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Summary

This thesis offers a detailed study of all the works
of Kugénio de Castro written between 1889 and 1896. I have
concentrated on the development of the themes of passion
and pessimism during the period in question, and on the-

" debt of these works to the Symbolist poetry and drama of
France.

SRS

book which clearly reveals the mark of contemporary French
literature on the poetry of Bugénio de Castro. In this
chapter I examine in detail the influence on Eugénio de
Castro-of Cesério‘Verde, Baudelaire, Théophile Gautier,
J.K. Huysmens and Jean Moréas. 1 also point out the
bagically Romantic nature of tﬁis hook, and discuss tc
what extent 1t can properly be termed -~ ag 1t often has
been -~ a Symbolist or Decadent worka‘

In Chapter Two I examine Horag (L891) in terms of a
sudden upsurge of interest in religious symbolism among
certain writers in France at the time. I study the
continuing influence of Jean Moréas, as well as the new
influenceg uf Maurice Maeterlinck and Artur Schopernhauer.
I also discuss the nature of the Symbolism this book
claimed to introduce into Portugal, and point again to the
basically Romantic nature of its poetry.

Chapter Three is divided into two parts. The first of
these deals with an .eveni in Bugénio de Castro's life
which would provide.the starting-point for all the
remaining poetry of the period under examination: the
breaking, in 1892, of his engagement with Helena Bordalo
Pinheiro., 1t also examines the work in which the initial
shock of this personal tragedy is first expressed: Safira,
published over several numbers of the Jornal do Comércio

in March 1892. In the sccond part 1 discuss those poems
from Silva (1894) written in 1891 and 1892. In these

'Eugénio de Castro expresses Iirst lhe hopes surrounding
the engagement of late 1891, and subsequently the grief,



. caused by the broken engagement of 1892. The poems of
this period reveal the first signs of the influence on
Fugénio de Castro of Jean Moréas's "Ecole Romanet, and
also employ poetic techniques reminiscent of those to be
found in the works of the French Symbolist poets.

Chapter Four is likewise divided into two parts. The
 first of these looks at a series of poems written in all
. probability in 1893, though not published until their

inclusion in Silva and Interlunlo (1894). 1t is here that,

for the first time, Iugénio de Castro attempts to express
his personal *tragedy in terms of philosophical or pseudo-
philosophicél structures borrowed from other writers.
Here I examine the increasing infiuence of Sohopenhauér,
connected with certain themes borrowed from Classical
literature following the precepts of the "fcole Romane',
I also study the  appearance of certain ideas borrowed from
Villiers de l'Isle-Adam, Stéphane Mallarmé and Maurice
Barrés. In the second part of thig chapter 1 examine the
means wherebvaugénio de Castro widens the implications
of his personal tragedy to assume the proportions of the
universal tragedy proposed by Schopenhauer.

. Chapter Tive deals with a group of horror-poems to
be found in Silva and above all in Interlidnio., 1 discuss

the influence on this group of poems of the poetic
theory of kdgar Allan Poe, and study some of them as
exaggerations of certain tenets of Sschopenhaver's
philosophy.. 1 also examine the connections between these
poems and others written by Maurice Rollinat, Guerra
Jungueiro andeuilherme de Azevedo, '

Chapter Six deals with the first of Pugénio de Castro's
major dramatic poems, Belkiss (18%94). I attempt to date
the composition of this poem, and study its connections
as a Symbolist drama with the theatre of Maeterlinck and
certain ideas on drama then current in France. I also
examine the Biblical and other sourccs of background
material, as well as the debt of the poem to Gustave
Flaubert and Pliny for its exotic detail. As regards its
plot, I discuss the pcem as a symbolic. exposition of
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Schopenhaver's philosophy, and point to the digressionary
nature of episodes dealing with the themes of sadism and
fatality. T aiso examine the philosophical structure of
the poem as a means of elevating the author's personal
experience to what he saw as a more grandiose scale. This
chapter also looks at Schopenhawver's philosophy as
expressed by "Pan'" from Salomé e outros poemas (1896), a

poem which reveals the continuing influence of the "Ecole
Romane", '

In Chapter Seven; I examine the three poems Tirésias
(1895), "A Monja e o Rouxinol" (from Salomé e outros

Eoemag) and A Nereide de Harlém (1896). I trace the

legend employed in the first poem back to its original
version in the works of the Greek poet Callimachus, and
that employed in the second back to Cantigas de Santa

Maria of Alfonso X el Sablo. I discuss the common theme
of all three poems, that of inverting the idea of
punishment into the continued enjoyment of the crime of
sensuality; I also study Tirésiag as an expression of the
cult of "a arte pela arte",

Chépter Eight examines the second major dramatic
a tradition of gquest~heroes in nineteenth-century
Turopean literature. I discuss the structure of the poem,
identifying those elements written earlier, and later
inéorporated into a poem for which they were not initially
intended. I also show how the different stated themes of
the successive Cantos are in fact variations on & basic
theme of sensuality. I .examine the pessimistic conclusion
to which Eugéﬁip de Castro brings the poem, and contrast
it with the message of hope implied by certain other
elements of the poem. This chapter also examines the themes
of Sapramor as they appear in the three shorter poems,
") Amor e a Saudade!, "Hermafrodita" and "O Peregrihoﬁ from
Salomé e outros poemas.,

In Chapter Nine I deal with O Rei Galaor (1897),
examining the influence of Maecterlinck's ideas on fatalily
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as expressed in his article "L'Ltoile", and certain
similarities between the initial situation of the drama
and the legend of Saint Barbara. I point out the disparity
between the apparent tragedy of the ending of the poem, and
its real message of hope., I examine the theme of fatality
present in the poem as a literary structure employed to
create an appearance of tragedy where none actually exists.
I study the failure of tragedy in O Rei Galaor in

connection with a new series of events in Bugénio de
Castro's life, culminating in his warriage in 1898.

In the conclusion I examine the philosophical
structures employed in DBugénio de Castro's poetry in
connection with the emotional situations on which they
are based, and which they attempt tc magnify. I also view
his ideas on literature in the context of certain ideas
current above all in France at the time,




Introduction -




Eugénio de Castro was one of the best-known
literary figures of his day. In 1896, delivering a
lecture on the young poet then at the height of his
early career, Rubén Dario acknowledged Lugénio de

IS

Castro's growing reputation by saying of him: Yhoy
representa una de las mds brillantes fases del
renacimiento latinot®. 1 And yel, he has fast become a
forgotten man in thé annals of Portuguese literature.
The centenary of his birth, in 1969, aroused a passing
interest, accompanied by a flurry of dutifully written
articless but it did little to relieve the wide-spread
indifference which has surrounded him for years. He has
been allowed to slip quietly back into his former
obscurity. The commemorative edition of his works,
begun in 1969, was left to peter out two years later at
Volume V, no doubt through lack of interest.

} This lack of interest has gone long unmended, but
not unnoticed. Already in 1956 Jorge de Sena spoke of
"os do passado, que ninguém 1&, o0s quase conbtemporineos
(um Gomes Leal, um Bugénio de Castro, um Junqueiro,
mesmo um Junqueiro), que toda a gente finge que leu',

In the year of his centenary, 1969, Fernendo de Araijo
Lima referred to Kugénio de Castro as "pouco citado,
quase nada lembrado e nunca endeusado’. B.And in the
same year Antdnio da Silva Gongalves added: "Ontem dele
ndo gostaram; hoje dele nZo gostam e muitos ha que Llhe

4

diminuem o arcaboigo de poeta sem o terem lido".

I{t is-perhaps in more concrete terms that this lack
of interegst can be most clearly seen, Only one book has

i RUBEN DARIO, "Bugénio de Castro", in log Raros
(Buenos Aires: LopasaMUaip@ Arg entlna, 1959), p. 204,

2 JORGE D SENA, Da Poesia Portuguese (Lisbon:
Edicgles Atlca, 1959), r. 46, The egssay from which the
quotation is taken is dated 1956.

3 PURNANDO DE ARAUJU LIMA, "Bugénio de Castro e o
poema Salomé', in Boletim da Sociedade de kstudos de
Mocauwbique, Vol. 3/ (1l968~3), p. 4.

' ANTONLO DA SILVA CGUNCALVES, "0 espirito revoluc-
lonario do voeta huzénio de Caqtro”, inid., pp. 28-9,
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ever been written on FEugénio de Castro, 5 but it is marked
throughout by a certain superficiality of approach. Post-
graduate research is represented by five "dissertacgles de
licenciatura" from the Universities of Lisbon and Coimbra,
though these tend to concentrate on specific aspects of
Eugénio de Castro's poetic technigue, rather than on the
inner conflicts of his poetry,6And the reader wishing
further information concerning bkugénio de Castro is almost
inevitably referred to a series of articles which, if at
times excellent, at others have no real contribution to
make to the study of his work. It is perhaps indicative

of the slight esteem in which ¥ugénio de Castro is held in
his own country that the most detailed studies of his
work in recent ycars have been made abroad.

----- 00000~

The indifference surrounding bugénic de Castro
derives largely from a misconception of hig early poetry,
a misconception which I hope, in this thesis, to put
right., The nature of the correction reguired is already
apparent in my title, particularly in the terms "passion"
and "pessimism", This misconception has grown up over
the years, and 1t is one for the initial propagation of
which Iugénio de Castro himself must be held at least
partly responsible.

After the turn of the century, the nature of
Fugénio de. Castro's poetry changed radically. He entered
into what i1s now génerally known as his Classical or _
neo-Classical perié@. In the poetry of this later period,
he consciously cultivated the tranquillity and serenity
he saw as essential features of Classicism. As against

o See Bibliograephy under RANMUS.

6 See Bibliography under GORGALVLELS, GUBRRA, aTOS,
PINHEIRO, SUUSA. ‘ ‘
' See Bibliography, three entries under POUFART.
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the expansiveness of earlier days, he now chose as his
literary idols authors whom he saw as incarnating this
serenity - in pérticular Goethe, several of whose poems
he translated and published in 1809, As Jo3o de Barros
points ocut: "Goethe fol sempre uma grande simpatia
intelectual de Fugénio de Castro ~ seduzia-o a
serenidade vitoriosa do autor do Taust, o seu dominio
gobre og impulsos instintivos e ag desharmonias
inevitéaveis da vida'.

Having entered upon this phase, Bugénio de Castro's
view of his earlier poetry also changed. The author of
the article on Kugénio de Castro in the Grande
Enciclopédia Portuguesa e Brasileira suggests that:

Na realidade, o exotismo de kugénio de Castro

era meramente artificial, era, como ele confessa,
, 'uma forte dose de exagero', filha da necessidade
i de 'sublinhar a tracgo vermelho a cstagnada
{ vulgaridade das formas poeticas de entio’.
i Conseguido este objectivo, revendo-se consoclado

v r ~ .

nos lindos frutos da arvore que 'nZo criou
mas plantou', o poeta regressou serenanente ao 9
neoclassicismo'.
(The quotations included in this article are from the
Preface to the second edition of QOaristos, written by
Tugénio de Castro himself.) The use of the term
Uregressou' is important. It is the same term as that
used by René Poupart in the title of his article
"Le retour d'Fugénio de Castro au classicisme"., And as
these terms suggest, 1t has become accepted that
Eugénio de Castro was, in one way or another, slways a

Classical poet, and that the poems written between 1889

8 70X0 DE BARROS, fugénio de Castro (Lisbton: Seara
Nova, 1945), pp. 13-4,

Grande I¥nciclopédia Portuguesa e Brasileira
(Lisbon: Editcrial inciclopedia uda,, s/d), vi, 236, The
article is unsigned. In his article on "Bugenio de Castro,

.

?Ornalista de treze anos", in Panorama, iv série, No. 1

1962), Américo da Costa Ramalho suggests toat fugénio de
Castro himself was the author of the article. (The pages
of Panorama are vnnumbered.)
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and 1896 mercly present Classical values under a rather
unusual guise. Thus Jodo Gaspar Simbes suggests that:
0 smmbolluﬂo de Eugénio de Castro € como um baile
de méscara., Debaixo do seu domindé de revolucion-
drio palpitava um coracfo conservador. A
mascarilha nefelitava [sic] que lhe escondia os
. s - . » .
olhos deixava brilhar as suas pupillas académicas.
Likewise, René Poupart is of the opinion that "son
tempérament était foncidrement classique. Ceo
classicisme se devine déja dans les poeémes les plus

volontairement ésotériques des premiers recueils,® L1

The suggestion that Lugénio de Castro had always
been a Classical poet is due largely to the efforts of
his close friend and colleague HManuel da Silva Gaio.

In his prefaces to two of Eugénio de Castro's books -
Poesias Escolhidas (1902), Horas (2nd. ed. 1912)
and no doubt with the author's blessing, Manuel da Silva

Gaio attempts to deceive the mind with a shrewdly
mghaged act of critical hocus-pocus. Amidst labyrinthine
syntax and resounding terminolbgy, he passes a verbel
wand over Eugénio de Castro's carly works, and seems 1o
change them into Classical poetry before our very eyés.
The trick lies, of course, in the nature of the
definitions employed.

Refexxing, implicitly, to figures such as Belkiss
and Sagramor, whom he sees as personifying generalized
conceptions, Manuel da Silva Gaio states of Zugénio de
Castro:

Com semelhante aptidioc e tendéncia de composicio
generlca [...] teria sido, noutro tempo, um
cla;q1co ~ tomando a palavra na acepg¢do e sob o
ponto de vista em que deve aqui ftomar—se; como

10

JOAOC GASPAR SlH’?' "A Posicdo de lug >énio de

Castro, in #strada Laresa ()porto= Porto bd¢t0ra s/d),
I, 11%.
11

RBNI POUPART, "Le retour d‘Eugénio de Castro au
classicisme", in Bulletin Sclentifiocoue de 1'Institut
Supérieur de Commerce de la Froviice du idainaut, Lhons,
1964, 1, 15,

10
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correspondendo & tendéncia de reducio ao
universal.

In the preface to Horas, pursuing the samc point, he,

abandons caution to the wind and this time states gquite

bluntly: "I clqu51co com efeito, por essa faculdade de

~ 1 . - .
reduciao a0 universal", 3 But hkis conclusions are

inadmissible. In the first instance it is debatable
whether or not the process of "reduclo ao universal" is
a necessary, let alone a sufficient condition for
Classicism, But, in fact, whether or not it is is guite
beside the point. Belkiss, and above all Sagramor can
not be interpreted simply as "composicles genéricas".
To accept that they are is merely to scratch the
surface of his work., And to apprcoach his work with

such a preconception in mind would constitute a serious
hindrance to a real understanding of his poetry.

f Manuel da Silva Gaic pushes these arguments even
further. For him, these "composicBes genéricas' also
represent the creation of "a Beleza®:

ele é, manifestamente, acima de tudo criador
de Beleza ~ admitido o termo no sentido de

gualquer coisa compardavel & normal, enclobante

feigfio de feigles dum busto tipico da Bspécie,
visto como oposto ao modelado flagrante de 14

determinada criatura viva.

But again, what is the necessary connection between
these "totais de invenc3o, unificadores de dispersos
aspectos fisicos e humanos pela eliminacfo das

15

diferengas e resultante integracdo das semelhancgas"

=)

and "a Beleza'"? Silva Gaio is attenpting to baffle us

\

12 MANUEL DA SILVA GAIO, in: Fugénio de (astro,
Poesias uwscolhidas (Lisbon: Livraria Aillaud et Cie.,

1902), p. ix.
The prerface to Horas is reproduced in its

13

entirety in: Bugénio de Castro, Obras Poéticas (Coimbra:
Lémen, 1927), Vol. I. The quotation is from page /8.

14 Ibid., p. /6.
L /
15 1vid., p. 75.
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here with mere words. He qualifics his termg to suit his
needs: "tomando a palavra na acepcdo e sob o ponto de
vista em que deve aqui tomar-se"; "admitido o termo no
sentido de ... " The point at which the move from the
personal to the universal is most clearly annotated in
the poetry of Bugénio de Castro is in the poems of
Interlunio. Here, under the increasing influence of

Schepenhauer, we have a genuine instance of the move '"de

. 16 .
casos em conceitosg”, Yet these poems are an exercise

in the horrific and the grotesque. Are we t0 term then
"Beleza" simply because they represent "a transposicdo
da realidade -~ intima ou exterior - em valores de gams
ideal, para a visZo do particular em ampliativas

projecgles de generalidade? 17

Though his definitions are inadmissible, the ideas
of Manuel da Silva Gaio ~ particularly on the subject of
"a Beleza" - have been widely influential. Thus JoHo de
Barros writes of Bugénio de Castro: "Mas pars aguele
eXtraordinidrio poeta da Beleza, sé a Beleza, sé o
sentimento e a emogdo da Beleza eram objectivo

. 1
confessavel", 8

Cruz Malpique assures us that "Eugénio
19 And Anibal Pinto

de Castro adds that "Toda a actividade literdria de

de Castro fez beleza pela belezal.

Fugénio de Castro foi, com efeito, uma busca incessgante

e persistente de beleza'. 20

However, this whole question of Classicism and
IBeleza™ has led Manuel da Silva Gaio on to even thinner
ice. For him, both Classicism and "a Beleza'" imply the

16
17
18

Ibid.; p. /8.
Ibid., pp. 73~4.
BARROS, p. 15.

13 CRUZ MALPIQUL, "Fugénio de Castro, poeta pagio!,
in Boletim da Biblioteca Publica hunicipal de Matosinhos,
No. 16 (August 1969), p. 23.

20 ANIBAL PIWTO DR CASTRO, Tradici0 e Renovacgfo na
Poesia de Bugénio de Castro (Biblicteca lkunicipal de
Coimbra, 1969), p. 9.




14

absence of "o excessivo, mdérbido interesse do ecu", of
21

"as intemperangas dum egotismo infantil', lie

therefore finds himself obliged to rule out the ‘
possibility of interpreting iugénio de Castro's poetry
as any Xkind of "auto-explicacgZo'", His path is somewhat
smoothed in this dirvection by the fact that he can
rightly say of Eugénio de Castro, with reference, no
doubt, to the pseudo-philosophical pessimism of

Interlunio, that "O seu pessimismo & cerebral e ndo
22

visceral®, The metaphysical pessimism which appears
in Bugénio de Casbtro's works does indeed smack of
cerebration. But from this Manuel da Silva Galo draws
the unacceptable conclusion that "A dor e o sofrimento
humano s&o para ele, como poeta, apenas temas de Arteh.
Pessimism and grief are not the same thing. It is
wishful thinking to imagine that the grief wnich appears
in Kugénio de Castro's poetry is merely a "tema de Arte.
No@etheless, this, too, has Dbeen widely accepted. nven
pebple who have worked close tc Bugénio de Castro's
poetry take it for granted that grief and anguish are
elements they will not find., Alfredo Pimenta describes
his works as "inocentes das paixOes gue agitam o nundo,
fechados &s inguietac¢les dos espiritos, alheios a tudo

24y,

0 gque n3o seja a Beleza pural. Teresa Monteilro de

Andrade e Sousa affirms that "Bugénio de Castro afasta-
se de toda a tragédia ou angustia humana', 25 pna
Maria PFernanda de Campos Pires de Matos points to the

"guase desinteresse que [...] mereceram os problemas e

21
22

GATIO, Horas, p. 77.
GAIOQO, Poesizs kscolhides, p. xvi,
23 1pid., p. xVe

24 ALFREDO PIMENTA, "Eugénio de Castro na Poesi
Portuguesa: esbogo critico seguido de vinte cartas
inéditas", in CGil Vicente, Vol. 20 (1944), v». 189,

25 J, TERLSA MONTEIRO DE ANDRADE T SOUSA, Bugénio
de Castro e a Imagem, Dissertacdo de liccnciatura enm
Filo%ogia Romanica apresentada a Faculdade de Lisboe,
pn 3 ¢




15

26 The result of this widely~held

belief ig that Bugénio de Castro has gained a reputation

angustias do homem",

for whatv Miguel de Unamunc calls "turrieburnismo" 2z‘0n
the one hand, and for coldness on the other. Thus Celso
Pedro Luft describes him in the following terms:
tCultivando uma poesia aristocrdatica, barroca, mas fria,
faltou~lhe inquietacZo interior, 'inspiracd@o' e

28 While these opinions could

arrebatamento lirico",
perhaps be applied with Jjustice to his later output,
they are simply not compatible with a detailed study of
Eugénio de Castro's early work. Yet, for the modern
reader, their wide-spread acceptance constitutes a
serious disincentive to the reading of Iugénic de
Castro, and they must be held largely responsible for
the indifference surrounding him now. They do his

early poetry considerable injustice, as I hove to be
able to show.

A Consciously or unconsciously, Manuel da Silvag
Gaio has completely misrepresented kugénio de Castro's
poetry, and his prestige as a writer and critic has
caused this misrepresentation to become perpetuated.
Bugénio de Castro's poetry is not simply the creation

of generic figures, representing "ideias das coisasf, 29

It is the expression, often highly allegorical, often
greatly confused, of his own emotional experience,
particularly of the experiehces of his love-1ife, with
which it is intimately connected. It is, in a sense,

26 MARTA FERNANDA DE CAMPOS PIRBS DE MATOS, O
Classicismo em Fugénio de Castro, Dissertacdo de
licenciatura em Filologia Romanica apresentada &
Faculdade de Iisboa, p. 117.

27 MIGUEL DIy UNAMUNQ, in: Hugénio de Castro:
Constanza, Versidn castellana de F, haldonado (Hadrid:
Tip. de la 'Revista de los Archivos', 1213%), p. 7.

28 ¢ELSO PEDRO IUFT, "Fugénio de Castro", in
Diciondrio de Literatura Portusuesa e Brasileira
(Porto Alegre: sditora Globo, 1967), ». /2

29 GAIO, Hbras, p. /8.
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almost a blow-by-blow account of the struggle taking
place within him between physical desire and affection:
between sexual and emotional thrill on the one hand,-
and the need for spiritual fulfilment on the other. This
chronicling of his inner life - whose varying forms of
expression are determined by the successive phases of
Fugénio de Castro's intellectual experience -~ is the
"forca motriz" of all his poetry written between 1889 and
1896, For reasons which we shall see, the conflicts he
was experiencing are often magnified into grandiose
philosophical pronouncements, or left to disappear
almost from view amidst large-scale scenes of universal
pessimism and illusion. But passion and pessimism are
never merely "temas de Arte'" for their own sake., They
are magnified symbols of the authoris own story of love
and grief. In one form or another, whether as love and
grief on a human level, or as passion and pessimism on
a philosophical plane, these conflicts lie behind all the
wéTks on which this thesis will be concentrating. In the
serenity of his later years, Fugénio de Castro may have
felt a little unhappy with the turbulence of his earlier
poems. And it may have suited him to connive at the mis-
interpretations of Manuel da Silva Gaio, in that they
were in line with his new image of himself. But the fact
remains that these poems are neither "reducBes ao
universal" nor “criacgOes de Beleza". They are a narrative
of personal experience, the expression of a keenly-~felt
personal dilemma, And it is from this angle that 1
intend to approach them,

== 00000~

From the point of view of poetic technique, a
common concern of all the poetry of Fugénio de Castro
written between 1890 and 1896 is the use of the symbol,
Oaristos, written mostly in 1889 theough published in 1890,
lies, in terms of the nature of its poetry, essentlally
outside this group. Nonetheless, it too must be
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considered under this rubric in that it is commonly (if
mistakenly) referred to as a "simbolista" work. The form
taken by this use of symbol varies widely from work to
work. In Horas, for example, it is largely synonymous
with allegory, though certain elements of Mallarmé's
metaphysical symbolism algo filter through. In Silva
many poems attempt to reproduce the technigues of the
French Symbolist pogts, particularly the technique
generally known as the "paysage animé". In Tirésiag and
the three dramatic poems Belkiss, Sagramor and O Reil

Galaor, the principal figures appear as would-be symbols

-

of philosophical truths.

Fugénio de Castro was never a genuine symbolist
in the senses in which this term is understood in I'rance,
the country from which he took his inspiration.
Nonetheless, his adherence to the use of symbol of one
kind or another is consistent throughout the veriod in
quéstion. FPurthermore, at a more profound level,
cértain of the themes he employs are themselves symbols
of other themes, of which they become a magnification.
Feelings of insufficiency concerning the limitations of
his own experience freqguently led Fugénio de Castro to
express that experience in terms of passion and
pessimism on a universal scale, But this is never simply
philosophical speculation. It is a magnification of his
own story of grief and love. From all points of view -
content, poetic technigue, the poet's view of his own
experience -~ the poems I shall study can be seen to
constitute a symbolic narrative of passion and

. pessimism.
=«=00000~—

From the researcher's point of view, one of the
most interesting aspects of Fugénio de Castro's poetry
ig the very considerable number of writers by whom he
was influenced, either directly or indirectly, at the
various stages of his poetic carcer. As a writer,
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Bugénio de Castro -was incapable of expressing himself
without the aid of material borrowed from others. René
Poupart is undoubtedly right when he states that "Les
influences littéraires déterminent & ce point sa _
production qu'on est en droit de se demander s'il aurait
jamais pu étrg un poete aussi fécond sans 1'apport de

sa culture®. 20 At his worst, Eugénio de Castro is a

kind of literary sponge. He absorbs ideas Trom all

sides; but if (in a critical sense) one squeezes his

work over hard, the absorbed material is ejected, leaving
a dry and unsubstantial structure behind. At his best,
however, he assimilates his influences successfully

into his own poems, where they become an integral part

of a new, homogeneous structure created and dominated

by him.

The question of the influences working on Eugénio
de Castro, particularly in the case of French writers °*
contemporary with him, has proved in the past to be
Sémething of a free-for-all. Denyse Chast, for example,
suggests that "En ce qui concerne l'influence exercée
par les poetes francais sur 1l'évolution d'Tugénio de.
Castro, il est assez difficile de déterminer avec
précision le rdle qutils ont joué",. 5L ne standard
procedure has been to name everyone whe might have
influenced Eugénio de Castro, in the certain knowledge
that some of these will be correct. But such an approach
is obviously inadequate. Among critics ccontemporary
with Jugénio de Castro, by far the most perceptive in
this respect was the. Italian Vittorio Pica. Denyse Chast

50 RuW® POUPART, "L'Influence de Villiers de 1'Isle-
Adam et de lMaurice daeterlinck sur bugénio de Castro",
in Mémoires et Publications de la Société des Sciences,
des Arts et des Lettres du Hainaut, Vol. 80 (1966), p. 107.
In future references 1 shall refer to this article as:
POUPART, "Villiers et Maeterlinck",.

31 DENYSE CHAST, "iSugénio de Castro et les Symbolistes
Francais", in Mélanges d'itudes Portugaises offerts 3 Id.
Georges Le Gentil (Instituto para a Alta Cultura, 1949),

p. 160,




19

herself has made many interesting suggestions, and much
valuable work has recently been done in this field by

< René Poupart. But there is still much to do. Contrary to
the suggestions of Denyse Chast, 1t 1s possible to
identify with a considerable degree of accuracy the
writers who influenced Iugénio de Castro at the different
stages of his career, as well as the various forms the
influence of these writers took.

The confusion which surrounds the IFrench writers
also surrounds, in a slightly different sense, the
guestion of the influence of Schopenhauver. It is widely
agreed that Schopenhauver was highly influential in the
poetry of FEugénio de Castro. But nothing (to my
knowledge) has been done to isolate the specific areas
of Schopenhauer's influence, or to show how hugénio de
Castro adopted (or adapted) the views of the German
philosopher to suit his particular needs.

: I have made the study of these influences one of
the main points of my thesis, whether they derive from
other Portuguese writers, contemporary Luropean writers,
Schopenhauer, the authors of Antiquity - to whom
Fugénio de Castro.turned frequently for inspiration
between 1893 and 1895 - or for that matter from the
Bible. I have traced all these.forms_of inspiration
back to their source, and examined what use Eugénio
de Castro made of them, and how they in turn affected
the ultimate message of his poems. In so doing, 1 hope
to have brought some light into what was formerly an
area of considerable darkness,

e Yo18 e Yo Lt

As it is my aim to study the inner conflicts
represented by the poetry written by Zugénio de Castro
between 1889 and 1896, I am committed to a study of the
first editions of the works concerned. Of these, Belkiss

and O Rei Galaor passed unchanged into subseguent
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editions. But others, in particular Oaristos and

e

Sagramor, and, to a lesser extent, Silva and Interldnio,
underwent serious revision between the first and second
editions., In most cases, the nature of the original is
substantially altered as a result. As René Poupart points
out, the revisions were made in confeormity with the new
values of the neo~Classical period: "lLe poete, dans ses
@uvres nouvelles, renonce auy afféteries du décadentisme
et, dans les rééditions des premidres ecuvres, il en

.. . 2
élimine certaines". 5

The result is a definite change

in the emotional climate of the poems. Again in the words
of René Poupart, "Castro efface délibérément certains
vocables gui contribuaient & créer le climat morbide et
languide si charactéristique du décadentisme. 53 Another
point is made by Luis da Célmara Reis, with particular
reference to Horasg, though it could equally well be
applied to other works: "a preocupacio de ver

.

arregalados os olhos dos burgueses tocava &s vezes &8
raias — digamos o termo - da imbecilidade™. 4
Imbecilities or not, these characteristics are essential
to the texture and message of the original works, and it

is those that my choice of subject obliges me to study.

Any references to the Obras Poéticas of Iugénio de

Castro are to the Lumen edition begun in 1927. Again
through lack of interest, no doubt, the recent edition
by the Parceria A.M. Pereira has beeén undertaken without
the supervision of a specialized editor (one might
compare in this respect this edition of Iugénio de Castro
with that of Teixeira de Pascoais under the supervision
of Jacinto do Prado Coelho). As a result, it is marred
by countless unfortunate and many unforgivable errors.

52 REWE POUPART, "L'évolution d'Bugénio de Castro
d'apres certaines variantes”, in Coldquio, Vol. 61
(December 1970), p. 56. In future references, I shall
refer to this article as: POUPART, "L'évolution".

33 Ibldc ¢ :ppo 57"’"530

34 pufs pA CRMARA_RBIS, Cartas de Portusal (Lisbon:
Livraria Ferreira, 1907), p. 134,
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Perhaps the most amusing of these is the line in
Sagramor (V, 76) which should read:

Fiz no mar do Mistério ingénuas, vis sondagens.
but which reads in error:

Fiz no mar do Ministério ingénuas, viBs sondagens.
But not all the errors have +this amusing side.

In numbering fhe lines of the poems, I have counted
as line 46 the line which a study of the rhyme shows to
“be missing in poem VII of Qaristos, and as line 66 the
line which, for similar reasons, can be seen to be
missing from the fourth scene of the first canto of
Sagramor. Both these omissions occur in the first and all
subsequent editions.

In guoting Portuguese texts from the late nmineteenth
and early twentieth centuries, including the first
editions of the poetry of Bugénio de Castro, I have
modernized the spelling in conformity with the conventicns
now in force. 35 I have likewise modernized the spelling
of any German text quoted where this had not already been
done by the edition T used.

3

35 i.e. the "Acordo Ortogridfico! of 1945 I have also
followed the ruling of the "decreto-lei No. 32/73 of 6
February 197%: "S30 eliminados da ortografia oficial
portuguesa os acentos circunflexos e os acentos graves com
que se assinalam as silabas subtdnicas dos vocdbulos
derivados com o sufixo 'mente! e com os sufixos iniciados
por 'z'", See MAGNUS BERGSTRUOM and NEVES RETS, Prontudrio
Ortografico e Guia da Lingua Portuguesa (Llsbon' umpresa
Nacional de Publicidade, 19/%), p. 23.
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The publication of Oaristos in 1890 caused something
of a sensation on the Portuguese literary scene. It is
not always easy to keep the extent of this sensation_ in
its proper perspective; For example, news of the
controversy surrounding the book soon scemed to make its
way beyond the frontiers of Portugal into France. The
Parisian magazine Le Mercure de I'rance, reviewing the

work of Eugénio de Castro in June 1891, spoke of this
"jeune poete portugais, sur lequel son Oaristos avait
déja attiré l'attention et les foudres de la critique
officielle de son pays" (p. 3/4). But this review (which
is unsigned) reflects less the true extent of his impact
in Portugal than it does the web of exaggeration woven
around Bugénio de Castro by a small group of supporters
in France. The argument surrounding Oarisftos was neither
as heated nor as prolonged as that which, for example,
had surrounded the QuestZo Coimbrad some twenty-five
yeérs before, Nonetheless, it did provides the most
lfvely controversy for some time., Parodies soon
appearéd. In the Lisbon newspaper As Novidades, Alberto

Bramdo produced a series of skits under the pseudonym
Alberto Cantagalo. The poet Guerra Jungueiro penned
another, entitled Hevarista, signing himslef Julio de
Macedo. Qaristos caused considerable confusion among
literary critics of its day. This confusion, though
partly dispelled over the years, is with us yet, some
eighty-five years after the event.

Eugénio de Castro made many claims for his book in
his noisy and challenging, if somewhat Jjuvenile preface.
The greatest of these was his assertion of ifts
WORIGINALIDADEY (his capitals), a claim which I intend
to examine in depth in this chapter. There were no lack
of supporters to agree with him on this point. In the
first volume of his Obras Completas, Eugénio de Castro

himself quotes the congratulatory remarks of many
friends and colleagues. Other critics have since lent
their support to this claim. In 1907 Luis da CAmara Reis

[ E———
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tudo era novo', 1'More recently, Feliciano Ramos referred
to the work as "uma .renovacdo completa e integral®", 2
Such opinions, however, are only tenable if the reader
confines himself to the exterior aspects of the poetry.
The originality of Caristos is, as we shall see, more
apparent than real.

i 0 000 Qs

The preface of Qaristos concentrates on the formal
aspects of its poetry; and certain of its poens, though
of slight poetic value, undoubtedly constituted a formal
novelty at the time. Thus poem VI, insignificant as to
its content, Jjustifies the statement in the preface that
"Pela primeira vez, também, aparece a adaptacdo do
delicioso ritmo francés rondel". The source of inspiration
for this particular poetic form was in all probsbility
the medieval French poet Charles d'Orléans, whom
Eﬁgénio de Castro gquotes twice in his eariy poetry (once
each in Silva and Interlunio). But the initial

suggestion for the use of medieval verse forms may well
have come from Jean Moréas, whose influence on the early
poetry of Bugénio de Castro was of the grcatest importance.
In the preface to Qaristos Eugénio de Castro quotes part
of an article on Moréas by the critic Félix Fénéon,
published in the series "Les Hommes d'aujourd'hui®

(No., 241, 1886). In this article, Fénéon had gone on to
say of Moréas: "Ll'auteur des Cantilines réve d'instaurer

-~ par dessus des siecles de prosaisme - d'amplifier
modernement: le rythme libre de Villon et des poétes du

3

moyen age'". Alveady in ny study of the background of

1 re1s, p. 130.

2 PRLICIANO RAMOS, Eugénio de Castro & a Poesia Nova
(Lisbon: EdicZo da Revista Ocidente, 1943), p. 25.

3 The entire article is reproduced in: ROBERT A.
JOUANNY, Jean Moréas (Paris: Lettres Modernes, lMinard,
1969), p. 847.




24

this short poem it has become obvious that the main
sources of influence on Qaristos are French.

On the same theme, it is likewise probable that the
influence of the medieval French rhetorical poets lies
behind poem XV. In a letter to LEugénio de Castro dated
25 April 1891, thanking the poet for the copies of
Curros Enriquez wrote of this poem: "da pena ver a un
poeta como usted atormentarse en demostrarnos gue la
lengua portuguesa tiene, como todas, vocablos que,
ortogrédficamente iguales, difieren en su significacidn
y sentido". 4 Indeed, almost the entire interest of poem
XV lies in its play on homophones, which culminates in
the final two verses:

Que o teu lutuoso olhar, sonhada Aldebario,

Colirio,

Me afague os olhos! olhar casto como um bran-
0 .
co lirio.

Teu frio ar guero, com beijos, sob um &lamo
Delir e os
Teus desdéns, e enlear teu corpo sobre um talamo
De 1lirios
Metrical tricks such as these were common among the
medieval "rhétoriqueurs" - witness the following lines
by Guillaume Crétin:
Pour vivre en paix et concorde, qu'on corde
Guerre, et le chant qu'accord d'elle cordelle:

Qui pour chanter & sa corde s'accorde,

Mal prend son chant: amour telle est mortelle, 2

Yet another poem whose interest is mainly formal
is poem XI1II, in which Bugénio de Castro claimed to

4 The entire letter is reproduced in: Obras Completas
de Fugenio de Castro, Versidn Castellana de Juan G.
Olmedilla (Madrid: Editorial Castilla, 1922). The
quotation is from Vol. 1, p. xlv.

5 Quoted in: MARCIL BRAUNSCHVIG, Notre Littérature
Btudiée dans les textes (Paris: Librarie Armand Colin,
ib6th. ed., 1948), p. 252.
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introduce "O desconhecido processo da aliteracgdo", This
poem also points to 'a French source of influence., 1t

- reflects, to some extent, the techniques of René Ghil,
on whom Eugénio de Castro would write two newspaper

articles in 1892 (Jornal do Comércio, 3 April, Novidades),
21 November). Ghil, self-styled leader of the "fcole
Instrumentiste~Evolutive", preached and practised heavy
uge of alliteration. This he based on complicated ideas
concerning the nature of sounds, following the pseudo-
scientific theories of the German Helmholtz. These ideas
appear in a much diluted form in Eugénio de Castro's
poem:

Na messe, que enlourece, estremece a guermesse,

0 sol, 0 celestial girasol, esmorece ...

E as cantilenas de serenos sons amenos

Fogem fluidas, fluindo & fina flor dos fenos. (1-4)

There can be little doubt that Eugénio de Castro was
directly acquainted with René Ghil. Ghil's magazine Leg
Egrits pour l'art was one of three to review Qaristos

and Horas favourably in June 1891, In his review, Ghil
described FEugénio de Castro as "le chef d'un mouvement
de rénovation de la poésie Lusitanienne (p. 156), and,
two months later, in the August issue of his magazine,
he gquoted the first eight lines of poem I of Qaristos
(pp. 215-6). He was also the first French editor to

give Eugénio de Castro publishing space, printing three
of his poemg, written in French, in 1881 and 1892.
Eugénio de Castro would seem to have offered himself as
a disciple of Ghil's literary school. In a literary
survey organized by Jules Huret in 1891, Ghil spoke of
"iugénio de Castro, podte portugais, gqui par cing ou six
livres (dont les deux derniers tres remarquables, Qaristos
el ﬁgﬁgﬁ), est en sa patrie chef d'un mouvement de
rénovation. Ecrivant parfaitement notre langue, il s'est

6 The poems are "Clochés dens 1a nuit'" and "L'auto-
da~fé" in August 1891 (pp. 199 and 201), and "Changon"
in May 1892 (p. 71).
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rallié & la méthode évolutive, pour laguelle il luttera
dgalement au Portugal®. / As well as those which dominate
poem XIJ1, other alliterations appear sporadically

throughout Qaristos. Some of them come rTeasonably well:
Seu lenco lancga oléncias de escaldnia (XVIII, 7)

But Eugénio de Castro never became a true disciple of the
"Ecole Instrumentiste-Lvolutive". He never attempted to
reproduce René Ghil's complicated ideas on the nature of
sounds, or to imitate him in the creation of large-scale
epics recording the evolution of mankind. His apparent
allegiance to Ghil did not last long. Reviewing one of

the latter's main "évolutive" works, L'Ordre Altruiste, for

the Coimbran magazine O Instituto in March 1895, he

dismissed it as dry and uninteresting (p. 190).

To return to poem XIII, Curros Enriquez rightly saw
it as an "ensayo pueril de vocablos homofdnicos", 8 But
though it is certain that bugénio de Castro's fascination
with alliteration at this time was more superficial than
profound, it is worth noting that this kind of techniqgue
was taken up again by later poets, notably by Fernando
Pessoa in his "Saudade Dada":

¥m horas inda louras, lindas

Clorindas e Belindas, brandas

Brincam no tempo das berlindas,
As vindas vendo das varandas.

g
This is one of several elements which justify Jorge de
Sena's remark that "nos poemas mais antigos de Fernando
Pessoa [...] hd um esteticismo que é actualizado pela
renovacdo de contacto com as correntes simbolistas e
post-simbolistas, do que fora essencial, quer em Nobre

guer em Eugénio de Castro", 10

7 Quoted in: JULLS HURLT, mnguéte sur l'évolution
littéraire (Paris: Bibliothé&que Charpentier, 1891), p. 115.

8 Quoted in OLMEDILLA, p. x1v.

9 FPLRNANDO PESSUA, Obra Podtica (Rio de Janeiro:
Companhia Aguilar wditora, 1965), p. 158.

0 SENA, Da Poesia Portuguesa, p. 158.
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The search forvnovelty present in the form of the
poetry is also visible when we turn our attention to the
content of the book. At its most obvious level, Oaristos
is a tale of unhappy love. Vittorio Pica, the Italian
translator of Belkiss, rightly pointed out that "Il primo
canzoniere di amore, caldo di una passione ardente ed
eccezionalel, 11 Throughout the book, the poet pursues
his cold, disdainful Beloved, but is never loved by her
in return. This in itself is not an unusual poetic theme.
What made the book so unusual in its day was the nature
of the Amada as she is described, and the curious terms
employed to describe the relationship as a whole,

In terms of its content, Oaristos is a conscious
exércise in innovation. It represents a definite attempt
tq}shock. As Hernfni Cidade suggests, "tudo no Oaristos,
e;.sobretudo, nas iloras, foil deslumbradora pirotecnia
para chamar a atencfo distraida do publico. 12 To
appreciate how this exercise advances, 1t is necessary
to look at the poems of Oaristos not in their numerical
order - in which they were arranged to give an appearance
of continuity to the narrative plot - but in the order of
their composition. This is as follows:

Number When written Where written
1 v 29 Januvary 1889 Coimbra
2 XVI March 1889 Coimbra
3 XIT 30 June 1889 Salamanca

1l Tugenio de Castro: Belkigs, traduzione dal

portoghese di Vittorio FPica preceduta da un saggilo
critico (Milan: Fratelli Treves wditori, 1896), p. iv.

12 HERNANT CIDADE, O Conceilto da Poesia como
Ixpressfo da Cultura (Coimbra: Armenio Amado ~ditor,
Sucessor, 1957), p. 253.




Number When written Where written
4 XIII 12 July 1889 Arcachon
5 XTIV 17 July 1889 Pessac
6 Iv 28 July 1889 Royan
7 X1 2 August 1889 Bordeaux
8 V1 5 August 1889 Blanguefort
9 VII 26 August 1889 Paris
lo VIIT 30 August 1889 Paris
11 XVIIT 1 September 1889 Biarritz (13%)
12 IX 6 September 1889 Paris
13 X 29 September 1889 Paris
14 I 5 November 1889 Coimbra
15 11 15 November 1889 Coimbra
16 ITY 25 November 1889 Coimbra
17 XVII 6 December 1889 Coimbra
18 XIX 2 January 1890 Coimbra
195 XV 3 February 1890 Coimbra

Oaristos is a complex and at times confusing book.
Its complexity is not one of great depth of wvision or
originality of conception., It arises from the juxtamh
position of widely differing and at times incompatible
elements., The result of this juxtaposition is a serious
disparity between the visible surface and the real nature
of the book.

best be achieved by concentrating on two of the mos%t
important facets of the book. The first of these is the
guestion of its literary originality, which I shall study
with special reference to two key poems, poems V and IV,
Poem V was the first poem in the book to be written,

15 1n view of the unlikelihood of Bugénio de Castro
travelling from Paris to Bilarritz between 30 August and 1
September and then returning to Paris before September 6,
we must ask ourselves whether the date of this poem is not
in error for 1 November, when Biliarritz would have been a
reasonable stopping-place on the journey from Paris to
Coimbra.
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and a study of the elements which go to make it up will
reveal the nature of Bugénio de Custro's poetry when he
began the composition of Oaristos. Poem IV, the sixth to
be written, is the first poem to reveal the influence of
French Decadent literature on Eugénio de Castro, and is
likewise the first poem to pose the problem of the real
nature of the Amada. The second facet of the book on
which I shall concentrate will be the nature of the hero
and heroine, and above all of their view of love. It is
through a study of this particular element of their make-
up that one is best able to judge whether or not Oaristos
is, as has often been thought, a truly Decadent work.

The respective views of love can be most clearly seen with
reference to poems XVI and I for the hero, and with
reference to poem XIX for the Beloved.

e Q000 Qe
3 The first key-poem, poem V, was originally
published in 1889 under the title "Noite de fogo". It
appeared in the first number of the Coimbran literary
magazine Os Insubmissos, of which Bugénio de Castro was

the editor. The unusual vocabulary of this poem caused
immediate amusement in the press. The literary critic
of Nem cd nem 14 wrote: '

A Noite de fogo é um trabalho pretencioso de

chinés ~ no que diz respeito & paciéncia, e de
pedante no que se refere & acumulacgido de termos
retumbantes. Por ex. cyclamen, gerifalte, falvaléds,
escabiosa, cerusa, andrina, estelar, irideo ...

14

This unusual vocabulary is the most obvious facet of the
doubt, from the author's siated admiration for "le style
décadent” as defined by Théophile Gautier in his Notice
aux Fleurs du Mal. Bugénio de Castro quotes a passage

14 Guoted in: ALVARO J. DA COSTA PIMPAO, "Lugénio de
Castro em Coimbra®, in Gente Grada (Coimbra: Atlantida,
1352), p. 195, note 3,
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«.. style ingénieux, compliqué, savant, plein de
nvuances et de recherches, reculant toujours les
bornes de la langue, empruntant & tous les )
vocabulaires techniques, prenant des couleurs a
toutes les palettes, des notes & tous les 15
claviers. 5

But this unusual vocabulary, which persists throughout

Qaristos, is less original than it might at first appear.

Many of the lexical oddities of poem V - !gerifalte',
"andrino®, "ciclamen" - are in fact thorough-bred
Portuguese terms grown slightly unusual through lack of
use. Bugénio de Castro makes this point in his preface:
"talvez dois tergos das palavras, que formam a lingua
portuguesa, jazem absconsas, desconhecidas, inertes, ao
longo dos diciondrios, como tarecos sem valor em lojas
de arrumacgdo", Others, though lessgs in number, derive from
a different but equally encyclopedic source whose
influence on Qaristos would steadily increase. For
eTucidation we need look no further than the title of the
book. "Oaristys" was a favourite term of Paul Verlaine;
and the epigraph of Oaristos, "Ardent ocaristys dont.le
dénouement chaste est plus brilant que tout autre
imaginable", derives originally from an article Verlaine

had written on La Passante, a aone~act play by Francois
16 '

Coppée. But it was not from this source that Bugénio
de Castro took the phrase. It came to him indirectly

through the Petit Glossaire pour servir & l'intelligence

des auteurs décadents et symbolistes, published in

October 1888 by Paul Adam, under the pseudonym of Jacques
Plowert.

As the Petit Glossaire would be one of the most

15 mhe Notice is reproduced in its entirety in:

THEOPHILE GAUTIEKR, Portraits et Souvenirs Littéraires
(Paris: G. Charpentier et Cie.,, kditeurs, 1885). Tne

quotation given can be found on page 1/1.

This article was published in the series "Hommes
d'aujourd'hui"., See: PAUL VoRLAINE, Quvres Complétes
(Paris: Albert Mesgsein, Editeur, 1911), IV, 295.
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important influences at work in the early poetry of
Tugénio de Castro as far as vocabulary is concerned, it
is worth waille looking at it in some detail. Gustave

Kahn, a contemporary poet whose Palais Nomades are

quoted several times in the Glogsaire, had this to say

of the pseudonym under which it was written: "Plowert

est le nom d'um manchot qui évolue non sans grace dans

un roman de Moréas et Paul Adam, de leur plus vieille
maniere', 17 This remark is less trivial, or rather its
triviality is more significant than might at first appear.
The naming of the author of the glossary after a one-
armed, fictitious character was part of a rather tongue-
in-cheek approach toc the work by its compiler - a lack

of seriousness which completely escaped the young poets

of Os Insubmissos, who welcomed its arrival in Poriugal
18

with rapture.

Ironically, the work does not seem to have been a
success in France. Gustave Kahn was in no doubt as to its
"interprétations hasardées et éloignées de la plus exacte
précision", 19 And in nis book on Jean Moréas, Robert A.
Jouanny states:

Le succes de l'entreprise semble avoir é+té

minime: peu d'allusions dans la presse ... vente

tellement reduite qu'il nous a été possible ...

en 1962! d'acheter un des derniers exemplaires

chez le "bibliopole Vanier"-Messein. 20

But its lack of success in France was compensated by its
considerable impact abroad. It influenced not only
Eugénio g¢ Castro, but also Fialho de Almeida in
Portugal. And in Italy, its influence is obvious in the

1/ GUSTAVE KAHN, Les Origines du Symbolisme (Paris:
Albert Messein, Editeur, 193%6). p. 39.

18 gee: PINPEO, p. 188.

19 yamw, p. 39.

20 J0UANNY, p. 283, note 80.

2l See the introduction by ALVARC J. DA COSTA PIMPAO
to Vol. VI of:Fialho de Almeida, Os Gatos (Lisbon:

lLivraria Clédssica Lditora, 1958;, ppn. 21~3.
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early writings of Gabriele d'Annunzio, 22

The debt of Oaristos to the Petit Glossaire is

considerable, If we include his preface, more than t%enty

of the unusual terms employed by Bugénio de Castro can be
traced back to this little work. They include the epigraph
to poem IIT:

23

"0 la pure, O la soéve, 0 l'alme',

The influence is slight in the earlier poems., Poem V

shows only two borrowings: Ll. 10. "flavo" ("flave", p. 40),
~ which is an acceptable Portuguese term in any case - and
1. 56, "hialino" ("hyalin", p. 50), which is not. It
gathers momentum in poem XIII, where we find: 1. 3.
"cantilenas" (“cantiléne", p. 18) ~ though this again is

a not unusual Portuguese term - 1.5, "Halos" ("halot,

p. 48), 1. 7. "crotalos" ("crotale", p. 26) and 1. 8,
"citolas" ("citoles", p. 21). The influence remains

sﬁeady from there.

w0000 0=

To return to poem V: if we overiook its rather
unusual vocabulary, does anything remain which could be
described as truly original in the context of Portuguese
literature of the time? Curiouvsly enough, in view of
Eugénio de Castro's claims for his Book, the answer is
no. The "Noite de fogo" clearly reveals Iugénio de Castro's
dependence on others for his ideas. Immediately
discernible is the influence of Cesdrio Verde, a poet
whose work Bugénio de Castro would later describe as
"versos de oiro" (Jornal do Comércio, 7/ February 1892).

22 See: MARTO PRAZ, La Carne, la morte e il diavolo
nella letteratura romantica, 4th. ed., 2nd. impression
(Florence: Biblioteca Sansoni, 1973%), p. 432.

25 JACQUES PLOWERT, Petit Glossaire pour servir
l1'intelligence des auteurs decadents et symbolictes
(Paris: Vanier, Bibliopole, 1888), p. 86. Subsequent page
references will bhe given in the text. .
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Cesdrio's work was not widely known at the time. The

first edition of his poetry, published in April 1887/ after
his death, and consisting of only two hundred copies,

had been distributed among the "parentes, pelos amigés

24 ..
4 Since

e pelos admiradores provados do ilustre poeta".
no new edition of Cesdrio's work was published until 1901,
it was only through this limited edition "fora do
mercado! that Iugénio de Casbtro could have made contact
with his poetry. But a study of "Noite de fogo" reveals

clearly that such a contact was undoubtedly made.

A formal influence of Cesério can be seen in the
accumulation by Fugénio de Castro of two or even three
adjectives at the end of a line. Lines such as "Um
sicofanta roto, esqudlido, pelintra" (V, 84) inevitably
recall lines such as those which open Cesario's "A
Débilt:

Fu que sou feio, sdélido, leal, o5
A ti que es bela, fragil, assustada. -

I
’}
!
’
P

Tﬂis accumulation of adjectives appears in many of
Cesario's poems, and can be found in other poems of
Qaristos as well, for example: "Seu corpo virginal,
etereal, mindsculo" (VI, 40).

A further influence of Cesério is the expression of
a certain "jacobinismo" in poem V which we find nowhere
else in Eugénio de Castro's poetry, and which could not
be further from representing his real political feelings.
His "0 povo tem fome, e o rei deita foguetes® (V, 90) is
very much in the same vein as Cesério's:

A guafda

Lgpanca o povo. Irei-me; e eu, gque detesto a farda 26
crescli com raiva contra o militar.

24 From the preface to the first edition. Quoted by
Joel Serrdo in his introduction to: CLSARIO ViRDE, Obra
Qompleta, 2nd. ed. (Lisbon: Portugdlia Editora, 19707,
Do XV

25

26

Ibid., p. 30.
Ibid., "HumilhacgOes", p. 34.
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The most importance influence of Cesario, however,
is in the structure .of the poem. If we look beneath the
rather exotic surface of poem V, we find a poetic structure
reminiscent in many of its elements of the “"citadino®
period of the great "pintor de Lisboa'". In "Noite de
fogo"™ the poet, disdained by his Beloved, resorts to a
kind of "deambuligsmo" through the streets of Lisbon,
describing the scenes he witnesses on the way. As in
Cesario's poetry, specific spots in Lisbon are named:

0 povo, numa onda imensa e curiosa,

Vai ao Aterro ver o fogo de artificio. (28--9)
This is the situation we find in "HumilhagOes',
"CristalizagBes", "Flores Velhas®", and above all in the
four parts of "O sentimento dum ocidental®. In this
last poem Cesdrio relates how he "embyenh[awse] 8,
cismar, por boqueirdes, por becos', 2 and how, as he
walks through Lisbon, he thinks:

¢/ Triste cildade! Fu temo que me avives

Ume paixdo defuntal 28

The influence of Cesdrio is not confined to poem
V, however. The "deambulismo", coupled with Parnassian
description, persists in Oaristos even after other
influences have come to dominate the choice of theme. We
find it again in the early stages of poem VII, where the
poet is wandering through the crowded streets of Paris.
It achieves its most successful expression in poem VIII,
And it dominates the opening lines of poem XVII, gituated
this time in the Spanish town ol Burgos. lere the
description reaches an unparalleled peak of sheer
Parnassianism as FEugénio de Castro dedicates eight lines
to a detailed examination of the facade of the cathedral:

Detalhe por detalhe: o precioso lavor
Das misulas e dos esbeltos baldagquins,

27 1via., p. 64.
28 1pid., p. 66.



Arrendados como os gangéticos marfins,

As estatuas as mil, e os altos corochéus,

A lacgaria em filigrana, das cimalhas,

Os finos bestigdes, enfim: todas as malhas -

Dessa renda subtil, granitica, radiante. (16-2%)
The technicel terminology of these lines suggests a cult
of precision such as that recommended by Théophile
Gautier in his "L'Art" (looked upon by many as the credo
of the Parnassian ppets), and practised by writers such
as Leconte de lisle and José Maria de Heredia. Indeed, in
Gautier's own work, in a poem describing the Iiscorial, we
find a similar use of technical vocabulary, though not to
the same extent as in Bugénio de Castrofs poem:

Et tout semblerait mort, si du bord des corniches,
Des mains des rois sculptes, des frontons et des niches,

. - . . . . * - . . L] L] L] © . < v L] . . . L 3 . ° .

Il ne s'envolait pas des essaims d'hirondelles. 29

There is no real comparison between the skill wit
which Cesdrio Verde and Eugénio de Castro handle this
pérticular kind of poetry. The constant preoccupation of
Bugénio de Castro, throughout his entire poetic career,
is with himself, not with the objects or people which
gsurround him, He expresses himself consgtantly through
literary or philosophical conventions, or through the
standard literary associations of certain objects., As a
result, his Parnassian-like descriptions are character-
ized by the constant evasion of things and people in
any individuval sense., More often than not, he directs his
attention to crowd-scenes. These are seldom more than
incidental in the poetry of Cesdrio Verde:

Uma turba ruidosa, negra, espessa,

? 30
Voltava das exéquias dum monarca. E

Cesério tends +to concentrate either on one person, for
example the young giri in "Num Bairro Moderno'", or on a

29 HAOPHILE GAUTIER, Poésies Complittes (Paris:
Firmin-Didot et Cie., s/d), 1L, 276.

50 GLSARIO VERDE, p. 31.
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particular group of individuals -~ the pavers of
"CristalizagBes" or the "varinas" of "Ave Maria'" When
Bugénio de Castro does mention what seem to be individuals,
they tend to be little more than an enumeration of types,
highlighted by the use of capitals:

O Incompreendido, o Padre e a Costureira honesta.

(v, 37)

This predilection for types is particularly obvious in the
wording of poem VII, where Paris is described as a:

Bizarro e original museu de etnografia,

Ambulante, exibindo, & luz escassa e fria,

Uma variedade excepcional de tipos. (3~5)

But the greatest difference between Cesdrio and
Fugénio de Castro as far as this particular style of
poetry is concerned is the use which each of them makes
of the descriptive scenes. "Eu no entretanto vou
analisando os grupos", says the "eu" of "Noite de fogo®
(ZB); but his analyses are merely pictorial, Cesdrio's
descriptions, on the other hand, breathe new life into
the things described, and open up new perspectives to
the reader. For Cesdrio, as Jacinto do Prado Coelho
points out, "artista [...] n%o é o que se limita a copiar
o real, é o homem de imaginacio privelegiada gue dd um
sentido &s coisas e cria, a paritir do concreto, uma

super-realidade". 51

The only real success scored by Eugénio de Castro
in this direction is poem VIII, 32 whose "deambulismo" is

>L JAGINTO DO PRADO COBLHO, "Cesdrio e Baudelaire",
in Problematica da Histdria Literaria (Lisbon: Bdigles
£tica, 1961), p. 229.

52 This poem is partly spoiled by Iugénio de Castro's
tendency to labour points which need not be expressed, e.g:
"Meu espirito, assim como um indomdvel potro, / Galopa na
planicie infinita do sonho" (21-2). We find a similar lack
of subtlety in XVII, where the poet need not have stated
explicitly: "Tudo isso produziu-me uma sensacido de medo"
(30). Keeping in mind the supposed "simbolismo' of
Qaristos, we might note that this kind of verbal
insistence is diametrically opposed to any idea of
symbolic expression
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situated in Paris, in the cemetery of Ptre Lachalse on
the outskirts of the city. The poet is again alone, again
" disdained by his beloved. As he wanders through the graves,
he sees her, in his mind's eye, marrying someone else:

Diademada com botBes de laranjeira,

Vejo-te em sonhés, virginal, pelo brago doutro.

(20-21) ' T
The reason why this°poem succeeds where others fail is
that here we do not have the unrelieved "en bloc%" kind of
description which beleaguers other poems where the
Parnassian element predominates. The elements of
description are constantly intermingled with the
expression of the poet's thoughts and feelings. His
feeling of rejection is re-echoed in the loneliness he
feels as he walks through the cemetery:

Escuta-se Paris ao longe, respirar. (%3)

This reaches out to become the exile and home~-sickness
felt by someone alone in a foreign land and in a foreign
climate:

Como s&0 outonais aqui estes Agostos!

Ah! o sol portugués. (14-15)
He dreams of embarking on the vicarious escape found in
poetry, again suggested by his surroundings:

0 jazigo onde estd Balzac. Humida e fria

A cambraia brumal cerra-se ... Hei-de ir um dia

Visitar a Montmartre o amado Raudelaire ...

Teu sugestivo olhar, o teu olhar sugere

Belas viagens por inexploradas terras. (25-9)
As a constant counterpoint to these reflections are the
descriptions which accompany the "deambulismo", They are
not characterized here by simple exoticism or minute
detail., They reflect the poet's state of mind - his
aimlessness and loneliness:

Como no esgpirito as ideias, vai um bando
De folhas mortas, amarelas, pela rua. (2-3%)

his feeling of hopelessness:

Passa um enterro: é uma crianca. (8)
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his sadnegs, reflected in the weather:

Como s#do outonais aqui estes Agostos! (14)
Vamos ter chuva. (34)

and the gloomy surroundings:
Treme um cipreste, desfolhado, quase nu. (31)

Given the rather lifeless nature of Parnassianism as
it appears elsewhere in Oaristos, poem VIII is a fairly
remarkable aohievemént in synthesizing exterior description
and inner feeling. It is by no means a magnificent, but
certainly a noteworthy exception within the book as a
whole., And the presence of these Parnassian elements has
obvious implications for the supposed "ORIGINALIDADE" of
Castro's debt to Cesério Verde must be kept clearly in
mind, The Parnassian elements of Qaristos, if not handled
by Bugénio de Castro in such a way as to produce great
depth of feeling, are nonethéless very much present
throughout.

00000~

Parnassian description alone does notv account for
all of poem V, There are two lyrical interludes, each
dealing with a different subject. These interludes
exemplify one of the most fundamental characteristics of
Eugénio de Castro's early poetry: the persistence of
typically Romantic themes, coupled with a tendency
towards ultra—-Romanticism in sentiment and expression.
Despite being overlaid with new themes and new
vocabulary,; this will remain a consistent characteristic
of his poetry for years to come,

The first of these interludes offers a description
of a young working-classg couple, wuose natural, kind and
unassuming ways are designed to highlight the Amada's
icy disdain. But the portrayal of the young man and
woman is surrounded with such & haloc of Romantic
idealization that it is reduced almest to caricature:
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C aspecto

Deste grupo burgues e alegre mostra logo

Que h3o-~de passar, viver, livres, com desafogo,

Uma vida feliz, sem lutas, sem egcolhos,

0O peito sempre em flor, cheios de luz os olhos/

Amando-se num amor doce e confortativo ...

(106~111) '
Already in this short description we find the kind of
Romantic cliché - "O peito sempre em flor, cheios de luz
og olhos" (110) ~ which will be the main characteristic
of the interlude immediately following. This deals with
the poet's dreams of life with his Beloved. Here again
ultra~Romantic effusion results in near-caricature, which
verges at times on unintentional parody:

Comeco a construir quiméricos castelos,

Cheios de luz e cor, absurdamente belos!

Sonho uma casa branca & beira de agua, um palmo

De terrenc onde eu, campestremente calmo,

. . T R A T
Cultivasse rosals e compusesse idilios.

(115-9)

[

|

o These two interludes have caused some confusion
aﬁong‘critics in the past. Anibal Pinto de Castro,
defending his idea of "um sentido muito pronunciado das
proporc¢Bes" in the work of Bugénio de Castro, interprets
the first as an example of "o ideal %g simplicidade

familiar e de profundidade humana',. "Neda mais
cldssico, em nossa opiniZo", suggests Maria Fernanda de
Campos Pires de Matos of the second in her thesis on

"0 Classicismo em Fugénio de Castroi, 2% But is the cult
-of Nature expressed in the lines Jjust quoted so

essentially Classical?

The cult of Nature has an important role to play in
both Classical and Romantic literature. And while the
subject is too vast to go into with great detail here,
the difference between the (Clagsical and the Romantic
attitude to Nature is perhaps most succinectly expressed
in the following terms. The Romantic view tends to be

53 GASTRO, p. 11 (both quotes).
54 waros, p. 10.
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one of active, dynamic communion with Nature, where
Neture is frequently seen as a means of communing with

. the Infinite. In Nature a man igs charged with energies
which society cannot offer. The typically Classical view,
however, is a more passive view of Nature seen simply as
a means of rest and escape ~ the typical stance of the
"Beatus Ille" tradition. The Romantic communion is
marked by energy and invigoration, the Classical by
gserenity and calmn,

When Romanticism began to flourish in Portugal,
however, the nineteenth century was already a third of
the way through. And the Romantic cult of Nature was
unable to free itself completely from the very
powerful influence of the Classical view which had
predominated among the Arcadian poets of the eighteenth
and early nineteenth centuries. In the works of several
of the Portuguese Romantics, the cult of Nature appears
as, a mere caricature of the Classical ideal: the white
héﬁse by the brook, surrounded by flowers and trees,
far from the madding crowds. Camilo Castelo Branco
ridicules this idealization in his satirical novel A

Corja:

Dizia-lhe Macério, adivinhando-lhe as hesitacBes,
cue iriam viver modestamente, embebidos na
natureza, numa casinha branca entre arvoredos &
beira dum rio. A sua paixio pusera-lhe no

espirito esta tolice -~ o ideal mais ridiculo 35
que ele tinha encontradc nas novelas chinfrins.

But this does not stop him from using it himself in all
seriousness ‘in his Amor de Perdicdo: "Estou vendo a

casinha que tu descrevias defronte de Coimbra, cercada

de arvores, flores e avesg". 56

In fact, this bucolic
idyll was one of the greatest clichés of Portuguese

Romanticism. We find it again in Camilo's A Queda dum

55 GAMILO CASTELO BRANCO, A Corja (Oporto: Lello
e IrmZo, s/d), pp. 94-5.

56 GAMTTO CASTELO BRANCO, Amor de Perdicio
(Oporto: Porto Editora, s/d), p. 239.
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. - . PE - T .
Anjo: " - I como seria V. Ex, feliz? - interrompeu
Calisto., = Numa casinha entre duas arvores', 57 And it

crops up again in Os Fidalgos da Casa Mourisca by the

other great figure of the second generation Romantics,
Julio Dinis:

Dai-~me uma casa na aldeia,

Casa rustica, isolada,

Que mostre por entre verdes

A sua frente caiada, 58

What this second interlude of "Noite de fogo" presents us
with, then, is not an example of the Classical cult of
Nature, but one of the most thread-bare commonplaceg of
what in Portugal is generally termed "romantismo
classicizante", This realigzation also hasg clear
implications for the wouldwbe originality of Oaristlos.
It calls into serious question opinions such as those of
Bugénio de Castro "quebrou todas as amarras com O
rdmantismo classicizante e arvorou, no terrciro das

39

musas o estandarte da rebeldial,

==00000==

Despite the claims of Bugénio de Castro, a close
study of Qaristos reveals clearly that its debt to the
themes and rhetoric of the ultra-Romantics is
congiderable. As far as the themes of the book are
concerned, the influence of ultra-Romanticism can be
detected in such items as the appearance of ghosts, or
an interest in graveyards. Ghosts appear in poem II:

Percorre longos, funerdrios corredores,

57 CAMILO CASTELO BRANCO, A Queda dum Anjo
(Lisbon: Parceria A.li. Pereira, s/d), p. 135.

58 19170 DINIS, Os Iidalgos da Casa Mourisca
(Oporto: Porto Hditora, s/d), p. 129.

59 U{rbano] Tlavares] R[oedrigues], "Eugénio de Castro",
in Dicionario dag Literaturas Portuguega, Galega e
Brasileira (Oportc: Livraria PFigueirinhas, s/d), p. 142,




42

Onde pairam, chorando as suas fundas dores,
Fantasmas glaciais, errantes e protervos! (53-55)

-and again in poem XVII: .

Bla me faz recear os lividos fantasmas,
Que andam de noite, em bandos luUgubres, proscritos.

(78-9)
In poem XVII we also find a reference to graveyards:

Ela me faz amar os longos cemitérios,

As matas chelas de sussuros, de misterios, _

¥ os sombrios palis cobertos de miasmas. (75-77)
These are all standard parts of the "romantismo
cemiterial' which was popularized in Portugal abhove all
by Scares dos Passos in his "Noivado do Sepulcro',
where we find scenes such as the following:

Que paz tranquila! ... mas eis longe, ao longe

- ’

Funerea campa com frangor rangeu;

Branco fantasma semelhante a um monge

De entre os sepulcros a cabecga ergueu. 40

The insistence on fear in the same poem XVII of QOaristos
~ "Pudo isso produziu-me uma sensagio de medo" (30) -
likewise represents a hangover from what in Portugal is
generally known as "romantismo terrifico", Even the
theme of exile in poem VIII can be ftraced back to one

of the most famous "poemetos" of Portuguese ultra-
Romanticism -~ "A ILua de Londresﬁ by Jodo de Lemos.

The greatest concentration of this ultra-Romantic
matverial is to be found in the funeral-scene of poem
XVII. Here we are presented with the improbable
coincidence of the poet happening upon a funeral where
the chief mourner is his "fiel retrato" (5%) and the
young girl in the coffin is the "imagem perfeita" (43)
of his Belowved. Not surprisingly, the poet imagines that
these two people are a vision of himself and his Amada.
And the reader is asked to view this melodramatic

spectacle as if, given the extraordinary coincidence

40 4 A. SOARES DOS PASSOS, Poesias (Oporto: Lello
e Irm8o, 1967), p. 12
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attendant, it was something truly horrifying:

I entfo sonhei um sonho flnebre, insensato!
Incarnei-me no noivo, incarnei-te na morta. (54-55)

This is Romantic ghoulishness at its leagt subtle,

In terms of style, the oratory and over—emphasis of
so many of the ultra-Romantic poets are nothing of a
rarity in Oaristos. Already in the "Noite de fogo" we
find a rather stilted use of anaphora, where the word
"Sonho'" is repeated at the beginning of three different
lines (117, 123%, 125). In poem 1II, "Fechai is also
repeated at the beginning of three different lines (18,
19, 20). In poem XI, "tédio" is repeated four times
between lines 11 and 16; "amor" is likewise repeated four
times between lines 3% and %6. But perhaps the most
striking example of Romantic rhetoric is to be found in
poem IV. Here the poet, describing the effect of different
coloured lights on the Amada's face, exclazsims:

2 0 cores do sol posto,

0 cores que brilhais num policromo lampejo,

0 que sois vds ao pé disto que agora vejo?

Ao pé disto o que sois, belos caleidoscopos? (46-9)
Here we have anaphora, apostrophe and chiasmus all
within the space of a few lines.

There has been a reluctance to recognhize the presence
of this rhetoric in Qaristos. Bugénio de Castro himself
was either unaware of it, or preferred to pass it over
in silence. In an interview given in French to J. Chaix-
Ruy in 1937 he stressed what he saw as the musicality
of his early poetry, pointing out: "je dolis & Verlaine le
golit de la suggestion musicale',. 4l pubén Darfo seems
likewise to have been of the opinion that in the early
poetry of Bugénio de Castro "en veces su voz era tan

41 J. CHATX~RUY, Au Portugal: deux pottes disparug,
Cesaric Verde et Antdnio llobre, un voete d'aujourd'hul,
Fugenio de Castro (Coimbra: Biblicteca da Universidade,
19%7), p. 12.
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semejante a la voz vcrleniana", 42 Byt it would be
difficult to sustain such an opinion. Iugénio de Castro
may well have heen acquainted with Verlaine's "Art
Poétique", but the indications just given show that he
had certainly not heeded ils most famous precept:

Prends 1'éloguence et tords-lul son cou! 45
. w0000 0=

My study of the vocabulary, structure and rhetoric
of poem V, and their continuing presence throughout the
book, showgs quite clearly, then, that the originality of
Oaristos is not as all~pervading as Pugénio de Castro
suggested it to be. The neologisms of Oaristos, which
account for a large part of its apparent exoticism,
derive in their vast majority from an encyclopedic
source, They furnish an exoticism of the most superficial
kind, and, given their origin, they can hardly be said
to:correspond to an original vision. At the level of
gtructure and poetic technique; many of the poems of
Oaristos are heavily indebted to the work of Cesario.
Verde, whom they imitate freely, but never equal. And the
entire book is suffused with the themes and rhetoric of
the ultra-Romantics, whose influence on Portuguese
literature was still strong at the time. As a result of
this study, certain standard judgemeﬁté of Oarigtos
must now be seen to have been wide of the mark, In
gserious need of revision are opinions such as those of
Vieira de Almeida, who held that Eugénio de Castro's
early works were "em revolta aberta contra parnasianismos
secos e romantismos sem nervo e sem alma't, 14 On the
contrary. In his enumeration of those elements it was
supposed to oppose, he offers a succinct description

2 parto, Los Raros, p. 214,
43 YERLAINE, QGuvres Complites, I, 314,

/] b e op - - - . o d .
4 VIEIRA DE ALMEIDA, "Descendo a kncosta, de kugeénio
de Castro", in Lusitinia, September 1924, p. 106,
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of Oaristos on which it would be difficult to improve..

e 0 000 Qe

The second key«poem in my study of Oaristos is poem
1V. This poem represents something of a turning-point in
the composition of the book, principally through the
vision it offers of the Amada. It is the first poem (in
order of composition) to introduce her to us in person,
it is the first inteiior scene - as will be all those
dealing with the Amada who "n30 costuma sairt® (II, 62)
and it is the first poem to offer themes taken vigibly
from the writers of the French Decadence.

Por the average Portuguese reader of the time, there
can be no doubt that the effects employed in this poem
must have been startling. The opening degcription is one
of a room filled with a heavy, hot-house like atmogphere:
"Poda a cAmara tem um ar lento de estufa' (1). Iverything
in the room is green. The furniture is greenj; the fanciful
ornﬁments which fill the room are greenj; the sunlight
filters in through an intensely green blind. 45 And
within this morbid atmosphere sits the Amada, her eyes
black with surmah. Wilting flowers droop in their vases.
She whiles away her time thumbing through an ancient book

45 describes a similar room
It is curious to note that Lga de Queliroz,in his
Os Maias (1888): "krgueu, com um gesto rasgado, um
Teposteiro de repes verde, de um verde feio e triste, e
introduziu o 'principe' na sala onde tudo era verde
também‘ 0 repes que recobria wna mobilia de nogueira, o
‘tecto de tabuado, as listras verticais do papel da
parede, o0 pano franjado da mesa e o reflexo de um espelho
redondo, 1ncllnado sobre o soféd" (Lisbon: Ldlgao "Livros
do Brasil", s/d), p. 146, But the diffevence between the
atmospheres of the two rooms could not be more pronounced.
In Eca, these eccentricities are merely part of Lga's
self—conscious dandyism. In Eugénio de Castro, tho
"requintada e esquisita atmosfera® (2%) of the room
becomes an agent of exoticism, It is an outwerd sign of
the Amada's cult of morbid pleasure sought in unusual
sensations. As such it contributes to Bugénio de Castro's
attempt to present her to us as a Decaéent heroine.
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of Hours. But this is not all. In order to appreciate
more fully the book she is reading, she lights a purple
lamp at her right hand side, and a blue lamp to her left;
and she sits reading with each side of her face bathed in
a different colour of light - "Tulipa bicolor do mais
bizarro aspectol!! (56).

Having once introduced this Decadent material into
the book, Eugénio de Castro dedicates a large proportion
of the remaining poems to elaborating uvpon it. In poem
XI, the next in order of composition, we find the Amada
wearing strange perfumes and unusual clothes. She displays
an uncharacteristic happiness which leads the poet to
believe that at last his love has been returned. As he
presses her for an explanation as ©to why she has
abandoned her usual "tédio" - a theme first introduced
into Qaristos in this poem -~ he learns it is merely a
caprice: "Mas eu costumo rir como choro ... sem causa" (72).

This process continues until a picture is built up
of an Amada who, in what appears to be true Decadent style,
lives:

assim anestesiada,

Inconsciente, quicta, indiferente a tudo,

Olhar paradc sempre, o lidbio sempre mudo,

(ircundada de sons, perfumes e visOes. (XIX, 38-41)
Furthermore, in order to fix the Amada in these Decadent
associations which she did not at first possess, Fugénio
de Castro composed poems I and II on his return to
Coimbra in the autumn of 1889, some nine months after he
had actually started the writing of Oaristos. The
purpose of these two poems 1s to present the reader
immediately with an Amada already decked out in all the
Decadent fripperies the author could muster.

00000~
That Eugénio de Castroe should have waited so long
in the composition of Qaristos to introduce the Amada is
in iteelf gignificant. He was obviously unwilling to
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present her until he had found a forﬁ in which she
would seem as unusual as possible. He already had sonme
ideas in mind when he composed the "Noite de fogo'in,
January 1889. But the éatalyst in the process of
creating the Amada was undoubtedly his trip to France
undertaken in the summer of that year, and his resulting
contact with contemporary French literature. When, as a
result of the combination of his original ideas with
those he acquired in France, Bugénio de Castro did hit
on a form in which to present the Beloved, it proved to
be a complex and composite one,

The Amada bears traces of the influence of many
writers. But one suggested source of influence with which
I am unable to agree is that put forward by René Poupart.
It concerns the kind of atmosphere in which we find the
Amada living. Refering to line 1 of poem IV, he suggests
that "Le theéme de la serre [qui] apparalt dans Oaristvs®
pqints to the influence of Maurice Maeterlinck's Serres
Obaudes. *© I think not. When the influence of
Maeterlinck does appear unmistakably in the poetry of
Bugénio de Castro in Horas (1891), it is coupled with
those verbal reminiscences which invariably accompany
the borrowing of themes in his poetry. Yet there are no
such reminiscences in QOaristos. The heavy air of the
boudoir is an essential part of the Decadent décor. It
such Decadent prototypes as Gautier's Fortunio, and
probably asg far back as the Marquis de Sade's Philosophie

deans le Boudoir at the end of the eighteenth century.
Fugénio de Castro need not have looked to Maeterlinck

for this detail., He could have found it Jjust as eazily
in Baudelaire. In the latter's "Une Martyre" we find
the same heavy, hot-house like atmosphere as that
mentioned in connection with Bugénio de Castro's poem:

Dans une chambre tiede ol, comme en une serre,

46 POUPART, "Villiers et Maeterlinck", p. 96.
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L'air est dangereux el fatal, 47 )

This detail can be found in the works of other Luropean
writers influenced by the French Decadence. One of these
is the Italian Gabriele d*Annunzio, whom Mario Praz
describes as "la figura pil monumentale del decadentismo,
guella in cuil confluirono le varie correnti europee della

48

seconda metad dell'Ottocente!, In d'Annunzio's novel

I1 Piacere we read how in the room of the hero, Andrea

Sperelli, "l'aria doveva essere ardente e grave come in
una serra', 49 Yet Il Piacere was completed in 1888,

before the publication of Maeterlinck's Serres Chaudes
(1889).

As regards the origin of the Decadent elements in
Qaristos, A.J. da Costa Pimpdo seems nearer the mark
when he suggests that:

Baudelaire coloca~se no vértice desta tendéncis,

e é evidente que Lugenlo de Castro, em QOaristos,

se inspira, em primeiro lugar, dele (a Tuz do

< prefécio de Gautier) e, depois, do seudiscipulo,

Huysmans. 50

But while his enumeration of sources is correct (though
not exhaustive), his order of importance is wrong. '
Baudelaire is no doubt one of the oldegt sources of
influences in QOaristos, and one with whom Bugénio de Castro
was already familiar before going to France., But the
Decadent themes in QOaristos derive principally from a

more recent source - from Huysmans' A Rebours, whose place
in Decadent literature Mario Praz describes in the
following terms: »

A Rebours (il titolo stesso implica un programma

47 CHARLES BAUDELAIRE, Guvres Complétes (Paris: Louis
Connard, Libraire-Xditeur, 1930) Les ¥leurs du Mal, p. 142,

48 ppay, p. 377.

49 GABRIEKLE D'ANNUNZIO, Il Piascere (Milan: Fratelli
Treves, Editori, 1918), p. 34.

°0 £LVARO J. DA COST4 PINPRO, "fuegénio de Castro",
in Gente Grada, p. 167.




49

di forzamento sadico della natura) & il libro
cardinale del decadentismo, nel quale tutta la
fenomenologia di codesto stato d'animo &
illustrata fin nei minimi particolari in un 51
personagglio esemplare, des Lisseintes, _ -7
The influence of A Rebours is obvious on various
planes in Oaristos. On a simply lexical level, Oaristos
abounds with unusual terms suggested by or reminiscent
of Huysmans. In des Esseintes' discussion of colours we
find Ycinabre® (Qégistos, XI1T, 65)?5Among the colours
of his artificial plants (p. 119) we find "minium et
céruse" (VII, 68; V, %2). Among his collection of
religious objects (p. 109) are "custodes" (I, 17). Of the
perfumes he uses (p. 148), he becomes obsessed with the
smell of "frangipane" (XI, 1). Among these perfumes
(p. 157) areYopoponax" (XIX, 8) and "chypre® (VII, 46).

However, the influence of Huysmans i1s most obvious
in the apparent character of the Amada. The Italian
eritic Vittorio Pica (much used, though little
agknowledged by later critics) scems, as will frequently
be the case, to have been the first to point out the
influence of Huysmans in this sphere. In his preface to
his translation of Belkiss he said of poem IV of Qggigﬁgg:

Ed ecco ora la descrizione di una delle sue

estetiche fantasie, che fa ripensare [...] alle

gtravaganze morbose di des Esseintes, l'ultra-

raffinato protagonista dell'A Rebours di
Huysmans. - T

53

Many of the more unusual features of the Amada can
be traced back to des Lsseintes. As she pores over her
book of Hours (IV, 34), s0 he is an avid reader of the
Latin Ecclesiastical authors of the Dark Ages. Colours,
too, play an important part in his life. He goes to
great pains to have his roome decorated with those

51 pRaz, p. 288

b2 JORIS~-KARL HUYSMANS, A Rebours (Paris:
Bibliotheque Charpentier, 1925), p. 18. Subsequent page
references will be given in the ftext.

¢
5% proh, pp. viieviii.
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colours which will appear most pleasing under candle-
light, believing that '"une harmonie existe entre la
nature sensuvuelle d'un individu vraiment artiste et la
couleur que ses yeux voient d'une facon plus spéciale
et plus vive" (p. 19). As we are also meant to think of
the Amada, no doubt, he sees the ability to perceive
fine distinctions in colour as yet another means of
asserting his superiority over the unthinking masses of
humanity, "dont les grossiéres rétines ne percoivent ni
la cadence propre a chacune des couleurs, ni le charme
mystérieux de leurs dégradations et de leurs nuances!
(p. 19). Other similarities can be found in other poems.
In A Rebours we learn that des Lsseintes "souffrait
réellement & entendre déchirer une étoffe, & frotter un
doigt sur un bout de craie, & té@ter avec la main un
morceau de moire™ (p. 113). Something of the same idea
reappears in poem IIl:

. Nervosa, com o fim de subjugar seus nervos,

A Corta as unhas em bico, 2. guisa de punhais,

Para as rocgar depois em sedas e metais:

Chega mesmo a morder pedacos de veludo! (56-9)

But, as mentioned earlier, the Amada is a composite
figure, and does not derive simply from des Esseintes.
Elements in her make-up can be found which go back to
Cesario Verde, Baudelaire, Théophile Gautier and Jean
Moréas. -

~=0000 0=

The similarities between the Beloveds of the poetry
of Cesédrio and that of Fugénio de Castro are many and
obvious. It is not difficult to see striking similarities
between Cesario's "Gélida mulher bizarramente sstranha" >4
and Bugénio de Castro's "glacial e trigueira inimiga"

(vir, 27/) whose "raros gestos sZo cheios de bizarria"

-
o4 CSARIO VELRDL, Obra Completa, p. 28. Subsequent
page-references will be given in the Text.
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(11, 63). Both are "desdenhosa, altiva, imperturbdvel®
(p. 12), both are characterized by a Yglacial
impagsibilidade" (p. 29). .

The borrowings from Cesdrio are occasionally
reduced to mere repetition. If Bugénio de Castro's
Amada "Tem misica no andar® (II, 34), Cesério's
Beloved walks with "firmeza e musica no andar! (p. 25),
Cesdrio describes himslef before his Beloved as "um
pagem / Que a cauda solevasse dos teus vestidos" (p. 6).
Likewise, Bugénio de Castro tells how:

... 05 0olhos meus seguiam como pagens

0 seu ritmico andar sonfmbulo e moroso. (I, 70-1)
Again, Cesdrio's affirmation that "sua glacial
impassibilidade / Exalta o meu desejo" (p. 29) reappears
in Qarigtos:

Tua frieza aumenta o meu desejo. (x, 1)
ag does, slightly modified, but unchanged in substance,
the antithesis which opens "A Débil" (p. 30):

Eu que sou feio, sdélido, leal,
A ti que es bela, fragil, assustada.

It reappears in poem XIX when the Amada excleaims:

NZo me despertes, nfo, tu que es Agil e forte,

NZo me despertes, nZo, a mim déhil, cansada. (36~7)
The modifications which Eugénio de Castro introduces inte
this antithesis concern the characterizstion of both poet
and Beloved. Cesario's "feio'" appears nowhere in his poen,
and his "4gil" is the opposite of Cesdrio's "gdlido". For
Fugénio de Castro, the hero of his poems is too closely
modelled on himself for him to use terms such as '"feiol
or "gdlido", Connotations of ugliness or stolidness do not
correspond to his vision of himgelf., In the character-
ization of the Amada, Fugénioc de Castro's "débil,
cansada are designed to suvggest neurasthenia rather than
the connotations of feminine frailty in Cesdrio's lines.
Cesario's Beloved appeals to his manliness and protective
instincts (p. 30):
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Ao avistar-te, héd pouco, fraca e loura,

Nesta Babel t&o velha e corruptora,

Tive teng¢des de oferecer—te o braco.
Bugénio de Castro's Amada, on the other hand, is the
would-~be Decadent who has experienced everything, and for
whom only ennuil remains.

e G OO0 Qe
Ag Jacinto do Prado Coelho points out, " a mulher

sobranceira e fria, exdtica 'flor de luxo' [...] liga
Cesério s Flores do Mal'. °° But if Cesdrio's Beloved

owes much to Baudelaire, so also does Kugénio de Castro's,
"He is particularly indebted to that part of Les Fieurs du

Mal which has come to be known as the Jeamne Duval cycle
of poems, the series of poemsg in which Baudelaire describes
his "Vénus Noire" (poems XXII - XXXIX). It is with this
"Vénus Noire" that the Amada of Oaristos shares not only
spiritual but also physical characteristics. Indeed, all
the bdrrowings in Qaristos which can be traced back with
any certainty to Les FPleurs du Mal come from this cycle of

poems.

As was the case with Cesdrio, reminiscence is some-
times reduced to mere repetition. The following image of
Baudelaire:

Un soleil .sans chaleur plane au-dessus six mois,

. : . 56
Et les six autres mois la nuit couvre la terre. -

reappears in Oaristos I:
... depoils de ter suportado os reveses
Duma noite cruel e fria de seils mesges,
Ve sur%ir, entre a neve, 0 sol com brilhos ruivos.

(59-61
The following (p. 55):

°5 CORLHO, "Cesdrio e Baudelaire, p. 228.

4
56 BAUDELAIRE, lLes Fleurs du Mal, p. 62. Subsequent
page-~references will be given in the text,
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Quand vers tol mes désirs partent en caravane, 57
Tes yeux sont la citerne ou boivent mes ennuis.

“ .

also reappears thinly disguised in Qaristos I:

... [seu] corpo é o aprilino odsis,

0 caravancard gue, por noites insanas,

Va&o demandando em balde as longas caravanas,

As caravanas dos meus ndémadas desecjos. (76~9)

The most important area of influence, however, is in
the description of the respective Beloveds. Like the
"Vénus Noire", Bugénio de Castro's Amada 1z "taciturne®
(p. 53), above all "bizarre" (p. 55). She has "froides
prunelles?® (p. 67) - "olhos niveais" (XI, 26) - and
reminds the poet of the "gphinx antique™ (p. 56) =
"eriatura esfingeal" (I, 74). The points of contact are
many. Any of the following details can be found in the
description of the Amada:

HI'ennui rend ton 8me cruelle® (p. 54).

"Frigido coracic onde o tédic governa'" (XIX, 33)

"A te voir marcher en cadence,
Belle d'abandon,
On dirait un serpent qui danse

Au bout d'un bAton." (p° 57)

"Pinha no calmo andar a eleglncia das cobras!" (I, 32)
"Seu nubil corpo tem, num dualismo confuso,

A finura do lirio e o garbo das serpentes.® (11, 8-9)

"Son regard [...]
Profond et froid, coupe et fend." (p. 59)
"0 seu olhar fazia doer, olhar profundo" (I, 35)

==00000~—-

Between 1868 and. 1917, there was only one popular
edition of Les PFleurs du Mal, and it carried as 1its

introduction the famous Notice by Théophile Gautier.
Thig entire introduction had, moreover, been republished
in 188% in Gautier's Portraits et Souvenirs Littéraires,

57 Reminiscencesg of this particular image also appear
in Q_Mandarim by Eca de Queiroz (1880): "% pelo mondtono
deserto dz vida, la foi seguindo, 14 foi marchando a
lenta caravana das minhas melancolias ... " (Oporto:
Lello e Irmdo, s/d), p. 42.
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Fugénio de Castro's acquaintance with this Notice cannot
be doubted: as we saw, he gquoted fairly extensively from
it in his preface to Oaristos (supra p. 20). And, in. his
search for Decadent defail, it is hardly surprising that
Fugénio de Castro should look %o this Notice. It was a

constant source of inspiration for the writers of the
Decadence. A.E. Carter goes so far as to say that:

It is not too much to say, indeed, that the Notice
was the matrix of all subsequent decadent writing
[...] Had Gautier not written this essay, the
nineteenth century would certainly have spent much
time in morose contemplation of its own decadence,
but the decadence would never have been so clearly
defined, and it 1s very probable that never would 58
have been a decadent school. .

Ag was the case with Cesdrio and Baudelaire, there are
instances of straightforward borrowing from the Notice.
Details from the following statement of Gautier
concerning Baudelaire's Tascination with perfumes:
Le parfum profond de cette peau macérée dans les
aromates comme celle d'Igther, que l'on trempa
six moils dans l'huile de palme et gix mois dans

le cinname avant de la présenter au roi Assuérus,
avait sur lui une pulssance extraordinaire.

1
0

reappear in Qaristos XIX

Perfumarei meu corpo virgem, como Ester,

FPilha de Mardoqueu, judia singular,

Que teve 0 corpo seu meio ano a macerar,

Antes de expor-se nua aos beijos de Assuero. (62-5)

But the main influence is again in the description
of the Amada. In this respect, A.J. da Costa Pimpao

rightly points out 6O’the debt of the Amada as she

of the women of Baudelaire's poetry, as expressed in the
following passage:

>8 A.E. CARTER, The Idea of Decadence in French
Literature (Toronto: University of Loronto Press, L958),
p. L31.

53 GAUTIFER, Portraits et Souvenirs, p. 193,
Subsequent page-references will be given in the text.

60 PIMPEO, pp. 168-9.
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FElles sont hautaines, gl%cialeb améres,ne trouvant
Le plaisir que dans la méchanceté atjofalte,
dtl&blCu comme la stérilité, mornes comme
1'ennui n' ayanb gue deu fantal81e5 hystériques et
folles, et privées, ainsi que le démon, de la. °
puissanoe d'aimer, Douées d'une beauté spectrale,
gue n'anime pas la pourpre rouge de la v1e, elles
marchent & leur but pales, superbement dégolitées,
sur les cwurs gqu'elles ecrasent de leurs talons

pointus (p. 216).
Other than thosc details - haughtiness, coldness, ennui,
- which we have already found in Baudelaire, and, through
Baudelaire,; in Cesario Verde, here we can find suggestions
for several other characteristics of the Amada. She too
is given to "lantaisies™: «

Mas eu costumo rir como choro ... sem causa

(X1, 72)

She too is surrounded by a spectral pallor:

e & ¢

. Taces que solg cor da manh3 que acords,

Quando o luar comeca a dissolver-se, (I11, 5-6)
We find this particular characteristic described in
another passage of the Notice (p. 251): Yces figures de
femmes, si vaporeuses, si transparentes, si romanesgue-
ment piles et d'une beauté presque spectrale”, And more
of the Amada's most striking features can be found in
the following passage (p. 261):

une de ces beautés qui oppriment le souvenir,

unissant & son charme profond et original

1ltéloquence de la toilette, maltresse de sa démarche,

consciente et reine d'ellewmeme, une voix parlant

comme un instrument Dlen accorde, et des regards

chargeo de pensée et n'en laissant couler gue ce

qu'elles veulent.
Here we can find suggestions for the Amada's originality
{IT, 46), her manner of dressing (I, 30-1; XI, 4-7), her
voice - "lenta voz de acentos longos, lentos® (V, 127)
her eyes = "olhos de lince, / Gelados como o olhar dum
sdbio gue destrince / um problema cruel" (IV, 31-33)
as well as an echo of the following lines:

Cousa que muito poucos té&m, sabe domar-se, (II, 50)

Paz aquilo que quer, impde sua vontade. (II, 48)
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, 0f all the poets writing in Prance at the time of
the composition of Qaristos, the only one whose influence
is registered directly in Eugénio de Castro's book is
Jean Moréas. 61 jusn Gonzdlexz Olmedilla, the Spanish
translator oflgggggﬁgg and Horas, recounts details of
Bugénio de Castro's stay in France in 1889, as given to
him by the poet himself: "Moréas - el heleno parisefio -
dandy mosqueteril, esplendia en el Café Varchette,
rodeado de hombres y mujeres de letras; alli pasdbase la
vida; escribiendo sobre la mesa de marmol, libros, cartas

62
poemas',

The admiration implicit in this description
ig further reflected in the very powerful influence
exercised by Moréas on the early poetry of Kugénio de

Castro.

The most obvious aspect of the influence of Moréas
is in Eugénio de Castro's cult of neologisms. Moréas was
notorious in France as a pedlar of obscure terms. Albert
Marie Schmidt says of him:

11 emploie des mots tellement rares (rappelons

. r . . . ~ -

que ni Mallarme, ni Rimbaud; ni meme Laforgue, ne

s'abaissent jamais & cette mascarade verbale) qu!'

il faut, pour les comprendre, compulser sans cesse 5%
’ . z . .
deg léxiques speciaux.

61 There are reminiscences of other poets. The
following image from poem I, for exemple, "Flor, gque
olho sem cessar, comoc um estilita antigo, / Olhando o
flavo sol, de pé, -numa coluna" (88-89), recalls a
similar image- which occurs twice in the poetry of Jules
Laforgue. But this image does not come directly from
Laforgue. Bugénio de Castro took it in all probability
from the Petit Glossalre, where the word "stylitelis
explained by reference to the two quotations in guestion,
The direct influence of Laforgue does not appear in the
poetry of Bugénio de Castro until several years later.

62 OIMEDITLA, p. xxii.

63 ALBBERT-MARIE SCHMIDT, la Littérature Symboliste
(Paris: Presses Universitaires de la irance, 1947), p. 71.
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The reference is, of course, Lo the Petit Glossgaire,

where the majority of the neologisms from Moréas employed
by Fugénio de Castro are also 1o be found. Bugénio de
Castro followed Moréas’s example in this field with such
enthusiasm that one is tempted to comnclude that his
motives for using these neologisms are identical to those
of the French poet. Robert A. Jouvanny has rightly
described the latter as the "victime de ses illusiong de
néophyte qui lt'incitent & affubler ses vers d'un

vétement & la mode", 64

For the many details of his Amada which he borrowed
from Moréas, however, Bugénio de Castro went directly to
the latter's work. Thus the line in poem XIX in which the
Amada says, "Chamas & minha boca irmd das beladonas® (20)
recalls a similar line in Moréas's "Conte dfamouvr":

! Ma bouche a le venin des fauves belladones. 65

Iv:

Recurvadags, em til, as suas sobrancelhag
Cintilam de surmeh. (30~1)

re-echoes that of the woman in "Le Ruffian® (p. 83):
Bt ses cils recourbés semblent peints de curma,

Purther similarities can be found., The description of the
Amada's hands in Oaristos - "Suas unhas, em bico,
explendem comc espelhos" (VII, 44), "Corta as unhas em
bico, & guisa de punhais" (II, 57) is reminiscent of a
similar detail in "Tes Mains" (p. 21):

Tes maing a l'ongle rose et tranchant comme un bec.

The image used in poem XI: "Vai pousar sobre mim seus

o4 JoUANNY, p. %93. n

65 JEAN MORFAS, Guvres Poétiques (Paris: Mercure
de France, 192%), I, 27, Subsequent page references will
be given in the text. They all refer to Volume I of the
Qiuvres Poétiques.
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olhos -~ céus de outono" (55) recalls a similar image in
"Conte d'amour" (p. 26): "triste ainsi qufun ciel
- d'automne!", Finally, the Amada's statement in poem I1 -
"Desejava viver / No pdlo morte, numa estufa de cristall®
- may have been suggested by the following line from '
"Le Pur Concept" (p. 127):

Es-tu prise & jamais dans les glaces du pdle?

Despite the prédominant influence of loréas in the
sphere of neologism, he is, as can be seen, the least
important of those enumerated in connection with the
description and characterization of the Amada, Details
borrowed from him apply only to incidental features of
her physical description. This points at the same time to
the lack of depth of his own poetry, and the tendency of
Eugénio de Castro to be attracted by exotic detail,
whether its wvalue is incidental or profound.

== Q0000

I now move on to my second major area of study in
Qaristos: that of the nature of the heroine and of the
hero, and of their respective views of love, My study
of the elements which first appear in poem IV, and which
dominate the later poems of Qaristos, has shown the
Amada to be a largely derivative figure. Unusual though
she must have seemed to the average Portuguese reader of
the time, there 1s scarcely one of her more striking
characteristics which cannot be traced back to Huysmans,
Cesario Verde, Baudelaire, Gautier or Moréas. Nonetheless,
these borrowings all tend towards a common end. Three of
these writers - Baudelaire, Gautier and Huysmans - were
fundamental figures of the French Decadence, and the
others ~ Cesdrio and Moréas - were influenced by
Decadent writing to some extent. And, under the influence
of these five authors, Eugénio de Castro introduces
several major Decadent themes into Qaristos, in specific
connection with his Amada. Thus, in poem IV, for example,
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when the poet describes the Amada's 'corpo insexual de
efebo e bacante" (28), she appears briefly as an
androgyne, one of the most important Decadent themes.
ASimilarly, over and above her usual indifference and
disdain, the Amada occasionally seems to assume the
attributes of the Decadent vampire, the "femme fatale®,
In poem I we read:
Assim me apareceu o Lirio teﬁebroso,
Cujo ar desprezador me fere e vampiriza,

Criatursa esfingial, triste como Artemiza,
. - o s » “ -
Vingativa, feroz e linda como Fasis, (72-5)

In poem XVIII:

Na estufa, lendo um livro de boténica:
Uma das mZos afaga uma begdnia,
Com a outra lacera uma tacsdnia,
Nervogamente, frigida, tirinica ... (L-4)
With terms such as "Vingativa', "feroz", "vampirizal,
tirénica, we might be excused for believing that we are
face to face with the archetypal Decadent woman, the
vampire. But are we? Decadent themes, both major and
minor, abound throughout Oaristos. But is it, in fact,
legitimate to consider it s Decadent work, and EBugénio de
Castro a Decadent writer? In making judgements of this
kind, it is worth while keeping in mind Mario Praz's
| words concerning the similar problem of deciding whether
} a work is Romantic oxr not: “Non ¢ il conternuto a
' decidere se un'opera debba ritenersi romantica o no, ma
|
V

lo spirito", 66

Seen from the point of view of "spirite", there can
be no doubt that though Oaristos borrows many of its
| themes from the Decadents, it is not truly Decadent in
spirit. To take the theme of the androgyne, for example:
the various themes of the Decadence are all variations on
a basic theme of crossing nature, of a cult of artificial-
ity. The seeds of this cult had already been sown by
Gautier in hig Notice, where he said of Baudelaire: "Tout

56 ppay, p. 12.
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ce qui éloignait l'homme et surtout la femme de 1fdétat de
nature lul paraissalt une invention heureusge', 67 His use
of the term "invention™ is not fortuitous. The Decadents
were obsessed with the man-made, the work of the intellect,
the studied cult of the anti-natural. As Gautier again

points out: "La dépravation, c'est-i-dire 1'écart du type

normal, est impossible & la béte, fatalement conduite par

I . , 68
lvinstinct immuable.

Within this cult of artificiality,
it is hardly surpriéing that the androgyne should have
been an obsessive theme of the Decadents., Being neither
man nor woman, it represented the anti-natural "“par
excellence". Talking of Péladan, an author in whose

Décadence Latine countless cases of androgynism occur,

Mario Praz rightly points out: "L'ideale androginico non
era soltanto l'ossessione del Péladan, ma &i tutte il.
decadentismo", 69 Like all major Decadent thenes,
androgynism makes several appearances in A Rebours.
Indeed, Bugénio de Castro's line might have been suggested
by des Esseintes's description of the heroines of kdgar
Allan Poe: "toutes avaient des poitrines garconniéres et
inertes d'ange, toutes étaient, pour ainsi dire,
insexuelles". 70

When we turn to the theme of androgynism in Qaristos,
however; it soon becomes obvious that, 1like the other
Decadent themes which appear in the book, this is simply
another exotic detail, A study of the poems reveals
countless disparities between apparently Decadent details
such as this, and the manner in which the Amada is
described in other parts of the book. Thus the references
to her insexuality sound‘distinctly odd alongside lines
such as:

Tinha no calmo andar a elegincia das cobras

67 GAUTIER, Portraits et Souvenirs, p. 194,

68 1pid., p. 196. ‘
69 pRaz, p. 315.
70 -

Huysmans, A _Rebours, p. 254.
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A leveza dum espectro e a graca duma anfora.
T -
(I, %2-33%)

(notably the last detail) or: »

Seu nubil corpo tem, num dualismo confuso,
A finura do lirio e o garbo das serpentes.
(11, 8-9)

(notably the first). And it is frankly out of place when
compared with:
... Seu corpo que é a quinta-esséncia, o cimulo

Da esbeltez, do frescor, da graca feminina,.

(1, 84~5)
Similarly, it is difficult to reconcile the references
to her cruelty with lines such as the following:

Flor mansa e alva, gue em minha alma vives,

Amo os teus Olhos, como adoro, ¢ mansa

Plor! os astros da montra dum ourives.

(Xv1iIzr, 9-11)
(these lines are taken from the same poem in which she is

|

referred to as "tir@nica'!) or:

A" minha Flor canta e sorri: e toda a camara

Se alegra ao som dessa voz fina de calhandra.

(IX, 18-19)
And what happens to these major Decadent themes also
happens to the minor Decadent themes which appecar in
Qaristos. To take an obvious example, Fugénio de Castro
was fascinated with the Decadents' obsession with
cosmetics. But what for them was an integral part of a
cult of artificiality appears with only a pictorial
value in his poems: "lébios de minio® (VII, 68),
"14bios de cindbrio" (XIII, 65).

Fugénio de Castro's early poems are not, therefore,
as René Poupaft suggests, "l'expression de lag
sensibilité décadente telle %ue les oc2uvresg francaises

1 and the Amada is not
the Decadent heroine she might at times appgar to be.

de 1l'époque la traduisent",

Qaristos derives partly from authors who, though influenced

71 POUPART, "L'évolution", p. 58.
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-

by Decadent writing, are not truly representative of
Decadent thought. Several of the characteristics of the
Amada come, as we have seen, from the poetry of Cesirio
Verde. But Cesdrio was no Decadent, and his Beloved,
like that of Eugénio de Castro, ls not a genuine "“femme
fatale On the contrary, she is not beyond charitable
feelings towards the less privileged:

B gquando socorreste um miserdvel,

Eu que bebia cdlices de absinto,

Mandei ir a’garrafa, porgue sinto ) 72

Que me tornas prestante, bom, saudavel.
Many more details come from Moréas, of whose-poetry Guy
Michaud rightly points out: "La poésie de Moréas, malgré
toute sa bonne volonté, est encore une attitude littéraire,
gui ne montre de la poésie décadente gu'une surface,
presque sans rides", /3 And even when Fugénio de Castro
does borrow details from authors whose contribution to
Decadent writing is of the greatest importance =
Baudelaire, Gautier, Huysmans -~ he tends fc borrcw what
is most colourful, without making any real effort to grasp the
deeper connotations of the themes,

—=00000=—=

The superficial nature of the Decadence of Qaristos,
and, with it, the real nature of both the heroine and the
hero, can be most clearly seen in a study of their
regpective views of love. Oaristos is, after all, a tale
of love; but the particular relationship it describes
can in no way be reconciled with love as it was under-
stood by the Decadents. This is obvious throughout.

The hero's view of love is established in the bhook
some time before the appearance of the Decadent material
im poem 1V, and it is not substantially changed by this

/2 GESARIO VERDE, p. 30.

73 ‘0 q s
/2 GUY MICHAUD, Message Poetigque du Symbolisme
(Paris: Librairie Nizet, 194/), 1I, 276.
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material when it does appear. An interesting indication
of this view of love is afforded by poem XVI (the second
in order of compoaition), which, being self-consciously
blasphemous, may strike the reader as having a2 distinctly
Decadent flavour. It takes the form of a prayer, or, if
I'might use the term, an arnti-prayer. It is modelled
around phrases taken from the Ave Maria, which it then

subverts. 74 A mocks-religious atmosphere is built up
arcund the Amada by the use of Biblical similes in verse
two - e.g, "Como uma tiUlipa entre malmequeres" /5 - by

the use of Biblical terms such as "ungir" (15), and by
direct quotation from the Bible:

Bendito seja o bergo em que dermiste, 76

E os peitos que te deram de mamar!
Within this religious atmosphere, the poet equates the
Amada to the Blessed Virgin of the Ave lMaria, around which
the poem is built; then, in verse three, he deliberately
perverts the content of the prayer by declaring that one
day he will carry off and seduce the Amada/Dlessed
Virgin to whom it has been addressed:

Corpo virgem, tu gue és o meu orgulho,

Tw gue eu hei-de violar um dia entre

Beijos %t@o0 claros como o sol de Julho,
Bendito geja o fruto do teu ventre! (9-12)

74 This kind of subversion, undoubtedly new in
Fortugal, was not unknown in France, the country from
which Eugénio de Castro in all probability took the idea.
. Jules Laforgue had used a fairly similar technique in his

"Complainte propitiatoire a l'Inconscient", which is
modelled round his own version of phrases taken from the
Lord's Prayer: "Que votre inconsciente volonté / Soit
falte dans 1l'Lternité". See: JULES LAFORGUE, Poésies
Compldtes (Paris: Editions Gallimard et Librairie
Générale Francaise, 1970), p. 35.

/5 These similes are reminiscent of those to be found
in the Canticum Canticorum -~ e.g. "Sicub 1ilium inter
spinas, sic amica mea inter filias",ii, 2.

D n . . .

{ The second of these lines 1s_a direct trans-~
lation of & passage from Luke, xi, 27: "Beatus venter
gui te portavit, et ubera, guae suxistiV.
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In an article of otherwise inadmissible gpeculation,
Felisberto Martins rightly points to "a intenc¢Bo pagi,
sensualista, que se desprende destes versos®. '/ And-
indeed, the sexual dynamism present in this poem appears
frequently throughout the book:

Faces que sois cor da manhd que acorda,

Quando o luar comecga a dissolver—se,

Deixai que vos macule, que vos morda,

Como gquem morda um veludoso alperce!
(111, 5~8)

Teu frio ar quero, com beljos, sob um alamo,
Delir e os
Teus desdéns, e enlear teu corpo sobre-um tdlamo
\ De lirios.
(XV, 13-16)

Déa~me que eu beije os teus morenos e amenos
Peitos! Rolemos, Flor! & flor dos fldéreos fenos.
(x1i11, 67-8)

Rolemos, 6 morena, em conbtactos amenos!

(X111, 75)
Yet, despite the apparently Decadent flavour of poem XVI,
the sexual dynamism it and other poems express is guilie
out of keeping with Decadent thought. One of +the most
striking features of Decadent literature (amply
annotated by Praz in his chapter on "lLa Belle Dame sans
Merci") is that the dynamism which had been connected with
man in the literature of the earlier part of the nineteenth
century became the principal-characteristic of the woman
in the later part of the century. As George Ross Ridge
points out, "She incarnates activity,_he passivity, in
8 What poem XVI and
later poems present us with, then, is a dynamic man much

an extraordinary reversal of roles',

more typical of Romantic literature.

77 FELISBERTO MARTINS, "O Classicismo do Qaristos de
Eugénio de Castro', in Hum@njtas, Vol. 2 (1948<9), p. 2%2,
Martins argues that the entire book is 'Uma transpoclgao
gimbolista de um tema da poesia bucdlica grega' (p. 2%6).
Oaristos, needless to say, has nothing whatsoever to do

with Greek Bucolic poetry.

78 GEORGE ROSS RIDGE, The Hero in French Decadent
Literature (University of Georgia Fress, 1961), Pe. Vili.
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It may seem otiose to draw a distinction between the
Romantic and the Decadent hero. The course of literary
change is undoubtedly one of evolution, not revolutign.
But, as Mario Praz points out, "Approssimazioni come
barocco, romantico, decadente, ecc., han trattc origine

79

da determinate rivoluzioni della sensibilita®, and
Qaristos is full of such details characteristic of the
Romantic hero and heroine, but unthinkable for their

Decadent counterparts.

Other than his sexual dynamism, another typically
Romantic facet of the hero is his quest for ideal love,
pursued throughout the book. It is immediateiy apparent
in poem I, where we find a poet sickened by "a sdérdida
peleja, / Esta infrene peleja, a que chamamos vida" (43—
44), He has retired into melancholy and indifference:

Meus dias eram maus, longuissimos, tristonhos;

! A minha mocidade era uma ruinaria, (50-1)
Thére is some temptation 1o see this as ¥fin-de-sikgcle"
world~weariness. Many of the characteristics of the
Decadent hero emerge: cynicism (37), egoism (40),
indifference (48). But, as George Ross Ridge points out
of the Decadent hero:

Superficially he resembles the Romantic hero, bdbut

there is a basic difference., Decadent world-

wearinegs 1is much deeper than romantic emnnui. The

decadent hero is a man who has lived toc much and

who no longer has either the energy or desire to act.
The remainder of poem I shows beycend any doubt that the
"eu" here belongs rather to that class of Romantic heroes
whom Jacinto do Prado Coelho describes thus: "Jovens
poetas dizem-se rofidos de cepticismo, afundam-se em

. fos 81
desalento, apelam para a morte como Unico remédio',

79 pRaz, p. 7.
80 Lt
R.]..D(T:EJ, pa 48‘

8l JACINTO DO PRADO COELHO, Poetas do Romantismo
(Lisbon: Livraria Cldssica Bditora, 1965), p. L4.

80
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In true Romantic fashion, the poet's melancholy gives way
to joy at the sight of his Beloved:
Mas, ao vé-lA surgir triunfalmente fria,
Grécil como uma flor, triste como um gemido,
Meu peito recobrou o seu vigor perdido, :
Todo eu era contente e alegre como um rei! (52-55)
Other typically Romantic situations are notl difficult
to find in Qaristos in relation with the hero. In poem
XIT we come across the archetypal Romantic hero, the
star~crossed man:
Ndo wvenco nunca a tuva Indiferenca ...
Da minha sorte a exicial sentenca
Tragou-a Deuws no alto azul com astros! (12-14)
In poem X we find the man whose quest for ideal love hag
led him to love without hope:
Meu coracdo no entanto ndo se cansa:

Amam metade os gue amam com esperanga,
Amar sem esperanca é o verdadeiro amor,

He reappears in poem XIV:
Com 0 Agar vivemos em conubio,

Il apesar disso, a ALMA continua

A sonhar a Ventura! - Sonho vdo!
* rd ~

Tal um menino, com a rdsea mZo,

Quer agarrar a levantina LUA!

~=00000—-

The Romantic nature of the "eu" is never in any weal
doubt. He is presented to us mainly in the shorter poems
of the book, which lack sufficient room to accomodate the
rather cumbersome Decadent scenarios of the longer poems.
But the nature of the Amada is not clearly reveasled until
the end of the Book., In poem II the poet says of the
Amada: "Psicdlogo, direi depois como Ela pensa" (5). But
emotional or psychological motivation is precisely what is
lacking in the description of the Beloved Until poem XIX,
the final poem (in numcrical order) of the book, When this
motivation is finally given, it shows beyond doubt that,
despite Bugénio de Castro's attempts to make her appear a
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Decadent heroine, she is something quite different. Here
she cries out to the poet:
Ah! deixa~me viver assim anestesiada, .
Inconsciente, quieta, indiferente a tudo,

Olhar parado sempre, o ladbic sempre mudo, A
Circundada de sons, perfumes e visSes ... (38=41)

Maria Elsa de Jesus Gongalves considers this to be
an "exclamacg8o de indole absolutamente decadentistal. 82
On the contrary, it has nothing whatsoever to do with
Decadence., The motivation we are given here - and which,
we are given to understand, explains all her preceding
conduct throughout the book - is based entirely on

affective grounds:
Ah! eu receio o amor, como receio a morte! {35)

But for the Decadents, emotion was seen as 2 natural
impulse, and, in their cult of the anti-natural, they
looked upon it with scorn. In the words of Barbey
dfAurévilly, they "méprisent toute émotion, comme
inférieure". 83 In Decadent literature, emotion is
replaced by a cult of sensation, as artificial, The point
is made wrily by Villiers de 1l'Isle-Adam in his Isis: "Au
lieu du soleil, nous avons des lustres; au lieu de visages,

. . . 8¢
des masques; au lieu de sentiments, des sensations”, 84

and by Catulle Mendés in his Méphistophélia: "selon la
nmode, elle est tombée du sentiment & la sensation®. 85
The withdrawal of the Amada into her world of "sons,
perfumes e visSes" is an emotional retreat, not a studied,

intellectual cult of the artificial. It is simply an

82 MARIA BLSA DE JESUS GONGALVES, O Simbolismo de
Fugénio de Castro, Dissertacio de licenciatura em
Filologia Romanica apresentada & Faculdade de Coimbra,
1954, p. 154,

85 JuLEs AMEDEL BARBEY D'AUREVILLY, Giuvres
Romanesques Complétes (Paris: Bibliothégue de la Pléiade,
1964 ) Vol. II, Les Diaboligues, p. 22.

84 VILLIERS DE L'ISLE-ADAM, (uvres Compldtes
(Paris: Mercure de France, 1923), 1X, 21,

85 Quoted in RIDGE, p. 35.
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escape from an affective reality, not the deliberate
desire to create a new, artificial reality superior to
nature, as preached by Gautier (supra p. 60), and of.
which A.E. Carter points out: "Mhis calculated, intel~
lectual side of the cult of artificiality is an

86 What we are

essential part of decadent sensibility?.
presented with in poem XIX is, in fact, a highly ornate
example of what Tedéfilo Braga sees as one of the main
themes of ultra-~Romanticism, the retreat into monastic
life:
pelo lado religioso [...] apaixonados amantes
cobrinde o seu_fogo com as cinzas da peniténcia
claustral [...] A esta ininteligéncia de uma

concepgao fundamental, que caiu no exagero do 87
processc, chamou-se o Ultra-Romantismo.

Bugénio de Castro's variation on the theme is that the
Amada does not retreat from love, but from a fear of
love, but the basic situation remains the same., It is
reflected to some extent in her words to the poet:
"Ama-me gimplesmente e religiosamente" (50) (the second

italics are mine). Examples of lovers becoming monks,
nuns or hermits in order to avoid an emotional reality
abound throughout Romantic literature. In Portugal, we
need only think of Garrett's Frei Luis de Sousa or

Herculano's Burico o Presbitero; in Spain, Don Alvaro

0 la fuerza del sino by the Duque de Rivas; elsewhere,

Laclos' Liaisons Dangereuses, Byron's Giasr . Despite

her Decadent appearance, the Amada of QOaristos 1s as
much s Romantic heroine as the "eu%w a Romantic hero,

00000~

It may, again, seem unnecessarily restrictive to

86 caRTER, p. 12. -

8/ TECFILO BRAGA, Introduééo e Teoria da Histdria

da Literatura Portuguesa (Uporto: Livraria chardon, 1896),

p. 429.
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clagsify the "eu' and the Amada as Romantic hero and
heroine, but this is in fact very much the case. As a poet,
Fugénio de Castro lacked the ability to create a pergonal
idiom in which to express his own feelings and experience.
He required a pre—existing rhetoric. His poetry is,
therefore, characterized by large-scale borrowing from
other writers, or a rehashing of standard types and

themes.,

defecto para mi consiste en velar, timidamente, bajo
formas hierdticas, improprias de nuestra época, gu ideal
artistico, que esto y no otra cosa viene a ser, en wi

concepto, el Diamante Negro de sus cantos®, 88 But here

he rather misses the mark. Oaristos is a highly ornate
stylization of an actual relationship exverienced by the
poet. The girl in question (see chapter three), if at
times indifferent, was neither a vampire nor a "“femme
fatale', What Lugénio de Castro borrows from the writers
of the. Decadence are those themes which can be used %o
heighten this actual situation. Many of the character-
istics of the girl which we can find in other writings of
Fugénio de Castro where there is no Decadent interest
present become, in Qaristos, the starting-point for
ostensibly Decadent themes. In an article entitled "Notas
e SensacBes (fragmentos do meu jornal)" published in the
Jornal do Comércio of 10 January 1892 Eugénio de Castro

said of the girl (here named Safira, sece chapter three):
"PHo pdlida me apareceu hoje Safira, que, & despeito de

ser dia e de fazer sol, julguei que a estava vendo ao luard,
In Oaristos, thisg becomes the pallor of the vampire. Her
slimness of build is mentioned in the poem "Semper Laden"
of Silva, where the poet describes her "femenilidade de
efebo, desprovida de seios" (38). In Qaristos, this

becomes the insexuality of the Decadent androgyne. And so
on., Her lack of response becomes sometimes the cruelty of

L T

88 uoted in OLMEDILLA, p. xliii.
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the "femme fatale!, sometimes inertia, another fundamental
Decadent theme, insisted upon throughout the book:
Detesta o movimento, as expansGes e tudo .
0 que possa alterar o seu viver inerte. (II, 60-1)
Seu corpo sensual foi feito para a inércia. (II, 80)
Quebrantado, tolhido em seu torpor constante. (IV, 27)
Encontro—~A inerte sobre uma poltrona antiga. (VII, 28)

But how little this-theme of inertia is integrated into
the Decadent sensibility can be seen from the fact that
inertia is the halli-mark, not of the Decadent heroine,

but of the Decadent hero. As George Ross Ridge peints out:
"the more 'decadent'! the heroine, the more active she
generally is and the gggater energy potential she

certainly possesses’.

Qaristos is an exercise in Decadence, and only an

exercise, because the relationship it describes is not
conceivable in truly Decadent terms. The Decadent
elements present in the book are included for their .
glamour-value, their ability to raise the relationship

to the realm of the unusual. The relationship is,

however, eminently acceptable in terms of a Romantic
exercise in Romanticism, presenting us, beneath a
Decadent guise, with a standard Romantic hero and heroine.
Beneath its Decadent exterior, Oaristos is a highly ornate
example of what the Spanish critic Angel Valbuena Prat
describes as "romanticismo de lamentacidn': "cantos de
desaliento, de dolor, alusiones al mal de la vida y de la
sociedad, a las figuras victimas decl hombre y de la

naturalezall, 20

wane 0000 Qe

89 R1peE, p. 145.

90 ANGLL VALBUGHNA PRAT, Historia de la Literatura
Lspafiola (Barcelona: Lditorial Gustavo Gil, 19687, 111,

L/4.
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Before leaving Qaristos, it should be pointed out
that the realization that its principal innovations are
Decadent in origin causes something of a technical -
problem concerning the terminology of Portuguese literary
history. Feliciano Ramos, for example, writing in 1943,
congidered Qaristos to be "O livro que verdadeiramente

91

inicia em Portugal a poesia simbolista. Likewise,
Jacinto do Prado Coelho says of Eugénio de Castro: "n3o

rd » . £+ N
86 dava a lume a primeira colectdnea de poemas ostensiva-
mente simbolistas, Oaristos, mas ainda a fazia preceder
dum prefédcio que é o Unico texto programatico 4o nosso

92

Simbolismo'™, Celso Pedro Tuft is of the same opinion:
"E, de C. é o introdutor do Simbolismo como esccla em
Portugal através do livro Qaristos, cujo prefdcio [...]

foi um manifesto simbolista".

There has been obvious confusion in the past as to
the exact meaning of the terms "Simbolismo® and "gimbolista?,
lvaro Maia, for example, defending his view that

Portuguese Symbolism was "o surresit [sic] triunfal das
94

gualidades latinas", points to Maguela 'Noites [sic]

de fogo'! que, a meu ver, ¢ tudo guanto hd de mais
go' que, ; 0.
5

antagdénico com o simbolismo®, Maria Jernanda de Campos

Flores de Matos, on the other hand, considers exactly the
same poem to be "ormais nitidamente simbolista do Poeta. 96
This particular piece of confusion arises from the Tact
that £lvaro Maia sees the Portuguese term "gimbolismc!

as roughly equivalent to the French "symbolisme'" {in which

case his opinions are correct), whereas Matos uses the

9L Rramos, p. 30

92 JiacINTO DO} P[RADO] C{OLLHO], "Simbolismo", in
Diciondrio das Literaturas Portuguesa, Galega e
Brasileira, p. /69,

5 LUFT, p. 71. e

94 ALVARO MAIA, Vento sobre a charneca (Lisbon:
BdigBes Gams, 1944), p. 25/.

(o]
95 Tpid., p. 291.
96 wamos, p. 107.
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term in the broader meaning it has gradually acquired
(even s0 her conclusions are doubtful). Indeed, the term
"simbolismo" as applied to Uaristos has only proved -
tenable in Portuguese literary history by widening it to
include (as the Spanish term "modernismo! does) not only
the techniques of the Symbolists, but the themes of the
Decadence as well.

not gone without notice. Of the poem mentioned in the last
paragraph, Jofio Gaspar Simdes says: "Efectivamente é com
a publicacgio da poesia 'Noite de Fogo', inserta no
primeiro nuimero de 'Os Insubmissos', que Eugénio de
Castro, recentemente chegado de Paris [this detail is
incorrect, see pages 27-28], inaugura a rota do

simbolismo nacional. Do simbolismo ou do decadentismo?!

He answers his own question: "Embora se lhe confira o
primade do movimento simbolista portugugs [...] Bugénio

d? Castro foli muito mais decadentista que simbolisgta

97

genuino', He has made the same point in other works,

maintaining, correctly, that Eugénio de Castro is "um

98

decadentista, nZo um simbolista", that his symbolism
is "um simbolismo mais decadentista que simbolista
propriamente dito', 99 The same point is made at
considefable length by Maria Elsa de Jesus Gongalves in

her thesis on O Simbolismo de Eugénio de Castro, though

her exposition lacks real documentation, and is based
heavily on the theoretical distinction between Symbolism
and Decadence drawn by Guy Michaud in his Message
Poétique du Symbolisme.

e Q00 00~

It is easy to see weaknesses in Oaristos. In fact,

st

97 70%0 GASPAR S1MOKS, Itinerdrio Histdrico da Poesia
Portuguesa (Lisbon: Lditora Arcadia lda., 1964), p. 259.

g o~ . s - o
) o8 SIMOBS, Novog Temas (Lisbon: Bditorisl Inquerito,
19%8), p. 71.

(: e . - ’ ’ -

29 SiMOLES, Histdria da Poesa Portuguesa do Séeculo XX
(Lisbon: Fmpresa Nacional de rublicidade, s/d), D. 190.
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it is difficult not to see them., But perhaps it would be
unfair to pass too harsh a judgement on a hook which,
begun when its author was still nineteen, might well. be
part of a European irradiation of rather superficial
Decadent themes emanating from Paris. These can be found
in the works of several young poets in different countries.
At the bveginning of the 18%0's, there was a particular
fascination for the."femme fatale". In Gabriele d'pnnunzio's
Poema Paradisiaco (1892), for example, we find a

description which could fit, even in its smallest detail,
Fugénio de Castro's Amada:

Quella sua chioma, volgente
su da la frente regale

cui cingeva l'immortale
Tristezza divinamente,

mi ricordava il tesoro
de le foreste profonde
ove l'Autunno profonde
tra porpore cupoc l'oro.

I gli occhi, remoti in cavi
cerchi dlombra e di mistero,

cul tanto il sogno e il pensiero
facean le palpebre gravi,

non avean un'infinita

calma di tarde acque stigie?
Entro io vi scorgea l'effigie
de la morte, ne la vita.

E le labbra mai concesse

(la vita da tali frutti!)
ov'erano insieme tutti

1 rifiuti e le promesse,

da l'invincibile orgoglio
con suggel rigido chiuse
tacevano, ma ben use 100
a l'alta parola VOGLIO.

Likewise, in the Pilgerfahrien of the young German poet

Stefan George we find an "ebony madonna" whose awe-
inspiring aloofness is akin to that of the Amada:

gy

100 G ABRTELE DYANNUNLIVU, Poema Paradisiaco: 0di
Navali (milan: Fratelli Reves, bkditori, 1918), pp. 35-6.
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Lauschest du des feurs gesange:
Lagert sich neben dein knie meine wange®
Mit zagen geniesst sie dein zartes warm®

IThre kithne flammende rodte .
Furderhin mir deine nidhe verbdte®
Ich bin in dem himmel ein sklav dem harm,.

Legst in mitleid du mir die haare:
Binzige lohnung! und oft noch in fahre
Verharr ich vor deinem erhabenen stolz?

Frommen gleich, die trotz ihrem grauen
Wieder und wieder beim angelus schauen 101
Zu einer madonna von ebenholz.,
[Should you be listening to the singing of the
fire, I rest my cheek by your knee; Tearfully
it enjoys your delicate warmth. Should your
nearness forbid my boldly glowing cheek draw
nearer, I am, though in heaven, a slave to
grief., Should you,; in compassion, touch my
hair - my only reward! And often still, in
trembling, will I persist before your lofty
pride? - like pious women who, despite their
fear, again and again at angelus look up to

an ebony madonna. 102

Iﬁaeedp the powerful appeal of this vogue can be seen
from the fact that, before the 1890's were out, it had
penetrated as far as Russia, often more resistant to.
literary themes from the West, We find it in the early
poetry of the young Aleksandr Blok, notably in his poem
"Servus - Reginae":

He npuasmnsail. 4 Ges npmnsmpsa
lipuny BO xpaum.

CKJIOHKCE TJ&BOK MOJAYAJIUBO
K TBOUM HOTaM.

N 0yny cnaywaTh IIPUKA3AHBLA
I podKO ®xpmaTh.
JloBuThs MTHOBEHHbBE CBUIAHBA
Y BHOBBL XeJIA&Th.

TBouxX crpacTeud nosBepxeH

101 gpupAN GLORGE, Werke (Munich: Helmut Kipper
vormals George Bondi, 19587, I, 29. The Pilgerfahrten were
published in 1892, The unusual spelling and punctuation is
a constant characteristic of Geocrge's work.

i . - .
02 This and all subseguent ftranslationg are my own,
I have aimed at literal translation throughout.
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Hon urowm. cnagd.
[lopod - cnyra; nopow -~ MUIbLA;
1 BeuHO -~ pad. -

[Do not summon me. Lven without a summons I shall fxo)
to the temple., I shall bend my head in silence to
your feet, I shall listen to your commands and
timidly wait. I shall geize the moments of our
meeting and desire again. Overwhelemed by the might
of your passions, weak beneath the yoke. At times
your scrvant; at times your darling; and always your
slave, |
In describing the Amada as he did, Bugénio de Castro
was reacting to a new thematic vogue sweeping through
Burope, and carrying with it great prestige as the new
superior experience., It is through the desire to share in
this prestige that bkugénio de Castro (like Gabriele .
d'Annunzio and Stefan George, with whom he shared a2 certain
cultural elitism) adopts these themes. But they do not
correspond to reality, and cannot become the "forga
motriz" of his book. They remain on the surface. Yet
Lugénio de Castro required a rhetoric, and to express the
real drama of Qaristos he had to look to another
convention, the Romantic. Oaristos is an essentially
Romantic work.

10 o T .,
5 ALEKSANDR BLOK, Cospaune Couunenni (Moscow:
TocynapcrsenHoe ManarTenscTBO AyLOXEeCTBEHHOM JUTepaTyps,
1960), I, 30. The poem is dated 14 October 1899,




Chaptexr Two

The Pyrotechnics of Synbolism
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The publication of Horas in 1891 was to continue and
augment the controvérsy surrounding lkugénio de Castro after
the appearance of Oaristos. Like its predecessor, it was
a long-standing target for parody. As late as 20 November
189%; the book was topical enough for a poem entitled
"Quando a DissolugZo vier" to appear in Ag Novidades,

parodying the form of FKugénio de Castro's "Quando a Morte
vier"., Horas also drew severe criticism from the press,
particularly, as I shall show, from the pen of Fialho de
Almeida.

The most striking novelty of Horas was its use of
what Fugénio de Castro terms "o simbolo", This is made
immediately clear in the little introduction which opens
the book:
terraco ladrilhado de cipolino e &gata, por onde o
SIMBOLO passeia, arguiepiscopal, arrastando flamante
simarra bordada de Sugestles, gue se alastra, oleosa
P e policroma, nag lisonjas.

The nature of the symbols employed is algc of the greatest
importance. In an article entitled "Dandismo Catdlico',
published in the Novidades of 13 July 1892, * Eugénio de
Castro wrote: "E & liturgia romana e & Biblia que os
poetas decadentes e simbolistas véo, de preferéncia,
buscar sugestivos temas para 0s seus versos singulares",
Indeed, by far the major source of imagery in Horas is the
Catholic liturgy, as well as a few occasional details
téken from the Bible. This is immediately apparent in the
title of the book. It refers to the Hours, prayers gaid at-
different times of the day. In keeping with this title,
many of the poems take the form of prayers. '"Nas landes,

a nolte" is addressed to God. Farts of "A Epifania dos

1 In the Novidades of 4 April 1893%, Lugénio de Castro,
writing under the psecudonym "Israfel" (sce chapter five),
published a very similar article entitled "Dandismo
Religioso!", The purpose of these articles is to suggest that
while other poets may use religious symbols out of
"dandismo®, he does 1t out of genuine faith. My study of
Horas will show that is not guite the case.
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Licornes" and "“A Pomba da Arca" asre addressed to the
Blessed Virgin. "Vaso de EleigZo" is addressed to a figure
who is at the same time both the Blessed Virgin and the
.Beloved. Thig last poem can also be seen as a variation
on the "De Profundis":

L4 do fundo do meu desterro,

Do meu miasmdtico paul,

Baile branco depois de um enterro,

Ouvi a tua voz azmul. (5-8)
It reverses the situation of the original prayer. In the
euphoria of his new-found conversion - the central theme
of Horas - the'poet has seen his prayers answered. The
depths from which he once cried are no longer "here'" but
"there". Part of "A Bpifania dos Licornes" is specifically
entitled "Angelus"., "A Pomba da Arca®™ refers to the
Biblical legend of the Flood, 2 and contains further
references to the parable of the predigal son, 3
the lost sheep. 4

and of

On a more incidental level, Horas is full of
religious termirology and references to religious objects
of all kinds. Thus "A Epifania dos Licornes" opens with
a phrase taken from the Ordinary of the Catholic mass -~
the transliteration of the Greek "Kvpie, glencov, Xpiote,
ehenoov® : "Lord, have mercy, Christ, have mercy". Also from
the ordinary of the mass are the "Gldéria a Deus nas
Alturas" ("Gloria in excelsis Deo") of the same poem (154-
155) and the Mper omnia saecula saeculorum" of "Vaso de
Eleicfo" (46-7). The peacocks in the castellan's palace
in "A Bpifania‘®dos Licornes" are "goberbos como Nunciogh
(70). The lover's .soul in "Dona Briolanja" is a "Primeira
linda Comungante" (50), a "Laﬁsperene fulgido de lumes"
(52). In "Véso de Lleic8o" the Beloved's look is
"Iucescente como as Reliquias™ (24), her eyes are a "branca

Genesis, wvii, 10-11.
Luke, xv, 11 L
Luke, xv, 1-10.

™
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Aleluia" (28), her voice an "Angelus" (39), her skin
exhibits a "brancura de Héstia" (42). In the "Epf{logo" the
poet exclaims: o

Rosdcea mistica o sorrir com que me adocas -
Seja! e argénteo Pax-tecum sejam teus olhares., (7-8)

e QOO0 Qe

Unlike Qaristog, Horas has no narrative plot. But it

has a very definite central theme, expanded upon or varied
by the successive poems of the book, This theme is the
convergion from a past life of indulgence and sin to a new
life of purity and asceticism. The majority of +the poems

of Horas deal with the joy and the hopes surrounding this
conversion, though a few describe the pain of doubt, the
grief of relapsing once more into sin, and morbid broodings
on the subject of death.

£ The story of the conversion is almost invariably
presented in the form of allegory. In the vast majority of
the poems, the meaning of the allegory is too apparent to
justify detailed comment. Only in the case of WA Epifania
dos Licornes" is there any real obscurity. This poem shows
signs of being an amalgam of originally independent poems.
The section entitled "Angelus",-for example, could easily
constitute a poem in its own right. Again, lines 158 %o
171 prove, on closer inspection, to be a sonnet, also
capable of standing on its own. It is perhaps owing to its
© possibly composite nature that there is some obscurity in
thls poem, though a certain level of obscurity was, as we
shall see, congidered desirable among Symbolist poets.

There are several allegorical scenes in this poem,
not all of which are equally clear. The most obvious is
that of the castellan (27~78). The transient nature of the
pleasures of the world are represented by a castellan
whose fabulous wealth i1s looted by a raiding French army,
leaving him in desolation and solitude., Less clear,

however, is the allegory of the sea-journey, first hinted
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at early in the poem - "Lua deitada, marinheiro a pé"
(2, 3) - but not taken up again until much later on. In
the early stages of the poem, a sallor waits for the moon
to rise, in order, presumably, to set sail., Later, when
the moon eventually rises, we discover that his journey
is to the "Ilha dos Licornes"(151) where he will take
refuge in the "Torre do Conceito Puro" (1/5). The poem
ends with a maritime image describing the situation of
this Tower:

La onde a voz da Vida chega csvaida, guase morta,

Como a cancido do mar aum buzio ... 194-5)

Degpite its composite nature, there is an interesting
nexus of images in "A Epifania dos Licornes": the
unicorn's horn (never mentioned, but present by
implication throughout), the Tower of the Pure Concept,
and the whorled shell of the last line. Over and above the
fact that they are all white in colour (the importance of
thls will be shown later on) and are basically the same
shape, ' these are all images of defence. But as well as
physical defence, they symbclize mental defence by
retreat into a world of legend (unicorn), of concepts
(tower) and of echoes (shell), that is, a distancing from
the world. This is furlther emphasized by the theme of the
journey, pursued throughout the poem. And what these
objects provide defence against 1s revealed by their
common shape. They are all, in fact, féirly standard
phallic symbols. These symbols function, therefore, on
various levels. They suggest that the defence against the
sexual urge is the sublimation of that urge into the
realms of mental activity already mentioned.

Variations on the allegorical scenes employed in
"pA Epifania dos Licornes" occur throughout the bock. The
futility of the poet's former life of sin is frequently
depicted in terms of desolation, particularly in nature:
"Atravessei rios, predos lamacentos!

"Piguel-me nas urzeg duras dos caminhog"
("Dona Briolanja, 78, &0)

"L4 do fundo do meu desterro,
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1 s L4 3 27 1t
Do meu miasmatico paudl
("Vaso de Bleigdo, 5-~6)

"Nas landes grandes, junto as dunas,
Um menino perdidc anda® 5
("Pelas Landes, & Noite")

in terms of waste:

Assim que as anforas esguias eram chelas,

Logo as degpejavam e enchiam e, entre as ervas,
A ayua da cisterna ia formando cheiag"

(A Cisterna PFiel, 12-14)

or in terms of poverty:

Um hospicio de velhas alienadas,
Sem cerca, sem Irmds, sem enfermeiras
("Balada', 1-2)

And the idea of a sea~journey reappears in "A Pomba da Arca':
Entram no porto claro as esperadas caravelas! (2)

Sets of minor symbols also occur. The most important
of these is the colour—~scheme first outlined in "“A
Ep}fania dos Licornes", and continued throughout the book:

Mordoraram~se (6) as apotedticas plrpuras da

Tuxdria: depois do Escarlate o Branco. Agora sou

casto como um BEclesidstico., (89~95)

This contrast between white (purity) and red (lust) occurs
in other images of "A Epifania dos Licorneg": "3Sou o Lis

4 janela dum paldcio em fogo" (15). It appears as the
opposition between the sun and the moon:

Numa rubra hemoptise, o Sol decrépito

GolfeJa sangue pelo céu grisalho ...
Turibulo da Tarde, um lago fuma,

E In both this poem and "A Epifania dos Licornes®
we Tind night~scenes prior to illumination distinctly
reminiscent of the "noche del alma'" referred to in
genuine mystical wrltlngsu There are other indications
to suggest that Kugénio de Castro may well have been
reading mystical poetry around this time.

A gallicism, formed on the l'rench "mordorer" (%o
turn reddish browns. By no means a common word among the
French Symbolists, though it does appear once in Gustave
Kahn's Palais Nomadeg (Paris: Mercure de I'rance, 18@7),

= & ’
p. 105: "Du fleuve aux rouges et mordorés et ve rdatrcu
flots.
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B, na sua assuncdo, a LUA é uma
Branca Primeira~ Comunh#o num Talho ... (167-71)

It turns up again in "A Pomba da Arca':

" .

B onde o rubi sangrava branguejou a cimofana. (2%)

and it lies behind the title of the poem "Um cacto no pdlot,
The cactus~flower for Bugénio de Castro is invariably red,
as in "A Lpifsnia dos Licornes! - Ycactus rubro®" (13%2) -
(17). It is contrasted with the whiteness of the pole, and
thus symbolizes the theme of the poem: the resurgence of
lugt amidst a state of purity. The same colour-schemne
appears in an ironic pun towards the end of the poem:

e com a Dama expulsa passel a noite em branco;

e a noite foi toda escarlate. (22~24)

Another minor symbol is the use of perfumes to
gignify the bliss of would-be mystical union. 1t appears
in "A Epifania dos Licornes®

0. minhas m8os! formai um electudrio de aromas,

De espicinardo, de assadulcis, de vetiver e de

sarcantos,

E ungi minh'Alma, para que ela surja, clara como os

axiomas,

Redolente de aromaticas gomas,

Toda perfumada ante a Rainha de meus cantos ...

(189-193)
1t appears briefly in "Dona Briolanja'", where we hear of
the lover's "Alma pura, plena de perfumes" (51), and again
in "Vaso de EleigZo". Here the image is particularly apt,
in that the Amada is described as a "vessel! in which these
unguents might be kept:

S& o vetiver e a escaldnia,

0 sisimbro, o nardo, o clclamen,

E aromatiza-me per omnia
Saecula sszeculorum. Amen, (45~48)

A variation on this is the theme of anointment. It is to

be found in YA bpifania dos Licornes'": "Que Vossas Bentas
M%0os [...] me unjam com os Santos-Oleos do PerdZo! (96, 99),
gsee also line 191 gquoted above, and in the "ipilogo'":

"Porém da continéncia os puros Santos-0leos/ungiram-me!
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(15~16). Given the pseudo-mystical atmosphere of Horas,
it is interesting to. note that a similar use of perfumes
can be fcund in genuinely mystical poetry, such as that of
San Juan de la Cruz:

Detente, cierzo muerto,

ven, austro, gque recuerdas los amores,

aspira por el huerto,

y corran tus olores,
y pacera el Amado entre las flores.

Oh ninfas de Judia,

en tanto que en las flores y rosales

el dambar perfumea,

mora en los arrabales, 7
¥y no querdis tocar nuegstros umbrales.

=m0 000 Q=

The most severe critic of Horas in Portugal weas
Fialho de Almeida. In a comprehensive attack on the book,
he;left little of its content unscathed. The first object
ofghis scorn was the little introduction which precedes
the poems proper. In an article of exaggerated, 1T not
altogether unjustified sarcasm, he wrote of it:

Claro que isto n#o é prosa, nem programa, nem

argumento, nem coisa nenhuma: & uma trapalhada sem

nexo, que se acredita concebida longe dos bartarocs,

por ter saido com certeza do Hospital de Rilhafoles.
(The Hospital de Rilhafoles was a lunatic asylum.; But
his criticism is unduly severe. Despite its deliberate
obscurity = a characteristic of most Symbolist poetry -
this introduction doesg constitute a programme for the
contents of the beok. Its relationship to the text is much
clearer than, for example, the various short prose
passages with which Gustave Kahn prefaces ecach of the
sections of his Palais Nomades,

The first line of the introduction -~ "Silva esotérica

/ SAN JUAN DE La CRUZ, Opras (Burgos: Tipografia del
Monte Carmelo, 1943), p. 447,

® FIALHO DE ALMBIDA, Os Gatos, Vi, 117. The article
in question is dated 21 September 1892,



para os raros apenas" - applies to the book in genersal,
and presents us with one of liugénio de Castro's most
dearly~held views on art. Of the following three short
passages, the first, with its references to a sea~journey,
is probably to be taken as applying to "“A Kpifania dos
Licornes®. The second and third refer to the general style
of the book as a whole:

abertas as eclusas, corvetas, como catedrais

flutuantes, seguindo inéditos itinerdrios por
atlénticos virgens;

terraco ladrilhado de cipolino e agata, por onde o
SIMBOLO passeia, arquiepiscopal, arrastando flamasnte
simarra bordada de Sugestles, gue se alastra, oleosa
e policroma, nas lisonjas;

concerto de adequadas misicas implorativas ou
morosasg, raro estridentes;
The fourth paragraph is a clear reference to "Dona
Briolanja", where the theme of the conversion is presented
in terms of a medieval tale:

1

4 complicadas decoractes de legenda velha
mantelando o pudor dos episddios simples:
And the fifth is an equally clear résumé of the poems
which go to make up the third section of the book, Longe
dos Barbaros:

preces dum hereje arrependido, votosg castos dum

antigo libidinoso, pesadelos e irreligiosas

hesitag¢®es dum recente convertido.

The severity of Fialho's criticism derives from a
basically unsympathetic approach, but hisg imputations of
obscurity did not stop at the introduction. Concerning
the attitude of Portuguese Symbolists vis-d-vis their
French counterparts, he wrote:

O que esses mogoilos copiam sio os trucs, as

E This section is itself preceded dy a guotation from
Petronius underlining the futility of the pleasures of the
flesh: "Foeda est in coitu et brevis voluptas / kit taedet
Veneris statim peractae™. See: TITUS PETIONIUS (ARBITIR),
Satyricon (Paris: C.L.P. Pancoucke, Lditeur, 183%5), II,

248, Fragment XVILI,

o~
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pochadas meio arte, meio intrujice, os tonitroantes
vocabulos de significacdo obs cura, torcida, fora do
seu lugar, o0 abuso das letras maiusculas, e a
alteracdo proposital enfim de todas as regras
poéticas que possam pdr a metrificaclo ao abrigd
das malugqueiras de rapazes. Bm prosa como em poegia,
0 simbolismo deles nio consiste, comoc Banville diz
(10) "em nunca ir a concepgdo da idela em gi", mas
¢ uma série d'OmLSSO@S, ¢nversoeu, deducgles, que
tlram a clareza 4 frase, & ideia o seu declive
1mp1do e sintético, tornando a literatura numa
spécic de pdleUSthO, meio obsceno, melc
rellgﬂoso, onde o sentido é incompreensivel por lhe 11
faltarem palavras pelo meio. -

We may not care to agree with the severity of Fialhoig
judgements, but his list of characteristics is fairly to
the point. There are, indeed, in Horas, several examples
cf almost Baroque hyperbaton which take the modern reader
by surprise:

nas de pérfiro varandas.

("Epifania dos Licornes, 28)

, Em de cobre babildnicas cacoilas.
’ (lbldo, 44‘)

Sob as cor de mosto vesperals olalas.
("Dona Briolanja', 2)

as de verbena / Chamas.

("Balada", 26-7)
In "A Fpifania dos Licornes" the form varies from regular
four-line verses %o "vers libres" and little blocks of
prose. But, above all, Horas is full of the most unusual
terms, which have frequently caused problems of

comprehension. Jodo Anibal Coelho Pinheiro refers to the

10 A ¢ase of mistaken attribution by I'ialho. The
phrase does not belong to Banville; it comes from Moréas's
"manifeste littéraire published in the Pigaro of 18
September 1886: "le caracteére esaentlel de l'art symboligue
consiste & ne Jamalg aller jusgu'id 1la conception de 1'idée
en soi"., This phrase can be found in MICHAUD's lessage
Poétique du Symbolisme, II, 341, and in JOUANNY, p. 426.
The entire article is ropflnted in MICHAUD's Doctrlne
Symboliste (Paris: Librairie Nizet, 1947), pp. 24~26, but
here the phrase in question is misquotpd, reading
"econcentration'" instead of "conception®.

L p1atH0, vI, 116.
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phrase "lisonjas de diaspe® of "A Ipifania dog Licornes™
(41) as an example of "concretismos, em gue um termo de
conteudo abstracto é delerminado por um termo de

- comparacio concreto', 2 He takes the term "lisonja' as
having its usual meaning of '"praise", whereas here it is
surely to be understocd in its less common meaning of
"losango" 13 (in this case, lozenge~shaped flagstones),
the meaning it also carries in the introduction (see pages
/6 and 83). The matter of unusual vocabulary is further
complicated by the fact that lugénio de Castro does not
always get his spelling right. In the "Epilogo" he writes
"Calepédia" (14) instead of "Calipédia": “conjunto de
preceitos ou conselhos para a procriacio de filhos

14

formosos", And '"nubélia" ("Epifenia dos Licornes, 7)
seemg likely to be a confused mixture of "Nébel! and
"nabla", alternative forms signifying a kind of Hebrew

harp (in the poem "Salomé" of Salomé e ocutros poemas we

read of "as hebraicas nubélias" [IV, 8]).

¢ Many of the words of Horas are not to be found in
dictionaries, and their meaning can only be guessed in its
most generic sense, Thus the "burcelins" of "A Epifania dos
Licornes" (7) obviously refer to some kind of musical
instrument (they appear with the same meaning in "Salomé"
1V, 37). Likewise, the '"nispias" of "Dona Briolanjal
apparently refer to some kind of coin, though again it is
not possible to say specifically which. Other words are
used in rather unusual senses, The following lines from
"A Pomba da Arca®

E as viridas cantdaridas
Cessaram de voar sobre a valeriana (21-22)

12 JOAO ANIBAL COLLHO PINIEIRO, A Expressio da Cor
em Fugénioc de Castro, Dissertacfo de licenciatura em
Filologia Romanica apresentada & Faculdade de Lisboa,
p. 187.

13 piciondrio de Morais, 10th. ed. (Lisbon: ¥ditorial
Confluéncia, 1949;, VI, 270.

4 1vpia., 11, 771,
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offer a problem of interpretation if we 1:  the terms
employed in their normal zcologicrl and belanical
meanings. But 1f we understand them in their medicinal
connotations (a standard part of popular medicine at“fhe
time), their meaning becomes clear: the "cauntdrida" forms
the base for an aphrodisiac, while "valeriana™ is used in
the preparation of a febrifuge. These images thus fall
into line with those of the rest of the pocm: eroticisnm
has ceased, and the fever of lust is beginning to subside.

The origins of the exotic terminology of Horas are,
as was the case with Oaristos, predominantly TFrench., The

T ——

Petit Glossaire provides the following neclogisms in

"A Epifania dos Licornes'":

1. 41: "diaspe", 1°

1. 4%: "balsamyrrhé" (p. 14).
1. 47: "sardoine" (p. 82).

1. 97: "aprilin" (p. 10),

1. 157: '"éphélivates" (p. 68),
1. 189: "électuaire" (p. 33).

in* "Dona Briolanja':

1. 30: "adamantin® (p. 4).
1. 117: Ysalteres" (p. 82).

in "Vaso de Bleigdo":
1. 24: "lucescent" (p. 60).
in "Um cacto no pdlo":
1. 14: "étésiens" (p. 38).
and in "Epilogo':
1. 6: "muqueuses" (p. 66).
1. 14:¢ "callipédigques" (p. 18),
1, 16: "ésotérigues" (p. 37).

Similarly, Huysmans provides a great many of the
names of precious stones and perfumes in "A Epifania dos
Licornes™:

l: .
15 PLOWERT, Petit Glossaire, p. 30, Subsequent page
references given in the Text,
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49: "turguois”, 16

51: "péridots" (p., 58),

5% l"eymophane" (p. 59).

54: "hyacinthe" (p. 60). .
186: "Spika-nard! .(p. 155).

186: "yetyver" (p. 162).

1
1
1
L
1
i
1. 186: '"sarcanthus" (p. 137).

e 2 ¢ & ® o o

He also supplies the "aventurines" (p. 13%36) of "Dona
Briolanja" (9).

The influence of Moréas, too, is unmistakable, He
is the source of certain of the unusual terms of %A
Ipifania dos Licornes" - 1. 52: "sinople', 1/ 1. 129:
"peluche" (p. 14), and 1. 180-8l: "Rubis de Golconde™"
(p. 24), reappearing as "o Diamante de Golconda",
Moreover, whole ideas from Moréas's poetry are transported
bodily into the poem. Thus, Jjust as the castellan of "A
Bpifania dogs Licornes" can say:

Tive puniceo manto que era, nc chido, puniceo azeite;

Adaga temperada em Nuremberg, i ]

. Em cujo punho uma safira, entre dpalas de leite,

Era uma tilipa azul em 3pitzberg. (23=-26)
so also Tidogolain the dwarf can boast of a fine cloak and
a jewelled dagger, even if less exotic (p. 13%4):

Jtal fin samit. Au doigt j'ai rubacelle.
J'al daguette & pommeau de diamant.

And while:
AnBes em seda alva de jaspe,
Do meu castelo no atrio mudo,
Sobre as lisonjas de diaspe
Erguiam rios de veludo (39~42)
50 in Morédas's "Mélusine" (p. 1%8) we hear of the
Traines que portent des nains
Par les escaliers de sardoine,

=m0 0000 wmen

10 yyvsmaNs, A Rebours, p. 59. Subsequent page
references given in the texv.
MOREAS, (Buvres, I, 141. Subseguent page rcferences
given in the text. They all refer to Volume I of the
SBuvres.
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The obscurity of Horas derives only partly from the
neologismgs it borrows from the sources just mentioned. A
further cause is Hugénio de Castro's attempt, as suggested
by his introduction, to imitate certain of the techniqgues
of the I'rench Symbolist poets. One of the Symbolisgt ideals
was not to state explicitiy, but to suggest. This particul
ideal is resumed in the famous formula of Mallarmé:
"Wommer un objet , g'est supprimer les trols guarts de la

jouissance du poeme qui est faite du bonheur de deviner
peu & peu: le sugpérer, voild le rével, 18

As a Symbolist worlk, however, Horas borrows little
from the French Symbolists other than its obscurity. The
Symbolist movement in France was to a very large extent
a metaphysical movement in poetry. As Tilio Ramires
Ferro rightly points out, Symbolism "atribui ao poeta
uma miss¥o de ordem metafisica e mistica", +7 The
oymbollbts gave to poetry the mission of penetrating to
th@ Absolute lying behind the veil of phenomenal reality.
In:the‘words of Guy Michaud, the aim of the Symbolists
was to "procéder, non plus a partir de la multiplicité
des apparences, mais de l'unité originelle de la
création®,

This metaphysical basis is made abuncdantly clear in
the many theoretical passages written by the poets them~
selves concerning the aims of their own poetry. In his
Traité du Verbe, René Ghil points out in his highly

tortuous style:

L'Idée, qui seule importe, en la vie est éparse.

18 In HURET, Bngudte, v. 60.
19 TULIO RAMIRwS FisRRO, "O Alvorecer do Simbolismo
em Portugal', in Istrada Larﬁa, I, 102,

20 This point is made at great length by Guy Michaud
in his Message Podtique du oymbollsmo and ig further
corroborated by much documentation in his companion-piece,
La Doctrine Symboliste. In future references, 1 will
refer to these two works respectively as MICHAUD, Message,

and MICHAUD, Doctltrine.

o —— e A ok e

MICHAUD, Doctrine, p. 8.
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ae

Aux ordinaires et mille visions (pour elles~némes

3 n0p¢3per) olr 1'ITmmoxrtelle se dissémine, le logique
et méditant potte les lignes saintes ravisse,
desquelLos il composera la Vision seule digne: 1le
reel et suggestif &ymbole dfou, pdlpltanTe pour le
réve, en son 1nLeg11te nue se leévera 1'Idée prime 55
et dermibdre, ou Verité, -<

The Symbolists recognized the affinity of their aims for
poetry with the theories of speculative philosophy, above
all the theories of ' the German idealisgt philosophers. In
an article published in the review Art Moderne in 1887

Fmile Verhaeren contrasted the aims of Symbolism and
Naturalism thus: "le symbolisme fera le contraire. Au
naturalisme, la philosophie francaise des Comte et des
Littré; & lui, la philosophie allemande des Kant et des
Fichte". 23 Poetry, for them, was a means of 1lifting the
velil of Maya, of penetrating phenomenal reality and |
communing with the Absolute. As Mallarmé puts it, the
function of poetry became "l'explication orphique de la
Terre, qui est le seul devoir du Potte et le jeu
li%téraire par excellence', 24 It was on the basis of
this metaphysical search that the Symbolists cultivated
a certain level of obscurity in their works, It was seen
as a means of by-passing the restrictive lines of reality
in an attempt to communicate with the Absolute,

Little or nothing of this metaphysical Symbolism is
to be found in Bugénio de Castro's Horag. Herné&ni Cidade
is undoubtedly right when he remarks that "é preciso

reconhecer que a poesia de Bugénio de Castro ficou a certa

22 RENE GHIL, Traité du Verbe (Paris: Chez Giraud,
1886), p. 21.

2> This article is reproduced in its entirety in
EMILE VERHALREN, Impressions (Paris: Mercure de France,
1928), NDroisizme Série®, pp. 115~116,

24 STEPHANE MALL.RME, Qiuvres Complites (Paris:
Bibliotheque de la Pleladey 1945), p. €6%. The quotation
is also to be found in MICHAUD, Doctrine, p. 57, but is
glven wrongly as having appeared in Les serits pour 1'Art
in 1887. The article from which it iB5 talken had been one
of Verlaine's Hommes dTaujourd'hui in 1886, See:
VisRLAINE, Qsuvres Compléetes, IV, 346,
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distBncia, mesmo quando mais se aproximou, j4 nfo digo da

poesia de Mallarmé, mas da dos simbolistas mais moderadosz™,

Fugénio de Castro had not understood the metaphysical
symbolism of Mallarmé. But neither, for that matter, had
many of the young Irench poects writing around 1890. As
Guy Michaud points out concerning the young poets of 1886,
around the time of the first stirrings of the Symbolist
movement:

Quant & la poésie de Mallarmé, elle est trop loin
dteux et genofalement les dépasse [..o] Cing années
seront nécéssaires, d'abord pour prendre consclence
collectivement de ce gu'on apporte, pour l'lnmcpr

& une vigion du monde et reallber 1tunité 1nter1@urp
ensuite pour parfaire la révolution poétique et pour
obtenir la reconnaissance légitime de la critique o6
officielle. °

Eugénio de Castro's lack of understanding as regards
the deeper connotations of Symbolist poetry also
characterizes his attempts to imitate their poetic
techniques. In their theorizing on Symbolist poetry, the
Prench, poets found allegory inferior to symbol. Emile
Verhaeren explains the difference as they saw it:

Et tout d'abord aucune confusion entre le Symbole

et 1l'allégorie. Non plus avec le Symbolisme paien,
car le Symbolisme actuel, contrairement au
Symbelisme grec, guil etalt la concrétion de
1'abstrait, sollicite vers l'abstraction du concret.
Ctest 1la, croyons-nous, sa haute et moderne raison
d'étre. ‘ .

Jadis, Jupiter, incarné en statue, représentait la
domination; Vénus, 1l'amour; Hercule, la force;
Minerve, la sagesse.

Aujourdthui?

On part de la chose vue, oule, sentie, tadtée, goflitée,
pour en faire naltre 1l'évocation et la somme par 27
1tidée. .

From this point of view, it is clear that what we find in
the majority of the poems of Horas is simple allegory, and
not symbol as defined here. Thus, the unicorn is a

25
26
27

CIDADE, O Conceito da Poesia, p. 267.
MICHAUD, Message, 1L, 344,

[ odiiad oo Sl

VisRHALREN, Tmpressions, IIT, 11735,
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concrete represemtation of purity, the sun a concrete
representation of lust, the scenes of desolation a
concrete representation of the poet's life of sin etc.,
etc., However, one must resist the temptation to judge
Fugénio de Castro too harshly on this point. For while
the TFrench poets considered allegory inferior to symbol,
they did not always practise what they preached, and
allegory is by no means absent from their works. Indeed;
"Le Passeur d'Eau“,'a poem by the same Verhaceren who
penned the notes on symb