of classificatiortlioed by Paulo
Henriques Britto, and then elaborated on by Am#24l09), which
avoids these convenient and perhaps overused |apel§ocuses on the
poetic quality of the poetry itself rather than an chronological
standardized notion using four definitions of pgetr

‘Poesia Construtivista’ places importance on #rmguage itself.
It is generally impersonal, and aims to suppresgestivism. The poets
who can be grouped under this umbrella are thosesevtvork has been

138_ ] the major breakthroughs of the start of thestury in literature were so revolutionary
that the technical and thematic expressive pog#sibof their various manifestations have still
not been exhausted”.

1394[...] the forms that offer themselves to the re@slsensesan make no sense until they are
decoded by the reader’'s perceptual network, camditi by cultural, moral, aesthetic and
political contexts that should be affected by thiesms. And one of the merits of more recent
poetics is precisely that is emphasizes the glpladess of creation-transmission-reception of
the text, which, from the start undermines old catm®@nts to intimist expression”.
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inspired by Mallarmé and Pound, and include Augastd Haroldo de
Campos, Décio Pignatari, José Paulo Paes, Antaaigal- Pedro Paulo
de Senna Madureira, Carlito Azevedo and Paulo Lskhimmong

others. The drawback of this kind of poetry is jistentially overt

intellectualisation and emotional frigidity, whidan make it difficult

for non-academics to decipher.

“Poesia Subjetivista” embraces the ‘lyrical selfand
encompasses the poetry of, among others, Drummend\rdirade,
Mario Quintana, Vinicius de Moraes, and Affonso Rom de
SantAnna. When done well it can successfully mefdotions and
words, but at its other extreme it can tend to Hagcissism and
oversimplicity often associated with journeyman tgoe“Poesia
Vivencial” can be interpreted as a reaction agaswistructivism’'s
excessive intellectualisation, its main form of eegsion being free
verse, colloquial speech and natural rythms, aathliraces many of the
poets of “Poesia Marginal” includes among othersacah and Ana
Cristina Cesar. The final category is “Poesia Cahgé@hich is
melopaeic and musical, and not only includes wagrlyhcists such as
Caetano Veloso and Gilberto Gil, but also such tgres Mario de
Andrade, Manuel Bandeira, Dante Milano, FerreirdlasuCarlos Pena
Filho and Vinicius de Moraes.

The history of Brazilian poetry since 1922 is awtdinarily
rich, and each successive generation has incoggbelements of the
previous, be they textual, political, ideologicalesnotional. This inter-
and meta-textuality is vital to consider as,

The many subtle [...] networks left on the pages
by the author must also be recognised by  the
translator and transmitted to the target readers
who are embedded in a different  culture and
context. In his [sic] role as a decoder of the
complex and challenging intertextual web that the
writer has interwoven for the reader the
translator’s ability consists in reproducing the
multiple layers of implied meanings and
connotations in the target language for the
receiving literary and cultural context. (Federici,
2007:153)
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3. SELECTED TRANSLATED POEMS

Naturalmente esta antologia terd os consabidos
defeitos de todas as antologias. Ndo é nada féacil
escolher os autores e, nos autores, os melhores
poemas. A verdade é que nenhuma antologia pode
por si s6 representar a poesia de um pais: para iss
sd0o necessarias algumas antologias. A nossa
pretende apenas ser uma dessas
algumas® (Bandeira, Manuel, 1963)

In the following discussions of the poets includied the
anthology and of my translations of their poems ill @iscuss the
translations in several contexts. As a transldtar desirous not to over
explicate the themes in a translated poem as thigdanot only defeat
the ST poet's objective, but also deprive readessriving at their own
conclusions. For reasons of both space and readienpe, | will not be
able to provide an analysis of every translatiorthie anthology, nor
justify every translational decision or evaluatemwvchange; however, |
will here offer analysis of one poem from two o€ thoets, and two by
another.

The works of the three present different challendpes they
also have shared transtextualities. There are meleynents of
comparison to gauge a translation, which includatert, rhyme,
rhythm, syntax, caesurae, verb/noun/adjective #aquy. In order to
discuss the translations in a coherent fashiorll itreat them in several
different areas of focus; ‘Themes'. ‘Metre’ (hierhically
encompassing poetic form, stanzas, lines, feet bedts) which
depending on the poem is more or less pertineriyrite’, ‘Sound’ —
encompassing poetic resources such as alliteraisapnance and
consonance, ‘Enjambment, Punctuation and Caeswaad’ finally
‘Deixis, lexis and syntax’. For this last categotryam fortunate
translating into English to have at my disposahitdtiple etymology of
Latin, Anglo-Saxon and other linguistic influencdsis means that |
am able to choose from words derived from Romaaoguages, and

140 Clearly this anthology will have the same defet®very other anthology. It is hard to

select the authors, and their best poems. Theigtitfat no single anthology can alone
represent the poetry of a country, for this sevensiologies are needed. This one intends to be
merely one of these several.
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also am able to resort to words with Anglo-Saxowotsoor other
alternatives. Also, although Portuguese lacks thm@ogical richness
of English, it has a huge vocabulary of colloquadrds which differ
vastly from its formal language. The English langridgtself as a target
language offers a flexible yet stable linguistio/iemnment for poetry
translation as although the language is well eistaddl, it is also
continually evolving due to its use by so many &pesof other mother
tongues and its proximity to new technologies. Etfeugh lineation in
twentieth-century poetry does not always followtsgtic divisions, this
linguistic advantage can be counteracted by the tfet whereas in
English the noun follows the adjective, in Portugpig¢he noun is
postponed. This can allow the rhyming ST poet toose from a
(frequently) wide range of descriptive adjectives énd-rhymes, and
can mean that there are fewer noun end-rhymesgtshn

The extent to which the TT represents the origiml
paradoxical if it is accepted that poetry in tratisih can only really be
judged by similarly bilingual readers who have me@a for translation in
the first place. Evaluation cannot only be based emuivalence
(dynamic or otherwise) but on consistent transteticaims that avoid
concentrating on one aspect to the exclusion ofodlers. Gauging
equivalence of form is easier than of content;sitpiossible to get
wrapped up in the specificity of sounds and formsuch an extent that
the content is neglected (cf. Ray 1976). On theerothand, the
translations of a poet/translator like Robert BRify Bly, 1983) show that
a purely content-focussed text, which ignores focan produce very
wooden and prosaic results. Taking these factds account | will
attempt to evaluate the resulting translationshe tontext of their
intended function.

While there are theorists (aligned with New Crétio) such as
Jean Starobinski who believe that the author sntain the text itself,
and can therefore become manifest through closdinga thus
eliminating any need for researching the authoidgiaphy and past, |
should reiterate my belief (along with other degstive translation
studies researchers like Pym) that it is first vale to research
autobiographical information on the poets, as than help to
contextualize the poem and perhaps unlock soméefsecrets and
codes and understand the principal themes of tees@mnd their poetry.
| will begin by introducing the poets, their backgnd, work, themes
and styles before continuing with the other ardassaluation.
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3.1 GUILHERME DE ALMEIDA (1890-1969)

Uma grande obra de arte é sempre incompleta:
tem a perfeicdo de nao satisfazer, isto €, de ndo
cansar nuncé. (de Almeida, 1925:11

Guilherme de Almeida was born to an educated midldiss
family in Campinas, Sdo Paulo. He graduated in astvworked as a
journalist, film critic, essayist, translator
and poet, and though he was lauded in his life{imewas elected 'the
prince of Brazilian poets’), he held down the sgheas a school
secretary throughout most of his life and isuatty unknown abroad.

He left 27 volumes of poetry and six volumes ofgeras well
as numerous translations. His works can be dividedely into three
main phases; the first, his Parnassian-Symboliss@lshowed strong
neo-classical and romantic influences and compribed booksNés
(1917),A Danca das Horag1919),Messidor (Suave Colheita)
(1919),0 Livro de Horasde Soror Dolorosg1920) ancEra uma Vez
(1922). These were the precursors of his modephiase, which began
with A Frauta que eu Perdj1924), and continued in 1925 with four
separate publication$jeu Raca(a rhapsody on Brazilian multi-racial
ancestry),Narciso and Encantamentosin 1929 he returned to his
original preoccupation with form and versificatisrith Simplicidade
which was followed byocé(1930), hisHaicaisand other publications.
As well as writing his own poetry he also tranglateom French
(Géraldy, Maeterlinck, Baudelaire Villon and Verlaj among others)
and English, (Kipling, Oscar Wilde and Tennesse#iaitis) and is still
considered by many to have been one of the greaoesty translators
of Brazil. His later works exemplified his matuatias a poet; while
still attending to versification, he communicatednare concentrated
and condensed sense of self, with less of the ¢omually gauche)
lyrical sentimentalism of his earlier poetry.

Guilherme de Almeida was extremely well read, veligelatin
and Greek, the classics, the French symbolists tftedvorks of Edgar
Allan Poe (whose theories were instrumental in fogrthe symbolist
movement in France and which eventually lead to mhedernist

141 A great work of art is always incomplete: it has perfection of not satisfying, which
means one can never tire of it.
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movement), as well as the Portuguese and Braziiéers of his time.
This literary melange combined with his interesh@raldry, Medieval
and Renaissance culture, and his total control owersification
techniques meant that he was particularly qualifeecbreak’ the rules
and experiment with the new 'no rules' of Brazilmaodernism.

In his preface ttMagma de Almeida complements Guimarédes
Rosa on his free verse with a virtual absence dferend rhyme. He
calls the poetry ilMagma"poesia auténtica", and further defines it as,
“...correta sempre, sem um Unico abuso inutil, semhuma dessas
bobas, contra producentes negociagcbes da gramétioa,que alguns
'novos' pretendem ser...” (1997%6j. This rather sweeping
generalization is slightly surprising coming fronpeet who due to his
reputation, experience and skill (with several pmitedd poetry
collections under his belt), and contacts withine ti5d0 Paulo
government was perfect as the official voice foe tew modernist
group. However, he was too much of a non-conforieidimit himself
to even such an innovative movement and while hgedowith
modernist principles, he did not fall into the trap modishness,
prosaicism or overtly explicit nationalism and eatlihan assimilating
his voice with the 'alternative’ mainstream he reet an individual.
He continued to write poems of great lyric gracal ananaged to
synthesize his earlier lyricism with more modernidements; thus
'modernism' became yet another literary additiomisomental library,
“[...] Como na expressédo de um critico, onde MériOswald queriam
ver tucanos e sabias, Guilherme de Almeida contiaaver rouxinois”
(Vogt, 1993:12)*

From his Parnassian influenced poetry, throughMuslernist
phase, to his 'mature’ production, de Almeida'drgas melopoeic and
colourful, full of sentiment and synaesthetic sahstimuli. Most of his
poetry is short and lyrical, created for aesthafipreciation rather than
didactic purpose. It is not necessary to underssanaething in order to
appreciate it, to consider it a thing of beautymsthing can be
incomprehensible but also attractive, and thisstéincia" (Friedrich,
1978:16) means that strange collocations, unuguddus, fragmentation
and dislocation can be utilized while still mainiaig the principles of
attraction.

142v__always correct and without a single uselessatioh, without any of the foolish,
counter-productive misuses of grammar with whicmedew faces' aspire to be...".
1434Ag one critic said, where Mario and Oswald wartiegee toucans and thrushes,
Guilherme de Almeida still saw nightingales”.
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Much of modern poetry was dehumanised, it lost I{hieal
first person "I", but de Almeida maintained thissevin his 'modernist’
phase. However this "I" is not solely autobiograghiit does not limit
de Almeida to his empirical self, but rather, resgrets his time and
place, his position within society and his socigself. The recurrent
circularity in his poetry can be considered as icoticonic in that it
reflects the never ending processes going on intrél" (Boase-Beier,
1994:189), it reflects the idea of returning to theginning and re-
reading; the iconic circularity of life (and of vats themselves).

This circularity is linked not only to a poetic #estic but also
to the circularity of the seasons, a recurrent théfmoughout his work.
He uses all four seasons as allegories for lovdimdut is particularly
drawn to the crepuscular autumn, with its dead wingl leaves,
signifying the passing of time, change and transigss.

He also plays with the dichotomy between sentimand
sensation, sentimentalism and passion, frivolityd aseriousness,
whimsy and gravity, superficial simplicity and sgotic complexity.

One characteristic of de Almeida is his abilitytéke things
from his own personal mental literary ‘museum’ andjuggle these
elements in order to create something of his ovamraiof poetic collage
unified by his extreme talent for versification. Herally borrowed
from his past and present; Iberian Medieval lymenis (with their
imperfect rhymes and assonances) and heraldic theémeSuave
Colheitg French and Brazilian Romanticism Nos andA Danca das
Horas Brazil itself inRagg mysticism and Catholicism i® Livro das
Horas, the Classics iPA Frauta que eu Perdand Narciso (among
others). This image of a 'virtual' museum is patéidy pertinent if one
considers that after the end of the 1920s moderiissif became yet
another element in his repertoire.

This flux of the new and the traditional is comska present;
the interweaving of contemporary and conservatigeents throughout
his works demands a reader's (and translator&nteth. | will describe
the process of the translation of the poems “Epiged by discussing
the value of the changes in the TT within the dpeciontext of the
poem itself.
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3.1.1 Epigraphe / Epigraph

EPIGRAPHE

Eu perdi minha frauta selvagem
entre os cannicos do lago de vidro.

Juncos inquietos da margem;

peixes de prata e de cobre brunido

gue viveis na vida movel das aguas;

cigarras das arvores altas;

folhas mortas que acordaes ao passo alipede
das nymphas;

algas,

lindas algas limpas:

- se encontrardes

a frauta que eu perdi, vinde, todas as tardes,
debrucar-vos sobre ella! E ouvireis os segredd
sonoros, que 0s meus labios e os meus dedo
deixaram esquecidos entre

os silencios ariscos do seu ventre

EPIGRAPH

| have lost my savage sylvan flute
among the reeds around the glass pool.

Restless rushes along the verge;
flashing fish of burnished brass and pearl
that live in the stirring sparkling streams;
cicadas in the towering trees;
lifeless leaves that wake at the nymphs'
winged footfall;
algae,
liquid limpid algae:
if you should see
the flute | have lost, gather round
severy evening! And you will hear the sonorol
5 secret sound that my fingers and tongue
left to linger among
the spirited silences of its hollowness

I chose to (re)translate

Guilherme de Almeida'sicdy

modernist poem “Epigraphe” for two reasons. Thstfis that it is the
opening poem in his first book of modernist insgipoetry,A Frauta
que eu Perdi a point of departure for a significant period of
experimentation and development in his work. Treosd reason is that

| found the existing translation

S0 inaccurate afndstratingly

unsatisfactory. While it is possible to argue thatthere is so little

Brazilian poetry in translation at al
one of the few texts already ava

| it is haml justify retranslation of
ilable, | also fieds important to

redress the literary intertextual balance.
One cannot expect to translate a poem out of coatex for it

to carry its secrets with it. My first

step wasr&ad de Almeida's main

body of work in order to be able to recognise artyatextual dialogue
between lexis, titles and themes, semantic worthsha.g. inA Frauta
que eu Perdibucolic fauns, nymphs and shepherds, woods amgegy

fountains, plane trees), and potent
among his contemporaries to gaug
some of the 'meta discourse’

ially importeayt words. | also read
e inter-textuakeetes, and perused
the reviews, prefazmed critical

commentaries; the "paratexts" that mediate betwhentext and the

reader and that ‘present’ the work (

Genette, 1997:1

In general my translational intention, particuladgnsidering
the theme, was to give equal importance to the calisi of the poem
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and meaning. However, before tackling the trarmtatif any poem it is
necessary to analyse its themes, metre, rhymesstytistic features.
The latter encompass ambiguity (both lexical anutasstic), repetition
(including alliteration, assonance, rhyme, repeatedds / images /
themes / syntactic features), literary context, kegrds, phrases,
themes, syntactic features, and ‘iconicity' (lagguashich mirrors what
it refers to, for example onomatopoeias, omissiaints, sound
repetition) (cf. Boase-Beier, 1994). Before | begmoraft the translated
poem | wrote a literal trot (cf 9.2.1) which immatdily highlighted the
problem of how to translate ‘frauta selvagem’ (&.%) (literally
'savage/wild flute).

For the purposes of this translation | have used aditions of
Epigraphe the first edition ofA Frauta que eu Perdil924, Anuério do
Brasil) and the 1993/2001 anthologised edition @fAdmeida's poems
(selected by Carlos Vogt) replete with modernisqekllmng and
misprints. Of the two, my personal preference rstli@ former as it not
only communicates some of the historical dividewasn poet and
reader through its old-fashioned spelling, but appeals to aesthetic
sensibilities through its graphic presentation.

An epigraph is an inscription, quotation or mottaged at the
start of a book to indicate its name or purposés Ehdoubly important
asEpigrapheis the initial poem in de Almeida's first book'mfodernist’
poetry. An allegorical poem of condensed lyricatratve, not only is it
the epigraph té\ Frauta que eu Perdbut also to de Almeida's take on
Brazilian modernism.

Themes

While metonymous with ancient myths of Pan and tmea
Epigraphe also functions on another level. Just as the nmister
associated themselves with de Almeida in 1922 Epigraphe, his
"frauta selvagem” plays its own tune and calls m@ata it. As opposed
to the Parnassians who believed in bringing thesaia to Brazilian
literature, de Almeida seems to advocate takingziBaa literature to
the classics. This inversion of expectations ingptleat his frauta’ will
tame and infiltrate the Greek (literary) landscapeher than the
contrary, and creates a culturally reversed panthmeiocation which
can be read as a metaphor for an attempt to (fd)luBrazilian
literature.
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Metre

It is one thing to translate traditional poeticrfarinto the same
form, and another to translate contemporary podits work without
fixed prosody; however it is yet another to tratesla poet such as de
Almeida, who had embraced traditional forms uiih Uma Vezin
1922, but who then threw off such restrictions wihFrauta que eu
Perdi. Although he was embarking on a new poetic voyagelil not
discard his knowledge of versification and thisinsportant for a
translator to consider.

As free verseEpigrapheis beautifully constructed, crafted and
polished; it has a rhythmical balance and symmitay quite possibly
demands more poetic skill than more traditionatsforms. The poem
is made of 15 lines divided into two parts; thestfiof two lines, the
second of thirteen. As can be seen in Table lpafih the syllabic metre
varies from line to line, the lines are frequerdbmposed of 3 syllable
feet (dactyls, anapaests and amphibrachs) which danusical effect of
slowing the pace and contributing to the senseystany in the poem.

A comparison of Tables | and Il shows that theatyjtt count of
the TT tends to be slightly less than the ST, wtiike foot count is in
general slightly more. | have tried where possibléhe TT to keep the
trisyllabic feet of the ST; however, overall thexe far more bisyllabic
feet (lambs and trochees) than in the ST, meartiay Some of the
dreamy musicality has been lost.

| have attempted to avoid padding as there is é&®nexcuse
for it in a free form poem of this type than iny fxample a sonnet with
greater metrical exigencies. | have though, madeesexical additions
for other reasons, adding 'sylvan' to 'savagee (linin order to slightly
soften the latter, 'flashing’ in line 4 for itsitdtation with ‘fish' (and
images of silvery glints), and 'sounds’ in line fdB its internal rhyme
with ‘round’ (line 11).

Rhyme

Although the rhyme scheme appears to form 3 stankas
(a/bla/b), 5 (c/c/d/c/d) and 6 (eleff/fig/g) lindse separation of the first
two lines from the rest of the poem suggests aalitp structure.
However, the poem is in fact tri-partite, as théahpair of lines serve
to set the scene for the poem, the following sdires describe and
invoke the elements in and around the lake, andfitfad six offer a
poetic resolution.
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Epigraphehas long soft rhymes like 'argem’, and a tightway
scheme with 7 end rhymes over the 15 lines. As shiowfig. i) the
rhymes are not all ‘perfect’, de Almeida was areexpn the style of the
medieval troubadours and he used many of theirmgane techniques:
vowel rhyme, half rhyme, consonance and assonaitioef, which give
the musical effect of the lines modulating from &eg to another.

Although de Almeida’s use of near-rhyme intensifrearciso
(published the following year), it is iA Frauta que eu Perdhat he
started to exploit it. | have managed to maintdie ¥ end-rhyme
scheme in the TT through the employment of addifiamear-rhyme
devices such as unaccented rhyme (where the rhwle dn the
unaccented end of a feminine rhyme word) and cansoend rhyme,
both used by the North American poet Emily Dickims@n early
precursor of the modernists.

Table i: ST metre and rhyme schem&*

Syllable | Feet Count and End- End-Rhyme Type
Count Type Rhyme
Scheme
Line 1 10 3 feet 3 a Imperfect
anapaests) ‘'selvagem'/'margem'
Line 2 10 4 feet (4 dactyls) b Half Rhyme
'vidro'/'brunido’
Line 3 7 3 feet (3 dactyls a
[last truncated])
Line 4 10 4 feet (4 dactyls b
[last truncated])
Line 5 10 4 feet (1 anapaest,c Vowel Rhyme
2 iambs, 1 ‘aguas'/'altas'/'algas’
anapaest)
Line 6 7 3 feet 3| c
amphibrachs)
Line 7 15 6 feet (2 trochees,d Vowel Rhyme
1 anapaest 2 ‘nymphas'/'limpas'
iambs, 1
paeon)
Line 8 1 1 foot (1 trochee) c
Line 9 5 3 feet (3 trochees d
Linel0 3 1 foot (1anapaest e Half Rhyme
‘encontrardes'/'tardes’
Linell 12 5 feet e

amphibrach, 1

144 The conventional method of syllable counting imtéguese is th@adrdo Agudavhich
[like the French] counts only up to the lattessedyllable.
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angaest,
2  trochees, 1
iamb)
Linel2 12 4 feet 4 f Perfect
anapaests) 'segredos'/'dedos’
Linel3 10 3 feet (1 iamb, 2 f
4 paeons)
(regular
decasillabo
herbico  stresse
on 2-6-10)
Linel4 8 3 feet 1 g Perfect
amphibrach, 1 ‘entre'/'ventre’
anapaest, 1 iamb)
Linel5 10 3 feet 2 g
anapaests, 1 ™4
paeon) traditional
Brazilian martelo-
agalopado
Table ii: TT metre and rhyme scheme
Syllable Feet Count and Type End-RhymeRhyme Type
Count Scheme
Linel | 9 4 feet (1 anapaest, 3 iambs) a Vowel rhyme
'flute’/'pool' & Internal
rhyme ‘'savage'/'verge
(line 3)

Line2 | 9 5 feet (4 iambs, 1la Internal rhyme
monosyllabic foot) ‘glass'/'brass' (line 4)

Line3 | 8 4 feet (2 trochees, 2 iambs b Vowel rhyme

‘verge'/'pearl’

Line4 | 9 5 feet (4 trochees, [lb Consonant rhyme
monosyllabic foot) ‘pearl/'pool’

Line5 | 9 4 feet (1 iamb, 1 anapaest| 2 Vowel rhyme
iambs) 'streams'/'trees’

Line6 | 8 4 iambs c

Line7 | 11 5 feet (2 trochees, 1 dactyla/b Consonant rhyme
1 spondee , 1 trochee) 'pool’/'pearl'/footfall'

Line8 | 2 1 trochee d Repetition

‘algae'/'algae’

Line9 | 6 3 trochees d Internal rhyme

'liquid'/'limpid'
Linel0 | 4 2 iambs d vowel rhyme
'algae'/'see’

Linell | 8 4 feet (1 iamb, 1 anapaest}, & Internal rhyme
trochee, 1 monosyllabi ‘round’/'sound (line13)
foot)

Linel2 | 12 5 feet (2 trochees,1 iamb,| ¥ Unaccented rhyme
amphibrach, 1 dactyl) 'sonorous'/'hollowness|
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Linel3 | 9 4 feet (1 trochee, 2 dactyls, (e) g Perfect rhyme
1 monosyllabic foot) ‘tongue’/'among’
Lineld4 | 6 3 feet (2 iambs, 1g
amphibrach — with ‘the’
from line 15)
Linel5 | 12 4 feet (2 dactyls, 1 trocheef
1 dactyl)
Sound

Epigrapheis resonant with the alliteration of /s/, /z/, &id /I
sounds, creating a musical and seductive liquidasibe. TheShorter
Oxford English Dictionarydefines 'sibilance’ as 'a hissing or whistling
sound’; and this makes it an iconic part of thisically themed poem
and one that therefore needs to be transferred. difmnatopoeic
sibilant alliteration increases throughout the pdéme incidence of /s/
alliteration for lines 1 - 15 respectively is 1/R/3/4/6/1/3/2/3/7/8/3/7)
with its climax in lines 12-13), and where possibleave maintained
this sibilance in the TT (cf. Table iii). Althoughe near chiasmus of
lindas algas limpas' (line 9) has unfortunatelgrbéost, | managed to
retain some of its intoxicated liquid alliteratedsanance with 'liquid
limpid' thus contributing to the melopeia of thedli

Vowel sounds are important because of the widely (imit not
empirically proven) belief that "vowels are thenseitters of feeling
and emotion in all languages" (Ray, 1976:265). édlifjh unobtrusive in
the first 4 lines of the ST, the assonance of é&bines stronger from
line 5 and follows through the spaced assonant&hatf ‘folhas mortas
gque acordaes ao passo alipede das nymphas' (ltheodygh to line 11.
In general much of this assonance has been ltoseim T but | hope that
| have managed to compensate somewhat througleratidn and
internal rhyme (cf. Tables. i-iii)).

Enjambment, Punctuation and Caesurae

Epigraphe is composed of three sentences, the first
introductory, the second invocatory, and the thptbviding the
resolution. Keeping the enjambment in the same
places is probably an important feature in order kisep the
foregrounding of certain words (particularly theerakents that are
invoked) and the poem's fluency.
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Table iii: Assonance and alliteration in ST and TT

Portuguese(ST) English (TT)
Assonance Alliteration Assonance Alliteration
Line 1 Isl Ivl savage
sylvan'
Line 2 K/ Isl ¢annt;os'
Line 3 1K/ Is/ 'Juoos Ir/ Isl
inquietos’ 'Restless
rushes
Line 4 Ipl Ispeixes deprata’ Ifl Ish/
/br/ ‘cdore brunido’ ‘flashing fish'
/bl Ishl Is/
‘burnished
brass
Line5 | /a/ 'é@saguas’' vl Viveis na vida /sl Stirring
movel' sparkling
streans
Line6 | /a/ 'cigrras  dBs | /s/ 'dasarvores altes' It/ ‘towering
arvoresaltas' trees
Line 7 | /a/ ‘follas mords que | /s/ ‘folha& morte que | /il ‘'nymphs'| /I /s/ lifeless
acordaes ao gsso| acordas ao pav | winged' leaves
alipede @s nymplas' | alipede danympha Iw/ ‘wake [...]
winged
/fl 'nymphs
[...] fooffall
Line9 | /il /a/ ‘Indas algas | /Il /s/ lindes dgas | /il  ‘liquid | /I/ /d/ 'liquid
limpas' limpas limpid' limpid agae’
Linel0 /sl se encontrards'
(symmetry)
Linell | /a/'tods a: tardes' it/ 1d/ /sl todas as
tardes
Linel2 Is/ ‘ouvired 0s I ‘every
segreds / ©noros' evening'
/s/ sonorots /
Linel3 /sl 'a meLs labice e & I} 'secret
meus deds sound'
Linel4 | /el ésqlecidosentre' - left  to
linger'
Linel5 /s/ 'a siléncios ariscos sl tpirited
doseu’ silences of its
hollowness

The caesural pauses are also important as theyyateand pace the
poetic invocation. The commas around the climaictocation 'vinde'
(line 11) create a significant caesura and thisegs carried over to the
TT and emphasised by the 2 consecutive stresséablsg 'lost' and
‘gather' that are separated by a comma. This sentben terminates in
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the middle of the following line with an exclamatimark that separates
it from the more intimate, secretive and enticimglf sentence.

Deixis, Lexis and Syntax

Epigraphe has few place-deictic references, other than the
metaphorical ‘'lago de vidro' (which interestingbpints forward
towards de Almeida's poem of the following yddarcisg, a mythical
landscape of water, woods, reeds and grasses, eenfvm any ‘real’
place and imbued with a certain timeless magicadticigm. Because
the deictic markers of lake and woods refer backnicient myth known
to educated readers of both cultures there i littiltural distortion
(superficially) from Portuguese to English.

The initial problem was how to translate 'frautah (@rchaic
variant of 'flauta’). To translate it as 'pan-gipeould overstate the
ancient Greek reference as well as having unwaoteshotations of
pseudo-Peruvian 'piped’ (excuse the pun) musicupersnarkets and
shopping centres the world over. Another possitdadational option
was 'pipe’ or 'pipes’ but this also was unsatisfsctdue to its
associations with smoking and/or plumbing! | evafijusettled for the
etymological equivalent ‘flute’, which although hassociations
nowadays with classical music, | consider to be ldast disruptive
option. This was then teamed with 'savage sylt@arénd the image
power as well as primitivism, and in addition cdmnite to the sibilance
of the poem as a whole.

| have taken the liberty with ‘folhnas mortas' (iéo translate it
as 'lifeless leaves' instead of the more literabdd leaves'. While not
being inappropriate in the context of this one pdéan the alliteration
of /Il and /s/), it is perhaps questionable in tbatext of de Almeida's
body of work as 'folhas mortas' — with their met@pbf renovation —
are a part of his repeated poetic imagery and wdaap (in Suave
Colheitg A Dancga das HorasQ Livro das Horas de Soror Dolorosa
andRosamoramong others).

The imperative 'vinde' (line 11) exhorts nature dotion while
the foregrounding of ‘debrucar' in the followingdiadds to the strength
of the exhortation and provides compressed en€fgg syntactical
ambiguity of 'debrucar-vos' means it can refer ardy to the fish, the
cicadas, the leaves and the algae of the poemalbaotto the poem's
readers. This"™ person plural pronoun does not exist in Engligh] s
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found ‘gather round' (line 11) felicitous as itdelwithin it connotations
of both 'vinde!" (‘'come!"), and the plural form'pdu'.

‘Alipede’ (line 7) is an erudite word not used inotidian
speech in either language. | could have transliatasl its etymological
equivalent ‘aliped’, however | felt that due to idbscurity its
pronunciation in English was too unclear, | therefcchose the
substitute ‘winged' which in addition has an afitere and assonantal
connection with ‘wake' and 'nymphs'. Another elentieat | considered
important to maintain in the TT was the first warfithe second line,
‘entre’ (‘famong'), which is repeated at the enthefpenultimate line,
and reminds the reader of the circularity of whiteh Aimeida was so
fond.

Assessment

Epigrapheis one of ten translations of de Almeida's poems
(taken from the collectiorOs Melhores Poemas de Guilherme de
Almeidachosen by Carlos Vogt) by the freelance transiBtorid Coles
and published in Weissbort (1994) which | shouldhpps remind the
reader is a mono-lingual presentation.

| found little in Cole's translation to praise dsgives the
impression of a stilted literal trot more than &t (re)creation. There
seems to be little or no attempt at reproducing pogtic device and
this, taken together with the fact that the chait@oems appears to be
arbitrary and the fact that they are not preseirteahy coherent order,
leads me to believe that the translations weregiyiprepared in haste.
This suspicion is heightened by the glaring errohis translation of
another poentk-elicidade(originally from Suave Colheital919). Coles
was presumably unable to look at editions othem tilae cited
anthology, as-elicidadein the latter has an unfortunate misprint in the
last line of the first verse. Instead of 'E eu oegp: "Bom dia,folha
morta!™** (remember that 'folnas mortas' are recurrent idldeeida’s
work), we are given ' E eu respondi: "Bom ditha morta!"**®. This
has been translated (rather horribly) as "My daeigldood day, who
died long before."

It is unfortunate that with only a smattering abBilian poetry
available in translation into English these tratistes should be so

145 iterally: “And | answered: “Good day, dead lef!"
48 |iterally: “And | answered: “Good day, dead dawght
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unconsidered. On their basis it is unlikely thay @&mglophone reader
will desire to pursue the poetry of Guilherme dengida further.

The evaluation of one's own translation is difficuhd runs the
risk of being anecdotal and subjective. A transtatcannot be the
original, there will always be tension between théonomy of the
former and the authority of the latter, but it ganduce ‘a text which is
a translation of the original poem and at the same a poem in its own
right within the target language’ (Holmes 1988:80) besatisfactorily
analogous.

Whether | have successfully transported the Iymciand
content of the ST into the TT is of course arguabtavever | feel that
despite the metrical changes, loss of some of $seremnce and minor
lexical alterations, | have been able to compensatgher areas with
alternative poetic techniques and have managedaiatan the style,
musicality and lyrical message of the poem and galgage a little of
de Almeida's poetic reputation in English.

3.2 MANUEL BANDEIRA (1886-1968)

“Ontem, hoje, amanh@: a vida inteira
Teu nome &, para nés, Manuel, bandéffa”

Manuel Bandeira is one of Brazil's most revertstdry figures
and his poetry is of both historical and aesthiatigortance to Brazilian
literary culture. In the words of the great Braailicritic Alfredo Bosi he
was “um dos melhores poetas do verso livre em goés’
1481994:361), and according to Carpeaux (1966/20@5;74

Os melhores versos de Manuel Bandeira parecem-
se comnocturnese nuagesde Debussy, mas é
inconfundivel neles o fundo de tragicidade
beethoveniana. Essa poesia cumpre a exigéncia do
severo Matthew Arnold de ser uma critica da
condicdo humana [...] Umas poucas palavras bem
escolhidas, colocadas numa ordem que as faz
cantar, e tudo esta dito, mesmo aquilo que em

4% Signos"Drummond, www.algumapoesia.com.br/poesia@4mnet255.htm,
accessed 18/03/2011
1484One of the greatest free-verse poets in Portigjues
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palavras ninguém poderia diZ8r (Carpeaux,
1966/2005:744)

Bandeira was born in 1886 in the North-easterrte staf
Pernambuco, and when he was four he moved witfahigy to Rio de
Janeiro. After several years in Rio, he returnagratp Recife, and then
four years later again moved back to Rio, whereditted. Both settings
provided inspiration and were influential in thenstruction of his
personal mythology and they are reiterated throughis work.

At the behest of his father — a civil engineeranBeira went up
to university to study architecture, but his degneses cut short by the
discovery that he had contracted tuberculosis. pently in 1913 he
was sent to a sanatorium in Switzerland for treatmé&/hen he left the
sanatorium a year later, doctors were still unabltell him how many
years he was likely to live, and this uncertairdgtca shadow over much
of his life and most of his work.

His life and intuitive, intelligent work are difult to separate.
“O adolescente mal curado da tuberculose persistadunlto solitario
gue olha de longe o carnaval da vida e de tudonfatéria para os
ritmos livres do seu obrigado distanciamerit8.(Bosi, 1994: 362), and
to exacerbate the already considerable senseesfasilbn and solitude
engendered by his illness, in the six years betwiés6 and 1922 he
lost both his parents, his only sister and his oldether. These family
tragedies, his own ill-health and his physical &ndncial vulnerability
sharpened his literary abilities and he began fplement his small
income with earnings from his writing, anthologgirand criticism.
Over his career as a professional man of letteraiote poetry, prose
criticism, contributions for the modernist journ&lsxonandRevista de
Antropofogia columns for theDiario Nacional, university text books,
literary histories, introductions and prefaces. Was also a prolific
translator, translating works by Shakespeare, [8chil Brecht,
Baudelaire, Dickinson, Cummings, Hdélderlin, Garttaca and Rilke
among others.

1494The greatest poems of Manuel Bandeira are likeu3sy'snocturnesandnuages yet they
are also rooted in an unmistakeably Beethovenagidality. This is poetry that meets the
demands of the severe Matthew Arnold of beingtigae of the human condition [...] A few
select words, placed in an order that makes theg) and everything is said, even that which
no one can say in words”.

1%0«The teenager only partially cured of tuberculdsistill present in the solitary adult who
watches life’s carnival from afar and uses it asemial for the free rhythms of his enforced
separation”.
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His first collection of poem# Cinza das horawas published
in 1917, and this was followed b@arnaval in 1919 andO Ritmo
Dissolutoin 1924 (each with a print run of only 200). Thdisst three
publications contained frequently bitter reactitmsis illness and held
the lingering influences of the Parnassian and Sjistomovements
with their fixed forms, rhymes and traditional vécation that had
dominated Brazilian literature at the turn of thentury. These traits
were strongest il cinza das horadut they began to lose sway a little
in Carnaval which included tone of Bandeira’s most famousmp®é0s
Sapos”, which was read by Ronald de Carvalho ors¢itend night of
the Semana de Arte Moderraad which, despite its metrical exigencies
and tight rhyme scheme, ridiculed Parnassiatisrilis poem “Sonho
de uma terga-feira gorda’— also@arnaval—, showed the first signs of
his move to break from the strict rules of versifion and to start
experimenting with free verse, quotidian languaue greater irony

The start of his creative blossoming and uniquécevas
generally considered to bhis fourth publicationl.ibertinagem(1930),
in which he finally broke from his previous poetiwdels of metrical
precision and incorporated more colloquial, humertanguage and a
less elevated subject matter and tone, and in wiéchejected formal
versification. These developments can be cleady s one of the best-
known of his poems from this collection, and inddexin his entire
ouvre, “Pneumotérax”. On free verse in his essayedta e Verso”, he
wrote,

A primeira vista, parece mais facil de fazer do que

o verso metrificado. Mas é engano. Basta dizer
gue no verso livre o poeta tem de criar seu ritmo
sem auxilio de fora. (...) Sem duvida, ndo custa
nada escrever um trecho de prosa e depois
distribui-lo em linhas irregulares, obedecendo tao-
somente as pausas do pensamento. Mas isso nunca
foi verso livre. Se fosse, qualquer um poderia p6r
em verso até o Ultimo relatério do Ministério da
Fazend&*. (1958/1975:38)

%1 The poem was met with derision by the audiencegiver, Bandeira himself was not
present at the event.

%2 gjlva Ramos called his style “coloquial-irénicdri Coutinho, 2001:97).

153 41t initially seems easier than metrical verset Bhis is not true. With free verse, the poet
has to create the rhythm without external supdar}. Of course, it's not hard to write a
passage in prose and then divide it up into ir@glihes, merely following the pauses for
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Bandeira’'s poetic works are commonly divided irttoee
distinct phases: formative, transformative and icordtive (cf.
Mendonca Teles, 1996:236-240). His transformatitasp (between
1922 and 1935) confirmed his interest in modernigyn creating
accessible and non-elitist poetry, mixing free gergith traditional
forms and creating his own inimitable style throwyperimentation and
self-discipline, creativity and tradition. Accordinto Carpeaux,
Bandeira was “twice-born” (1959/2005:45), by whioh meant that he
(and therefore his work) underwent a brusque charigeh lead to this
vastly different work. Carpeaux suggests that it warhaps Bandeira’s
“vitéria espiritual sobre a doenca” [spiritual wicy over illness] (ibid)
that caused the change — a near physical deatindge&m a spiritual
rebirth with the modernist trilogy which began withRitmo Dissolutp
and continued withLibertinagem(1930) ancEstrela da manh@1936).
While Libertinagemwas probably his most explicitly modernist work
and in many ways freed his poetry from its tiesréalitionalism, it was
in Estrela da manhawith its tentative explorations of afro-Brazilian
folklore that he truly seemed to find his voice @elf assurance.

Latterly Bandeira valued and used both versificatand free
verse, using more nebulous rhythmic patterns, amdentrating on the
synaesthetic sense of the poem. While Bandeiraruaily insisted that
his gems were merely intuitiVé? his work would not have been
possible without his profound knowledge of literatulanguage and
poetic potentiality. He updated traditional formg pputting them
alongside less conventional ones and mixed col&igun with more
‘poetic’ syntax. This originality seeps from eveis most conventional
work, giving it dynamism and simplicity, yet alsalaring that provides
an aesthetic sense of balance and harm&syela da manhéwvas
followed in 1946°° by his first edition of collected work$oesias

thought. But this has never been free verseweite, anyone would be able to make a poem of
anything, even the latest Government fiscal report”

Amusingly, he did however write a poem “Um poentada de uma noticia de journal” [‘A
poem taken from a newspaper article”]. It is intiea of his point of view and although a
journalistic narrative, it does succeed in beingeffective poem with its theme of life (its
brevity) and death, its structure (its long firstdalast lines and list-like middle with its
emphatic verb repetition) and symbolism (Jodo GmstMorro da Babildnia etc).

%4 “N3o fago poesia quando quero e sim, quando eksia, quer.” (I don't write poetry when

| want to, but when it, poetry, wants me to).

%5 The same year that he became a member dfd¢héemia Brasileira de Letras.
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completas®® Lira dos cinquent'anosylafua do MalungoandOpus 10
followed in 1944, 1948, and 1952 respectively. kgt volumes were a
collection of his own self-selected poerd§. Poemas Escolhidos pelo
Autor in 1955 andObras Poéticasand Estrela da Tardén 1960. His
final collectionEstrela da Vida Inteiravas published in 1966, two years
before his death, and encompassed his entire Hoalgré including his
translated poems.

After Lira dos Cinquent’angs Bandeira’'s poetry became
increasingly technically polished and self-assurednd paradoxically
(in the sense that he had been expecting deathdrgaung age) more
concerned with life and death and with the bodwofk that he would
bequeath. Through his poetry he creates a worldishemmortalized,
even if its materiality is no longer present. Araeple is his room in
“Ultima Cancdo do Beco”, which achieves an intactmiortality.
Similarly he himself achieved this kind of immoitgl firstly, by
cheating on death for so many years in spite offBisand then, even
after finally succumbing to death, reaching it tigh his work — in the
original Portuguese, and also now in translatiensmall miracle.

He was a poetic virtuoso, daring to go beyondaaband while
he both influenced and was influenced by the preptm of the
modernist movement, in particular Mario de Andraael Oswald de
Andrade (cf Bosi, 1994:360), and was also a greatirer of Guilherme
de Almeidd™’, the direct influence of Modernism was not to lastg,
“Por um momento, a situacdo histérica que se chariedernismo e a
situacdo pessoal do poeta Manuel Bandeira estétifidedas. Depois
os caminhos se separarfi. (Carpeaux, 1946/2005:813). Bandeira was
always uncomfortable with labels of any kind (otltban the self-
deprecating “poeta menor” with which he frequerdielled himself
later in life™% and was therefore unwilling to restrict himselfa single

%6 This was republished in 1948 with the additiorBefo belo- a collection of poems in
which his constant preoccupation with escape beg#&ssen a little and give way to a greater

maturity.
57 Writing in his Crénicas da Provincia do Brasithat de Aimeida “[...] € o maior artista do
verso em lingua portuguesa [...] Realmente, elecarcom todos os recursos de técnica ja

conhecidos, inventa a cada passo novas combinatdpeeendentes, faz o que quer, faz
positivamente o que quer. O pobre do poetinha comratisa das dez silabas bem medidas
para dar ritmo do decassilabo: Guilherme, ndonmra mesma coisa com onze silabas ou
nove.Raga por exemplo, € um prodigio de virtuosidade” (ierMoncga-Teles, 1998:111).
1%8«Eor a brief moment, the historical circumstaneatied Modernismo and the personal
circumstance of the poet Manuel Bandeira are afighben their paths separate”.

This self-deprecation was such that he omittedWis work from the anthology of Brazilian
poetryPoesia do Brasithat he compiled in 1963. In the light of his coemhon poetry and its
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poetic movement. It may be argued that it was thssomfort and
unwillingness to conform that contributed to makihg vision and
work so unique and influential.

One of Bandeira’s greatest qualities is his mbdiigy; his
major themes embrace the dichotomies of light aark;dtime and
death; eternity and finality (this contrast betwées promise of eternity
and death’s finality diminished throughout Bandsiraareer as his
initial desire to believe in a higher power dimimésl, and while there
are frequent references to religion, in his laterkithese are possibly
more to do with a cultural inheritance from BraailiCatholicism than
due to a quest for a higher meaning in life); thitsial and sidereal;
the duality within everyday life (with the resentm¢hat the world is all
one can ever know, and the satisfaction that thedws all one could
ever need — good examples of which are his two poemttled “Belo
belo”); nature and the urban landscape; objects meople; men and
women; physical love and romantic love (e.g.“volipiv “ternura);
defilement and purity; and attainable and unattdavomen®® An,
albeit tongue-in-cheek, example of this last iSNiova poética” where
he writes that poetry should be like “a nédua nimnbi(the stain on
cloth) for the majority, and is only “orvalho” (mung dew) for “as
menininhas, as estrelas alfas, as virgens cemgmio € as amadas que
envelheceram sem maldadé®.

This poetic multiplicity can be seen as an attetopiepresent
the intersection of human and supernatural — orSlater's terms —
“transcendence/non-transcendence” (1989:6). Shaedefit thus,
‘Transcendence’ is used here to mean the beligfigin to believe in a
reality that goes beyond the individual, ‘nontrasvsdence’, the
acknowledgement, if not acceptance, of bodily Khifibid). My
reading here is not in a religious sense, buténsémse of an acceptance
that life holds more to it than meets the eye. Aoellent example of
this transcendence/non-transcendence can be fouadei of his most
beautifully crafted poems, “Profundamente”. Whilenplies there is no
afterlife, that the people from Bandeira’s childdomo longer exist in
any shape or form but are "Dormindo/Profundamenttdis is
counteracted by the fact that not only were thdly ative in his

potential and utopian transformational power; “@ swncepgdo de arte poderia clarificar a
consciéncia brasileira, melhorar a condi¢do sataBrasil", it does not seem surprising that
he felt his work to be "lesser".

180 For more on this subject see Sant'anna (1984:36)-2

®14The little girls, the alpha stars, the one hundpercent virgins and the loved ones who
aged without bitterness”.
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memory, but also that they now live on in some fanmeaders' minds,
thus demonstrating reality that goes beyond the individual

If one chooses to interpret Bandeira’s poetryramgersectional
two-way bridge between transcendence and non-eadsoce, it is
possible to draw an analogy with Benjamin’'s “puaaduage” which
can also be seen as the intersectional bridge batve® “intended
object” and the translation between different “nedaf intention”
(which change according to language). Extending ittéa would allow
one to suggest that, like “pure language”, Banteipaetry can also —
albeit fleetingly — communicate “complimentary intiens” and thereby
enable normally mutually exclusive differences acleside to coexist
and have ramifications beyond those of the “indiai.

In his essay “Poesia e Verso”, Bandeira used ISchil
definition of poetry as a force that acts above laeybnd the conscious,
and himself used the analogy of a bridge, sugggsiiat poetry was "a
ponte entre o subconsciente do poeta e o subcotesai® leitor”,
passing through the poet’'s and the reader's comsawinds — using
words as a vehicle. However, he went on to ackndgdethat what
touches one person may not necessarily touch anaite: wrote;

[...]lem poesia tudo é relativo; a poesia nao existe
em si: sera uma relagao entre o mundo interior do
poeta, com a sua sensibilidade, a sua cultura, as
suas vivéncias, e o0 mundo interior daquele que o
le.1*41958/1975: 31)

This early reference to a theory that was later ragdd by “reader-
response theory” throws up the ongoing and probalglyer to be
satisfactorily answered question of how much ofttaaslator is in the
translation.

Bandeira’'s aesthetic of transcendence/nontransceed his
belief that “a poesia é feito de pequenos nidaand the brevity of
much of his work also have affinities with the pgebf Emily
Dickinson. He was an avid translator of Dickinsoherself a precursor
of modernism — and therefore it would not be inappate for a
translator of Bandeira into English to think of Kitson’s unadorned

6241 lin poetry everything is relative; poetry dorot exist in itself: it is a relation between
the inner world of thepoet, with his sensitivitlyis culture, his experiences, and the inner
world of the reader”.

183 poetry is made of tiny little nothings.
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use of language to gauge how the English Bandeaw sound. Also,

similarly to Dickinson, Bandeira’'s mature style wikminded on his
“atitude humilde” (Arrigucci, 1987:9) and a “simgildade dificil de

entender™® (ibid); his later poetry is crafted of highly corepsed and
condensed language stripped back to its bare bboeget preserves a
familiarity, spontaneity, naturalness and univetgahat readers can
associate with.

He read widely, and was familiar with the classioxd the
literary canon of the time, and his influences wefide ranging and
included Lusophone writing from Camdes to Castroes| Cruz e
Sousa and Machado de Assis, and twentieth-centrayilBin writers
like Dante Milano and Carlos Drummond de Andrfdde- both of
whom were close friends, Méario de Andrade — whonadimitted was
his last great influen¢®, Guilherme de Almeida and Sérgio Buarque de
Holanda; the classics (there is a strong vein ofibfgean satire that
runs through his worfkR’); the poetry of the medieval troubadours (an
influence he shared with de Almeida); and Europedters including
De Amicis, La Fontaine, Mallarmé, Baudelaire, ClaldValéry,
Goethe, and Heine. He was also familiar with meatlitional poetic
forms; he wrote sonnets, rondos, romances, madridallads and
haikai®®, and he used legends and dramatic and epic thesnesll as
everyday ones that often incorporated dialogueer_at life he even
absorbed  concretism (cf “Rosa tumultuada”, “Pontier
“Analianeliana”, inEstrela da tardg

His poetry is discretely layered with an intertextity which
Mendonca Teles described as “uma feira, um mafude @ relinem
apenas 0s seus malungos, os seus melhores anagosuas pequenas
dores e ainda menores alegrid® and is exemplified in the collage of
references to other poets and poems in the faridalada das trés
mulheres do sabonete Araxd”. Here, Bandeira deliblr used lines
from Luis Delfino and Castro Alves that had argyalilecome

64 A "humble approach” and “hard to understand siaityfi.

185 Who organized his collection of prose writiagdorinha Andorinhan 1966.

166 Apparently de Andrade’s “Lenda do céu” was amiiragion for “Vou-me embora pra
Pasargada”.

67 He even dedicated a sonnet to “Menipo” (Menippug)arnaval.

%8 He frequently brought these forms up to date byntaming just one of their formal
characteristics or structural elements such atttagtheme or style thus achieving an aesthetic
balance between old and new and creating a fusiolassical and popular.

189 http://cve.instituto-camoes. pt/bdc/revistas/resitsalp/manuelbandeira.pdf :8 [a market
place, a fairground where only his comrades, fusecfriends and “his small pains and even
smaller pleasures” can meet].
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exhausted and clichéd through overuse, and heiradsgporated traces
of his “poetas queridos”, Oscar Wilde, Olavo Bitaw Shakespeare.

His sidereal and universal themes clearly sha® iith those
of Cruz e Sousa but they are mixed with an eauly for life and an
intellectual and erotic passion for women in theirmerous forms —
virgins (*Os namorados”), whores (“A Balada da $arlaria
Egipciaca”), goddesses (“Balada das trés mulheresldonete Araxa”),
fertile (“Lua Nova”), or untouchable (“Estrela deanh&”), employing
roses and stars as symbols for accessible andessbte love and
ultimately likening his portfolio of inamoratas & constellation that
illuminates his own sky.

Stars, together with islands, distant countriesedted beaches
and the imaginary Pasargada are also used as syiidvsobne of the
principal themes in Bandeira’s work, the desireeszape: to escape
from humdrum daily routine, from tuberculosis, frdhe constraints of
early modernism, even from his own personal litei@ntext — and so
create a new utopia through his poetry and languagspite this, much
of the material for his poetry was taken from higsrsundings, his
family, his house, his street, his room, his loza, people he saw on
the street, his nanny, the women he fell in lovihwthe constant threat
of his own mortality on the horizon. These commanpl and earthy
themes, through Bandeira’s lightness of touch, efsenomatopoeia,
elements of mysticism, and subtle, sensitive vetse, resonate on a
higher plane and transcend their prosaic realitpaimething greater —
just as conversely, his poems describing less matsubject matter
(such as “Estrela da manh&”) make his etherealimmggs seem equally
reasonable.

Thus it seems fitting that Bandeira’s treatmenttted natural
world is both material and spiritual. His anthromphism of natural
entities — stars, stream$ trees, the wind, flowers — suggests a potent
oscillation between mankind and the wider univesse] implies that in
each is held the other: a reciprocal energy flolis Desire to transcend
lessens though in his later work, apparently abéiief in it diminishes.
While his sidereal and oneiric themes are predentighout his entire
body of work, they subtly shift in focus from traesdence and
anthropomorphisi* to a more anti-lyrical and prosaic stalée

The theme of water is examined more closely in Admga, (1956) “Agua na Poesia de
Manuel Bandeira” (pp177-183) in Alvarenga, OctéMello (1956): Mitos e ValoresRio de
Janeiro: Instituto Nacional do Livro.

1 Eg “A Estrela” and “O Anjo e a Estrela”.
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Bandeira loved music and this is reflected ingustry. His ear
was finely tuned to the musicality and rhythm dina or a verse and to
the sonority of one word in conjunction with anathia ltinerario de
Pasargada(1954/1984:62-63) he compared the pleasure ofingria
poem to that of writing a sonata, and music astetiaocabulary is
frequent in his work, both in the titE3 of the poems and the poems
themselves. Many of his poems were set to musit hencompared the
pleasure he derived from this to the pleasure hevfeen his poetry was
translated into other languages (Bandeira, 195&/943. As a
translator of his poetry this is encouraging, asdaatranslator of his
poetry into English, it is even more so in that &aira in his
correspondence, wrote that he considered the Erlgligjuage — in part
due to its lack of sentimentality — to be the npastic of languages.

In Portuguese the bibliography on Bandeira iswsling, but, as
to be expected, it is considerably less so in EhglHis poems in
English translation have appeared in anthologiggmmsed by Fitts
(1942:108-123), Brunshaw (1960:194-197), Nist (128229),
Caracciolo-Trejo (1971:64-66), Bishop (1972:2-9pdaNeistein &
Cardozo (1972:46-59), and one hundred of his potken from
Estrela da Vida Inteirawere translated and published by the North
American academic and translator Candace Slate980 under the title
This Earth, That Sky: Poem#eanwhile, Giovanni Pontiero’&\n
Anthology of Brazilian Modernist Poetnccupies an unexpected space
between the genres “Anthology” and “Translated Aldgy”. It
contains introductions and short biographies oessvpoets, including
Bandeira, written in English, yet all the poemsntgelves are in
Portuguese.

He was not only versatile in his versificationt lalso in the
anthologies that he himself edited (cf Massi & Azdw 2006:75). He
was responsible for eight separate anthologiessoblwn works™ the
last of which wasMeus Poemas Preferidq4966). One of his most
highly regarded anthologieSQ) Poemas Escolhidos pelo Autogissued
in 2006 by Cosac Naify, included none of his poé&msh his first book
A Cinza das Horaand only a limited selection fro@arnavaland

"2 Eg *Satéllite” and “Lua Nova”, and metalinguisioems such as “Neologismo”, and
“Antologia”.

73 Eg Balada, Cangao, Acalanto, Volta, Cantiga, Garsi

" In addition to anthologies of his own work, he wesponsible for anthologies of poetry by
the Brazilian Romantics, the Parnassians, the Skstband two volumes on the modernists as
well as one on Brazilian lyricism. He also was éimhologist for the highly respected
Apresentacéo da poesia brasilema well as several others on individual Brazijiaets.
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Ritmo Dissoluto— the majority are fronLibertinagemand Lira dos
Cinglientanos” In what is reassuring for an anthologist, in their
postface to this edition, AugusiMassi and Carlito Azevedo define the
rigorous selection of 50 works from his relativalyall body of work
as, “A subtracdo transforma-se em suma. E até mesmmpoemas
ausentes passam a ser tdo significativos quantelemjue estdo
presentes™® (2006:79). In the same article they describe “BEgdo de
Recife” as “Excessivamente corroido pela canoniz4¢4(2006:80),
and this suggests a note of caution for a traméatthologist as while
from one perspective the very act of translatioty i@ able to breathe
new life into the rusty old canon, the fact thasthoem has already
been published in English translation at least éwsaggests that there
are other candidates more worthy.

His 1965 poem “Antologia” (fronkstrela da tardican be seen
as an extreme form of this habit of anthologiziag,it condensed his
best-known works into one. In the form of a certts isomething that
on its own is possible to translate, but the moniestands among its
fellows (in translation) becomes fraught with diffities as the layers of
creative complexity and strings of sound, thougdspnting a tempting
challenge, are extremely difficult to translate.

Analysis of a poem in its own language gives itraed value
within its own cultural canon. It is in effect aafislation from poetry
into prose, and is a type of meta-literature witkirailar relation to the
source poem as an interlingual translation — artti s@re considered
by Holmes to be metapoet Many of Bandeira’s poems have been
analysed by respected Brazilian critics such asdidan Carpeaux,
Massi, Arrigucci Jr and Mendonca Teles, the lastlodm wrote a short
piece on the poem “Sacha e o poeta” (1996:268-#0fr) Estrela da
Manhg which is one of the poems that | have translated| is the
poem that | will discuss here.

550 poemas escolhidos pelo auiwitself part of a wider collection entitlied “@adernos de
Cultura” [Culture handbooks] which was a serie¥ dfpublications published throughout the
1950s, covering a diverse range of cultural fieldsuding painting, architecture, translation
(Paulo Ronai's semin&lscola de tradutorgsand literary criticism.

"&Reduction is transformed into addition. Even thpeems that are absent become as
significant as those that are present”.

Excessively corroded by canonization”.

178 Holmes, (1994:10).
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3.2.1 “Sacha e o poeta”/ “Sacha and the poét®

Sacha e o poeta Sacha and the poet
Quando o poeta aparece, Just as the poet appears,
Sacha levanta os olhos claros, Sacha looks up with her limpid eyes,

Onde a surpresa é o sol que vai nasceMWhere the surprise is the imminent sunrise|
O poeta a seguir diz coisas incriveis, | The poet then tells incredible stories

Desce ao fogo central da terra, Goes down to the fiery core of the earth
Sobe na ponta mais alta das nuvens,| Climbs to the uppermost peak of the clouds,
Faz guruguto pif paf, Gurgles gurugutu pif paf

Danca de velho, Dances his age,

Vira Exu. Turns into Eshu.

Sacha sorri como o primeiro arco-iris| Sacha smiles like the very first rainbow.

O poeta estende os bragos, Sacha venThe poet outstretches his arms, Sacha goe|
com ele. him.

A serenidade voltou de muito longe. | Serenity’s returned from far away.

Que se passou do outro lado? What happened on the other side?
Sacha mediunizada Sacha in a trance

— Ah — pa — papapéa — papa — - Ah — pa — papapah — papah
Transmite em Morse ao poeta Transmits to the poet in Morse

A Ultima mensagem dos Anjos. The final tattoo of the Angels.

To choose only one poem from Bandeira’s rich boflyvork
for the purposes of this analysis was a challehgeentually selected
one from his 1936 publicatioBstrela da manhaas this collection is
considered by many to be the pinnacle of his masemvork. It
encompasses nearly every facet of Bandeira's poetrgapsulating
many of his major themes such as his desire foapesm, his
fascination with childhood and the non-linear wiématttime passes,
references to Afro-Brazilian culture (in “Sacha @aeta” this is in the
reference to Exu [Eshu], the prankster spirit aoth @ manifestation of
and a go-between for the Yoruba deity Ifa), anda&ios a combination
of sincerity and nostalgia, regret and hope, aecmgt and escape,
illusion and reality, fact and speculation. It ugesariety of registers,
and demonstrates greater polish, self-assurancéneaedtiveness and a
greater subtlety and sense of liberation than hésipus work. It also
has a strong undercurrent of musicality and it leschis ideal of
sidereal transcendence. In addition, the book aghale epitomizes

179 Mendonga Teles also made a brief analysis ofpibésn.
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techniques that recur throughout his body of wodueh as the use of
onomatopoeia, dialogue and superficially simpletiglien language.

Like many other poets Bandeira revised his worker dime
and therefore poems in later editions may diffenfrthose in earlier
ones, thus making it important to consider the @dwf the source text
when crafting a translation. Initially | used thewd Fronteira edition of
Estrela da Vida Inteirg2000); however, it came to my notice that this
raised a question about the layout of the poemgchwlm the Nova
Fronteira edition is in two sections separated Isingle line of twelve
syllables, but in other examples are divided infzadts, with a division
between lines 3 and 4 as well as the division presty mentioned.
From a little research, it appears that in eadiditions ofEstrela da
Manha the layout is the same as the 2000 reprint, aedetbre my
translation is also in two parts divided by the elcabyllablic line 11
(for more on this see “Metre” below).

Themes.

The poem is a considered and sensitive balanaeebatfree
and metrified lines, between subjectivity and otwgty, lyricism and
self-observation, new and old, reality and escapisseen through the
metagnomy between child and spirit worlds. Bandejpaaks to us
through our eyes, our ears, and our imaginatiod saibtly leads readers
towards fantasy futures.

The tripartite poem begins with the poet's appeegaand his
first meeting with Sacha, whose “olhos claros”|daled by the hope
implied by the rising sun, are a direct contrasthi® implicit preceding
darkness. The poet is portrayed as almost supermumnaaelling down
to the fiery innards of the earth, up to the cloymsaks, inventing (or
rediscovering?) language, dancing clunkily, andnegeing so far as to
turn into one of the orishas from the Brazilianadamblé pantheon, Exu
— here working as a symbol of connection betweersgirit world and
the material world. This part is linked to the @lling two not only by
the solitary dodecasyllablic line in which the po@& a manner
reminiscent of Christ, outstretches his arms anttamees Sacha, but
also by the rainbow of Sacha’s smile — a revetatan affirmation of
life; a symbol of bridging gaps, joining togetherdaof contact and
unity. The rainbow also serves as a bridge betweah and literary
references. There are comparisons here betweesti@hiy and the
Afro-Brazilian cults and this is most clear in tharallels between Exu
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and the Angels — one of the functions of both belngt they are
messengers of God. This dreamlike and otherwogdhgallel is further
fuelled by the conventional idea that a poet ishanoel for messages
from the other side. However, ultimately it is Sacfa child) who
transmits the Angels’ message, even though theagedbat does come
through is in Morse.

The beauty and wonderment of the moment of meeng
contrasted with the difference between the tworfiguone young, pure
and full of life — the other a doting addff. This escape from reality is
slightly different from his escape to the utopiaras&gada in
Libertinagemonly a few years earlier. In “Sacha e o poeta”, dhest
for freedom is expressed from within, coming frdma thildhood magic
that we have all felt as children. This suggestat theneath the
immediately apparent dichotomy of the two charactérchild and poet,
it would perhaps be more effective to describe ame real child/poet
and the other as a literary child/poet.

Metre

Strictly speaking, “Sacha e o poeta” is free vavgbout fixed
prosody or metre. However, similarly to the preg@qoem analysed in
this thesis — de Almeida’s “Epigrafe” — it was w&it by a master of
versification, and so despite being “free’, therstill a strong internal
sense of rhythm.

The poem is formed of three sections, the firstvbich has 10
lines, the second a solitary line, and the thidthés. The longest lines
are 10, 11 and 12, the last line of the first secti
and the first of the third forming a bridge ovee tholitary line of the
second stanza, and all three share a 12 syllaltkerpaThe Alexandrine
was an old friend of Bandeira’s, and line 11 withdentral caesurg’
shows his familiarity with the rules as well as hisility to subvert
them. These lines also function in the same wayhasrainbow of
Sacha’s smile, bridging the two sections (the foktwhich sets the

180 while the figure of a doting adult fits the paftis not too difficult to stretch the analogy to
liken the poet in the title to the figure of Man@Bzndeira himself; embattled by a longstanding
death sentence, still fighting against the puristghtly embittered by well-behaved stuffy
lyricism, and yet paradoxically quixotic. His pramity to death had taught him to value and
enjoy the moment more greatly, and this highligids only his own memories of childhood,
but the idealisation ofhildhood, and the realisation that it persiststigh adulthood. It seems
he sensed a transformative childhood power thdtidmeidrawn on positively by an adult with
access to the right code.

®IThough this is actually a “flawed” Alexandrine, bese the would-be caesura comes in the
first syllable ofbragos which is verboten according to the strict Parizasgules.



137

scene, and gives the action, and the third whiokiges the resolution),
as well as bridging the gap between old and yoeagh and heaven,
and bringing back serenity so that Sacha can vetribe Angels’
message and the poet can transcend.

Even though the poem as a whole is varied ané™freits use
of metrical feet, we can see from table 4 thatdhem high frequency of
dactyls in the poem. A dactyl can act as an alrselétgenerating pulse
and drive the poem forwards. A build-up of dactylses a rhythmic
musicality, a fast pace and a sheen to the workisheeminiscent of
Greek elegiac poetry. The near perfect dactyliaieeter of lines 5 and
6 carries the poem forwards and upwards to thedslopeaks, and
towards the last line of the first stanza when flaee slows down
suddenly with Sacha’s smile.

As there is little rhyme in this poem | felt thatorder to keep
its sound-sense it was important to try to cargyrtetre and line length
over to the translation. This entailed several fidpenot too disruptive
semantic changes. The initial metrical translaigroblem was that in
the first line it seemed impossible to start thglish translation without
using “When”, which is a solitary syllable— and wainitherefore would
instantly have lost the initial dactylic thrust. brder to keep this
forward movement | eventually decided to changde tlust as”, which
although not a drastic change in meaning, did laas@nnotation
of immediacy that is not present in “Quando”. Ire tfollowing line
“claros” has been translated as “limpid”, which more erudite than
simply “clear”, as is “imminent” in line 3 comparesith the simple
future, however, they fit well rhythmically and dmt in my opinion
stretch disbelief too far. The change of “coisas™dtories” in line 4
was also made for this same rhythmic reason. i Tinby substituting
the onomatopoeic “gurgles” for “faz” | have managedcontinue the
alliterative “g” and in order to maintain the samglable count and
metre | have reduced a syllable from the nonsertsd ¥guruguto” to
just “gurutu”.

In the following line, Exu in Portuguese has tlmess on the
final syllable; however, English readers are likelyplace the stress on
the first syllable. As the name would have a fot#nio it, explaining
who Exu is, | feel that providing a note on pronation may be
expecting too much from readers. Line 10 in theisS®ne of the three
dodecasyllabic lines, and theoretically it shouldrefore be important
to maintain the syllable and foot count. Howevegrewith the padding
of “ever”, the syllable count in the TT is still lgnL0, and | was loath to
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add further syllables merely to meet the ST cotihis last line is a
slowing down of the pace in preparation for whatbicome, and | felt
that the 4 consecutive one syllable words “smilks the first” were

strong enough to tighten the rhythmic reins. THeE®asyllables are then,
like the 12 syllables in the ST, mirrored by thasdine 12, although in
the TT they now have taken on an iambic pentameter.

In line 14 | was tempted to add the verb “sits™ti@nce” not
only to meet metrical exigencies, but also becas&acha is a very
young child she is likely to sit, rather than tarst still. Ultimately | was
unable to convince myself of its necessity, andsetio sacrifice the line
length rather than to add verbs that are not irsthece.

Table iv: ST and TT metre

Syllable Feet count and type Syllable | Feet count and type

Count Count
Line | 7 3 feet (2 dactyls, 1 trocheg) 7 3 feet (2 dactyls
1 truncated trochee)
Line | 8 4 feet (1 dactyls, 3 9 4 feet (2 dactyls, 1 trochee,
2 trochees) 1 truncated trochee)
Line | 10 5 feet (2 dactyls, 3 trocheesl1l 4 feet (3 dactyls, 1 trocheg)
3 [last truncated])
Line | 10 4 feet (1 iamb, 1 anapaest, 11 4 feet (1 iamb, 1 anapaest,
4 2 amphibrachs) 2 amphibrachs)
Line | 8 4 feet (1 trochee, 1 dactyl,| 10 4 feet (1 iamb, 1 anapaest,
5 2 trochees) 1 iamb, 1 anapaest)
Line | 10 4 feet ( nigh on perfect 10 4 feet (4 dactyls, the last
6 dactylic tetrameter) truncated)
Line | 7 3 feet (3 spondees) 7 3 feet (3 spondees)
7
Line | 4 2 feet (1 dactyl, 1 4 2 feet (dactyl, 1 truncated
8 truncated trochee) trochee)
Line | 4 2 feet (1 trochee and 1 5 2 feet (1 dactyl, 1 trochee
9 iamb) or 1 foot (a

choriamb)

Line | 10 10 4 feet (1 trochee, 2 dactyls,
10 6 feet (2 dactyls, 2 iambs) 1 trochee)
Line | 12 6 feet (6 iambs) 13 5 feet (2 amphibrachs, 1
11 iamb, 1 dactyl, 1 spondee
Line | 12 6 feet (2 trochees, 1 dacty], 11 5 feet (2 iambs, 1 anapaest,
12 3 trochees) 2 iambs)
Line | 7 3 feet (3 dactyls, last 7 3 feet (1 amphibrach, 1
13 truncated) anapaest, 1 iamb)
Line | 6 3 feet (1 trochee, 1 dactyl,| 5 3 feet (3 trochees, the last
14 1 trochee) truncated)
Line |7 3 feet (1 iamb, 1 anapaest, 7 3 feet (1 iamb, 1 anapaest,
15 1 iamb) 1 iamb)
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Line |7 3 feet (1 amphibrach, 1 8 3 feet (2 amphibrachs, 1
16 trochee, 1 amphibrach) iamb)

Line | 9 3 feet (1 amphibrach,2 | 9 3 feet (3 amphibrachs)
17 anapaests);

Sound

Being free verse “Sacha e o poeta” has no notdhjene
scheme, there is though some internal rhyme andrhgae, including
half-rhyme, vowel, unaccented, and consonant rhfaeeve saw in the
previous chapter these techniques were used byDiokinson and de
Almeida), however, this is secondary to the souapscreated through
assonance, alliteration, and onomatopoeia in cotipmwith the strong
rhythm.

My first problem regarding the sound was unexpkche lines
2 and 3 of the target text an unintentional rhyore not present in the
source poem, slipped in, not just once, but twidés double rhyme of
“eyes/ [...Jsurprise [...] rise”, carried the riskf sounding corny,
contrived and inappropriate, especially if one od&is the sunrise as an
allegory of the rise of the poem — the creatiora afew dawn. My first
attempt at changing the end rhyme of “clear eyeas wo “eyes so
clear”; however, this presented a similar probleithwhe rhyme of
“appears/ [...] clear", and was exacerbated byf#ut that “eyes so
clear” has such a strong air of poetic artifice hwits postponed
adjective. Once | had made the decision to use firam” due to
metrical exigencies, the rhymes seemed less ineasand so |
eventually chose to leave them, despite their aotgopresent in the ST.

After initially thinking that there was an assotarchain in line
2 with the repetition (at least on paper) of thesound in “os olhos
claros”, it was pointed out to me that in fact, tmy true /o/ sound is
the stressed first “0” incdlhos”, as the others — being positioned in
unstressed syllables — are closer to the sourntido/to /o/.

The poem is constructed of a combination of quenid
language and childhood words including the ononwgapalmost pre-
language of “guruguto pif paf” that Bandeira latempares with Morse
and the language and last message of the Alfjels.

182 Contained within the concept of “last” and “deaihthat of "first” and “rebirth”, and this
remits one of the meaning of the name Sacha (aalé of Alexander) as defender, helper or
protector of mankind.
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Table v: Assonance and Alliteration in ST and TT

anos

Assonance Alliteration Assonance Alliteration
Line | /e/ poeta Ipl poeta /sl It/lp/ jst asthe poet
1 apaece aparece appeas
Line | /a/ scha /sl [...aparee] Nl [l with Is/ /Il Sachalooks up
2 levanta os olhos| sacha levanta® | her impid with herlimpid eyes
claros olhos clarcs eyes
Line | /ol londe a Islsurpresa éo | I/ laf [s/ surprise is the
3 surpresa € oot | sol que vai surpiseis the | imminentsunrise
que vai nascer | nascer imminent
sunise
Line | /il segur diz /sl Ik/seguir dz | /ov/ /el poet 18/ It/ IsIThe poé then
4 coisasncriveis | coisasincriveis | then tells tells [...] stories
incredible
Line | /e/ desce ao /sl desce ao laul Goes /k/ core
5 fogo entral da | fogocentral down to
terra
Line | /a/ na ponta /sl sobe na Ikl Isl Ip/climbs [...]
6 mais alta das ponta mas alta uppermast pes of the
nuvens das nuvers clouds
Line | /u/ guruguto 19l Iplfl [ul gurugu /gl Ip/ /fl gurgles gurugu
7 guruguto pif pif paf
paf
Line Ivl velho i/ Danes hs | /s//¢/ Darces hisage
8
Line IV Iff vira Exu Isl § Turns into Eshu
9
Line | /i/[...] sori /sl [l sacha a/ sniles Isl il I/ Sacha smiles
10 como o sorri [...] arco- like like the first
primeiro arco- | iris
iris
Line It/ Isl §1 o poga | /ov/ I poet It/ Is! ] The poé
11 estende s outstretcles outstretches his arirs,
bragos, Sacha hisarms [...] | Sacha goe..
goes with him
Line Isl It/ [flserenty hae
12 returnedfromfar
Line | /o/ passudo
13 outro lado
Line | /a/ Sacha Isl Iz/ (/m/ with | /a/ Sacha Isl (It/ with lines 16 &
14 mediuniada lines 16 & 17) 17) Sacha in arance
Sacha
mediunzada
Line | /a/Ah-pa- Ip/ pa-papapé- /al Ah-pa- Ipl pa-papapah-papah
15 papapa-papa papa papapah-
papah
Line | /a/ Transmite /m/ /al Transmits | /t/ /s/Trarsmits to the
16 /sITrarsmite em pod in Morse
Morse ao poeta
Line Im/ Isl &/ Inl it/ s/ The final tattoo
17 mersagem dos of the Angek
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As can be seen from table v., to a certain exteave been able
to mirror the assonance from the ST in the TT ekid, 6 and 13 in the
TT lack the assonance of their ST counterparts, ellew | have
substituted for these by finding assonantal sahgtim lines 8 and 11
and also by increasing the assonantal frequendiypes 2, 3 and 4. In
line 5, the chain ofe/ in the ST has found no equivalent in the TT, but
the long diphthongs and vowel sounds &// /al, I/, | €/ in the
parallel line of the TT go some way towards coniifig to the
rhythmic thrust of the original.

In lines 4 and 5 there is an assonantal conneti@ween the
fou/ in “poet” and “goes” and this same sound comparis made in
line 11 even though it is not present in the STE&dn the TT has been
used for both “desce” (with “down”) in line 5 andem” in line 11 and
while it could be argued that this potentially weak the TT, it is
reasonable to posit that it may actually contriiotéhe symmetry of the
poem as a whole. This sound connection also mévepdem forwards
towards the pre-penultimate line with Sacha's trassion of the
Angels' message with its open vowdi®f “pa - papapa- papa’”.

The alliterative tapping of the explosive consdaan the first
line of the TT (which are not present in the STadlittle reminiscent of
those in the opening paragraph of Nabokowtdita (written nearly
twenty years later) and although an addition, ¢ése im a way a tribute
to the emancipatory powers of a young girl.

The similarity between the 4fland f/ of “age” and "Eshu” (lines 8 and
9) mirror in a small way the repetition of /v/ imélho" and “Vira”, and
the J7 in both ST and TT is continued in line 10 betwéEshu” and
“Sacha”.

The alliterative chain of /m/ in “mediunizada”, tvke” and
“mensagem” in the last 4 lines was lost in the Bltlee melopoeic
"mediunizada” became in the translation the prosieance”. This
though is then followed by “transmits” and
“tattoo”, which mirror the labial /m/ with the dexit/t/. However, this
could be problematic in the light of Bandeira’s owloservation in the
context of word substitution,

8 That are often associated with feelings of spetprevious chapter).
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Cotejos como esses [...] me foram ensinando a
conhecer os valores plasticos e musicais dos
fonemas: me foram ensinando que a poesia é feita
de pequeninos nadas e que, por exemplo uma
dental em vez de uma labial, pode estragar um
verso. (1954/84:265"

This clearly raises the question of whether my gleanfrom labial to
dental sounds is justifiable in the circumstanddsvertheless, by a
(somewhat felicitous) coincidence, "trance”, “tmanis” and “tattoo”
also share near rhymes. While | accept that “tattedess direct than
“mensagem”, | feel that as a tattoo is a beat geerto attract attention,
and also holds within it the “tap® and the “Last Post*® and is a kind
of message, due to its polysemy and sound qualitie§itting.

The Angels’ message transmitted through Sachdd cbe
compared to Bandeira’s comments on his poem “AnétiCancéo do
Beco” which “se compusera, a minha revelia, em ssteofes de sete
versos de sete silabd¥” Rather than taking responsibility for the poem
himself it was as if the poetry had come to hing as if he had been
possessed by the muse of poetry and was merelyduitdor the poetry
flowing through him.

Deixis, Lexis and Syntax

One should consider when translating from Brazilia
Portuguese into English that what may be everydal familiar to a
Brazilian reader can take on unknown connotatiamsréaders of the
translation. This may include place references Rie de Janeiro or
Pernambuco, kinds of plants, fruit and other food,customs and
religious practices, all of which may have conrioteg beyond those
they have to natives. There also may be words efiedemces with little
or no meaning at all to readers of the translatfomexample of this in
“Sacha e o poeta” is the referenceBxru, the prankster deity in the

8 «Comparisons like thege..] taught me to recognize the real and musieales of

phonemes: they taught me that poetry is made smafl nothings and that, for example, a
dental instead of a labial could ruin a line”.

18 A bugle call and signal symbolic of death and wveittinguishing the lights. A “tap” is also a
single rapid sound made by the tongue or lips,isutiterefore congruent with Sacha’s message
two lines before.

18 Also a bugle call commemorating those killed irr wa that they can rest in peace.

187 “which wrote itself, to my delight, in seven staszwith seven lines of seven syllables”
(from ltinerario do Pasargadp
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Candomblé pantheon. | was tempted to leave the remriewas, but

realised that the Anglophone pronunciation wouldikely to be /éksu/

as opposed to f@/, which would detract from the alliteration witgs/

in the following line. | found that among anthropgists in English, the

deity is known as Eshu, so | decided to adopt ¢hmnge of spelling.

However, | took the decision not to explicate ttzeme, even though |
am aware that many readers will not be familiahwitm, as poetry is

after all a genre that requires thinking, and oh'&sogreatest pleasures
is in deciphering and solving its problematic pesz}

Lines 13 and 14 in the ST use the past tensegtenglade
voltou [...]J/ Que se passou do outro lado” and firissented a further
translational question as it seemed to me moreogppte to use the
English present perfect in line 13 in order to gedhe past tense of line
14, the present tense of the rest of the poemjramihent future of the
“sol que vai nascer”, which gives the reader asefhfiope.

Assessment

After analysis, | feel | have managed to fairlycsessfully
maintain the metre and rhythm of the source textynTT, and to keep
the luminosity of Bandeira’s poem and bring to Estylits limpid
simplicity and sense of immanent space. | wantegite continuity to
the idea of the poem reaching out to the readehensame way that
Sacha reaches out to the poet; almost a metaphmage of
transcendence in reverse.

The only other translation of this poem into Eslglthat | found
is one by Candace Slater (1989). | deliberatelyrditliook at it before
making my own translation as | find it hard notibfuenced (or even
contaminated) by a translation | have read preWyou3n finishing my
own translation, | was then curious to see Slaf8rsvhile it is in
general a competent translation, and in many waynages to
communicate the simplicity and sense of space efSH, there are
almost inevitably some choices she made that gdesawith and find
jarring and inappropriate. A particularly strongample of this for me is

18 For more on the puzzles of poetry see Fuller, J8Ba1):Who is Ozymandias?: And other
puzzles in PoetryChatto & Windus.

189 Available at
http://books.google.co.uk/books?id=bnlzkiUILUwWC&IRA28&Ipg=PA28&dq=this+earth+th
at+sky+manuel+bandeira&source=bl&ots=30yYtFgQ2I&SVATC36rrxhshPhxBImPQO
AyW4&hl=en&ei=htgOTuKaGYis8gPg9ZnHDg&sa=X&oi=bookesult&ct=result&resnum=
7&ved=0CD4Q6AEWBg" \| "v=onepage&q&f=false.
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the central line “O poeta estende os bracgos, Samtnacom ele”, which
has been translated into the stiff “The poet exdehid arms, Sacha
accompanies him”, which uses a formal vocabulamgt tis not in
keeping with the informality and familiarity of miuc Brazilian
Portuguese. My other particular quibble is the fténate line of the
first section, which has not only overly explicatbe reference to Exu,
but has also completely lost the rhythmic thrusthe ST. However,
these criticisms do not detract from the fact tiat translation is one
more reflection of the ST, and therefore that @ tan contribute to its
decipherment.

We should remember that, as Bandeira himself ‘Rotry is
in everything [...]" and also that it is the vergct of mortality that
contributes to our sense of the value of humandifie of transient
beauty, and this is clear both from Bandeira’s difel his poetry. In the
words of Orides Fontela, the poet who is the subjédhe following
chapter:

MB
A rosa sO
(mas que calor
danado!)

A estrela d’alva, o
escandalo
a vontade de morrer

(mas era um calor
danadoj*

3.3 ORIDES FONTELA (1940-1998)

On the subject of the lack of talent among thexditi of her day,
Orides Fontela, in an interview in her home in $&awlo in 1995,
professed that her preferred writers were "Bandeaummond,
Cabrat™ [...] Cruz e Sousa, Alphonsus de Guimardens" @ihu

190 From”Homenagens” iRosécea.

191 Although she also said that she found Cabral tgplitke his native North-east, and though
she admitted similarities between both their wehe denied being influenced by him
(Riaudel, 1998:147).
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1998:173-174). She had a deep admiration for Baamdend regarding
his influence on her, Arrigucci wrote, "No Manuelai®leira ela
aprendeu as palavras contadas, a precisdo, aesoodessencial [...] O
Bandeira foi 0 mestre absoluto da palavra essereial Orides é uma
poeta da palavra essenctaf”

Born in 1940 in S&o Jodo da Boa Vista in upstate Baulo, the
only child™®® of poor illiterate parents, Orides Fontela stantiting
poetry when she was very young and her first pogere published in
1956 in O Municipio, the local paper. In the 1960s she studied
philosophy at USP, and in 1967 two of her poemsvpeiblished in the
literary supplement dD Estado de Séo Pauld@his was followed by her
first book Transposicadwo years later, and then bieliantoin 1973,
Albain 1983 (for which she won the prestigialebuti prize), Rosacea
in 1986 andTeia in 1996 (which won an award from thessociacao
Paulista de Criticos de Arte The first four collections were later
published in 1988 in one volume by the publishea®Cidades under
the title Treva which ten years later was translated into Freact
published in bilingual format agrefle While Brazilian literature in
general appears to have a higher profile in Fraimae in either the UK
or USA, Fontela’s reputation there is still sometvlarprising if one
considers how relatively little-known she is ougsiliterary circles in
Brazil itself.

After graduating, Fontela became a school teaaheédibrarian,
and most of her life was plagued by poverty, ilaltie (she was born
syphilitic) and depression. She was ill at easé withers, eccentric,
judgemental, irascible and unpredictable, and tjinout her life she
carried a sense of inferiority and resentment agaire “bourgeois” and
“polite society” in general. She found the dailals of humdrum living
hard to cope with, and this, in conjunction withr keomplex and
cantankerous nature and sharp tongue meant shé&eWwafiends; she
antagonized many, even those who wished her$tefontela’s erratic
behaviour was almost certainly exacerbated by bawy drinking, and
she attempted suicide on several occasions. By death from
tuberculosis in 1998 in a state sanatorium in ups$&o Paulo she had

192yith Manuel Bandeira she learnt to carefully cheder words, learnt precision, to express
only what is essential [...] Bandeira was the alteaaster of the essential word, and Orides is
a poet of the essential word".

19 she described her only child status as “Sou amgsétis. Ndo quiseram mais o produto.”
9% One of her more notorious examples of challenbietgaviour was throwing her drink at a
fan at a book-signing.
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garnered critical recognition for her poetry andswaspected by the
Brazilian literati (including such illustrious namas Antonio Candido,
Augusto Massi, Davi Arrigucci Jr., José Mindlin, Mena Chaui,

Eunice Arruda, and leda de Abreu), yet she diedipess and almost
destitute.

One reason for the lack of recognition of her wankher
lifetime was perhaps timing. In the late 1960s eady 1970s not only
was “Brazilian” poetry making a name for itselfamationally with the
concretist®® movement, but the country was also under a dicsthaij
that threatened to quash or exile the creativityhoke its government
perceived as a threat. Although Fontela’s work waslly a threat in
itself, the wider surrounding context made it messily ignored. She
was dismissive of romantic floweriness, of over pbioation — which
she associated with vanity, and was unimpressestbtmentalism and
sugary declarations of love; “Nem sei definir amstio € uma coisa que
vai ser inventada aind®® (Riaudel, 1998:147). She preferred to be
aligned with the clarity and concision of classicithan the sentimental
circuitous wanderings of Romanticism. She was awarepoetry did
not fit in with any one movement in Brazilian pggtsaying

[...]Jeu comecei a escrever na contramdo. Em vez
de fazer a poesia brasileira mais sensual, mais
concreta. E eu ndo percebi que eu ja tinha
comecgado na contramao, com uma  poesia
mais meditativa, mais raciocinante {2'Jibid.)

While she may have been insecure socially, sheawately conscious
of the quality of her bitter, unsentimental, intensoncise, and almost
self-consciously precise poetry and of the audiestoe felt it should

reach.

Orides Fontela tem um dos dons essenciais da
modernidade: dizer densamente muita coisa por
meio de poucas, quase nenhumas palavras,
organizadas numa sintaxe que parece fechar a

% |n the blurb for the French published translatbifréfleit is suggested that she was
inspired by the concretist movement, however, wéfile no doubt absorbed much from
surrounding literary movements she was not a ctistpoet.

1%« don’t know how to define love; it's somethiniat has yet to be invented”.

19747...] I began writing against the current. Inglesf producing the more sensual, more
concrete Brazilian poetry. And | didn't realisettlid begun against the current, with more
meditative, rational poetry [...]".
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comunicagdo, mas na verdade multiplica as suas
possibilidades. Denso, breve, fulgurante, o seu
verso € rico e quase inesgotavel, convidando o
leitor a voltar ~ diversas vezes, a procurar novas
dimensées e varias possibilidades de sentitfo”.
(Antonio Candido, preface #lba).

It was not only in her poetry that she was tacituafier the
translator John Howaf® had met her he wrote in an article for the on-
line journal Brazzil in February 2000; “[...] she often didn't have ttha
much to say [...], and could sit for longer in silenthan any woman
I've ever known, except when getting worked up dver statelessness
of existence.” She clearly couldn’t abide smakar empty words, and
in her interview with Riaudel (1998:156) she ddsed her own poetry
with her inimitable candour thus:

Rapido e rasteiro [...] Em vez de gastar muitas
palavras, quando tenho sorte, eu resolvo logo. Eu
gosto disso. Um poeminha bem rapido que
funciona logo, entende. Comeca...,eu nao tenho
folego para poemas longos, vocé ja percebeu.
Nunca tentei o poema longo.[...] Ou a idéia pinta
ou a idéia ndo pinta para mim. Isso pode ser uma
limitacdo muito grande, mas ndo é culpa de
ninguém. A gente é o que é. E um tipo. Ndo ha
nada a fazé®.

The silence and space described in and betweetint® of
Fontela’s poetry point towards a mystical nothirgmand a sidereal

%8 «Orides Fontela has one of the essential taleisonlernity: to densely express many
things in a few words, barely any words, organieslyntax that seems to close
communication, but in actual fact multiplies itsspibilities. Dense, concise, glittering, her
verse is rich and almost inexhaustible, inviting thader back to it time after time to find new
dimensions and different meanings”.

199 John Howard translated her second book of padig— the book which received the most
acclaim of her five published books of poetry -oifnglish. These translations follow his
article (Howard, 2000) and are nearly complete thampoems “Cisne” and “As trocas”. While
his translations are not inaccurate, they can loasy and lack the crispness and paronomasia
of the originals [accessed 18/06/10]).

20 Fast and fleeting [...] Rather than using lotsvofds, if I'm lucky, | can solve it quickly. A
quick little poem that functions fast, if you knavhat | mean. It starts...| can’t be bothered
with long poems, you've already realised that. Fver tried a long poem. [...] Either the idea
occurs to me or it doesn't. It may be a huge litiota but it's not anyone’s fault. We are what
we are. A certain way. There’s nothing we can douali.
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essentiality reminiscent of that of the symbolisu£e Sous&™, and
she has been aligned with the symbolist movefffeihile she is not a
“symbolist” poet, her themes and the hewn-back waige chooses to
express them lend credence to this idea. Her spbdéy is existential,
essential, transcenderffdl and has a crystalline quality, combining
silence, mysticism and her own fragile symbolismd apersonal
mythology. Common images and words that recuruinout her
poems include “silencio” [silenc8[ “espelho” [mirror], “estrela” [star],
“crepusculo” [dusk], “cisne” [swan], “sangue” [bldp “passaro” [bird],
“branco” [white], “transparéncia” [transparencyhdathe paranomastic
“ladico” [ludic]*® and “licido” [lucidf® and their frequent variants.
The elements “agua” [water], “fogo” [fire], “pedralstonef’’ and
references to the sea and to metal and steel arpient and are
combined with images of rof88and other flowers, and the vastness
and nothingness of space; these were all in starltast to the reality of
her cramped and shambolic living conditions in parament near one
of the oldest red light districts in urban S&o Bakbr her, language was
distinct from and therefore an escape from ‘reality

Dizem geralmente que o que ndo se pode dizer
deve se calar. Mas é o contrario: o que nado se
pode dizer vira simbolo, vira metéafora, vira

poesia, vira um blablabla do tamanho de um

201ge houve um cara mais proletario do que eu, sdnelsmo. Nasceu até escravo, teve uma
vida dificilima, morreu tuberculoso. [...]" (in Ridel, 1998: 174).

202 ¢f. (among others)Antunes Neto (2009). Howeveg bbrself declared “Ndo sou neo-
simbolista ndo, mas que eu gosto do simbolismdpdds Riaudel,1998:173).

20340 senso de transcendéncia é 6bvio em sua paessian como a reflexdo sobre o ser, a
busca da esséncia das coisas”. (Arrigucci, 1983:6)

24 There have been several studies of Fontela’s fagenh with silence among which
includeA construcéo do siléncio: um estudo da obra poétieaOrides FontelaAlexandre
Rodrigues da Costa (2004, lirica dossimbolos em Alba de Orides Fonttlketicia Ferreira
(2002),0 Ser e o Siléncio: a trajetdria poética do Seratma de Orides Fontelaifonso
Henrique Novaes Mendes (200®)rides Fontela: Poeta, Senhora da Palavra, Rainla d
Siléncio,Angela Canc¢ado Lara Resende (2002).

2% ghe goes so far as to include a sectidRaeaceantitled “Lidicos”.

26 There are numerous other examples of parononmasieripoetry — she enjoyed word play,
and said herself “A poesia € um jogo com a prdprguagem” (Riaudel, 1998:157).

207 From Transposicdes“A pedra é transparente” (in “Pedra”) ; “entredpes opacas” (in
“Estrada”), fromAlba: “esta pedra tranquila” (in “Ode(ll)"), fromeia “A beira rio / a lucidez

/ a/ pedra/ e a pedra é / pedra: nado germijiéin.:Pesca”).

28 Differently from Cruz e Sousa’s flowers — whictene dead or dried — Fontela’s were
living, although her roses were quiet and pale,witmant and coloured, and so in a way were
similarly funereal to Cruz e Sousa’s.
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bonde, vira ideologia, o diabo a quatt@Fontela
in Riaudel,1998:156-157)

Words were her means of expressing both her megitabntemplation
and her urban environment — her essence and ecésteer mind versus
matter. Her outlook was cynical, and her approatilvacasion gauche,
but her poetry is contrastingly brilliant and phésl.

Her attraction to the “stellar silence” of CruSeusa and to the
celestial also draws comparisons with Bandeira&s afsthe image of
stars as metaphors for the passage of life — thraingpstar, the evening
star, hisestrela da vida inteiraFontela’s last published poem “Vésper”
— analysed below — with its evening star leadingooonly cosmic
silence is bitter-sweetly apt: “a estrela da taedtd / madura, [...]
depois dela s6 ha / o siléncio (“Vésper”), partelyl in the context of
Brazilian poetry.

Fontela also admired Wallace Stevéfismeditative and
philosophical approach to poetry, and when reatlieigwork one can
find commonalities with Stevens’ consideration @élity not as atatic
material world outside our minds, but as the prodfca constantly
shifting mental and subjective imaginatigetivity attempting to find a
satisfactory way of understanding and orderingwield around us at
any particular point in time. This was an extensibthe philosophy of
Heraclitus (whom she also greatly admired) whichtresl around the
ever present flow and movement in the universe.rdhare also
similarities here with the Buddhist characteristaif Anicca or
“impermanence”; one of the Three Signs of Beiog'“Marks of
existence” that refers not only to the fact thattdhgs eventually cease
to exist, but also that all things are in a consséete of flux and are thus
subject to change. This attempt to comprehend wwowsndings at any
one place and time is found in both poetry andji@hi. However, where
traditional approaches to religion often follow acttine in order to
attempt to understand the wider world, for Wall&tevens and for
Orides Fontela poetry was and is an attempt toondextualize the
tension between our normal responses and our jElteggponses to our
quotidian landscape. At its most utopian, poetry tme potential power

209 “irs common to say that if you can’t say somethiyou should shut up. But it's the
opposite: what you can't say turns into a symbahetaphor, poetry, turns into a blablabla the
size of a bus, turns into ideology, into the désiglf".

219\Who wrote “After one has abandoned a belief in Gmtry is that essence which takes its
place as life’'s redemption” (Stevens, 1990:185)civifrontela empathised with.
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to (re)unite the reader with something that hasnbeesplaced or that
was previously out of reach. The dichotomy betwEentela’s poetry
and her lifestyle would suggest this was the casehkr: she was
attempting to (re)connect with something ineffable.

Fontela also admired Emily Dickins8h and there are
similarities between both women; in the isolateedi they led, and in
their mutual ability to condense immanent meanimtg so few words.
The brevity of Fontela’s poems also bears resernblan the haikt?
form popularized in Brazil by Guilhnerme de Almeidad later used by
numerous Brazilian poets from Manuel Bandeira toold® de Campos
and Paulo Leminski. Fontela avoided calling henoxerses haikus,
preferring instead to call theppemetoglittle poems) which themselves
have parallels with Drummond'$listorietas his diminutive short
stories. This re-naming of form does not howevdiebeer interest in
Zen Buddhism — one of the key influences that sthape historical
development of the Haiku form. She acknowledges thterest in
Roséaceq1986) where she signed herself by her Buddhistenislyosen
Xingue, a “leiga zen-budist&®. In the same year she admitted that the
“Unica novidade que assinalo ehiba € o inicio da influéncia do zen.
S6 um “cheiro”, algo sutil, perceptivel em certaseimas” (in Massi,
1986:2615*

Her poems, while brief, also have a circularitytti in
keeping with the Zen belief of the circularity oife] and their
impersonal tone with its almost Buddhist neutrditma of the “self”
mean that their potential is open to any reader.

Orides Fontela’s work is filled with silence — tlgh this may
seem paradoxical. There is silence between the sydha lines, the
verses: and as mentioned before, the word “sileftself is frequent —
despite (or perhaps because of) the fact it i®iiradiction to “poetry”.
Her poem “Siléncio” (fromAlba), which is made up of four of her
poemetogitself includes the word silence five times mfiburteen lines,

211 Having taught Dickinson’s poetry for several yedrgturned to it again for these
translations to remind myself of her poetic uséhefEnglish language. However, because she
was insecure and uncomfortable with the Englisguage Fontela was likely to have read
Dickinson'’s poetry in translation. | have thouglebeinable to ascertain whose translations
she would likely have read; there have been sepeiaished translations of Dickinson’s work
in Portuguese.

22 Haiku were supposed to be little bursts of awalgi like the small flashes of
enlightenment (calledenshdn Japanese) discovered through meditation in ZesfdBism.
21347en-buddhist layperson”.

Z4«The only new thing of note in Alba is the staftioe influence of Zen. Just a “whiff”, but
subtly noticeable in some of the poems”.



151

and is replete with metaphors for silence. Thensieof the very early
morning is described in the last segment with &tegdtive sibilance of
/sl and /z/ sounds — “seda/ translicida do sil&Atio— that activates
senses of sight and touch to describe the absdrnsgund in a highly
compressed and synaesthetic fashion. This deseripjinaesthesia can
be tracked through her entire body of wdfk

In his preface t&lba, Antonio Candido suggests that Fontela’s
work is founded on the tension between the silefagothing and the
affirmation of the self. Silence for Fontela wasamunore than merely
an indicator of the inadequacy of words, of theealbe of “external”
sound; her poetic silence was a separate entigglatie and complete,
without the physical confines and human constribtt words are
limited by. This dichotomy of silence is a signhafr dissatisfaction with
both the world and the word — despite the fact thatds themselves
were her saviour. Although words could be libemgtior her, they also
held a frequently negative power. They could bekft{Toda palavra é
crueldade.}*"), deadly (“O sabor mortal da palavf&), wounding (“a
palavra fere*™) or sullying (“...4gua densa / que nos limpa dag/ as
palavras®%; and in the poem “Poema” fromlba, both motifs — of
silence and of words — are brought together ifiritd bitter lines,

Saber de cor o siléncio
— e profana-lo, dissolvé-lo
em palavr&$'

Fontela became increasingly disenchanted bydifig, like her
life, her poetry is infilrated with deception, saisfaction and

215 An echo of “licida sede” from the poem “Dialogolier first publicatioTransposicéo.

26 The many examples of her synaesthetic silencadecbnes from “Pedra” — “A pedra é
transparente: / o siléncio se v&” [The stoneaisdparent: / the silence sees itself] ( from
Transposicag; “Poemas do Leque” — “a textura / do siléncio brohighe texture / of the
burnished silence] (frorilelianto); “Aguas” — “a inextinguivel / 4gua / do siléntfthe
unextinguishable / water/ of silence] (frdRosacey “Soneto & minha irma” — “No opaco
siléncio” [In the opaque silence] (froRosacey “Ditado” — “...o vivido / siléncio branco / ...”
[the vivid / white silence] (fronTeia).

27 From “Fala” inTransposigadEvery word is cruelty] This idea of cruelty wasléd up by
Augusto Massi (1983:101) when he wrote “O munderint da poetisa € uma mescla de sigilo
e abismo. A lucidez de sua poesia é cruel”.

218 From “Sob a lingua” itHelianto[The mortal taste of words].

219 From “Cisne” inAlba [the word wounds].

220 From “Letes” in Alba [dense water / that washesrfus all/ the words].

22T know by heart the silence /- and defile igddilve it / in words”.
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disappointment. This forceful sense of disillusmame through in her
poetry readings,

N&o havia nenhuma suavidade na leitura feita pela
propria Orides. Ela lia seus poemas de maneira
forte, vigorosa, sincopada. [...] Causava um
estranhamento saber que aquela energia poética
vinha de uma mulher tdo fragil e com a saude
debilitadd®> (Donizete Galvio,
http://www.tanto.com.br/orides-donizete.htm
[accessed 09/03/2008])

Her poems together hold a net of allusions linkgdtheir recurring
words and themes, and form webs of connectionsebswvhich carry
their maker in their centre. The idea of a spideaving its web is not
uncommon as a metaphor for life, art, creation; anthparisons to
Arachne are not inappropriate, especially in trghtliof Fontela’s
appreciation of the classfé

Although the number of words she used was cosetiplthey
were positioned in such a way as to make multipgammngs blossom,
creating multi-faceted, polysemic, rich and dengeks that set off
chains of further images — each with their own eisgions — and a
multiplicity of interpretations. “Orides esta entegjueles rarissimos
escritores que alcancam forga suficiente paraftemar o ato de leitura
de seus textos numa experiéncia poética e exiatdng?** (Mauricio
Santana Dias).

In order to access the inner core of a poem,nslxtr must be
aware of more than just the words and must deciffemnderlying
structure — whether consciously crafted or orgdlyidarmed. Fontela’s
poetry with its brevity, its apparent lack of pgytkle or regular metre
and rhyme, and its seemingly simple structure Ig daceptively simple
to translate. The pared-down precision and contisib her poems
create a clear-pitched frequency that presentmaeindous challenge to

222«There was not a hint of softness in any readin@hides. She read her poems forcefully,
in a vigorous, syncopated fashion [...] It wasraeto think that all that poetic energy came
from such a fragile woman with such ill health”.

223 with poems like “Prometeu”, “Penélope”, “As Part§Bhe fates] among others and a
section in Rosaceaentitled “Mitolégicos”. In interview with Riaudekhe professed her
childhood love of mythology after reading Monteitmbato’'s “Os doze trabalhos de
Hércules”.

244 Felicidade Feroz”: http://www.revista.agulhamdor/mauriciosantanal.html (accessed
27/09/11).
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creatively transpose, and through the act of tediosl the superficially
simple syntax of the ST shows itself to be far mowenplex than first
appears.

I have chosen here to look at the two poems “Teiatl
“Vésper” — the first and last poems Feia — which washer final
published collection of poetry and which represeiiter maturation as a
poet. WithTeia she was trying to move towards a more imagistit an
less meditative poetry — admitting “[...] eu esteatando mudar o meu
estilo. Este estilo assim muito & em cima, estaudo bom atéAlba. E
a gente também cansa dos assuntos, como cansdadtawibém, das
coisas né?> (Riaudel, 1998:149).Teia is a carefully considered
collection of poems divided into seven quite difer sections.
Unsurprisingly, considering her self-confessedildgsbf chronological
order, it is not organized chronologically. It halsl poems (ones that
she calls “dead” poems, either lost or destroykd) have been written
anew?®, as well as previously unpublished poems;

Agora com o novo livro enguicado, ele saiu muito
a la carte]...] (risos). O leitor que goste ou néo
goste. A Ultima parte inclusive, tem poesias
antigliissimas, meio balada, meio cantabile, o que
me interessa. Acho que todos os estilos estdo
vélidos agora. [..2f(ibid:151)

In English translationAlba has received the most attention,
though there have been a few poems fileia translated by the North-
American translator Chris Daniels, who is fairly llwrespected in his
field. In interview he has discussed his senseaoé @and responsibility
towards translation, but one of his most widely tqdostatements
regarding the translation of Fontela’s poems ghtly disconcerting as
it suggests a lesser understanding of the Porteglaeguage than one
would expect;

It will be noticed that there are many instanceés o
the word “I” in the translation. These instances ar

225 'm trying to change my style. The style that'sdiof elevated, it was absolutely fine up to
Alba. But people also get tired of subjects, jiist they do of life and things, don't you think?
26439g0”, “Porta” and “Balada” all appear in thedirsection “Vésper”

227 «Now with the new book ready to go, it came outyé la cartel[...] (laughs). Readers will
like it or not. The last part actually has realld poems, half ballad, half song, than interest
me. | think all styles are acceptable now”.
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the results of direct translations of first-person
singular verbs. | feel that any attempt to mirrer h
[Orides Fontela] practice would result in
ambiguities thatdo not existin the Portuguese
originals. | ask the reader to consider every
instance of the word “I” to be a deep insoluble
flaw in my translation, and to think of that word
as silent.

(http://www.litvert.com/orides.html) (accessed
09/03/2008)

While seemingly a reasonable request, in reality isi
unsatisfactory, because if an English languageereacdne unaware of
the compressed verb forms commonly used in Pogggyy tried to
silence the “I”, they would be (in the vast majprif cases) merely left
with a bare infinitive. In Portuguese, this is rbé case, as the first-
person verb form is an entirely different conjugatiand therefore
contains the sense of the first-person pronounidbamespect for her
poetry, and his awareness of the problem of comspteserb forms in
Portuguese are clear; however his request is flaawed this lack of
understanding seems to carry through to his traoskof her poems,
one of the least satisfactory being “Vésper” — ofhthe reasons leading
to my decision to retranslate it and to analy$erther here.

3.3.1 Teia/Web
Teia Web
A teia, ndo The web, not
magica magical
mas arma, armadilha but armament, ambush
a teia, ndo the web, not
morta lifeless
mas sensitiva, vivente but sensitive, living
a teia, ndo the web, not
arte art
mas trabalho, tensa but toiled, tensed
a teia, ndo the web, not
virgem virginal
mas intensamente prenhe: but intensely pregnant:
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no in the

centro centre

a aranha espera the spider bides
Themes

“Teia” is the opening poem in her homonymous ficw@lection.
It is carefully formed; superficially simple, butittv an underlying and
disquieting menace that threatens to blister theasimskinned surface
of the poem with its potential destructiveness. Tdescription is
considered and precise, and the undercurrent aisens belied by the
structural repetition of the first four stanzastthdl one into a state
which makes the surprise of the final stanza @lrtore disturbing; the
spider — the predatory weaver of tales and of tagifi— is revealed,
expectant and expecting. “Teia” condenses Fontelaative procedure;
a web of poetry, a slow patient process where pides is the poet, the
weaver of the web of words, the spinner of sound substance. The
Anglophone reader can find correlation with Walt ithtan’'s “A
noiseless patient spider” in the symbolism of thider, the poet and the
soul, and a Brazilian reader may recall Cabral'salimguistic poem
“Psicologia da Composicdo” where in the sixth stéariz[...] aranha;
como o0 mais extreme / desse fio fragil, que se eohgo peso [...]".

The controlled sense of form in “Teia” also ingite
consideration of Poe’'s essay “The Philosophy of asition”. In
addition to these intertextual approximations theme two clear
references to the classics. The immediately appae¢erence is to the
tale of Arachne, the doomed mortal weaver from Qvigles who
defied the Goddess Athena with her skills. Howewregddition to this
there is also the final image of the patiently waitspider — the concept
of a female waiting and biding her time, which Bncdomparison with
Odysseus’ longsuffering wife Peneléffewho used her weaving as a
weapon to ward off suitors. This rich intertexttialjives the poem a
further literary depth that contributes to its senfexpanded time.

Metre

The poem is set out over five stanzas, each oftwhas three
lines. The first four stanzas are similar visualktructurally and
rhythmically. Each one begins with “A teia, ndohdais followed by a

228 Also the title of a poem iAlba.



156

single descriptive word in the second line. Eacthefthird lines begins
with “mas [...]" (“but [...]"), and they contradidhe preceding line with
a further two descriptive words. This rigid struetuis further
emphasised by the caesurae in the first and thmed lof the first three
stanzas, and is highlighted even more by the fitaiza, which ruptures
it altogether. Without the caesura provided bydbema in line three,
there would probably be an elision between thel flad of arma and
the first

“a” of armadilhg thus giving a syllable count of five for the line
however, because of the comma, both “a’s are prorexn — which
gives the line 6 syllables.

In the translation | felt it was important to miim the
structure, and in addition to this | also triedetmulate the metre as far
as possible as a mirroring strategy. Table 5 baloows the syllable and
feet counts and types of feet in the source textpared with the target
text. From this table one can note that while datlal line of the first
four stanzas of the TT is one syllable down on tifahe ST, the foot
count has remained the same. There is a differeetvecen the number
of syllables in the second lines, but this is beeaof the different way
of counting syllables in the Brazilian and Anglopkotradition. In
Lusophone prosody the syllable count stops after l#st stressed
syllable, meaning that the last (feminine) syllékjeof a word does not
contribute to the overall syllable count, wherea&nglish it does. This
means that “magica” in Portuguese has only 1 dgléds according to
tradition the final “ca” is dropped), and “magicaii English has three
syllables ‘tee-gi-kol”. The final line of the third stanza of the TT is
considerably shorter than that of the ST, howevés,my hope that the
long diphthong of “toiled” and the combination dfiet /t/ and /d/
plosives contribute to slowing and extending thensbof the line.

A repetition of unvoiced plosives is found in lit@ of the TT.
The “intensely” of the TT does not match the draawt-syllables of
“intensamente”, and initially | tried to compenséie this by translating
“prenhe” as “expectant”. In addition to being aayym for “pregnant”,
“expectant” is also a harbinger of the verb in fimal line of the ST:
“espera”, and it could be argued that in combimgtihe two words
contribute to communicating a similar sense of etqrecy to that of the
ST, and therefore lead towards the final stanzae Ptoblem with
“expectant” was that it lacks the visceral punch “pfenhe” or
“pregnant” and has more abstract, less physicahainpn the reader.
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Table vi: ST and TT metre

Syllable | Feet count and type Syllable | Feet count and type
count count
Line 1 4 2 feet (2 iambs) 3 2 feet (1 iamb and| 1
headless iamb)
Line 2 1 1 foot (1dactyl) 3 1 foot (1 dactyl)
Line 3 6 2 feet (1 amphibrach,1 | 6 2 feet (2 amphibrachs®
anapaest) interrupted by the|
caesura)
Line 4 4 2 feet (2 iambs) 3 2 feet (1 iamb and| 1
headless iamb)
Line 5 1 1 foot (1 trochee) 2 1 foot (1 trochee)
Line 6 7 3 feet (1 iamb, 2 6 2 feet (2 amphibrachs)
amphibrachs) (2" interrupted by the
caesura)
Line 7 4 2 feet (2 iambs) 3 2 feet (1 iamb and| 1
headless iamb)
Line 8 1 1 foot (1 trochee) 1 -
Line 9 5 3 feet (3 trochees) 3 2 feet (1 iamb and 1
headless iamb)
Line 4 2 feet (2 iambs) 3 2 feet (1 iamb and| 1
10 headless iamb)
Line 1 1 foot (1 trochee) 3 1 foot (1 dactyl)
11
Line 7 3 feet (1 anapaest,7 2 feet (lanapaest and |1
12 lamphibrach and ] amphibrach)
trochee)
Line 1 - 2 1 foot (1 spondee)
13
Line 1 1 foot (1 trochee) 2 1 foot (1 trochee)
14
Line 4 2 feet ( 2 iambs) 4 2 feet (2 iambs)
15
Sound

The sound in this poem is strictly tied to itdcitstructural and
rhythmic skeleton. As can be seen from Table 6 vbeloere is no
significant utilization of assonance in the poemnvaver, while the use
of alliteration is discreet, it does contributediwing coherence to the
whole. Due to the poem’s brevity, it is more pegtibto look at the
alliterative chain of sound throughout the bodyh& poem, rather than
merely looking at it line by line. The sequencethfim/, v/, Is/, and /n/
consonants in the ST has been maintained almesitint the TT, but
with the addition of /I/ in lines 5 and 6 and /dftlveen lines 9 and the
final line with “spider bides”. In the context ofpmem as condensed as
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“Teia”, it is questionable whether it is desirabdeadd to the alliterative
chain of the ST, as the poem then risks losing ciisnpactness.
Nevertheless, in compensation, | felt fortunatédave been able to use
numerous etymologically similar words in the tratisin’?® which made
the task of transposing the ST sound considerasly fraught. This in
itself though demands care, especially if one admsithat “Latinate
words tend to be not only longer than Germanic wobdit also
somewhat abstract, and for this reason somewhakidigoeven
prosaic.” (Britto, 2018% This reasoning gave me a further stimulus to
reconsider my initial translation of "prenhe" axpectant". | finally
settled on using “pregnant”, as its final "t" brinthe line to a much
sharper stop than “prenhe”, which in this conteakes the shock of the
image more abrupt. While there is a small interhgime of /e/ between
“intensely” and pregnant it is echoed by “expectawhich in a small
way mirrors that of the ST, however

The unvoiced plosive /t/ is frequent in the ST arasb vital to maintain
in the TT as its effect is to punctuate each offifst four stanzas, thus
emphasizing their separation from the denouement.

Table vii: Assonance and Alliteration in ST and TT

Assonance Alliteration Assonance Alliteration
Line It/ teia It/ nd
1
Line | /ee/ nagica /m/mégica [eel ragic /m/magical
2
Line | /a/ fa:/ mas /m/ mas ama, el It/ Im/ bu amamert,
3 arma, amadilha /a:/armament, ambush
armadilha ambush
Line It/ teia It/ nd
4
Line /m/ It/ morta N/ lifeless
5
Line | I/ sengtiva, | /s/ A% i sengtive, | /s/ vl Il It/ serEitive,
6 vivente sersitiva,viverte | living living
Line It/ teia It/ nd
7
Line It/ ate It/ at
8
Line It/ Isl trabalho, It/ /d/ Is/ bu toiled,
9 tensa tened
Line It/ teia It/ nd
10

29 Cflines 2, 3,6, 8,9, 11, 12, & 14.
230 |In correspondence with the author (20/10/11).
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Line Ivl virgem I Nlvirginal

11

Line | /el inensanente | /n/ It/ /s/ ma | /e/ inensely | /t/ In/ [s/ /I bua

12 prenhe intensamente expectant intensely pregnat
prenhe

Line | /v/ no /n/ no /n/'n

13

Line | /o/ cento /sl In/ It/centro Isl In/ Iticentre

14

Line | /ee/ a aranha | /s/ epera /al spder bdes | /s/ /dépider bides

15 espea

The stopped consonants of the near palindromepidiés bides” in the
TT are more emphatic than the drawn out vowels®®iquivalent
“aranha espera” in the ST, but the extended diptghaf /a/ helps to
extend the sonority.

Deixis, Lexis and Syntax

The deictic framework of the poem is timeless and/ersal,
and its clear references to the classics — thed@miion of Western
literature — will be familiar to educated readeoghbin Brazil and in the
English speaking world. The allusions to the myttisArachne and
Penelope are furthered by the adjectives and niauhg second lines of
the first four stanzas, which together read — n&gitorta; arte; virgem
/magical; lifeless; art; virginal, and resonate hwinythological and
mystical meaning.

The single verb in the poem is the final word loé final line:
“espera” — for which the most common translationsEnglish are
“wait”, “hope” or “expect’. As mentioned earlierhis sense of
expectancy has | hope been incorporated throughtrédmeslation of
“prenhe” as “expectant”. After much consideration,translated
“espera” as “bides”; the verb “to bide” means noliyd'to wait” but also
to “remain in expectation”, to “stay when others’,gm “remain in
residence” and importantly to “await ones opportw’r%lf’l, which also
incorporates the sense of hope that is lackingenverb “to wait”. This
sense of biding is prolonged by the fact that aslees, we have to wait
the duration of the poem to meet the verb. Whilebseare normally
associated with providing momentum this particiarb does nothing
to contribute to a sense of moving forward; it dyripangs where it is,
biding its own time.

8L Cf Shorter Oxford English Dictionary.
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3.3.2 Vespér/Vesper

Vésper Vesper
A estrela da tarde esta The evening star is now
madura mature
e sem nenhum perfume. no trace of scent
A estrela da tarde é The evening star is
infecunda infertile
e altissima: and far away:
depois dela sé6 ha beyond there is only
o siléncio the silence
Themes

Vesper is the final poem of Fontela’s last puldisttollection.
The Latin meaning of vesper is “evening”, “westddevening star” —
and it is the Roman equivalent of the Greek Hespehe son of the
mortal Cephalus, and Eos — the goddess of the dalso known as
Aurora). Hesperus/Vesper was the personificatiohefplanet Venus in
the west, just as his brother Eosphorus/Lucifee-“thorning star” was
its personification in the east. When it was realighat both were
different manifestations of the same celestial hakg two came to be
seen as interchangeable, and were associatedheithivindering star”.
An off-shoot of the myth of Hesperus was the gardletme Hesperides,
the nymphs of the evening, wherein grew the goldgples of
immortality. The circularity of this theme fits witthe context of
Fontela’s poetry and her knowledge of the classag] although
Fontela herself stated thdkia was not chronologically ordered, the
position of the poem, both in the publication amdher own lifeline is
ominous. These compact, almost cursory verses reisio Fontela’s
dual nature in their combination of perfect detaehtrand deep sense of
despair. The adjectives “mature” and “infertile” time second and fifth
single word lines are particularly poignant in t@ntext of her final
poem and are then followed three lines later bypiientous last two
lines which end with “the silence”. Here is Cru3eusa’s stellar silence
again; unscented, distant — hard and unforgivinig. a fitting metaphor
for her work and her life that “silence” is the tlagord of her last
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published poem; a silence left hanging physicatigt enetaphorically in
space and time.

Metre

For metrical reasons | initially translated lineeoas “The star
of the evening [...]", however, though this versis truer to the metre
of the ST I realised it sounded overly and selfsmously “poetic”, and
was not true to the source, which was simply é¢kening star| then
came across another difficulty, which was that kenliPortuguese,
English has only one form of the verb “To be”. Thiwde it more
challenging to communicate the difference betweden verbEstar in
line one, andserin line four. The former suggests that the star mat
always been mature, or unscented, while the therdgn singular of the
latterin line three implies it (she — the star — Fontedaiself even?) is
and has always been infertile and distant. My smtubas been to add
“now” at the end of the first line, which while csiderably less subtle
than the original, not only contributes to the iimiplimpermanence of
the verb, but also furnishes the line with a furthglable and provides
a visual difference between the similar but nontdml first lines of
each stanza in the ST.

The poem is free verse, and has no fixed prosduly,
amphibrachs and iambs tend to predominate in th&ttST and the TT.
In English accentual-syllabic poetry, amphibracre traditionally
associated with ballads, light verse, limericks ararative poetry;
however, the adjectival amphibrachs of the secaontfifth single-word
lines of the ST are in contrast to conventionabesaand followed three
lines later by “the silence” they combine to strikaeote that is tragically
apposite.

Table viii: ST and TT metre

Syllable | Feet count and type Syllable | Feet count and type
Count Count
Line 1 7 3 feet (1 amphibrach and 6 3 feet (3 iambs)
2 iambs)
Line 2 2 1 foot (1 amphibrach) 2 1 foot (1 iamb)
Line 3 6 3 feet (3 iambs) 4 2 feet (2 iambs)
Line 4 5 2 feet (1 amphibrach and 5 3 feet (3 iambs, final
1 iamb) iamb truncated)
Line 5 3 1 foot (1 anapaest) 3 1 foot (1 amphibyach
Line 6 3 1 foot (1 anapaest) 4 2 feet (2 iambs)
Line 7 6 2 feet (2 anapaests) 6 2 feet (2 ampHilsda
Line 8 3 1 foot (1 anapaest) 3 1 foot (1 amphibyach
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Sound

The carefully constructed and precise beauty ef ghem is
immediately evident in its first line “A estrela darde estd”; with the
internal rhyme ofestela andesé and its chain of vowels and plosive
consonants. This is then punctuated by the singjlective in line two
and continues in line 3 with a string of soft laitgnasal vowels, for
which | was unable to find an equivalent in the TTdid not find a
means to transfer to the TT the internal rhymdra IL in the ST or the
incomplete rhymes of “madura / nenhum / perfumefédunda” in the
first five lines. Goalposts for equivalence areomiotusly movable and
the validity of compensating for one poetic teclueighrough the use of
another is almost infinitely debatable; howevertianslating line 3 of
the ST to the palindromic "no trace of scent", withreiterated /t/ and
/sl sounds | feel that | have managed to make atitutipn of sorts.
This is in positive comparison to the "perfectlyperfumed” that | had
originally been considering. In a similar fashian“Teia”, it is hard to
compare the assonance and alliteration of the STiAEtby-line due to
the brevity of the poem, and therefore while thartbelow shows some
intra-linear alliteration and assonance, it may rbere effective to
consider it in the context of the poem as a whole.

Table ix: Assonance and Alliteration in ST and TT

Assonance Alliteration Assonance Alliteration
Line 1 leel El lel A Isl It/ [dl strela | [fi:/ la:/ Jaol Isl It/ star is
estrela datarde | datarde eséa evening sar
esta is now
Line 2 /eel radura /m/ /dimadura /m/ /timature
Line 3 lel b/ e €m Inl Il e &m Inl it/ /s/no trace of
nenhum nenhum scert
perfume perfume
Line 4 leel El lel A Isl It/ [dl strela | [fi:/ la:/ Javl Isl It/ star is
estrela da tarde | datarde evening sar
é is now
Line 5 /el infecunda il 1d/ I3/ la/ /il It/ infertile
infecurda infertile
Line 6 leel lil e It Isl Im/ la:/ far [fl far
altissma altissima
Line 7 [el dela /d/ /s/depos Isl E
delasd
Line 8 /el silencio /sl silencio /al slence /skilence
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Much of the intra and inter-linear assonance ef3fi has
regrettably been lost in the TT, but one can sem the chart that the
alliterative consonants in the ST (that consist@pally of /s/, /t/, /d/,
/m/ and /f/) have been mirrored fairly well (thoulglss densely) in the
TT, with /s/, It/, Im/, /p/ and /f/ consonants.

Deixis, Lexis and Syntax

As with “Teia”, the deictic setting of “Vesper” i®cognizable
readers from most cultures. The concision and compas of the poem
meant it was not challenging to maintain form ongtuation in the TT,
but it was difficult to manage the transfer of pistent verbal economy
to the TT without over explication.

In line two of the ST, “madura” encompasses a widame of
meaning than the English literal equivalent of “onat, as specifically
it can also be used to describe ripeness. Thispmunction with the
star being conspicuously unscented, and ‘hangirgh fthe sky, could
present a reading of the star as fruitlike. By diog to translate
“madura” as “mature”, and not “ripe”, the TT hastldhis dimension,
however had | chosen “ripe” instead of “mature’@ ttonnotations of
maturity (age and wisdom) and sterility would héen lost. The idea
of fruit and of ripeness is associated with fastjliand therefore is
actually inappropriate in the context of the “infeda” of line five in
the following stanza. In addition, the similarity sound and rhythm
between “mature” and “madura” makes “mature” thereneffective
option.

A similar problem arose for the translation offéiounda”, for
which | had the choice of “infertile” or “barrenl’.opted for the former
as the associations of the Anglo-Norman “barree”fzrsher and more
ravaged than its more neutral and less emotiochlfyged counterpart,
which is also more like the Portuguese originalmetre and sound.
These choices are in direct contrast to Danietsigiation of the same
poenf? (mentioned above), which uses both “ripe” and féat
somewhat contradictorily.

A further element to consider was the penultiniiaie “depois
dela[...]. In Portuguese, “estrela” is a femminoun, and so the use of
“dela” [*her”] in the Portuguese reader’s mind tuefer both to the
star and to Fontela herself — particularly as thenp seems so strongly

2324The evening star is/ ripe/ and without any peréuhThe evening star is/ barren/ and most
high:/ after her is/ only silence”.
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autobiographical. In my translation | have managedavoid the
pronoun entirely by using “beyond”, and thus haafehoth possibilities
open.

Assessment

A poesia de Orides Fontela é bonita de ler a
primeira vista mas também com o passar do
tempo [...] todos os poemas que escreveu sado de
uma qualidade de imediato evidéite(Franco
Moreira, 2003:219)

In both these poems fromeia Fontela departs from a material
‘reality’ — the web, the star, and then progredgidistances the reader
from this through a process of abstraction whichast annuls the point
of departure, and which forces one to consider dhaniversally direct
knowledge of reality is, as Wallace Stevens posited possible. This
concept of reality as an activity and not a stass ive disconcerting for
a translator in the sense that there is no oneal figeod” translation;
however, it can also be reassuring if one consitfetsif the translation
is not a fixed reality it has the potential to berenthan the sum of its
parts.

| feel that for careful readers, these two traitata may be able
to open one of the many potential windows into €siéfontela’s world.
Two years before she died she said in interviewintid aposta [a
perenidade] é uma obra. E uma aposta real. Olhzdetive filhos. N&o
tenho mais nada a n&o ser essa obra’#a@@iaudel, 1998:172). | like
to think that she would be happy to know that ansiation her work is
reaching an increasingly wider audience internafign and that her
legacy will continue.

23 «Orides Fontela’s poetry is lovely to read notyottle first time, but also as time goes by
[...] the quality of all the poems she wrote is idiately apparent”.

23 My gamble [on being remembered] is my work. It'eeal gamble. | have no children as you
know. | have nothing other than my work, nothingiht
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CONCLUSION

As ervas diversas que ai misturam, como em
nossa incongruente realidade, ndo

desmerecem o nome comum de salada. O autor
reivindica apenas o justo tempero (Arrigucci,
1999: proélogad™

Arrigucci’'s metaphor recalls that of Eliot, whislaw a poetry
anthology as a selection of dishes (cf. 1.1) tehjeyed alongside one
another. This idea of a salad is apt for both dothies and translations,
as translation is itself also a kind of metaphdrregnterpretation of a
textual recipe.

To be able to read a poem in its original languageprivilege
in numerous ways; the reader is able to drinkpsgpeak, directly from
the font, untainted by any filter of language. CQufethe instigating
factors or ‘causes’ (cf Pym, 1998:143-159) of thgpdthetical
anthology here is ideological; it stems from a deg share a treasure —
that of the poetry of Brazil — which many people anable to access
without the filter of translation.

For the purpose of this thesis | have discussadtfanslations
of poems by three poets. Unfettered by commercialeditorial
constraints, | have been able to focus on thesmpoand take the time
to study the authors and their socio-historicalterihand inter (as well
as intra) — textual references.

Wilss (1998:60) discusses decision-making in tedimsr on
two levels; that of what he calls a macrocontex@n@gal translational
strategy towards the text) and a microcontext ¢kixietc), but he
neglects to discuss decisions taken on a wideegarl level, those of
why certain texts and not others are translatadjdecall this asupra
context. In the context of this thesis and the fafon of the proposed
translated anthology, thisupracontextual decision-making has been
made through careful analysis
of relevant material available in both Portuguese ia English. Rather
than an anthology of Brazilian poets with poemsying favour with
Anglophone views of Brazilian exoticism, the ainsHzeen to create a

2% «The variety of herbs that are mixed togethert jike in our incongruous reality, are
deserving of the common name of salad. The autfjasts only the dressing”.
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rational list for an anthology with Brazilian poetad poems with both
Brazilian and universal themes.

One anthology automatically implies another; a Imilerger
virtual anthology of what was not included; therefdhe concept of
anthology embraces not only a principal of selectimt also one of
omission. It is a responsibility to draw up a bidtthe best of anything,
as to delineate a text as “canonical’” or not expasee to potential
criticism. In his introduction t@®s Cem Melhores Poemas do Século
(which itself was the subject of accusations anatroversy), Moriconi
makes a statement about canon that is intriguipet, a little odd, “o
poema tigico do fim do século é pds-candnico, anfinico ou para-
canoénico® (2001:245). At this state | should perhaps poirttwhy, in
the title of this thesis, the term “canon” is qiiai by the adjective
“dissenting”. In any anthology it is relevant tatst the parameters, the
conditions that led to the final selection, in aréte critical perspectives
(especially in the context of an academic publwgtito have a
foundation on which to base their considerations.

The information garnered from the anthologies ys& in this
investigation has shown that Brazilian poetry isatly rich terrain, and
that while it is represented to a certain exterthm United States, it is
much less so in Great Britain. It is my hope thais tstudy will
constitute one more paving stone on the path fror&rglish language
hegemony towards a wider appreciation of languagecé poetry from
other countries and cultures, and be understodtdsamtended; a work
of love for Brazilian poetry, and for Brazil itself

Translation has an intrinsically unstable natutg@ctv means
that;

A percep¢do humana da experiéncia empirica &

diferente, por isto a variagdo esta no texto mas

também nos leitores e naquilo que a sua

experiéncia lhes traz, na forma como condiciona

as suas leituras ndo s6 dos textos, mas do mundo
em geraf®’ (Ferreira, 2007)

I acknowledge that | have imposed the temporasistency of
my own voice (the translations evolved over a geabseveral months)

2%6“The typical end of century poem is post-canoniaati-canonical or para-canonical”.
Z7«“Human perception of empirical experience is difd, this is why variation is in the text,
but also in the readers and in what their expeeegices them, in the way they condition their
readings not only of the texts but of the worldyameral”.
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on poems that were written over nearly ninety tuoads years. My
translations are clearly not the original text® (#tt of reading is itself a
form of translation — raising the age-old questiénwvhat the “original”
is), and it remains to be decided as to whethevkheen disabled by
following a false notion of fidelity to the origihanstead of being
faithful to my own understanding of its imaginativeport; particularly
if one considers “there is a constant danger tieatranslator will render
into the goal language not just the meaning paiknfithe text but the
translator’'s own additions and responses” (de Beenatp, 1978:30).
Holmes suggested that a translation “can never twe rihan a single
interpretation out of the many whose image it darkirrors” (Holmes,
1988: 30) and this offers some hope for translatdrpoetry. In each
translation a small part of the poet is perpetuyased each translation
gives the ST its own “after lives’ [...] new approxations to the
hidden underlying purity of the poetic unspokenigiva, 1998: 195). In
combination with Bly's belief “that a great poemosid be translated
freshly every twenty years” (1983: 25) this suggedbiat perhaps the
best solution is indeed to have “several trangtatighat] present more
facets of the original than any one can do.” (Hani988: 51)

An interest in the role translations play in trenfation of
target languages, cultures and identities, andhé dreation of new
subject positions should continue to be of impartain the future of
translation studies. The reflexive implications positive for translators
and translation theorists alike, meaning there aliNays be room for
different (re)interpretations of texts and therefan almost infinite
source of material with which to work. With this angness of
translational, social, cultural and historical tlentranslators are now
expected to be more than mere conveyors of infoomathey
have a responsibility to be “critically self-conses writers who develop
an acute awareness of the cultural and social gongdiof their work”
(Venuti, 1992:1).

As this world shrinks together like an aging

orange and all peoples in all cultures move closer
together however reluctantly and suspiciously) it
may be that the crucial sentence for our remaining
years on earth may be very simply: TRANSLATE

OR DIE. The lives of every creature on the earth
may one day depend on the instant and accurate
translation of one word. (Engle & Engle, 1985:2)
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A statement such as this — although hyperboliddsdurther
weight to the already numerous pressures on aldatansand on the
translated text, the original text, the concepti@ttual truth”, the genre,
the context, and the reader;

In fact the process of translation and the process
of construction of our own identities may be
analogous: as translations are subjected to at leas
two semiotic systems (source and target
languages) but are nevertheless capable of
changing those very structures, so we, as humans
are the subjects of a variety of discourses but are
also free to change those relations that condition
our existence. (Gentzler, 2001:200)

Ortega y Gasset famously described the translafigroetry as
a ‘utopian task’ (1937/2001:49), but this shouldide seen as
discouraging; rather the opposite, it should irespihe quest for
continued refinement and approximation to the STpdt of this
approximation to a ST is criticism and comment&@gndido believes
these are erroneously considered to be in oppositicinterpretation
and to illustrate this he quotes von Wiese,

Em verdade ‘o comentario bem compreendido é
o vestibulo da interpretacdo’. O comentario é

tanto mais necessario quanto mais se afaste a
poesia de nés, no tempo e na estrutura
semantic&®. (Candido, 1994:27)

A commentary on any text can therefore also ba asdtself a
form of translation (cf. Attwater, 2006:129), anklist thesis is no
exception. As well as commenting on some of themmoé is also an
attempt at translating and interpreting the indéatonstituents
of an anthological canon; itself a translated aloifpp of studies,
histories and essays on Brazilian literature. Itaisself-confessed
patchwork of critics’, poets’, and theoreticians’ ritings and

23 |n actual fact, ‘well analysed commentaries arertnance to interpretation’. Commentaries
are all the more necessary the futher poetry mawes from us, in time and in semantic
structure.
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commentaries on Brazilian literature — and thuypla double role as
both representing and forming a Brazilian poetitorain translation.

Gusmao (2003:215) reasons that without any blaadep an
anthological corpus appears as a continuum — astmaous text. This
is thought-provoking, as the very fact of suchatiéit poets and poems
being juxtaposed within the same covers demonstiatis-continuum
in almost every sense. Thus it would be worth aeréng disrupting the
continuum (an integral part of the physicality gbablished anthology)
with a blank page between each poet’s work, to gillereathing space”
that may assist the reader to reflect on bothridevidual work, and on
the position of the work within the whole. A formaich as this would
not break the continuum, but would perhapssrupt it sufficiently to
bring a reader to a momentary halt, and providéysipal impediment
that would encourage contemplation and consideratihile this may
appear to be something seemingly superficial amdrisequential, it
may have the potential to support greater valadnadf what Gusmao
calls “representividade”; the founding concept ajsianthologies. By
incorporating this physical space (the blank paga)anthology could
potentially avoid appearing as a historical/cultucantinuum and
therefore avoid accusations by others of lacunae historical
representativeness.

This is a salient point for all readers of antlgids, as the very
fact that most are presented as a cultural astdridal — and therefore
finite — register, makes them an opening (nondjnia “launch pad” for
further perspectives and considerations; ‘“experiarans a
heterogeneidade do que é simultdneo, a ndo contengidade do
contemporaneo e, finalmente, a alteridade hisﬁ??i’ca(Gusméo,
2003:220)

With regard to further study in this area, it via# interesting to
take this investigation forwards and examine if Brazilian canon in
other languages is similar to that in English. Tihfermation can then
be assimilated with the information here and aalisimgrammatic map
of common roots could be drawn up using the Pyndancept of
networks. Another, though less ambitious, areanterést would be an
investigation into monolingual and bilingual fornatesentations and
their justifications, and a comparison of resoltahonolingual
anthologies such as Carlisle’s (1983) with anthigleghat were not

239\We experience the heterogeneity of what is simebas, the non-contemporaneity of what
is contemporary and, eventually, historical alyerit
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“translated”, but that were still aimed at the Eslylspeaking market (cf,
Dimmick, 1958 and Pontiero, 1969).

I have attempted to map a small part of the indetappoetic
landscape of Brazilian poetry translated into EsigliWwhether one can
accept this approach as successful is of course topéebate, but from
the perspective of function it is a beginning.

The simple fact is that the translation is not the
work, but a path toward the work. If this is a
poetic work, the translation is no more than an
apparatus, a technical device that brings us closer
to the work without ever trying to repeat or
replace it. (Ortega y Gasset 1937:61)
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Lindolfo Bell, Jodo Cabral de Melo Neto, Geir Cammpdoaquim
Cardozo, Vincente de Carvalho, Mario Chamie, LEleelho Frota,
Odylo Costa, Carlos Drummond de Andrade, José GGduyia, Ledo
Ivo, Marcos Konder Reis, Henriqueta Lisboa, Ced¥flgireles, Murilo
Mendes,Augusto Meyer, Dante Milano, Dantas Motaijliérivioura,
Carlos Nejar, Renata Pallotini, Cyro Pimentel, M&puintana, Idemo
Ribeiro de Faria, Cassiano Ricardo, Bueno de Riy@iéricles Eugénio
da Silva Ramos and Fernando Jorge Uchoa.

SAMPAIO, Maria Lucia PinheirdHistéria antoldgica da poesia
brasileira moderna e contemporane&ao Paulo: Roswitha Kempf.
1988.

STEGAGNO-PICCHIO, Lucianddistéria da literatura brasileira: Do
descobrimento aos dias de HoRio de Janeiro: Nova Aguilar.1997.
Treats poetry since 1922 in five separate sectibesfirst — dealing
with the period from 1922-1930 — includes GuilhemeeAlmeida,
Mério de Andrade, Oswald de Andrade, Manuel Baag&aulo Bopp,
Ronald de Carvalho, Ribeiro Couto, Carlos Drummdad\ndrade,
Jorge de Lima, Murilo Mendes, Augusto Meyer, Meinddt Picchia,
and Cassiano Ricardo. The second period treatgetits between 1930
and 1945 and cites Joaquim Cardozo, Pedro Dardass@Mdrummonde
de Andrade, Ascenso Ferreira, Jorge de Lima, Heet&Lisboa,
Cecilia Meireles, Murilo Mendes, Augusto Meyer, BaNlilano,
Vinicius de Moraes, Emilio Moura, Pedro Nava, AdsdgNery, Mario
Quintana, Cassiano Ricardo, Augusto Frederico Stihfihe section
for ‘os poetas de 45" mentions Jodo Cabral de Mieltm, Domingos
Carvalho da Silva, Darcy Damasceno, Alphonsus den&@aens Filho,
Ledo Ivo, Marcos Konder Reis, José Paulo Moreir&atasseca, Mauro
Mota, Bueno de Riveira, Péricles Eugénio da SilaaBs. There is then
a brief chapter on the concretists which includesakdo Azeredo,
Augusto de Campos, Haroldo de Campos, FerreiraGmEcio
Pignatari. The penultimate section to discuss gastiA Didspora das
Vanguardas: Neoconcretismo, Préaxis, Vereda, Poy&mR-processo’,
and it treats, among others, Mario Chamié, Armarmdtas Filho,
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Ferreira Gullar and Cassiano Ricardo. The finaptdradealing with the
period between 1964-1996 mentions Nelson AschehniWayala,
Paulo Henriques Britto, Alexei Bueno, Astrid Cabraha Cristina
Cezar, Chacal, Orides Fontela Armando Freitas Fhtida Hilst, lvan
Junqueira, Paulo Leminski, Pedro Lyra, FernandoddsrVianna,
Carlos Nejar, Renata Pallottini, Carlos Pena Fikitonso Romano de
Sant’Anna, Waly Salom&o, Sebasticdo Uchoa Leite.
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APPENDIX

Alphabetical list of poets (and respige
number of poems published after 1922)
included in eight Brazilian poetry anthologies.

Most represented poets in eight Bliarn
poetry anthologies.

Poems by the forty-one most represdnpoets
reproduced in the eight Brazilian poetry and
the textbook by Farraco & Moura (1998).

Alphabetical list of poets included five
Brazilian literary studies and two North-
American literary studies of Brazilian
literature.

Alphabetical list of most represedtpoets in
five Brazilian literary studies and two North-
American literary studies of Brazilian literegu

Alphabetical list of poets (and respive

number of poems) included in eleven English
language anthologies of translated Brazilian
poetry

Most represented poets in eleven English
language anthologies of translated Brazilian
poetry.

Table cross-referencing poets in tbbared
canon interspace between Brazilian poetry
anthologies and English language anthologies
of translated Brazilian poetry

Translated poems reproduced in theglish
language anthologies of translated Brazilian
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ATTACHMENT 10)

ATTACHMENT 11)

poetry by the 16 poets sharing the canon inter-
space.

Poems by the 22 selected poets pdnh

Brazilian poetry anthologies and English
language anthologies of translated Brazilian
poetry

Table showing the most printed poems by each
poet in the Brazilian poetry anthologies and
English language anthologies of translated
Brazilian poetry



199

ATTACHMENT 1

Alphabetical list of poets and respective numbempoéms published
after 1922 included in eight Brazilian poetry ahtgies*

in 3 anthologies in 4 anthologies in 5 antgids [iRIGIARIAOIOGIC S

in 8 anthologies

173 poetas

(%]

Alcides, Sérgio
Aleixo, Ricardo 2
Alvim, Francisco

Alvim, Maria Angela

e i

NH'_‘ )

Andrade, Oswald
Antunes, Arnaldo
Archanjo, Neide 1
Ascher, Nelson 1 3
Augusto, Eudoro 3
Avila, Affonso 1 1 3
Avila, Carlos 1
Ayala, Walmir 17
Azevedo, Carlito 1 3
Bandeira, Jodo 3
Bandeira, Manuel 6 2|11|11|6
Barbosa, Frederico A
Barros, Manoel de 1 1 3
Bello de Carvalho,Herminio 4
Bonvincino, Régis
Bomfim, Paulo 1
Bopp, Raul 2|1 1
Borges, Contador il
Brito, Méario da Silva 1

NG

[EEN
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Britto, Paulo Henriques

Buarque de Holanda, Aurélio

Bueno, Alexei

Caboclo, Manuel

Cacaso

e

Calixto, Fabiano

Campos, Augusto de

Campos, Geir

15

e

m

Carpinejar, Fabricio

Carvalho, Age de

VT Ul

Carvalho, Francisco

Carvalho, Ronald de

oS

= w

o

=

Castafion Guimaraes, Julio

Castro Pinto, Sérgio de

César, Ana Cristina

Chacal

Chagas, José

Chamie, Méario

w

Cicero, Antonio

w

Coelho Frota, Lélia

Cohn, Sergio

NG

Coralina, Cora

Corona,Ricardo

Corsaletti, Fabricio

™o

Costa, Eduardo Alves da

Costa, Horacio

Costa, Sosigenes

Costa e Silva, Alberto da

Costa Filho, Odylo

Couto, Ribeiro

Cunha Melo, Alberto da

Damasceno, Darcy

DD

Damazio, Reynaldo

Daniel, Claudio

N

Dantas, Pedro




=
=

Dias-Pinto, Wlademir

Espinheira Filho, Ruy

w|
=
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Espinola, Adriano

Faustino, Méario

Félix, Moacir

Ferraz, Eucanaa

Ferraz, Paulo

=

Ferraz Mello, Heitor

]

Ferreira da Silva, Dora

Ferreira de Loanda, Fernando

N N =

Figueiredo, Flora

Fontela, Orides

Franceschi, Antonio Fernan
De

o

Freitas Filho, Armando

Frées, Leonardo

Galvao, Donizete

Garcia Lopes, Rodrigo

Gil, Gilberto

Girdo Barroso, Antonio

Griinewald, José Lino

Guimaraes Ferreira, 1zacyl

Gullar, Ferreira

[EEY
N

N5

N =

Henriques Neto, Afonso

Ivo, Ledo

31

Junqueira, Ivan

H
o s

Konder Reis, Marcos

Leminski, Paulo

[EEN

Lenine

Lebni, Raul de

e

Lima, Manoel Ricardo de

Lisboa, Henriqueta

Lopes, Ascéanio
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Machado, Gilka

Machado, Duda

Mamede, Zila

Martins, Alberto

Massi, Augusto

Mattoso, Glauco 4
Medauar, Jorge fl
Meireles, Cecilia 4 11

Mello Mourédo, Gerardo

Melo, Tarso de

Melo, Thiago de

Mendes, Murilo
lo
Mendonca Telles, Gilberto

e

Menezes, Lu

Meyer, Augusto

Milano, Dante

Moliterno, Carlos

Mora, Octavio

26

e

Moreira, Morais

o

Moreira da Fonseca, José Pau

4

17

Mota, Dantas

Mota, Mauro

17

Moura, Antbnio

Moura, Emilio

Nava, Pedro

Nejar, Carlos

Neto, Torquato

Neves, Paulo

Oliveira, Marly de

Paes, José Paulo

Paixao, Fernando

Pallottini, Renata

Pena Filho, Carlos

Pinto, Nilo Aparecido

Pinto Rodrigues, Geraldo

Piva, Roberto

Polito, Ronald

N
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Prado, Adélia

Proenca, Ruy

™o

Quintana, Mario

[EEN

[EEN

Ricardo, Cassiano

=N

Ribeiro, Dora

Risério, Antonio

Riveira, Bueno de

Romano de Sant’Anna, Affonsq

Roquette-Pinto, Claudia

S4, Alvaro de

Salazar, Jussara

Saloméao, Waly

Sardan, Zuca

Savary, Olga

Schmidt, Augusto Frederico

[EEN

[EEN

Silva Ramos, Péricles Eugér
da

1D

Silveira, Joel

Siscar, Marcos

Sousa, Afonso Félix de

14

Sterzi, Eduardo

Suassuna, Ariano

Tavares, Braulio

Tavares, lldasio

Tolentino, Brunno

Tribuzi, Bandeira

P S

Uchoa Leite, Sebastido

Varela, Dailor

Veloso, Caetano

Ventina, Adao

Verunschk, Micheliny

\b]

Vianna Baptista, Josely

Wanderley, Jorge

Weintraub, Fabio

Willer, Claudio

Zé, Tom*
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A. Bandeira, Manoel (sem data@)presentacdo da Poesia Brasileira (seguida de
uma antologia de poetas brasileirp&io de Janeiro: Ediouro.

B. Moriconi, italo (org) (2001)0Os Cem Melhores Poemas Brasileiros do Século
Rio de Janeiro: Objetiva.

C. Loanda, Fernando Ferreira de (197@)tologia da Nova Poesia Brasilejr&io

de Janeiro: Edi¢des Orfeu.

D. Borgatto, Ana Maria Trinconi, Terezinha Costa Hasitb Bertin & Vera Llcia
de Carvalho Marchezi (orgs) (2002fntologia Poética Nestlé Sdo Paulo:
Fundacgédo Nestlé da Cultura.

E. Banco Lar Brasileira (1982)Os Sonetgs Sdo Paulo: Grafica Editora
Bisordi Ltda.

F. Pinto, José Néumanne (2000s Cem Melhores Poetas Brasileiros do Século
S&o Paulo: Geragao Editorial.

G. Grinewald, José Lino (1987%Grandes Sonetos da Nossa LingiRio de
Janeiro: Editora Nova Fronteira.

H. Costa Pinto, Manuel (2006): Antologia ComentadaPRiesia Brasileira do
Século 21, S&o Paulo: Publifolha
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ATTACHMENT 2

Most represented poets in eight Brazilian poetth@ogies

in 3 anthologie§'in 4 anthologies in 5 antholegigilCIANAGIOYIES in

8 anthologies

A|B|C |[DIE|F|G|H
1) Gullar, Ferreira 1(2|/7 |1(1(1|2 |5
e
los
0]
e 1
7) Bandeira, Manuel 6 2/1(1|6
8) Ivo, Ledo 2 31 1|11
9) Lisboa, Henriquetta 11 111
10) Meireles, Cecilia 416 1]1(1
11) Melo, Thiago de 1 7 1|11
12) Mendes, Murilo 34 211
13) Quintana, Mario 212 13: i 1
FEm
HENI
T
FAFEAL
I
6 I
2] [T}
[ E
24) Alvim, Francisco 2 1 4
25) Andrade, Oswald 2 5 1
26) Avila, Affonso 1 1 3
27) Barros, Manoel de 1 4 3
28) Bopp, Raul 2|1 1
29) Campos, Augusto de 1)1 3
30) Campos, Geir 15 1)1
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31) Carvalho, Ronald de

32) Chacal

33) Costa e Silva, Alberto da

34) Couto, Ribeiro

35) Faustino, Mario

36) Ferreira da Silva, Dora

37) Freitas Filho, Armando

w|w

38) Leminski, Paulo

39) Meyer, Augusto

40) Milano, Dante

RlR|R|R|Rr|N| -

41) Moreira da Fonseca, José Pa

17

42) Mota, Mauro

17

N I T TS PN e RN TR RN SN TS

43) Moura, Emilio

[N

44) Nejar, Carlos

45) Pena Filho, Carlos

46) Prado, Adélia

47) Schmidt, Augusto Frederico

48) Silva Ramos, Péricles Eugé
da

S I=Y =Y = =Y

49) Sousa, Afonso Félix de

14
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ATTACHMENT 3

Poems by the forty-one most represented poetsdeped in the eight
Brazilian poetry anthologies and the text book lar&co & Moura
(1998)***

in 3 books [lin4'books " in 5 book SHNINGHEO SREABEEK- [NiF o

n

2 poemas repetidoSoneto (dezembro de 193¥R, Meditacao sobre o
Tieté
(fragmento)x 2

241 Here represented by the letter
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4 poemas repetidoBoema de sete facas3, No meio do caminhx 2,
Mé&os Dadasx 2
Confidéncia do Itabiranox 2

@ @

Poemas repetido?oema de Natalx 3, Soneto de separacam 4,
Soneto de fidelidad® 3
A rosa de Hiroximax 2

3 poemas repetidofoéticax 3, Os Saposx 2, Vou me embora pra
Pasargadax 2

te,
Il

2 poemas repetidof&ssa negra Fuldx 3, Invencdo de Orfeu — Canto
primeiro x 2
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2 poemas repetido€antico a Deus 2, eLitogravurax 2

acéo

2 poemas repetidoMapax 2, eOs dois ladox 2

9) Cabral de Melo Neto, Jodo; AO Cao sem Plumag-ragmento),
Psicologia da ComposicdoB. Tecendo a manhaPsicologia da
composicap Antiode (contra a poesia dita profundd)ma faca so
lamina (ou Serventia das idéias fixag) educacado pela pedr&. A

viagem O engenheirpPregéo turistico do Recif® vento no canavial
Paisagem pelo telefonélistoria natural Imitacdo da aguaEscritos
com o corppO sim contra o sinirecendo a manhaRios sem discurso
Retrato de escritgrHabitar o tempoF. Tecendo a manhd O ovo de
galinha (2% parte), Composi¢do, O engenheiffragmento),O luto no

Sertao

3 poemas repetido®sicologia da composicdx 2, e Tecendo da
manhax 30

engenheirox 2

10) Ivo, Ledo; A. Naipe de ElisabeteA va feiticarig C. Soneto de
abril, Soneto a nadadoraSoneto do malogro As estatuas A
contemplacdp Os andaimes do mundd&anto grande Soberba O
arbutre da realidadgO rio, Mirante, Sentimento EuropeOpera O
viajante Guadalquivir Soneto dos trinta e cinco an@ galhg Soneto
do empinador de papagaiblo laranjal, Borrdo de Epitafip Soneto dos
dancarinos Primeira licdg Além do passaporteAos corretores de
Filadélfia, Ohio, Chicagq Nova lorque Aproveitamento da sucat®
guarda-livros A rainha da tarde Ferramenta amorosaE. Soneto de
abril, F. O amanhecer das criatura&. Sonetg

Poema repetidd&oneto de abrik 2

11) Lisboa, Henriqueta; A.RestauradoraB.Louvacdo de DanigD. O
tempo é um ficE. Serenidadg F. Os lirios

12) Meireles, Cecilia; ACancéo da Tarde no CampBlegia Noite, O
Rei do Mar B. Motivo, Este é o lengo2’ motivo da rosaNadador
Cenario (do Romanceiro do InconfidéngiRomance XXI ou Das idéias




2

10

Poema repetid@° motivo da rosa 2

Q
=

Poema repetidd® sonho da argilax 2

|
o9

Poema repetidd poema 1x 2

c

Poema repetiddvlormagox 2

|
28

Poema repetidaCancéo elegiaca 2
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Poema repetidd®oema tercariox 3

Poema repetidd@3onetox 2

Poema repetiddzilosofia x 2

0
Poema repetiddo azul, num sonetx 3

Poema repetiddAlcodlicas (trecho)x 2
25) Alvim, Francisco; B.2, F. Espelho H.Elefante, Parque, Mas, Pai

26) Avila, Affonso; B. 1, F.Discurso da difamac&o do poeta 11 / Pobre
velha musicaH.Lacaniana, Décade 7 En retour ao Beau Geste

27) Barros, Manoel de; B.1, D. 4, H.Os Caramujos, O Apanhador de
Desperdicios,

28) Bopp, Raul; A. Cobra Norato (Fragmento),Negrg B. Cobra
Norato (trechos). Cobra Norato — XVII|
Poema repetido: fragmento G@ebra Noratox 2

29) Campos, Augusto de; B1, C. 1, H. cidade/city/cite, ad marginem,
sub,
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30) Campos, Geir; C Esferg Marinha, Mamoeirq Pido, Urubu, Cisne
A armadura A arvore Elegia Viagem Coroa de sonetgsTarefg
DescanteMetanautica Derroteiro, E. TransensorialF. Alba,

Poema repetido: fragmento Galéxiasx 2

31) Carvalho, Ronald de; A.Brasil, Epigramg O Mercado de Prata
de Ouro e Esmerald&. Soneto azulF. Brasil,
Poema repetid@rasil x 2

32) Chacal; B.1, F. 6pera de passaro. Sentinela, Como Era Bom

33) Costa e Silva, Alberto da; E.Soneto a Vera F. Vigilia, G.
Soneto

34) Couto, Ribeiro; A.O banhg Viagem Elegia B. Cais matutingF.

Eleqgia
Poema repetiddElegiax 2

35) Faustino, Mario; B. Divisamos assim o adolescenBalada F.
Baladg G. Estava la Aquiles, que abracgvilam sibyllam.,.
Ressuscitado pelo embate da ress&oaeto

Poema repetidBaladax 2

36) Ferreira da Silva, Dora; B.1, F. Nascimento do poentd, Hades,
Mosaicos da Noite |, Estelaa Funeraria

37) Freitas Filho, Armando; B. 1, F.A flor da peleH. 20, Palavra-
chave,Cacar em Vao

38) Leminski, Paulo; B. Sintonia para pressa e pressagi®. Bom
dia...,Iceberg F.nuvens brancas...,

39) Meyer, Augusto; A.Minuang Oracdo ao negrinho do pastoreio
B. Minuang F. Oracdo ao negrinho do pastoreio

Poemas repetidoMinuano x 2, andOra¢éo ao negrinho do pastoreio
X2

40) Milano, Dante; A. Homenagem a Cam@dsnagem Saudades de
Minha Vida B. Imagem F. Mondlogo,
Poema repetiddmagemx 2
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41) Moreira de Fonseca, José Paulo; ANlatureza MortaC. Lagog
Poema Interior, Ariana em NaxqsO galqg O cartografq TiradentesO
cabrito, A mulg Médulo para uma construcao impossj\@ltimulo dos
espososQuatro litografias A luta, Defesa Ao ver o firmamenicAo
mar, A vertigem F. Tiradentes

Poema repetiddiiradentesx 2

42) Mota, Mauro; C. Elegia no. 1 Elegia no. 2 Elegia no. 3 Elegia
no. 4 Elegia no. 7 Pastoral As andorinhasA teceld O paletg Natal,
Soneto plumaripA bengala A casa O galg Slide chileng Em louvor
de uma estenodatilograf® periscépio E. Elegia no. 4 F. Elegia no.
1,

2 poemas repetidoBiegia no. 1x 2, eElegia no. 4x 2

43) Moura, Emilio; A. Poema patéticdB. Poema patéticoE. Sombras
fraternas
Poema repetidd®oema patéticx 2

44) Nejar, Carlos; B.Luiz Vaz de Camde®. Biografia, O tempo roda
gira, F.Canticq

45) Pena Filho, Carlos; ETestamento do homem sens&dSoneto do

desmantelo azuG. Para fazer um soneté soliddo e sua porigoneto

do desmantelo azul

Poema repetidd&Soneto do desmantelo azxl2

46) Prado, Adélia; B. 2, F.CasamentoH.O poeta ficou cansado,
Divindpolis, Linguas

47) Schmidt, Augusto Frederico; A.A partida Desting Paz dos
Tdamulo, E. Soneto de LucianoF. A partida
Poema repetidd partidax 2

48) Silva Ramos, Péricles Eugénio da; ACancao das Duas Corolas
E. Adolescéncia das asaf. Salmg

49) Sousa, Afonso Félix de; CEmbalq Palavras a LourdesEstelar
para a suicida A moca de GoiatuhaAuto-retratq Sonetos de
meditacdo (I, I, 1ll) Sonetos (I, XX, XXII, XXXIII, XXXVIDas

Escrituras — | ou Ponteiro do recém-chegadt Soneto XIX G.

Sonetos de Olinda ~+ |
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ATTACHMENT 4

Alphabetical list of poets included in eight Bréail literary studies, two
North-American literary studies of Brazilian littwee and one
translated study of Brazilian literature*

in 3 studie es in 5 studi
s in 8 studie ies

POET A|B|C|DIE|F|G|H]I |J|K
1) Guilherme de Almeida X |X |X X| |X

L e

4) Arnaldo Antunes
5) Nelson Ascher

6) Afonso Avila X | x X
7) Carlos Avila X

8) Walmir Ayala X

9) Carlito de Azevedo

10) Ronaldo Azevedo X

a 1nni
12) Frederico Barbosa
13) Manuel de Barros X
14) Lindolfo Bell X
15) Régis Bonvicino X X
16) Raul Bopp
17) Jodo Cabral de Melo Netox | X | X | X [ X X
18) Cacaso
19) Geir Campos X
20) Augusto de Campos

os _|X x| [X
0 [ X |
24) Vincente de Carvalho
25) Ana Cristina César X | X X

26) Guilhermino César X
27) Chacal X

i
H
H
H
H
|
|
H><><

x
x

< jo
[eede] > [
<
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16

28) Mario Chamié

29) Lélia Coelho Frota

30) Cora Coralina

31) Odylo Costa

33) Wladimir Dias-Pinto

34) Carlos Drummond de
Andrade

0

36) Orides Fontela

37) José Godoy Garcia

38) Ferreira Gullar

39) Hilda Hilst

40) Lédo Ivo

x

41) lvan Junqueira

42) Marcos Konder Reis

POET

43) Paulo Leminski

<= <

< <

el | x|

46) Duda Machado

47) Oswaldino Marques

48) Augusto Massi

49) Glauco Mattoso

S

51) Thiago de Melo

53) Paulo Mendes Campos

><H><H><

54) Gilberto Mendonga Teleg

r

56) Dante Milano

X X

X X

57) Vinicius de Moraes

58) Dantas Mota

59) Emilio Moura

><><><><H

r

[BS P

61) Adalgisa Nery X | X
62) Torquato Neto X
63) Haydée Nicolussi X

64) Benedeto Nunes X
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65) Felipe de Oliveira

66) José Paulo Paes

67) Fernando Paix&o

68) Renata Pallotini

69) Carlos Pena Filho

70) Menotti Del Picchia X
71) Décio Pignatari X
72) Cyro Pimentel

73) Adélia Prado

74) Mario Quintana X
75) José Lins do Rego X

76) Idelma Ribeiro de Faria

o]

78) Antdnio Risério

79) Bueno de Rivera X
80) Affonso Romano de

Sant'’/Anna

81) Plinio Salgado X
82) Waly Saloméo X
83) Augusto Frederico X

Schmidt

84) Péricles da Silva Ramos

85) Domingos Carvalho da
Silva

86) Tasso Silveira

87) Odorico Tavares

88) Fernando Jorge Uchoa

89) Sebastido Uchoa Leite

90) Caetano Veloso

Bosi,1994)

PTmMOgOo>

997)

o

Coleg&o melhores poemésditora Global )
O estudo analitico do poenf@andido, 2004)
Histéria Concisa da Literatura Brasileira

Literatura brasileira(Faraco & Moura, 1994)
Dialogos sobre a poesia brasileitainhares, 1976)
Historia de Literatura BrasileirgStegagno Picchio,

Outros Achados e PerdiddArrigucci, 1999)
Leitura de Poesig&Bosi, 1996)
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| Marvellous Journey: A Survey of Four Centuries Aian
Writing (Putnam, 1948)

J Seven Faces: Brazilian Poetry since Moderpism
(Perrone, 1996)
K Brief History of Brazilian Literature

(Dimmick/Bandeira, 1958)
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ATTACHMENT 5

Alphabetical list of most represented poets in eighazilian literary
studies, two North American literary studies of Blian literature and
one translated study of Brazilian literature.

in 4 studies in 5 studie1_s|in 8 studie < 11

Poet A|B|C|ID|E|F|G[H]|I |J |K
e
a

4) Jodo Cabral de Melo Netg
5) Carlos Drummond de X

Andrade
e KK |

b3
x
b3
x
x
x
b3

S
]

10) Guilherme de Almeida |x |X |X X X
11) Ferreira Gullar X X | X X
12) Dante Milano X X X X

13) Vinicius de Moraes X | X X | X
14) Menotti Del Picchia X X

I
F
[

#
= P P
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Colecéo melhores poemésditora Global )

O estudo analitico do poenf@andido, 2004)

Histéria Concisa da Literatura BrasileiréBosi,1994)

Literatura brasileira(Faraco & Moura, 1994)

Dialogos sobre a poesia brasileitainhares, 1976)

Historia de Literatura BrasileirgStegagno Picchio, 1997)
Outros Achados e Perdid@Arrigucci, 1999)

Leitura de PoesigBosi, 1996)

Marvellous Journey: A Survey of Four Centuries ofalian Writing
(Putnam, 1948)

Seven Faces: Brazilian Poetry since Moderni@Perrone, 1996)
Brief History of Brazilian LiteraturéDimmick/Bandeira, 1958)

TIOTMMOOm>

x &
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ATTACHMENT 6

Alphabetical list of poets (and respective numlfgoaems) included in
eleven English language anthologies of translareciian poetry *

inl2ianthologiés in 3 anthologi gie 5 anthologies
in 6 anthologie ies

Poet A |B|C|DIE |F |GIH [I |J |K
Almandrade 1

e ]
Almeida, T4cito de 15
Almeida Pereira, Edimilson de i
Alves de Faria, Alvaro 5

Anderson Freitas, lacyr L
Andrade, Mario de 1 v 7 5
Andrade, Oswald de 4 8 14 |9
Antunes, Arnaldo 4
Araljo, Avelino de 1
Archanjo, Neide 7
Arruda Mendonga, Mauricio 7

n ] B
Assunc¢éo, Ademir 6
Avila, Carlos 4

0 E g

Bacellar, Luiz 1
l ] ] 2 B [E| [
Barbosa, Frederico Bastos 3
Barros, Lenora de
Barros, Manoel de 1

s ] I

Brand, Jaques Mario 7
Britto, Paulo Henrigques |
Bueno, Alexei

[N RN

TNEY

1A

Campos, Angela de
Campos, Augusto de
e
Cardoso de Sousa, Ademar 3
m 2 ]
Carvalho, Age de 3
Carvalho, Ronald de 6
Carvalho Lopes, Fulvia de L
Castro, Marize 1
Castafion Guimaraes, Julio 7 3 1

a 2 i

prof >
fos|
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Chacal

Chagas, José

Cicero, Antonio

Coelho Frota, Lélia

Corona, Ricardo

10

Correia, Lepé

Costa, Horacio

Couto, Ribeiro

Del Picchia, Menotti

Emmer, Denise

Espinheira Filho, Ruy

Espinola, Adriano

I

Fiorani, Silvio

Freitas Filho, Armando

Garcia Lopes, Rodrigo

Goes, Clara

Gorgone de Oliveira, Eustaquig

Horner, Alexandre

Ivo, Ledo

Konder Reis, Marcos

e

Lisboa, Henriquetta

o]

Loria, Carlos

a

Machado, Nauro

Massi, Augusto

Meira Mattos, José Carlos

Meireles, Cecilia:

14

Mendes, Murilo

Meyer, Augusto

Milano, Dante

Milliet, Sério

Moraes, Vinicius de

o
© ||y

10

Motta, Dantas

Moutinho, Rita Rodrigo Octévid

Nejar,Carlos

Neto, Torquato

Nunes, Cassiano

Nunes, Sebastido

Pereira, Teresinka

(9]

Pinheiro, Neuza

Prado, Adélia

18

(e}

Prado, Marcos

Ramos, Nuno
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Ricardo, Cassiano 2 7 5

Roquette-Pinto, Claudia 7 2
Saldanha, Nelson
Salomao, Waly: 2
Schmidt, Augusto Frederico 6
Silva Ramos, Péricles Eugério 3
da
Silveira, Tasso da 5
Uchoa Leite, Sebastido 1

Vasconcelos, Ru 1
Viena Baptista, J05Ely 5 i

Waters, Jandyra ]

a

A. Bishop, Elizabeth & Emanuel Brasil (eds.)(197&) Anthology of 20 Century
Brazilian Poetry Middletown, Connecticut: Wesleyan University Rres

B. Brasil, Emanuel & William Jay Smith (eds.) (198Bjazilian Poetry 1950-1980,
Portuguese & English texts, Middletown, Connectidfesleyan University Press
Wesleyan Poetry in Translation Series

C.Baptista, Josely Vianna (ed.) (199Besencontrarios/ Unencontraries: 6 Poetas
Brasileiros/6 Brazilian Poetstr. Regina Alfarano & others, Portuguese & Englis
texts. Curitiba: Bamerindus.

D.Carlisle, Charles Richard (ed. & trans.) (1983)sserae: A Mosaic of Twentieth
Century Brazilian Poetryiznglish text only, Fort Worth, Texas: Latitudese$¥r
E.Corona, Ricardo (ed) (1998Putras Praias 13Poetas Brasileiros Emergentes
=Other Shores 13 Emerging Brazilian Podisminuras .

F.Ponteiro, Giovanni (1969): An Anthology of Braziia Modernist
Poetry London: Pergamon Press,

G.Palmer, Michael et al (eds.) (199'Nothing The Sun Could Not Explaibos
Angeles: Sun and Moon Press

H.Weissbort, Daniel (ed.) (1994Modern Poetry in Translation, Modern Poetry
From Brazil, MPT New Series No0.6, Winter '94-95, English textyorKing's
College London

I. Williams, Frederick G. (2004Poets of Brazil: A Bilingual SelectipiProvo &
Salvador: Brigham Young University Studies & Unsidiade Federal de Bahia

J. White, Stephen F. (1997)international Review of PoetryGreensboro:
University of North Carolina

K. Tapscott, Stephen (ed.) (199@)wentieth Century Latin American Poetry: A
Bilingual Anthology University of Texas Press
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ATTACHMENT 7

Most represented poets in eleven English languagholgies of
translated Brazilian poetry.

iNi2}anthelegies in 3 anthologi gia 5 anthologies
in 6 anthologie ies

B|C|D|E i G|[H |I EiE K
el I E I
a
e NI |
6) Mendes, Murilo 4 8 7 1
e
e
a
e E
11) Campos, Augusto de 3 2
12) Castafion Guimaraes, Julio 7 3 1
13) Prado, Adélia 18|17 6
14) Ricardo, Cassiano 2 7 5
15) Roquette-Pinto, Claudia 7 2 1
i [50
0
8
i B |
Z] i
r]
Kl
Tt
]
]
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ATTACHMENT 8

Table cross-referencing poets in the shared carterspace between
Brazilian poetry anthologies and English languagtd@ogies of
translated Brazilian poetry

English Language Anthologies Brazilian Anthologies

6) Mendes, Murilo = 12

7) Bandeira, ManuelO 5
8) Ivo, Ledo

9) Lisboa, Henriquetta
10) Meireles, Ceciliad 9
11) Campos, Augusto de 11) Melo, Thiago de

12) Castafion Guimaraes, Julio 12) Mendes, Murilo 0 6
13) Prado, Adélia 13) Quintana, Méario O 29
14) Ricardo, Cassiano= 22
15) Roquette-Pinto, Claudia

!

23) Andrade, OswaldO 8
24)Bopp, Rauld 21

25) Campos, Geir

26) Campos, Haroldo de[] 22
27) Carvalho, Ronald de

28) Costa e Silva, Alberto da
29) Couto, Ribeiro

30) Faustino, Mario 0 24
31)Leminski, PauloO 25

32) Meyer, Augusto

33) Milano, Dante

34) Moreira da Fonseca, José Paulo
35) Mota, Mauro O 27

36) Moura, Emilio

37) Nejar, Carlos

38) Pena Filho, Carlos
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39) Schmidt, Augusto Frederico

40) Silva Ramos, Péricles Eugénio da

41) Sousa, Afonso Félix de
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ATTACHMENT 9

Poems reproduced in the English language anthalogfietranslated
Brazilian poetry by the 16 poets sharing the canterspacé*?

em]
8 poemas repetido&ducation from a Stone/Education by Stone [A eduéac
pela
pedra] x 3, The Emptiness of Man [Os vazios do homenR, Cemetery in
Pernambuco [Cemitério Pernambucano]2, The Sea and the Canefield [O
Mar e o Canavial]x 2, Weaving the Morning [Tecendo a manh&] 2, The
Canefield and the Sea [O Canavial e 0 Mat]2, A Knife all Blade [Uma faca

242 Titles are given in English only if published ironolingual format, and in English and
[Portuguese] if published in bilingual format.



s6 lamina]x 2, Two of the Festivals of Death [Duas das FestasMarte] x
2,The death and life of a Severin&everin Death and Life
(selection) [Morte e vida Severina (sele¢ér)2,

of

ces],

|

m

al,
5 poemas repetido3ravelling in the Family[Viagem na Familialx 2, Seven-
Sided Poem/Poem of Seven Faces[Poema de Sete Fac&s]Don't Kill
Yourself [Nad se Matek 2, Infancy [Infancia] x 2, In the Middle of the Road
[No Meio do Caminholx 2,José [Josék 2

1 poema repetid®isaster [Desastre] x3

o =7

a
2 poemas repetido®rpheus’ Invention [Invencdo de Orfeu]x 2 (Cantos

diferentes),That Young Black Girl Fuld/ That Black Girl Fuld [Essa negra
Ful6] x 2
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ica]
he

4 poemas repetidoRondeau of the little horses [Rondé dos Cavalinhgsd,

Consolation/Consoada [Consoada] 2, Poetics [Poéticalx 2, Evocation of
Recife

[Evocacéo de Recifet 2

1 poema repetid@unday [Domingo]

5 poemas repetidodigil [Vigilia] x 2, Ballad of the Ten Casino Dancers
[Balada das dez Bailarinas do Cassinag] 2, The Dead Horse [O Cavalo
morto] x 2, Portrait [Retrato]x 2,
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Shyness/Timidity [Timidezk 2

de

n

o]

|

1 poema repetidoSonnet on Fidelity /Sonnet of Fidelity[Soneto de
Fidelidade] x 2,

10) Andrade, Oswald de; A. National Library [Biblioteca Nacional],
Advertisement [Reclame],Funeral Process [Procissfo Enterro], Epitaph
[Epitafio] H. Mistake of the Portuguesenip! hip! hoover! 3° of May
dithyramh escaped blackthe recruit an incident grammar the scared one
scene wrestling rising, relic, feudal lord K. Babbling [Falagdo], Portuguese
Mistake [Erro de portugués]irontier[Fronteira], Hierofant [O Hierofante],
Good Luck [Buena Dicha],Election [Plebiscito]

1 Poema repetido: Mistake of the Portuguese/Portuguese Mistake
[Erro de portugués]

11) Ricardo, Cassiano; A.The Song of the Wild Dove [O Canto da Juriti],
Nightfall [Anoitecer], F. H. Misery and Marvel Fulgoride, Dithyramb of
Peace A Barefoot Youth Lying on the Pavem&wgarch and Interrogatign

12) Almeida, Guilherme de; F. H.Someone Passed me Bypem of Poorest
Rhyme Epigraph Felicity, Reality Second Song of the Pilgrir@orners Alibi,
The Three Girls

Letter to my Soul

13) Campos, Haroldo de; B. C.
Also published inThe Literary Reviewvolume 21, number 2Se len cio
[Siléncio]

14) Faustino, Mario; B. H. Where will the restarted song hoyek mis
soledades voyCarpe diemThe world | conquered gave me a lpvdon’t want
to love the fleshless arrimferno, eternal winter,

15) Leminski, Paulo; C. G.

16) Quintana, Mario ; H. 10, J. Inscription for a fireplace [Inscricdo para
uma lareira]
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ATTACHMENT 10

Poems by the selected 22 poets printed in Brazilietry anthologies
and English language anthologies of translatedypoet

1) Almeida, Guilherme de; A.Mormacq Raca(Fragmento)D. Solidaq
Definicao de poesja0 pensamentdO poeta E. Essa, que eu hei de
amar...F. Mormacq
Repeated Poenvlormacgox 2
Almeida, Guilherme de; F. H. Someone Passed me by, Poem of
Poorest Rhyme, Epigraph, Felicity, Reality, Secduhg of the
Pilgrim, Corners, Alibi, The Three Girls, Letter nay Soul

No poem repeated in both groups
2) Andrade, Mario de; A. O poeta come amendaifioemas da negra

Toada do pai-do-mato (indios parecig) serra do rola-mocaB.
Soneto (dezembro de 193@uando eu morrer quero ficarD.
Inspiracéo! E. Soneto (dezembro de 193F. Meditacdo sobre o
Tieté G. Quarenta anosH. Paulicéia desvairada, Ode ao burgués,
Eu sou trezentos, A Meditacéo sobre o T{gsgmento)
2 repeated poemSoneto (dezembro de 1937
Meditacéo sobre o Tieté

(fragmento)x 2
Andrade, Mario de; A. Improvisation of the Dead Boy [Improviso do
Rapaz Morto], H. Landscape No,l1Sunday Yoy Ode to the
Bourgeois When | die | want to heMy pretty viola S&do Paulo at
Night, from Losango Khakil, I, 1ll), . The Poet Eats Peanuts [O
poeta come amendoim], The Young Widow [ViuvitagiRescences
of Khaki Lozenge [Lembrancas do Losango Caqui],romization on
what's wrong with America [Improviso do mal da Ainéf, the Mist
of my Sao Paulo [Garoa do meu Sdo Pauld] Inspiration
[Inspiricdo], The Processions [Os Cortejos], Sund@yomingo],
Nocturne [Noctorno]
1 repeated poemSunday [Domingo]x 2

3 poems repeated in both groupsO poeta come amendoim/ The
Poet Eats PeanutsQuando eu morrer quero ficar/ When | die
| want to be Ode ao burgués/ Ode to the Bourgeois
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3)

Andrade, Oswald de; Bpronominais Pero Vaz caminheD. Solidag
Epitafio, O violeiro, Metallirgica Manifesto da poesia pau-brasil
(trechos),F. Ditirambo, H. Erro de portugués, As meninas da gare,
Capoeira, Cronica, Velhice
Andrade, Oswald de; A. National Library [Biblioteca Nacional],
Advertisement [Reclame], Funeral Process [Procissko Enterro],
Epitaph [Epitafio] H. Mistake of the Portugueskip! hip! hoover! 3
of May, dithyramh escaped blackhe recruit an incident grammar
the scared onescenewrestling rising, relic, feudal lord K. Babbling
[Falacao], Portuguese  Mistake  [Erro  de  portugués],
Frontier[Fronteira], Hierofant [O Hierofante], GoodLuck [Buena
Dicha],Election [Plebiscito]
1 repeated poem: Mistake of the Portuguese
/Portuguese Mistake
[Erro de portugués]

3 poems repeated in both groupEpitafio/Epitaph, Erro de
portugués/Mistake of the Portuguese, Portuguese stdke,
Ditirambo/ dithyramb

4)

Ascher, Nelson; D. HS&oPaulo, Encontros, Homecoming
Ascher, Nelson; C. G.

5)

Bandeira, Manuel; B.Poéticag Poema do becd/ou-me embora pra
Pasargada PneumotéraxNa boca Belo belg D. Os saposPoética
E. Soneto inglés no,1F. Porquinho-da-india,G. A beira d’agua
Verdes mares O slOcubp Soneto inglés no,2 Vita nuova
Peregrinacdo H. Vou me embora pra Pasargada, Os Sapdsninos
Carvoeiros, PoéticaTrem de Ferro, A Onda
3 repeated poems: Poéticax 3

Os Sapox 2

Vou me embora pra

Pasargada 2
Bandeira, Manuel; A. Last Poem [0 Ultimo Poema], Anthology
[Antdlogia], Rondeau of the little horses [Rondésd@avalinhos]
Brazilian Tragedy [Tragédia Brasileira]D.Theme and Variations
Dead Night Reality and the ImageSuicide SongArt of Loving
Etching ConsoadaH. Drug Dream Consolation I. Pneumothorax
[Pneumtdrax], Poetics [PoéticalEvocation of Recife [Evocagéo de
Recife] Irene in Heaven [Irene no céu], The Animal [OHaf K.
Spiritual Wedding [Bode Espiritual], Poetics [Pogdi, Evocation of
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Recife [Evocacdo do Recife], Mozart in Heaven [Mbm® Céu], Off
to Paisargada [Vou me embora pra Paisargada], Rendef the
Little Horses [Rond6 dos CavalinhgdPortrait [Retrato], Interview
[Entrevista],
4 repeated poem: Rondeau of the little horses [Rond6 dos
Cavalinhos] x 2, Consolation/Consoada
[Consoadalx 2
Poetics [Poéticak 2
Evocation of Recife [Evoéax

de Recifek 2
3 poems repeated in both groupsvou me embora pra
Paisargada/Off to Paisargaddoética / Poetics, Pneumotorax/

Pneumothorax

6) Britto, Paulo Henrigues; B.H. O Funambulo, Untitled,
Untitled
Britto, Paulo Henriques; J. Scherzo [Scherzo]

7) Cabral de Melo Neto, Jodo; A.O Cao sem PlumaéFragmento),

Psicologia da Composi¢doB. Tecendo a manh&Psicologia da
composicap Antiode (contra a poesia dita profundd)ma faca sé
lamina (ou Serventia das idéias fixa8) educacao pela pedr&. A
viagem O engenheirp Pregado turistico do RecifeO vento no
canavial Paisagem pelo telefonklistéria natural Imitacéo da agua
Escritos com o corpdO sim contra o simTecendo a manhaRios
sem discursoRetrato de escritgrHabitar o tempo F. Tecendo a
manhd H. O ovo de galinhg2* parte), Composicdo, O engenheiro
(fragmento) O luto no Sertdo
3 repeated poems: Psicologia da composicao 2,

Tecendo da manh& 3

O engenheirox 2
Cabral de Melo Neto, Jodo; A.Daily Space [Espa¢o Jornall],
Windows [Janelas], Poem [Poema], The end of theldvfl® fim do
mundo], Cemetery in Pernambud®ur lady of light) [Cemitério
Pernambucano (Nossa senhora da Luz)], Cemeteryeimanbuco
(St. Lawrence of the woods) [Cemitério Pernambug@#m Lourengo
da Mata)], The death and life of a Severino (Thetihante”) [Morte e
Vida Severina (O Retirante)], The death and lifeacSeverino (He
meets) [Morte e Vida Severina (Encontra dois)], Teath and life of
a Severino (Neighbours, friends) [Morte e Vida Sieee(Aparecem e
se...)] Imitation of Water [Imitagdo da agua], The Cloud#&\s]
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Nuvens],_ The Sea and the Canefield [O Mar e o CiafigyEducation
by StondA Educacao pela pedra)Veaving the Morning [Tecendo a
manhd], The Canefield and the Sea [O Canavial eas] MA Knife all
Blade [Uma faca sé lamina], The Emptiness of Mars [¥azios do
homen], The Drafted Vulture [O Urubu mobilizado], The M&om
Up-country Talking [O Sertanejo Falando], Two oftlrestivals of
Death [Duas das festas da MortB] Education from a Ston®ivers
without DiscourseFable of an Archite¢fThe Domains of Yellovirhe
Yes against the Yebl. The Nothing that IsThe Apollo DocksThe
Ironsmith from CarmonaCrime in Calle Relatgr Conversation in
London, 1952 Mourning in the Sertdo,l. The Engineer [ O
engenheiro], Psychology of Composition [PsicologgaComposicao],
Severin Death and Life (selection) [Morte e vidgesia (selecio)]
J. Renovated Homage to Marianne Moore [Homenagem \Re&lzoa
Marianne Moor¢ K. To Carlos Drummond de Andrade [A Carlos
Drummond de Andrade],_ Cemetery in Pernambuco [Gainit
Pernambucanqg]A Knife that is all Blade [Uma faca s6é Laminalyd@
of the Festivals of Death [Duas das Festas da Mpfslucation by
Stone [A Educacdo pela pediraThe Canefield and the Sea [O
Canavial e o Mar], The Sea and the Canefield [O Mas Canavial],
Weaving the Morning [Tecendo a manh@he Emptiness of Man [Os
vazios do Homem]
9 repeated poems: Education from a Stone/Education by

Stone [A educacdo pela pedral3,

The Emptiness of Man [Os

vazios do homerj 2,

Cemetery in Pernambuco

[Cemitério Pernambucanaol,

The Sea and the Canefield [O

Mar e o Canavialx 2,

Weaving the Morning

[Tecendo a manh& 2,

The Canefield and the Sea [O

Canavial e 0 Mark 2,

A Knife all Blade/Aknife that

is all Blade [Uma faca s6

lamina] x 2,

Two of the Festivals of Death

[Duas das Festas da

Morte] x 2,

The death and life of a

Severino/Severin

Death and Life

@etion) [Morte e
vida Severinaselecaoy]2,
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6 poems repeated in both groupssim contra o sim/The Yes against
the Yes, Tecendo a manha /Weaving the Morning, Ufaea s6
Lamina/ A Knife that is all Blade], A Educagéo pebedra/
Education by Stone, imitagcdo da agua / Imitatiof Water,

Psicologia da Composi¢édo / Psychology of Compaosit

8)

Campos, Haroldo de; B.Galéaxias (trechos), D. o poema via
chuang-tsé 2se nasce...Galaxias (fragmento),Maquina do mundo
repensaddqfragmento)G. Soneto de bodasl. Renga em New York,
Poema Qohéletico 2: Elogio da Térmita, Il Cuor¢edidquio Milanés
1 repeated poem: fragmento @alaxiasx 2

Campos, Haroldo de; B.? C. ?

9)

Drummond de Andrade, Carlos; A. Edificio Esplendar Maos
Dadas Poema de sete faceB. Poema de sete faceS€oracao
numerosp No meio do caminhoConfidéncia do itabiranoJosé A
mesa A maquina do mundoEvocacdo marianaA bunda, que
engracada D. Explicacdg Noticias amorosas- Amar, Amar —
Amarqg E. O quarto em desordent. No meio do caminhoG. Soneto
da perdida esperang¢d&emissapA ingaia CiénciaSonetilho do falso
Fernando Pessqdficina irritada, Retorng Concluséo H. Toada do
amor, Infancia, Cidadezinha qualquer, Quadrilha, nildéncia do
Itabirano, Nosso tempo, Maos dadaBrocura da poesia, As sem
razoes do amor, O chao é cama, Rifoneiro divin@n®a de sete faces
4 repeated poems: Poema de sete faces3

No meio do caminho 2

Méos Dadasx 2

Confidéncia do Itabiranox 2
Drummond de Andrade, Carlos; A. Travelling in the Family
[Viagem na Familia], Seven-Sided Poem [Poema de Feres],
Don't Kill Yourself [Nad se Mate],The Table [A Mesa], Infancy
[Inféncia], In the Middle of the Road [No Meio do CaminhBgmily
Portrait [Retrato de Familia],D. Being José To Federico Garcia
Lorca, Visions | Appeal to my Opposites for the Boon of Peate
Song to the Man of the People Charlie Chaplin, I- ¥V Poem of
seven faces [Poema de sete facklsnd in Hand [Mé&os dadas], José
José], Sentimental [Sentimental], Zero Quota [Cota ZerBpciety
[Sociedade],J. The Floor is Bed [O chad é Cam&f. Seven-sided
poem [Poema de sete faceBjfancy [Infancial,In the Middle of the
Road [No meio do CaminhoDon’t Kill Yourself [Nao se Mate],
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Travelling as a family [Viagem na Familia]Residue [Residuo],
Diminutive [Canto Esponjoso], An Ox Looks at Man [Um boi vé os
Homens], Elegy [Elegia],
6 repeated poems: Travelling in the Family/ Travelling as a
Family, [Viagem na Familiajx 2,
Seven-Sided Poem/Poem of Seven Faces
[Poema de Sete Faces]3,
Don't Kill Yourself [Nad se
Mate] x 2,
Infancy [Infancia] x 2,
In the Middle of the Road [No
Meio do Caminholx 2,
José [Joz4],

6 poems repeated in both groupsPoema de sete faces/Seven-Sided
Poem, No Meio do Caminho/ In the Middle of the &, José /José,
Maos dadas/ Hand in Hand, Infancia / Infancy, Chéo é cama /

The Floor is Bed

10)

11)

Faustino, Mario; B. Divisamos assim o adolescenteBalada F.
Baladg G. Estava la Aquiles, que abracgvilam sibyllam.,.
Ressuscitado pelo embate da ress&cmeto

1 repeated poemBaladax 2

Faustino, Mario; B. H. Where will the restarted song hoyex mis
soledades vqQyCarpe diemThe world | conquered gave me a lpie
don’t want to love the fleshless arimferno, eternal winter,

Fontela, Orides; F.AxiomasH. Meio-dia

12)

Gullar, Ferreira; A. Poema B. Poema sujo(Fragmento),Agosto
1964 C. Galo galg O trabalho das nuven#s pérasAranha Coisas
da terra Verdq A vida bate D. A poesia E. Calco sob os pés
sérdidos o mitp F. Ndo ha vaga&. Poema portugués 6, Poema
portugués 7H. Dois e dois: quatro

Gullar, Ferreira; A. Cloud’'s Work [O Trabalho das Nuvend, H.
Happiness Disaster Lesson Exile I. My People, My Poem [Meu
povo, meu poema], Bad Smell [Mau cheiro], SubverfBubversiva],
Disaster [Desastre]Photograph [Gravura], Behind the Face [Detras
do rosto]J. Disaster [Desastre]K. Oswald Dead [Oswald Morto], In
the Body [No Corpo], There are Many Traps in therM/@No Mundo
ha Muitos armadilhas], Poster, [Poster], Sweet TEllantada], Noise
[Barulho]
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1 repeated poem: Disaster [Desastrex 3

1 poem repeated in both group®© trabalho das nuvens /Cloud’s
Work

13) Leminski, Paulo; B. Sintonia para pressa e pressagib. Bom dia...,
Iceberg F.nuvens brancas...,
Leminski, Paulo; C. ? G. ?

14) Lima, Jorge de; A.Era um cavalo tudo feito em cham&Sssa negra

Fuld, Inverng B.Essa negra Fulg*Soliléquio sem fim e rio revoltq”
“O céu jamais me dé a tentagdo fuunestdD. O mundo do menino
impossivel Cantigas Missao e promissgoE. Fundacdo da ilha
F.Invencdo de Orfeu Canto primeiro— XXXIll, G. Invencdo de
Orfeu —_Canto primeira- XV/ segundo — XVIf terceiro — XXVII/
quarto — IV/ quarto — XIV e XV quinto — VIII/ décimo — XH. O sono
antecedente, O acendedor dos lampibes, Essa nedfa B poema
do Canto llI
2 repeated poems: Essa negra Fulax 2,

Invencéo de Orfeu — Canto

primeirox 2
Lima, Jorge de; A. The Enormous Hand [A m&o enormd).
Orpheus’ Invention[Invencdo de Orfeu] Canto X|VMiraceli’'s
Annunciation & EncounterVoodoq Bahia of the All SainfsF. H.
Orpheus’ Inventior{invencéo de Orfeu] Canto |XThe World of the
Impossible BoyThe Sharing of Poetrysonnet fronLivro de Sonetgs
I. That Young Black Girl Fulé [Essa negra Fuldt was a horse...of
flames [*Era um cavalo tudo feito em chamas”], Aucowithin the
center [‘No centro um tribunal”], K. Stranger, Stranger
[Estrangeiro, Estrangeiro], That Black Girl Fuld Hsa Negra Fuld],
The Trumpets [As Trombetas], Words of Departure pakavras de
despedida]
2 repeated poems: Orpheus’ Invention[Invencao de

Orfeu] x 2 (different Cantos)

That Black Girl Fulé /That young black

girl Fuld[Essa Negra Fuld]x 2

3 poems repeated in both groupsEra um cavalo tudo feito em
chamas/It was a horse...of flames, Essa negra Fuldat BlackGirl
Fuld, O mundo do menino impossivel/ The World of the Inspible
Boy
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15) Mattoso,Glauco; B. 7?H. Manifesto Copofagico, Soneto 234
Confessional, Soneto 426 Torresmista, Soneto @54l N

16) Meireles, Cecilia; A.Canc¢ao da Tarde no CampElegia Noite, O
Rei do Mar B. Motivo, Este é o lengo2® motivo da rosaNadador
Cenério (do Romanceiro do InconfidéngidRomance XXI ou Das
idéias (do Romanceiro da Inconfidénci®. 2° motivo da rosaF.
Retratqg G. A chuva chove
1 repeated poen2® motivo da rosax 2
Meireles, Cecilia; A.2™ Rose Motif [Segundo Motivo da Rosa], Vigil
[Vigilia], Ballad of the Ten Casino Dancers [Baladdas dez
Bailarinas do Cassino], The Dead Horse [O Cavalo riojg
Pyragyrite Metal [Metal Rosicler 9]H. Night, Portrait, Solitude
Epigram No.4 Cavalcade ShynessAmen Presentationinscription in
the sandBird, If only | were... Mandate Where do verses gp@rns
and Breezes|. Memory [Mem6ria], Motive [Motivo], _Timidity
[Timidez], Time in the Garden [O tempo no jardim], Elegyd§ia],
K. Portrait[Retrato], Sketch [Desenho], Vigil [Vigilia], Ballad of the
Ten Casino Dancers [Balada das dez Bailarinas desd@®], The
Dead Horse [O Cavalo Mor{o

6 repeated poems: 2" Rose Motif [Segundo Motivo da
Rosa]
Vigil [Vigilia] x 2,

Ballad of the Ten Casino Dancers

[Balada das dez Bailarinas do

Cassinojx 2,

The Dead Horse [O Cavalo morta] 2,

Portrait [Retrato] x 2
Shyness/TinydiTimidez]x 2

3 poems repeated in both groupsSegundo Motivo da Rosa /2
Rose Motif, Elegia/ Elegy Retrato /Portrait

17) Mendes, Murilo; A. Mapa, O impenitenteOs dois ladosB. Cancéo
do exiliq Mapa, Estudo para uma ondin&rafito para Ipdlitg D. O
menino sem passadO poeta assassina a myga O escrivag F. Os
dois lados H. Solidariedade, Quinze de novembro, Lamentacao
2 repeated poems: Mapax 2,

Os dois ladox 2
Mendes, Murilo; A. Map [Mapa], Horses [Cavalos]D. Sicilian
AtmosphergSomethingRoyal TombsMarilyn, F. H. Love Splits Us
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Up, Alternate FormsBoyfriend and TimelLove’s Unity Final Judgement of
Your EyesTimeless LoalHalf Bird, J. Working Late [Serao]

1 poem repeated in both groupsMapa/Map

18) Milano, Dante; A. Homenagem a Camdebnagem Saudades de
Minha Vida B. Imagem F. Mondlogo,
1 repeated poenimagemx 2

19) Moraes, Vinicius de; A.Elegia quase uma Odé&oema de Natal

RosérigB.Soneto de fidelidagd®oema de NatalA rosa de Hiroxima
Patria minha D.Soneto de separacABoneto do maior ampEstudg
E. Soneto de separacid. Poema de Natals. Soneto de intimidade
Soneto a Katherine MansfieldSoneto de fidelidageSoneto de
meditacdo — IlIJ Soneto de meditagdo —,I\Boneto de separacio
Poética H. Soneto de separacad mulher que passa, Epitafio, A rosa
de Hiroximg Soneto de fidelidad&oneto de amor total
4 repeated poems: Poema de Natak 3,

Soneto de separac&o4,

Soneto de fidelidadz 3

A rosa de Hiroximax 2
Moraes, Vinicius de; A.Song [Canc¢ao], Sonnet on Fidelity [Soneto
de Fidelidade], The Pear, [A Péra], Christmas Poem ][Poema de
Natal], Sonnet of Intimacy[Soneto de Intimidade]pan Recipe
[Receita de Mulher], Sonnet on Separation [Sonetddparacaop.
Creation Day Ballad of the Concentration Camp Deddead Child
through the Alleys of Ouro Pretdd. Destitute am I.,. Sentimental
Sonnet to the City of Sdo Paulat the instant.,.My Father, give
me.., Van Gogh'’s Bridgel was Born Marked by PassipBeauty of
her Body Afterwards... Pensée de désespoeath in mel. The
False Beggar [O falso mendigo], Sonnet of Fideljf§oneto da
fidelidade], To Little Bird [A um passarinho], THose of Hiroshima
[A rosa de Hiroxima],
1 repeated poem: Sonnet on Fidelity /Sonnet of

Fidelity [Soneto de Fidelidade} 2,

4 poems repeated in_both groupsSonnet on Fidelity /Soneto de
Fidelidade, Soneto de Separacédo /Sonnet on Sepamattoema de
Natal/ Christmas Poem, A rosa de Hiroxima/the RaseHiroshima
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20)

21)

Pena Filho, Carlos; E.Testamento do homem sens&oSoneto do
desmantelo azulG. Para fazer um sonetdA soliddo e sua porta
Soneto do desmantelo azul

1 repeated poem: Soneto do desmantelo azxl2

Quintana, Mario; A. O poema 1 O poema. 2 B. Emergéncia
Segunda canc¢do de muito longeO auto-retratg Ah, sim, a velha
poesia Pequena poema didatic&. A ciranda rodava no meio do
mundg F. O poema 1

1 repeated poem: O poema Ix 2

Quintana, Mério ; H. 10, J. Inscription for a fireplace [Inscrigao
para uma lareira]

22)

Ricardo, Cassiano; ATranslacag E. Desejg F. A imagem oposta
G. lara, a mulher verdeMarcha finebreEva matutinaH. Ladainha
Ricardo, Cassiano; A.The Song of the Wild Dove [O Canto da
Juriti], Nightfall [Anoitecer], F. Ladainha, Anoitecer, A Orquidea,
Testamento, Espaco Lirico, Epitafio, Zanga contma @uarda-Chuva
H. Misery and Marvel Fulgoride Dithyramb of PeaceA Barefoot
Youth Lying on the PavemeBearch and Interrogation

1 repeated poem: Anoitecerx 2

Poem repeated in both groupst.adainhax 2 (though this is
confusing, as there is no translation of it sitrierely reproduced in
both groups, but in Portuguese.
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Table showing the most printed poems by each poéhe Brazilian poetry

anthologies and English language anthologies oftated Brazilian poetry

Column 1) Repeated | Column 2) Column 3)
Poets Poems in Brazilian Repeated PoemsPoems repeated in anthologies
anthologies in English | in both languages
Anthologies
1) Almeida, | i) Mormagox 2
Guilherme
de
2) i) Soneto (dezembro deé) Sunday| i) O poeta come amendoim/ The
Andrade, 1937)x 2 [Domingo] x 2 Poet Eats Peanuts
Mario de i) Meditacéo sobre ii) Quando eu morrer querp
Tieté (fragmentox 2 ficar/ When | die | want to be
iii) Ode ao burgués/ Ode to the
Bourgeois
3) i) Portuguese i) Epitafio/Epitaph
Andrade, Mistake [Erro de|ii) Erro de portugués/Mistake of
Oswald de portugués] the Portuguese, Portuguese
Mistake
iii) Ditirambo/dithyramb
4) Ascher,
Nelson
5) i) Poéticax 3 i) Rondeau ofthe |i) Vou me embora pra
Bandeira, |ii) Os Sapox 2 little horses Paisargada/Off to Paisargada
Manuel iii) Vou me embora | [Rond6 dos ii) Poética/Poetics
pra Pasargada 2 Cavalinhos]x 2, iii )Pneumotérax/Pneumothora;
ii) Consolation
/Consoada
[Consoadalx 2
iiil) Poetics|
[Poética]
iv) Evocation of
Recife [Evocaca
de Recifelx 2
6) Britto,
Paulo
Henriques
7) Cabral i) Psicologia da i) Education from g i) O sim contra o sim/The Yes
de Melo composiGax 2, Stone/Education byagainst the Yes
Neto, Jodo | ii) Tecendo da manhé| Stone [A educacd| ii) Tecendo a manhd /Weaving
x3 pela pedrax 3, the Morning
iii) O engenheirc2 | ii) The Emptinesgii) Uma faca sé Lamina/ A

of Man [Os vazio

Knife that is all Blad]
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do homenk 2,
i) Cemetery
Pernambuco
[Cemitério
Pernambucano] x
2,

iv) The Sea and th
Canefield [O Mar|
e o Canaviallx 2,

in

v) Weaving the
Morning [Tecendq
a manh@jx 2,

vi) The Canefield
and the Sea [C
Canavial e o Mar]
X 2,

vii) A Knife all
Blade/A knife tha]
is all Blade [Umal
faca s6 lamina]x
2,

viii) Two of the
Festivals of Death
[Duas das Festa!
da Morte] x 2,

ix) The death an
life of a
Severino/Severin
Death and
Life(selection)
[Morte e vida
Severina (selecéo
X2

x) Psychology of

iv) A Educacdo pela pedr
Education by Stone

v) Imitacdo da agua /Imitatio
of Water

vi) Psicologia da Composica
Psychology of Composition

[]

oY

n

Composition
/Psicologia da
Composigéo
8) Campos, | i) fragmento  de
Haroldo de | Galaxiasx 2
9) i) Poema de sete face§ Travelling in the| i) Poema de sete faces/Sey
Drummond | x 3 Family/ Travelling| Sided Poem
de i) No meio dgas a Family,ii) No Meio do Caminho/ In th
Andrade, caminhox 2 [Viagem na| Middle of theRoad
Carlos iii) Maos Dadas< 2 Familia] x 2 iii) José /José
iv) Confidéncia dq ii) Seven-Sidediv) Maos dadas/ Hand in Hand
Itabirano x 2 Poem/Poem afv) Infancia / Infancy
Seven Facepvi) O chado é cama / The Floor
[Poema de SeteBed
Faces]x 3,
i) Don't Kill

Yourself [Nad s¢g

en-
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Mate] x 2,
iv) Infancy
[Infancia] x 2,

V) In the Middle of
the Road [No Meig
do Caminhox 2,
v) José [Josék 2

10) i) Baladax 2
Faustino,
Mario
11)
Fontela,
Orides
12) Gullar, i) Disaster|i) O trabalho das nuvens
Ferreira [Desastre]x 3 /Cloud’s Work
13)
Leminski,
Paulo
14) Lima, |i) Essa negra Fula 2, | i) Orpheus’| i) Era um cavalo tudo feito em
Jorge de i) Invencéo de Orfeu +Invention chamas/lt was a horse...pf
Canto primeirox 2 [Invencgéo de flames
Orfeu] x 2 (Cantosg ii) Essa Negra Fuld/ That Blagk
diferentes) Girl Fuld
i) That Black Girl|ii) O mundo do meninp
Fuld /That young impossivel/The World of the
black girl | Impossible Boy
Fuld[Essa Negrg
Fuld] x 2
15)
Mattoso,
Glauco
16) i) 2° motivo da rosax | i) Vigil [Vigilia] x | i) Elegia/ Elegy
Meireles, 2 , ii) Retrato/Portrait
Cecilia ii) Ballad of the iii) 2° motivo da rosa
Ten Casing
Dancers [Baladg
das dez
Bailarinas do
Cassino]x 2,
iiiy The Dead
Horse [O Cavalg
morto] x 3,
iv) Portrait
[Retrato] x 2
V) Shyness/Timidit
[Timidez] x 2
vi) 2" rose motif
[2° motivo da rosa]
17) i) Mapax 2, i) Mapa/Map
Mendes, ii) Os dois ladox 2

Murilo
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e

het

7]

18) Milano, | i) Imagem x 2

Dante

19) i) Poema de Natat 3, | i) Sonnet on i) Sonnet on Fidelity /Soneto

Moraes, ii) Soneto de Fidelity /Sonnet of | Fidelidade

Vinicius de | separagao 4, Fidelity [Soneto de| ii) Soneto de Separag&o /Son
iii) Soneto de Fidelidade]x 2 on Separation
fidelidadex 3 iii) Poema de Natal/ Christmg
iv) A rosa de Hiroximg Poem,
X2 iv) A rosa de Hiroxima/The Ro

of Hiroshima

20) Pena | i) Soneto do

Filho, desmantelo azu 2

Carlos

21) i) O poema Xk 2

Quintana,

Mario

22)

Ricardo,

Cassiano




