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PREFACE

’ : . .
Although Lucio Cardoso's Cronica da casa assassinada was

published twenty years ago, no comprehensive critical work
on the author has yet appeared. In the course of my research
I came across many newspaper articles and biographical
memorials which can be held responsible for many clichés and
for perpetuatlng the absence of serlous llterary studles of
Luc1o Cardoso. Unfortunately, the dellberate s1lence of the

crltlcs dlsconcerted by an unsettllng wrlter, has been alded

¥ fﬁ_and abetted by Cardoso 5 frlends and admlrers who "embora nao_”

r:fosse nossa 1nten§ao, querlamos manter Luclo v1vo e-nao
.glorlflcado dentro ‘de um sarcofago"(as Maria Allce Barroso o
'-_explalnsL in the process, also collaborated in the creatlon of.
Ufa myth the great - but forgotten -.Luclo Cardoso.

l_ Th1s approach has extended even to his ma;or work

. dronlca da casa assa551nada, despitewthe:degree Ofgpqpuiarity
accorded it in'intellectual‘circlesv: it isvincluded‘in

h university and some high school 1iterary courses and is con;
sidered by critics to be a masterplece of Brazilian flctlon.
However, the meanlng.of 1ts ;Jlgsaw' structure and 1ts amblgulty
have not.prev1ously been dec1phered maklng the 1nterpretatlon}p
) whlch follows ‘the first attempt. Not, I hope, the-last,.'_but
rather the beginning of a body of research which will -put an
end to the silence of the critics and remove, once and for all,

the grounds for Lucio Cardoso's despondent complaint:
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"/Se reiniciassg/ queria, como tenho feito, derramar meu sangue

do mesmo modo - mas que ouvissem melhor a sua mfsica",

I should like to take this opportunity of acknowledging
certain debts of gratitude. My thanks go to Maria Helena Cardoso,
for helpingfme, by way of her lively accounts, to understand her
brother] better; to some of Llicio Cardoso's particular friends
in the |literary Yorld - Cctaﬁio de Faria,“Marcos Konder Reis,
WalmyrfAyalg - fLrvthe intefviews'they gave me and their
:ﬁAreédiﬁeSSvtq aséist me iﬁ ofherlways;) Eingliy, mj thank§ g;;j‘

: fté.éyjsupgfvisdf.Dr. J.,Flint;-&pé-helped‘mefih mény.ways,'“5¥
Ano&ifhe,lééét.gf ;nidh beipg £o.encourage me tokéee‘ﬁy feseafqh
ﬁiﬁ A‘Widéf éonéext and to rethihk céftaih,defihitions and,

Iiteréry cbnéepts,'espeéially where T had cohsidefed theﬁ:to.r

be”charécteristically, or even exblusively;BréZilian.



SUMMARY

Licio Cardoso (1912-1968), a Brazilian novelist of the
Y'geragdo de‘30', belongs more specifically to the school of
nsychoﬂogical fiction which came into existence as a direct

consequence of the religious revival ('Renovacao Espiritualistal')

of fifﬂeen years/earlier. This group was not influenced by
i

"Modernisno" b t at the same tlme 1t did not. accept the

gigeneral trend of rellglous thought in Bra21l, whlch in- thls

' perlod was neo-Thomlst‘kln the Marltaln mould.j Instead it -
may be classed as neo-Kantlan, reactlonary in rellglous matters,
' refu51ng to accept modernlzatlon in the Church or make con—'”
:.ce551ons to. the modern world generally.‘ The mentors of thls. __ :
‘group include Chrlstlan radicals such ‘as Eascal Boehme.and
Kierkegaard. In the case of Lficio Gardoso this collectire
approach is further strengthened by his nineirismo, for like
other writers from_Minas Gerais he has a sharp awareness‘of"
social decline and‘shows no sign of finding anything worth
defending in‘the contemporary-world; \fhis no doubt'con-
tributed to hls tendency to live and to wrlte as a’ 'decadent'
for.lf he sees life as .mno more than a slow death there“is no °
gustlflcatlon for preserVLng 1t. Tn his works the Decadent
ethos is expressed in such customary forms as the creation of

a Byronic hero and, particularly, of a type of femme fatale,

It is partly in terms of Decadende that a link can be
established between Cardoso and Dostoevsky, although there

are other parallels, both in matters of detail and in "world-

view'"; in particular the creation of characters who, as a result
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of a sudden insight, are made to see life and their own

inner world in a completely new light. PRlunged into a
grievous crisis, this kind of character reacts by striving

to achieve self-knowledge: conscious of the power of his
intellﬁgencé, he engages in a quest which relies exces-

sively on reasoh, forgetful of the force represented by

‘the emotions and/ the irratiooal, Which, by themselves,

ﬁave the poher tovdeetroy‘hio, or"at;ieast, to mske him err.
;:¥h acditionfto;tﬁis;.because.ﬁe éoes‘oyerﬂio:his,mind;the.
experiences hesﬁas haa; he teﬁasrto confer ekcessiveM
aj‘imﬁortance‘on ﬁhe past, whichbis dead time eﬂd-contains.more o
.douotSvand remérse then positive experience., At the. same tlme,
"ss a means of escaplng the monotony of the quest he constantly
isap hls phys1cal and moral strength. But’therevare other.
obstacles to the effort of introspection undertaken by
rGardoso's characters. One of these is the creation of’inner
lAphaﬁtoms which restrict their freedom and, worse, split the
character's personality. He becomes a._divided person, unable
to control his"double“,.who not only beheves unpredictably,
“-but also brlngs hlm face to face with a pa1nfu1 reallty whlch
he has found difficult to accept. As a result, the character
is swept up in a vicious circle of despair and anguish, which
intensifies his solitude and brings to tHe surface his death
instinct, which, though an integral part of his soul, had so
far remained silent. This instinct shows itself particularly
in the character's relations with others as a negative form

of communication, symbolized directly by hatred and different

manifestations of sadism.
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While communication with others, even inside the family.
or with friends, proves a failure, as a- direct consequence
of the character's vulnerability, his relationship with the
community is more difficult still. The community offers no

attractions, being viewed solely as an instrument of social

- and moral control. The character rebels against this form

of limitation on his freedom; but his revolt is doomed to

. failure, becauseialthough'he considers himself a being apart,
”separéte'from~the hated social structures, he has:ipﬂhim-the ‘

')marks;qf‘éocial class:and'ambition,,and he even‘unéopsciously_

justifies certain concessions to-his grbupg

. DueAto the accumulation of failures in his,atfémpﬁs -

- at self-knowledge and in his social relationshipé;:tﬂeg
character becomes a prey to‘mgtaphysical doubf._‘stdﬁdlogical5

' problems cause certain concepts to become confused in his mind

and, if‘he has a certain awareﬁess that Evil can derive;from
social decline in its different forms, he is unconscioﬁé‘of
the Evil within himself and, worse still, neither_kﬁd&s whéré
Good is to be.foﬁnd nor even what Good is. For this reasoﬁ,
Satanism often seems to him the appropriate'ansWer to a God
who remaihs Silent to man's pleds andAth allows:injusticé
and ﬁﬁnecessary suffering. . Very-feWﬂévefﬁsee fhe'fa;e of God.
The majority stay in despair, and deéth, which has been within
them from the beginniﬁg, comés as the logical, expected end
to their odyssey. However, the character fights against it

to the end with a conscious assertion of his human dignity.

Although they know death to be inevitable and, as the tragic
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heroes they are, acknowledge that life has nothing to offer
them and that their mistakes were tdo serious to undo, they
cannot tolerate the limitation of their freedom by a
transcendental power  and do not accept the end. 'A luta

f

contraia morte" is therefore an appropriate synthesis to

descfi e the odyssey of a character for whom life may be a

gradua} decline into annihilation, but is at the same time

a defiant form df death.
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ABBREVIATIONS.

In order to avoid unnecessary footnotes and on other
occasions wﬁere the complete title of Cardoso's works might

l ' . . N
be intrusive, I have adopted the following abbreviations:

(@é Maleitav
‘ '(45 ' ’ ‘Salgueiro' B
'”5f(‘§i . A luZ»no_sﬁbsold
'kax),'y ‘ﬁaos &azias
‘:(é) v 'Q:desébﬁhecidéi
.(22). Dias;per&idos
(@) Indcio
‘(gg) A‘brofeSSéra H%idé'_
b(éﬁ O/anfitéatro :
(E) O‘enfeitigadé
(CCA) Crdnica da casa assassinada
(c) Didrio completo
_'(X) 0: viajante -

‘The page references in all cases are taken from the
- : Lo o i ' ‘ a

editions listed in the bibliography.




INTRODUCTION

Novelist, poet, dramatist, painter, Llicio Cardoso is
associated with the Catholic ('espiritualista') revival .
|
launched in ‘Brazil by the works of Farias Brito in the first

decade jof this century and given literary form in the Thirties

and Foqties. Jackson de Figueiredo, the'movement"s religious
i ' g

) mentor, brought Pascal back 1nto fashlon w1th hlS essay

rellglous and phllosophlcal ba51s 1s at the heart of the

. reactlonary attltudes held by the group's creatlve wrlters, B

”fFBascal e a Inguletagao Moderna (1922), at the same tlme he
"”v.gheaded a powerful antl-Thomlst reactlon w1th h1s defence of

‘;hChrlstlan radlcals such as Boehme and Klerkegaard.‘ ThlS o

!

I

Gardoso among them, who spurned the materlallsm of the con-:ﬁ
temporary world whlch they cons1dered respons1ble for the f‘
blatant defects of Braz111an liberalism: collective corruptien;
the.mediocrity of the poldtical_leaders,-politiCal intriguerand
the decline in social merality.;_For;LﬁciO'Cardoso,-the encounter

with thls social’ decay 1s all the more dlstasteful because,

comlng from the prov1nces, he had looked for the promlse of a
: better world ;n'the capltal 01ty,‘on1y tq dlscover gradually:-"

that ithwas1contaminated.‘ This may have strengthened his

e es . : ' . s 2 . 5
'mineirismo', in as much as there exists a ¥mineiro! mind or
temperament which has resulted from that gloomy tradition,
"dessa alma barroca e torturada, do negrume arcldico e

inconfidente das Minas".3 Such is the oppressive atmosphere
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which Cardoso was to communicate in his works:

A- tristeza peculiar e cheia de doléncia que
. . . . . » .
vi em tantos tipos diferentes da minha infancia,
que reencontrei mais tarde, que descubro em mim
!
mesmo, e que & uma das qualidades da ‘alma' dessa
A . ’
gente enférma e escravisada que & a nossa. Essas

coisas me constituem ... ‘(Qg,l14l)

To be more prec1se, one mlght say that the Jntense feellng

"V;€of a glorlous but traglc past whlch 1s such a feature of

:”;the 1nter10r of;Mlnas Gerals, was so rooted 1n Lu01o Cardoso,

that’ he was unable to shake off 1ts 1nfluence-,"

 Minas, &sse espinho' que nfo cénsigb‘arranear do meu
coragao - fui menino em Mlnas, cursel Minas e os seus
corregos, vi nascer gente e nome em Minas, na &poca em
que essas coisas contam (sic). O que amo em Minas &

. a-sua f6r§a bruta, seu poder de legenda, de terras
.levradas pela aventura que, sem me destruir,
incessantemerite me alimenta.. © que amo em Minas
sdo os pedagos que me faltam, e que nao podendo ser

. recuperados, ardem no seu va21o, & espera que eu me

faga inteiro - coisa que s6 a morte fara p0551ve1. (DC, 293)

The strength-ef this past, aided by the lack of interest he

felt for the present;'gradually led him to identify with

fin de siécle literature, moving away from an initial
venture into 1930s regionalism in favour of a less restricted
world-view, By temperament, as well as in literary terms,

Llcio Cardoso had the hallmark of a décadent: b as a person




he was always in search of new experiences on which he
frittered away a life he saw as lacking any real value; >
in his literary works this propensity led him to create
heroes in the Byronic mould. 6 These are characters whose

! . . /
most marked;feature is an intense restlessness, found even

in adoiescents 1like Rogerlo, in In501o, since, irrespective of

age, they all live '"under a curse, predoomed to a fate really
flxed by themseﬁves in their own mlnds, but wh1ch they seemed

fk:determlned to f‘lfll" 7

As well as restless, they are cruel
-ja dlrect consequence of the 1nten51ty w1th whlch they ex-vj

- perlence thelrlown problems and the 1nd1fference with which -
they view the fate of others. In fact for the most part
'}Cardoso 's heroes use those around them with a coldness: so :if
-:calculatlng that the only precedent that’comes to mind is;to.
;be.found in Dostoevsky; We can find én.explenation for .this
condhct in Byron's own words: "Rassion is the'element in which
we livej without it we but vegetate', 8 Or in ‘the wordstoff~
Cardoso himself: "0 que me interessa ndo & o prazer, a agao,
a g16ria o1 mesmo o amor. E finica e. exclusivamente, essa
forca do absoluto que se chama palxao" (DC 35). Passlon‘
confers absolute conv1ct10n on the actlons of Cardoso 5.
chardcters, so that some of them are endowed w1th "uma energla,
uma forga escondida" (gg, 144) which makes them overpowering.
These will be referred to as 'personagens-f8rgas' (4, 219):
human ma€lstroms who suck other characters into their power,

although they frequently seem unaware of'their own cruelty,

as is the case with Pedro, in A luz no subsolo.




Features such as those mentioned above serve to point

up another important element: for most of his life the hero=-
figure adopts an anti-social posture, challenging the com-
amunity not only by going beyond the limits of social con-
demnation, committing murder and thefg; but also in the
striking peculiarity of his appearance in public. When Rogério,
'for 1nstance, decides in favour of cruelty and makes the ex-
ploltatlon of hls fellow human belngs a matter of prlnc1ple,

he goes out and spends hlS sav1ngs in order to dress as a

'dj,dandy (I 62) 9 It is Rogerlo, too, who, in hlS descrlptlon

. of Ina01o, draws our attentlon to "sua cara de boneca de loiga

e 0 seu 1ndefect1vel terno de xadrez" (I 90). Inacio's
bclothes were not the only thlng about ‘him that caused people

to notlce him: "o seu comportamento era abgecto" (L, 75), his-
:every action being almed at offendlng those about him. However,
" the character whose image comes closest to the traditional idea

of Mephistopheles is undoubtedly Miguel:

A. sua'roupa era de um preto 1u21dlo,capr1chosamente
passada a ferro, suas botas 1ustrosas e.o cabelo liso

« estava 1mpregnado de um oleo que delxava a sua passagem
- uma nuvem de perfume adoc1cado, os. seus dedos eram longos "
e. afilados, ‘dedos de uma curlosa expressao feminina., (...)
A-nuca, uma nuca branca inteiramente lisa onde os tenddes
pareciam denunciar a cada momento a magreza. Porque
Miguel era magro, de uma dessas magrezas longas e

_palidas, quase ser&ficas. (D, 143)




This outward show of revolt against society, whereby the
character deliberately exhi%its his dlfference from other
people, is in line with the Byronic 'hero-outlaw', 19

At the same time, most of these figures seem to retain

some degree of apprehension at the thought of committing
irreversible actionsj they may have no fear of society, yet

W

they appear to be afraid of some unknown sanction, because,

".1nstead of perpetratlng the crimes. and sins themselves, ‘they -

vforce others to perform the acts in . thelr name. ThlS‘lS what: - B

- jhappens w1th Bedro in . A" luz no subsolo. he is never seen “to

~kill or- to steal hlmself, because the psychologlcal control
he exerc1ses over a weaker character ; Bernardo - makes 1t‘
-poss1ble for him to force. the latter into performlng-the
‘pfateful, 1rremed1able acts whlch he, Pedro, apparently lacks
the courage to execute. n Another of Gardoso's characters,;
Miguel (D, 191), admits that fear, cowardice, is the reason
1?for his hesitation, but I suggest there.may.be an underlping
motive, oné which is more important in philosophical terms.
The 'déréglement de tous les sens' 12 engaged in by Infcio (3
-and Rogerlo (I) carrles w1th it the danger that they w1ll ruiz :
' themselves phy51cally before they can achleve thelr purpose. |
rAlcohol, sex and drugs, 1ndulged in to excess,lmay impair the
character's capacity for rational thought and undermine the
very basis of his quest. It is preferable, therefor, to make

plans in private, with a clear head, and use other men for oze®s

experiments.,




With respect to his heroines, Lficio Cardoso worked

gradually towards the femme fatale type he was finally to

create with such skill. The restlessness, the cruelty, the
passionate nature are present from the start, but other
features were added after being tried out initially in

secondary characters: in Diana, in Dias perdidos, he embodied

13

the destructive power of beauty, while Stella, in Ihacio,

1s made to carry cruelty to extremes of sadlsm,'lnfllctlng on
her lovers the whole range of 'mechancetes de l'amour'v h

'7A11 these characterlstlcs come together in the portralt of

Nlna, the central flgure of. Gronlca da casa assas51nada,

"fi verltable 'belle dame sans merc1' ' 5 This memorable character

epitomizes_the decadents! ideal féminin:h"Eatality, Evil and‘

Death are ihcarnated in Fatal Beauty"; 16 she is even imbued
with that enigmatic sadness which Baudelaire considered the

17

| distinctive mark of female beauty. To these personality
traits, Cardoso added a singular physical appearance characterized
by a delicacy and fragility which masked Nina's destructive nature,

only the colour of her hair, which was red, hinting at the fire

~

~within her, ready to sear the souls of those who came into close

18

contact with her.
h If features such as theseiihduce‘one to label GardcsccaS‘a\a
decadent, the emphasis placed on certain aspects of the Byronic
hero and more still the underlying reasons called upon to explain
his actions prompt one to see him as a descendant of Dostoevsky,

the only literary figure whose influence Cardoso openly admitted.l'9




There are certainly many points of contact between them,
particularly as concerns their vision of Man, for both of
them proclaim the sublimity of the human creature with a
conviction that borders on the heretical. Lficio Cardoso is
éerhaps aware of this, Qhen he exclaims, in e passage of the

Difrio completo: "Perdoai, meu Deus, transformar os fl&cidos

rostos de barro em miscaras de ferro" (DC, 8).
- This subiime creature has to: be sought where he lacks

>the frlvaious palllatlves which s001ety offe”s hlm -‘such as

'gphys1cal well-be1ng,'soc1al p051t10n - and thCh serve only '

‘hto conceal man' s essentlal nature. For(both erters,‘in the

words of Berdyaev:

- The inmost‘part of being cannot express itself in-
(the stablevconditions of everyday lifej it'cbmes to
the light of'day only in some flare-up in which the
fixed and dead forms of an effete society are

destroyed, 20

For both’of them, social man, "reified" man, made manifest.
hls flawed nature when he created hldeous 01t1es llke'

St. Petersburg or Rio de Janelro in which human belngs live

only because they are condemned to do so. Uhfortﬁnately, the

city is not only the: consequence of human limitations but

equally "the cause of contemporary trauma and spiritual loss".

This explains why the picture is deliberately distorted, the

areas of low life being exaggerated at the expense of the beauty

21




to be found in some of the more congenial neighbourhoods;

in this way they create an "urban Gothic' as the ideal setting
for the human tragedy. St. Petersburg, as described by
Dostoevsky, is an eerie dreamworld, with its mists cloaking
the criminal imeginings of a Raskolnikov, its dubious lodging
houées, and its taverns where groups of young rationalists
argued over their.humanitarién ideals. Lﬁcio Cardoso's

’ Rlo de Janelro 1s similarly- represented by the haunts of

4prost1tutes, the down-at heel boardlng houses and the Junkle—

‘.7511nfested doss-houses of 1ts worst dlstrlcts.4 22 And yet all

. is not-lost for man. has a soul and ‘a mind which can stay un-:.“
'COnrﬁpted, regardless of the ehvirOnment'in which he lives and
the:e#periences he’goes through. This is the face of oan that..
””hhasftoibe’hediseovered pr1m1t1ve man,‘strlpped of embelllshments,“
;as Lu01o Cardoso defines h1m at the close of the flrst volume of

his Dlérlo:

Atravéstde todas as convulsoes o que tentei erguer
foi a imagem primitiva do Homem. E éle, como a
lelndade de Crlsto naquele supremo instante de’
511en01o ‘em que Pllatos o des1gnou, sempre foli mais
vnitldo, sempre foi mals puro, - sob a‘marCa candehte‘
do Ultraje. (nc, 170) ' ' |

In order to understand him, then, it is necessary to show man
as he really is and to this end Cardoso, like Dostoevsky, re-
moves, one by one, the social props which sustain his characters,

until they are left in isolation. They are then put through




a spiritual experience which drives them into limit situations’
where they are obliged to make a choice. In the unending search
for a flicker of light on the dark side of the human soul, both
of these writers release man from human ahd divine law, in order
to follow him along the road he chooses, as a free agent, until
it becomes clear how the adventure will end. This is really the
core, the focal p01nt of Gardoso Sy - -and Dostoevsky S, study of
- mans what happens to man when he is glven absolute freedom and
whether, 1n fact, it 1s ever posslble to be completely free. |
Nelther author delays the process. when thelr novels open
Jthe character has ‘arrived at a crossroacs,and from thls p01nt
‘onwards will have ‘to go through hours cruc1al to hls,'or her,
destlny, because it is no longer posslble to escape the memory
‘of that moment of truth when they saw themselves as‘they really

are, An example 1s Ana, in Cronlca da casa assass1nada' one

day,_whlle combing her hair in front of the mirror, as she did
every morning, she.suddenly becomes aware'that she is the
picture of mediocrity, with her hair pulled into a top-knot
and that old severe black dress..:zg Hav1ng recelved a partial
'answer to the questlon 'Who am I?', she w1ll ‘never be able to
‘see herself in the same llght again and w111 have to change her
v whole outlook on life. |

The manner in which the characters are launched upon their
itinerary has two important consequences. First of all, in this
type of novel there is never an I and an other in the real sense;
rather we have two Is face to face, one utterly committed to one

view of life, the other representing a different outlook,
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independent of the first and outside his comprehension. Normally,
in fact, the character attempts neither to understand nor to

25

accept his fellows; whether he is a central or secondary

bharacter, 26 his whole endeavour is invested in the search for
self and in the reexamination of his world and the worlgd abouf
him. .And yet Cardoso, like Dostoevsky, does not turn to monologue,
or . sollloquy, as a'means of character deflnltlon, both ‘authors-
'. create extremely ratlonal characters, glven 'to d1a1ect1ca1<o_j
'_;reasonlng, but the expre551on of thelr 1deas and feellngs de-;i
?:velops w1th1n the framework of dlalogue.. Dlalogue,'howerer, i;

’ not as a means of communlcatlon, for 1ts purpose is to exhlblt

a'the two mlnds opp081te one another. in’ the words of Adonlas Fllho

Lo Va personagem se processa numa esPe01e de monologo 1n1nterrupto

Ef.que busca conhecer-se a si mésmo na guerra 1nter10r sem pledade o

e mlserlcordla". 27 As in the follow1ng example from,;

. AL Tuz no subsolo:

o) E. af Bernardo que ressoa a pergunta misteriosa:
_Deﬁs existe? E o eu que volta ao _sew lugar responde
_tranqullamente 'hao nao ex1ste' ' A noite & _escura, e
se te estenderes na llnha ferrea e a locomotiva despedagar'

'_o teu corpo, Deus ndo te 1mped1ra de morrer., Experlmenta_

e ver&s que te podes destrulr a ti mesmo.» |
- Mas quem te poderi cr1ar° - perguntou Bernardo numa
sﬁblta 1nsp1ra§ao.

- Eu n2o sei, meu amigo, qual & o poder de um homem que se
enforca ou se despedaga sob um trem, mas tém acontecido
estranhos casos. FPor que n3o posso eu desvendar um mistério .

do qual tenho conhecimento? Se Deus existe ...
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? . .
- SO0 ele e Senhor dos seus mist8rios.
-~ Mas ndo existe. Nada me impede pois de me revoltar
contra a 'idéia' de Deus.

. A7 A,
- Bem vejo, meu caro, que vocé € uma arma do demonio
levantada contra o poder divino.

i A

Pedro curvou-se s6bre €le e soprou lentamente:

- |Somos.

Nao eu! = gritou Bernardo.

Ror qu@? '

‘Nem isso sou. - J&. me - dlsseram que eu nao passo ‘de uma

pobre larvad ... que tem o demonlo a ver com1go° (Ls, 109-119)>

fIn thls conversatlon between Pedro and hlS 'ﬂouble' Bernardo
we are shown the tortured expre551on of Pedro"s satanlsm and,
'at the same tlme, via Bernardo, a flicker of hope. the satanlst

: and the 1ncarnat10n of medlocrlty, face to face, upholdlng thelr

respectlve ph11050ph1es.‘

The second consequence of the character's self-éentredness

‘

is that he becomes a 'voice! not oniy with respect to himself,

but also:

ey

abeut his immediate environment, and also a word about the

N world - he has not only a consc1ousness, but an 1deology toos. 28
This explains why dialogue is so impertanf.’ As the idealist
prhilosophers showed, an idea cannot live in a consciousness which

is in isolation: if it is confined for long, it languishes and

29

dies. An idea can only take form, develop, mature and engender

other ideas when it runs counter to, or at least is confronted by,
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other, different ideas.
As a result, an "idea<heroine'" seems to hover over the
hero, governing his life: the characters thus become "people

of one idea'" and dedicate the whole force of their will to it:

The idea has taken command of the deepest core of their
personality (...) . The important thing is not the
: ordlnary class1f1catlon of a person s character and

"ti;’actlons but rather the 1nd1cator of the dedlcatlon of

ff?hls whole personallty to the. 1dea. 30

’Whlle the. 1deas vary from book te book, rn each novel there
'1s’always one 1dea whlch the character pursues w1th und1v1ded
pa551on.v 31 What Alyosha says of his brother Ivan can be
applled equally to all the characters. "He is fllled w1th a
.‘great and unresolved idea. He is one of those who don't needv.
millions, .they just need toAget an i.dea,’straight".‘‘32 When,
therefore, we do net'knew which idea controls a particular
character, he or she remains a mystery to us; this happens.
with Nina (CCA) who only makes her éosition clear when the

‘ hovel is well under way. Once she eiplains that sin is a
‘guideline for her, wé'begin to understahd her,

.”'The;ihbortance given to ideas is'a'tehsequenCe of their
status as a product of the intelligence, they can never be a
direct expression of the material human being whom Lficio Cardoso,
like Dostoevsky, claims to reject. It is also in accordance with
the authors!'! intentions, since neither has a message to communicate,
neither attempts to prove a preconceived view of life. All they

do is devise possible courses of action, of which they, like their
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readers, are spectators, since the final outcome of the
protagonists' journey is unknown to them also. Lficio Cardoso

explains this in his Difrio:

Tenho para mim, e isto h& vlrios anos, que a
misericOrdia de Deus para comigo, e a total
iluminagdo da minha alma, s se fardo através do
meu trabalhb. Lidando com eéstas tristes almas
oﬁscurasque invento; qué eu gao escolhi, maquuev'
me foram d das na sua‘solidao e no seu espanto!(;;d"
“f:;aprendl o Puanto de ternura e de 1nf1n1ta pxedadef
UAval,numa mocagao. Eu seil,- talvez elas nao seJam nem
. mesmo estetlcamente acabadas, mas’ alnda ass1m, essas
'flguras desageltadas & que me fariam ver, através de
 tao aridos ‘caminhos, a verdade parcial ou total .

- para que Beus me reServé, (e, 137)
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Notes

The strictures of the group are well summed up in Octavio

de Faria's long political essay Maguiavel e o Brasil (Rio,

1931). Octavio de Faria was the group's theorist and had
a powerful ideological influence on the others, partly
through!lending them books, but also by means of meetings

at| his house where discussions took place (cf. Cardoso's

Diério completo, 126, 157, 192, 237, 254, 255),

The existence of a 'Ymineiro' mind, or mentality, observable

-in the works of a large number of wrlters from. Mlnas Gerals -

'=detected in certaln common themes or moods, €L . rellglous'

and mystlcf- has been strongly urged by Fausto Cunha

[ B .
(Blografla critica das 1etras mineiras, Rlo de Janelro,

MEC 1956, p.lOO et seq.) and M, Ollvelra (Historia da

‘11teratura m1ne1ra, Belo Horlzonte, Itatlala, 1958

. p.l45 et seqg.).

DOURADO, Autran. Uma poética de romance. Rio de Janeiro,

Perspeétiva, 1973, 53.

Lficio Cardoso was not happy with fhe term 'decadent', pre-

ferring to be considered a‘romanﬁic: "Sou»totalmente um

~roméntico, com mis herangas préprias e sem responsabilidade

de‘ningugm"_(gg,‘138).:"

PRAZ, Mario (The Romantic Agony. London, foord.Univérsity

Rress, 1978, 73): and GAUNT, William (The Aesthetic Adventure,

Harmondsworth, Renguin, 1957, p.57 et seq.) claim that
Aestheticism, or "decadentism', was a way of life and a

state of mind. What they say fits in with statements made

by friends of ﬁﬁcio Cardoso. Both Autran Dourado (Suplemento

Literfrio de Minas Gerais, 14 October 1978) and Walmyr Ayala
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(YDepoimento sobre Lficio Cardoso, Suplemento Literfrio de

Minas Gerais, 30 November 1968) refer to the intensity of

his mode of life and the unusual experiences he put himself
through in order to have first-hand knowledge of them. And
Maria Alice Barroso ('A sombra de Licio Cardoso'y, Suplemento

Literfrio de Minas Gerais, 30 November '1968) writes of the

'_v"ar de desprezo" with whlch he viewed her good conduct, and

10.

11

erid., 73,

'complalns "Lﬁ01o Cardoso v1v1a a 400 de temperatura"

ERAZ (02.01t., 87) states ‘that the Fatal Man of ‘the decadents

vlS a 11terary surv1va1 of the hero of Byron s Childe- Harold.-'

‘ The.characterlstlcs of thlsvtype of Byron;c hero may be'
esummarized'es follows: "a man proud, moody, cynical, with
" defiance on hls brow and mlsery in his heart, a scorner of

his klnd, 1mplacab1e 1n revenge, yet capable of deep and

strong affectlon" JUMP, Je¢Ds. From Blake to Byron.

Harmondsworth, Renguin, 1957, 240,

RRAZ, Op.cit., 75.

' To dress not Just as a dandy but in an exaggerated and hlghly

dlstlnctlve manner -~ like Baudelalre palntlng his halr green -’
was a constant feature of the decadents' 'style', whether it

was Swinburne, Baudelaire or Flaubert (PRAZ, Op. cit., 439),
Ibide, 75 et seq.

The formula is not new, having been used to great effect by

Dostoevsky in The Brothers Karamazov, where Ivan plans the

crime and incites Smerdyakov to commit it.
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.This was Rimbaud's strategy to “se faire voyant'", One had:

to experience '"un long, immense et raisonné déréglement de
tous les sens. Tous les formes d'amour, de souffrance, de
foliey il (1l'homme) cherche en lui méme, il epuise en lui tous
les poisons, pour n'en garder que les quintessences" ('Lettre

& Paul Dimeny',15 May 1871).

Cardoso himself Justlfles thls fasc1natlon w1th phy81ca1
beauty.

,A~beleza & o*supremo espaSme, a ahéﬁStia mékima;”

'_o sentlmento malor de furor ante a fragllldade humana

e a poss1b1D1dade de destrulgao de tudo. 'E & assim,

sob o) terror, que o ‘homem se‘reallza 1ntegra1mente.(DC, 27)

ThlS phrase of Musset's, from Confes51ons d'un Enfant du Slecle9

‘_was frequently used by the decadents to descrlbe the palnful

nature of 1ove,'the 'voluptas dolendi' so much in acqordance

with the taste of the period (PRAZ, Op.cit., 140),

This expression = from the poem by Keats - was used by the

decadents to:epitomize their female characters.

T

The definitioniivaoreau's (See PRAZ, Op.cit., 309).

."JWai_tfduvé'la d&finition du}Beau} Clest quelque chose

dtardent et de triste (...) - Je ne congoms un type de

Beauté ol il n'y ait du Malheur". (Journaux Intimes, Paris,

Crés, 1920, 18).

Nina might be likened to the female figures of several

paintings by decadent artists, such as The Caress, by F. Khnopff.
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The picture shows a young man being embraced by a hybrid
creature with the head of a woman, pale of complexion and
with red hair, and the body of a tiger, symbolic of her

perverseness.,

19 In 'Quase um Manifesto" (Letras e Artes, 1 June 1947, 3)
Lﬁcio Cardoso says of the hero in his novels "esse homen
”subterraneo e de alma nua foi 1naugurado com Dost01evsky"
= Adonlas Fllho in '@s remances de Lu01o Cardoso' (Cadernos

' sda Hora PreSLnte, Rlo de Janelro, 1938 78) reaects the

'ffconnectlon between Cardoso and Dostoevsky, whlch he con31ders
'"um erro puerll da-crltlca"‘: With due respect, I feel that
"Adonlas, An hlS attempt to prove Cardoso ] orlglnallty, is.
'igullty of a gross overs1mp11f1catlon, when he has the

“ffollow1ng to say of Dostoevsky:

_Dostoievsky foi quase um ignorante da atividade pura

da inteligéncia., Foram os nervos relaxados na neve, os
olhos inquiridores dos anos de prisao, a pobreza, as .
doengas, foi tudo isso quem fez de Dostoievsky um
romancista. (...) Dostoievsky era um corpo escrevendo,
.apanhou a vida em seu estado natural. - Ela, a vida em
téda a sua tragedia, saiu do mundo de Deus e penetrou
‘nos seus 1i9r6s. E| como consequenc1a de, tamanha
fldelldade, a ausen01a de fundamentos religiosos ou

filosbficos na sua obra.
20: BERDYAEV, N, Dostoevsky. New York, Meridian Books, 1957, 43,

21 JONGE; A, de. Dostoevsky and the Age of Intensity. London,

Secker and Warburg, 1975, 41,
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Rio de Janeiro is the setting for only three novellas -~

Ihacio, @ enfeitigado and O anfiteatro - and it is in them

that we find the eerie, fantastic atmosphere referred to.

Cf. what Mikhail Bakhtin (Problens of Dostoevsky'!s Roetics.

Ann Arbor, Ardis, 1973, 60) says in relation to'Dostoevsky:

"He would describe the crises and turning points in their

 [%he characters'/ lives, he would depict life on the brink".

21

There 1s a. 51milar episode in Poor Folk when Devushkin,

- a minor ciVil servant catches s1ght of himself 1n a mirror:

25

26

-I.was S0 thunderstruck that ny llps trembled ‘and ny
1egs too. And with good reason, my dear., First of all,
I was ashamed; I glanced into the mirror, and what E
saw there was 51mply enough ‘to drive you mad ...
';(Roberts Brothers, Boston, 1894 159). -

“Even in CGrdnica da casa assassinada, where we are given the

impression that the other characters are attempting to decipher

Nina, this individual interest is still present, If we pay

careful attention to their statements, we see that each of

them describes his/her'part in the story at the particular

‘ point where Nina erupted'into'their lives. Thls explains why

A

- Nina is as much of a mystery to us when we close the book’

as she was at the outset, and why on the other hand we know

some of the ''marrators" well,

Secondary characters in the sense that Forster meant when

he spoke of 'flat characters' - wholly predictable, mere

adjuncts to the main characters - are not to be found in



Cardoso's novels. As Forster said of Dostoevsky, all the
characters are principal characters, at 1east potentially:
those who develop their vision are the main characters,
those whose vision is not unfolded are the ones I have

I
referred to as secondary characters.

Adonias Filho, tIificio Cardoso', in Suplemento LiterArio de

Minas Gerais, 14 October 1978.

‘ BAKHTIN, Og[cit.,:63

::This is précisely-what happenslto Ana in Gr6nica da casa -

R assa551nada who believes’ that Alberto s memory is one of

the malnstays of her ex1stence.- Slnce, however, 1t is a
‘secret which she cannot discuss w1th anyone, she suddenly
' dlscovefs, some years later, that she has been preserv1ng .
a ghost and that nothing is left of her former feeling

(cca, 277).

BAKHTIN, Op.cit., 71

~ As Dostoevsky says of his own_charécters: "Passion is the

idea we can feel" (quoted in BAKHTIN, Op.cit., 13).

The Brothers Karamazov. Translatedtby Constance Garnett.,

London, Four SQuafe Books, 1958, 169.




""PA-R/‘-I‘ ONE: "CONHECE-‘TE-'. A TI MESMO"



CHAPTER 1: IN SEARCH OF LIFE

L4
The works of Lucio Cardoso contain a great many definitions

of life and his characters have a tendency to formulate theories

.about existence.  For a small group of quiet, self-effacing
lcharacters who accept 11fe fully, not pa551ve1y,.11v1ngv1s

‘a mlxture of patlence and humlllty. "Pac1en01a para suportar |
tas amblqoes constantemente traidas e humlldade ' para nao

deseJar acima das nossas forgas" (DP, 41). 1 But for the maaorlty

o of the characters llfe has to be 11ved 1ntensely - "quero v1ver"f

dls a deflant outcry often to be heard 2 because they cannot
accept a life thrust upon them, they must. choose thelr own

life. Only thus can they feel that they are gaining experience
of liv1ng and it is this experience that makes them feel-that
they exist. In addition, life is a pursuit of goals, a quest

in which man chooses his destlny and searches for meanings; an
eiperlence which may come to him at any stage of life, regardless
fOf age.. The adolescents, 11ke Andre, set out. on the1r way w1th »
the convmctlon that "a vida ‘& bela". (CCA 224), mldway through

their quest, like Ida in Maos vazias, they feel that "a vida

& vazia e diffcil" (MV, 120); at the end of the road, when

they are elderly, like the Coronel in Cr8nica da casa assassinada,

they are aware that life "& uma coisa estranha" (cca, 332).
In general terms, one may say that for the majority of .
CGardoso's characters life is an adventure and a discovery. This

may take a precise form, as it does in the case of Cira who plans to
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"partir por essas estradas" (Ls, 286), or it maj be something
of a psychological experiment: for Redro life "€ um desafio
constante" (LS, 181), while Nina finds it a . wonderful source
of new experiences (CCA, 248). Then there are those, like

& . . . . i . ~
Salvio in DPias perdidos, for whom to live "& n3o tentar reter
]

as coisas" (DP, 169), to forsake before one can be forsaken,
which will cause them to live in solitude in the attempt to
<defend themselves agalnst llfe's sufferlngs. Yet’ another group
_ .1s formed by those who prefer to be 1gnorant of the truth,‘or
”l.rather to lie to themselves and whose llfe has become a farce.
Por these, reallty 1s,"1n the words of Ana Meneses "as trevas'
'1do'desesperoﬁ'(§§£, 137).

Of:those characters who are sure of Qhat they Want and
'how to obtain 1t, only Clara eventually gives in and accepts
llfe. 3 But even her change of attitude is not" the result of
a‘weakenlng‘of her will, so much as of the greater tolerance

A
that comes with age, making her less self-centred:

. Como viver sem atentar contra. os que nos rodeiam? (DP, 208)

Néd'é_fiver que & dificil, élviver com 0S nossos
semelhantes. Tudo se resume em hao levantar a mao contra
,eles, nio ferl—los, ndo trucidl-los em nosso desego cego
de subsistir. (DP, 243)

With the exception of Clara, subdued by age, the other characters
are too obsessed with the object of their quest to stop, let

alone concern themselves with others. The first consequence of

this quest, for all of them, is to be overcome by "a dor de viver"




which, however, it does not occur to them to avoid, since
‘suffering is the surest source: of knowledge. > Some, like

Silvio in Dias perdidos, begin to suffer in their childhood

(DP, 117), whilst others, like Cl8udio in O anfiteatro, are

not af ected until adolescence (A, 225). But all of them are
caught |[eventually and their suffering is decisive for their

future: Suffering if accepted may paCify, 1f it is dodged,

it will return,llf it is used, the spirit triumphs; and

certainly, if it is resented the dev11~gets to-work" 6

fering to be faced by each character is- directly

!

|
_linked to the particular view of 1ife he or she professes, but

it is always present because it is an essential attribute of

:The type of suf

human nature. Neither fear of suffering, nor even fear of self=-
"annihiiation detain the characters in their.unceas1ng quest,
because it is better to "descer sempre em nossas descobertas

como no fundo dum pogc“, in the words of the Coronel (ggé, 332),
than to "se transformar em fantasma', as Clludio says (A, 215).
The underlying stimulus’for this perpetual search, this discourse
on existence and this insistence on the will to live, is the |
»threat.of'death.

| Erom the heginning of his work, Cardoso 's characters are.
obsessed by the idea of the struggle ‘against death. In Maleita,

the combat is a physical one, 7 but starting with A luz no subsolo

it acquires that form of psychological revolt, that total refusal,
which is to pervade all his subsequent works and which justifies
the characters’ need - since they know that death is inevitable -

to be sure that they have really lived. This is why Ana, in
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Meneses, one of Cardoso's most tormented éreations, in her
final confession, seeks not "essa Graga que ela tanto
renegara" but "a certeza de que vivera' (CCA, 468).

To live, then, is to "divertere', in the sense Pascal gave

. to the woﬂd: !

1
¥

Rien n'est si insuppdrtable & 1'homme que d'é€tre

dans/un plein repos, sans passions, sans affaire,

1sans'divertissement; I1 sent alors son neant, son

aba?don, son. 1nsufflsance, sa dependance, son»l'
l.lmpulssance,‘son vide. Incontlnent 11 sortlra'.' »
du fond de son ame l'ennul, la n01ceur, la trlstesse,

: le chagrln, le desesp01r.'8“

And_ﬁhe-basis,ef this "diveftissement" is that:."Les hommes
" n'ayant pu guérir la mort, la misére, 1l'ignorance, ils se

9

“ . P . R . . . '
' sont avises, pour se rendre heureux, de n'y plus penser".

In-this way, one of man's apparent consolations, divertissement,
proves to be the worst of his misfortunes, since it prevents
him'thinking abeut his personal reality and forces him along

the road to perdition. Without thls dlver51on, man.would 51nk
j‘1nto boredom and ennui; to)eseape from thls apathy he would

be obllged to seek solutlons. But he is surrounded byl' o
pleasures - gaming,‘drink; sex; sociallsuccess - which carry

him gradually, without his being aware, towards death:

. . [ .
Nous courons sans souci dans le precipice, apreés

que nous avons mis quelque chose devant nous pour

- . 10
nous empecher de voir.




25

Eor Rascal, then DIVERTERE is to be understood in its Latin
sense of deviate (from): in this case, to deviate from the
path of truth, disperse, or dissipate one's-soul in trivial,
unimportant matters which can never be man's reason for
existence,

At the same time, the human spirit is always changing

- and alihough some charaéters-actually make -'divertere' their

© aim in life, ll'fbr”others, such as Silviq.(Dias‘pérdidOS)

Iténd Cléudio (O,anfitéatro>, it,ig,only.a'phase throuéh‘which
' 'théy.péss; then'reétieéslj mofé;on;to 6thérfparts,_dr,to
.A.;.-an.oth‘er stage.k In the .word.s of Kierkegaard: "the self is

alwé&s in movement and it passes thrbugh three stégeé or
:  spheres éf existence: the aesthetic, the ethical,‘gnd.thel
réligious".  12 Rascal's "diverteref corresponds fo the first
vof second of these: starting poiﬁts for man's journey, but not-
its final goal. |

If we apply Kiefkegaard's cafegories to Cardoso's characters,

the ‘aesthetic' phase will be seen, normally,'to be quite short.
It can take three forms; depending ogkthe type of experience
involved;, The first is syﬁbolizéd by Kierkegéard in the figure
13 '

of Bon Juan and represents an unsophisticated form of hedonism

suéh as is'experienced by the adolescent Silvio inxﬁiasgperdidos.
In this period of his life, Sil&io makes no real choices or
decisions, allowing himself to drift along in the thrall of
physical pleasure. For a number of years Silvio's whole life

is directed towards these moments of satisfaction. But when the

moment is past, the feeling of wellbeing and peace of mind vanishes




too. He tries desperately to pre§ént this happening, stimulating
his imagination at the expense of his will and at the same time
seeking his individual being, which he belie?es does not exist
outside of pleasure. This situation continues until the onset
of the crisis which results in ennui, followed by his contempt
for Lina and for the shoddy world she symbolizes. Now that he
has;at last seen the truth, Silvio returns to hisychildhood;
'fSWeéthearf'Diapa (wﬁo;haé.returnéd.to,Vila velha)_andkto family
life, in;an.attempttgofraisg_hisAlifggstyié;to the level of his
.:éspiréti§né; o T o

A second form of the 'aesthetic' phase iS’symbolized

by Faust; such is the sad story of TInhcio in O enfeitigado.

_thwakes up' when his faith in 1ife‘abandons hihg'leav;ng:in

‘its fiéce a threétening shadow,vof théh hé is‘aWAre; buﬁ
which he cannot undérstand.and.triés té escape..‘This is the
assault of doubt, of a doubt more basic than intellectual doubt,‘
that part of the individual make-up whiéh causes Inicio to
hesitate when he is about to kili Incas, with the résult that
he 1oses Rogério's confidence. Liviﬁ;: as he does, among

2 pfostitutes, sexual and‘otﬁer sensual pleasureszno longer‘givg
~him satisfaﬁtion. 'What éxcites him still-is the actual proceéé
of seduction;‘the‘more difficulf this is, thé ﬁére exciting.:
Hence his fascination with Ad&lia, who is almost a child still
and whom he besieges in a drawn-out seduction tec which he devotes

all his energy. Yet when he has eventually accomplished his

intention, he feels as sated as before.
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Inacio is also fascinated by power, the source of all
success. He attempts to understand it and to learn how to
use-ity; to this end he abandons‘himself consciously to
‘satanism in the hope that the devil will illuminate him.
Paradoxically, in the opinion of Kierkegaard, Inacio-Fausto
is not evil; he.is'simply experimenting with the.Devil, in

whom 'he believes as mueh as he believes in God. He is using

:<1¢~Evil-beeause he'wants‘tolkhowtthe."Whole immehse rahge'of

7:;4pessihilitiesUQf-;u'Goed and Evil are . categorles heyond hls’r

"f:hﬁderstahainébahﬂffhaeio ss‘as rncapable of grasplng “the v1talu

| ’TihﬁiieatiehshofE;ie1Aihé“to Satan, as of perce1v1ng whatvlt |
;ﬂﬁeahs to‘surrehaervoheSelf to God,-‘Good, as he'knew 1t whenf‘

;:fhe was a respected bu51nessman and father, 11v1ng w1th Stella_

‘hrln an attractlve house, had no: attractlon for him and merely

boredghlm; Ihac1o ne;ther'hates God nor loves‘the Dev;l, the
tWobeonceﬁts have no real relevanceifor hiﬁﬁ "He is just bered
and doubtful - doubtful with a growing disillusion about hihself
and about things in geheral".. 15 So he keeps experimenting,
always'seeking, frittering away his self bit by‘bit, gradually
'ibecomlng more exhausted ‘and- fragmented Kierkegaardfeoﬁpletes_
luhls portralt ef thls type of 'aesthetlc' man w1th these words-"v
"There 1s.noth1ng more terr;ble to;COntemplate than a self
resolved into a legiqh,”a multiplieity of selves, losing the
most holy and precious thing in man, the integrating power of
personality'. 16 Finally, the total crisis of values, which he
has been fending off for so long, drives him'te the extreme form

of doubt, absolute despair.
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The third form of Kierkegaérd's 'aesthetic! man is
Ahasuerus, the Wandering Jew, who appears in the guise of

Cardoso's Zé Roberto in O desconhecido. Constantly on the

move, in search of a place worth living in, a new emotion or
a new ‘dentéty, he tries everything: new jobs, different names,
fresh ioals. Even so, he feels no vibration within him and
trayerfes the Jorld wifhgut hope, Without joy and without
'fbéin, ;s_if ﬁthrough»d-dreary,'digconsbiate deseftﬁ; 17 his
'f?.indifferenﬁe;§jf;eép§nds to théifinal stééeﬂof'aesféif; |
Al{gﬁﬁihilatién;‘(Uhlikeffhé twoiéfeviouS'types, heifeelsineitﬁérli

. desire. nor éhribéity,'ambition'nor pride;.none~6f-these holds

‘any interest for him. Like Inacio, however, Z& Roberto is not

.évii. He feels no'hatred towards>God, nor even disbelief,
'HES"situafion'is wdnsé than this, because he is céﬁééioﬁs tha£“ 
God, like 'Evil, simply does not interest him. Yet ind;ffere,née
does not bring peace., Rather, it is a sort of sickness with
which Z& Roberto aims to destroy his self, buf the seif sufvives
within him, readj to manifest itself, as happens when his friend-
‘ship with Raulo at last gives his lifé*a meaning.

In all of thesevcases,_ﬁhe 'éesthetic' life can be. used.
poéitively f6r4th¢ fﬁrthéf'dévelopment §f th§ charactér's»déStinj.
Sincé.no decisive choiée was.mgde in this first phasé, it néed_'
ﬁave no permanent effect and should be viewed as a stage in the
process of accumulating personalAexperiences. The iogical sequel
should, therefore, be to progress from this phase as soon as

ennui or despair threatens, because those who attempt to mark
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time are in risk of going mad - as happens with Rogério in
Infcio - ory worse still, of experiencing a living death, 18
Despair brings with it anguish and doubt, but more
important it involves the close examination of beliefs ano
attitudes to life. This is the moment for the character to
seek more permanent convictions, to make more decisive choices:
lthis is Kierkegaard' 'ethical' ohase. Again he proposes a
‘trlple framework for man's, 1nd1V1dual choice. The: first is
,through marrlage, which is the path followed by Salv1o when a
vhe dlscovers th’t the 'aesthetlc' stage holds no further |
,,19

(ylnterest. Als Klerkegaard explalns, whlle marrlage retalns

o
certaln 'aesthetlc' elements in the sensual aspects of the

'~re1atlonsh1p, there ex1sts a more permanent, more 1mportant

bond over and above the erotlc moments, whlch does not. dlsappear
.when they are past but rather gives them a much deeper meanlng.
This is perhaps why Lficio Gardoso allows relatlvely llttle welght
to thevphyslcal relationship of Silvio and Diana, stressing
instead the vows of eternal love whioh the couple promise to
perpetuate. Marriage is not imposed from outside, it is an act
of choice,aa proof of freedom and,'consequently, a positive form
ot self-affirmation.

Friendship can have similar characteristics to marriage.
It is based on affection and on self-imposed obligations that

last for more than a day. GCl8udio and Gil, in O anfiteatro,

respect their mutual pledge for 1life, helpingvone another in

moments of solitude and revolt.
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The third and final choice made by the self is vocation.
Unlike employment, vocation is a vital choice, involving total
dedication to a way of life, as in the case of Pedro in

A-1luz no subsolo. He is so utterly involved in his mission as

a teacher, that he reaches the point of being unable to dis-
sociate his vocation and his personal identity. Kierkegaard
draws to our attention the fact that 'ethical' should not be

- confused w1th 'moral" the ethlcal comes from the very depths
of personallty and llfe on the ethlcal level is no mere
fulfllment of dutles - or rather, duty, in. the ethlcal sense,?
- is not 3ust a serles of annoylng precepts or obllgatlons whlch
have to be respected throughout one's life, If this were. the

‘ case, one could hardly claim that this stage 1s more truly

“

‘meanlngful than the aesthetic phase- "the ethlcal is an ex-
istential attltude grounded in the structure of the self", 20
it is an obligation born of deep-seated need, not 1mposed by

any external code.

Most of Cardoso's characters reach this stage of their
journey without great difficulty. Many of them, with the
'aesthetlc' phase long behlnd them, begln to feel restless
and unhappy in the 'ethicaln-stagefand.attempt,the_leap to

the 'spiritual' phase, Onloccasions-the transfer is made after.
| the character has committed an act condemned by public feeling.21

Redro, in A 1luz no subsolo, incites his pupils to commit crimes

in the name of freedom; Silvio, in Bias perdidos, divorces

Diana; Nina, in Grlnica da casa assassinada, commits incest,

This is the jumping-off point for the leap into the unknown,
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for the character to test the strength of his passion, to
overcome despair and behold the face of God., But this step
is fraught with danger; danger in the choice itself, but
particularly the danger of not attaining the next stage and
thus o‘ sta&ing put in a limbo somewhere in between. This is
what happens to Nina (CCA) who, instead of using incest as a

[

stepplng-stone,/accepts it as an end in 1tse1f, 51m11arly,

-4Ida,'1n Maos vaélas, can no 1onger endure the monotony of her
‘soclal llfe and{commlts su1c1de, falllng to realize that she -

' 'has not compleﬁed her life cycle. In the case of Valdo ‘and

’ JDemetrlo, the Meneses brothers in Cronlca dagoasa assa581nada,e
theﬁ?house' becomes so. important, a sort of idol, that they
- can see'nothing else. Fihally, there areeHilda‘in AAprofessora

g M
E

Hilda, and Margarida and Laura, in O,Anfiteatro,vwho'devote their

lives to hating another human being. Sﬁch characters, then,oput
themselves in the dangerous position of‘rejecting social morality,
only to replace it with a false god, an ideal or.an emotion
which'they see as life's goal. |

If there exists an inner necessi%& which drives human
: belngs from phase to phase, as Klerkegaard belleved this,Ain
Cardoso's characters, must be the ’1dea': the key 1dea wthh
pursues them and dfives them to self-definition. However,
while behind the emotions and thoughts directing them there
is the ever-present question '"who am I?", this search for
individual identity ramifies into many lesser ideas, which are,
nevertheless, the guidelines of the characters' actions. In

general terms we can divide these controlling ideas into two




groups. The first may be summarized as the flight from
mediocrity and from the routine of "doldrum days": an example

is Ida, in Maos vazias, who tries so hard to be different.

The second group involves insistence .on the primacy of the
self, even though this may necessitate direct conflict with

God: it includes characters like Eedro, in A. luz no subsolo,

~Aw1th hls flxatlon on overcomlng death _ The partlcular 1dea

'b:irwhlch a- character follows is 1mportant for hls quest and -”

';vessentlal for hlS personal surV1va1 because the demlse of an’ ,‘

'-ﬁjldea 1mp11es the inner dlslntegratlon of the person._ Nlna, in i

'»fﬁiCronlca da ‘casa. assass1nada, is absorbed 1n erotlc satlsfactlon,

[’%after several love affalrs and her marrlage, she dlscovers total~
'b;phy81ca1 union w1th Alberto, the gardener.' Thls she falls tof'
ﬁvfreallze and goes off to Rlo in the be11ef that he constltuted
'Just another affalr, soon to be forgotten. This fails to
happen, however., Returnlng to the estate, still in pursuit of
her 'idea!', she attempts to recreate Alberto in her own son,
/maklng him the 1dol the ‘symbol of the love to which she hag
devoted her whole llfe. Gradually, the truth .dawns on her:
'fAndre is Just Andre, not. Alberto, who 'is dead and has taken |
"w1th hlm to. the grave Nlna's chance of fulfllment in love. Once".
N her guldlng idea ;lthers, N1na sinks 1nto a llmltless sorrow
which expresses the slow process of her inner death. This explains
why, when she is actually dying physically, months later, the other

characters are discomfited by the evil smell which comes from her,

as if she were already decomposing.,
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The characters are concerned ﬁot only with 'living?,
during their short sojourn on earth, but also with surviving.
gince none of them appears to believe in a life after death
or the immortality of the souly, they may hope to survive

through their children., Infcio, for example, in O enfeitigado,

suffers the premonition that he is gradually dying inside and

‘ searches the streets of Rio for hls son Rogerlo, in order to

pass on hls phllosophy of llfe.f He'engages ILina de Val-FlOrj"'n

'a fortune-teller w1th underworld contacts, to help hlm find

_Rogerlo and goes as - far as pledglng his own llfe, whlch he

ureallzes»ls efyl;ttle'real value at a t1me when he_ls trylng

tto_make the-most_of what 1itt1e‘inner,life he'still has. ©Of
" all Tfcio Qafdose's charectefs only T1m6teo, in Cronica da

casa_assassinada, attains the idea of God and with it a belief

in the immortality of the soul. Both of these are achieved as
sudden Revelations. None of the other characters succeed in
attaining 'the spiritual sphere', either because they opt

for Satanism or because the novel ends withoutltheir having

made a choice on the path they will follow.

I
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Notes

1l

Few of Lficio Cardoso's characters fall into this category.

The most complete of them is Aurea, in Dias perdidos, who

becomes an important secondary character. Otherwise, there
are Felipe (MV), Elisa (P) and Maria (LS), who are little
more than names and important only as a starting point for

the main characters' reflections.

: Spoken by Ida (MV), at the beglnnlng of the book; -by Clara,

‘-f,When she reflects on’ the’ lonely llfe to whlch her husband

has condemned her- (DP 2?), by Rogerlo, convalesc1ng after
a long 111ness (I 29); by Andre, when he meets his mother

for the f1rst tlme (cca, 225), by Zé Roberto, when he meets

vx'Baulo (D 144).

'~ Qlara never lost the trace of her inmer revolt. One might

say of her, most fittingly, what Llhcio Gardoso wrote about
himself: "A verdade & que nunca me domei; sentenciei-me &

calma" (DC, 312).

The narrator of Dias perdidos defines this 'd8r de viver':

Nép_existem fatos isolados. Todas as' coisas se
correspondem, como as notas de uma imensa e dolorosa
sinfonia. NZo existem sentimentos.esparsos, mas um
80 sentimento a que podemos chamar a ddr de viver, e

onde se mistura tudo o que em nds arde e se corrompe,

tudo o que & humano, fenece e & devorado pela obscuridade.

(DR, 119)
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5 Dostoevsky expresses it in much the same way through one

of his best-known characters, his "underground man':

As well as loving his own wellbeing man is fond
of suffering, even passionately fond of it,

I am convinced that man will never give up true
suffering that comes of ruin and chaos. Why?

Suffering is the sole root of consciousness.

(Notes from Underground. New York, BantamBooks,
;1974,.39>.~ o .

u6‘f The comment 1s Boyce Glbson s (The Rellglon of DostoeVSky,

‘ London, SCM Press, 1973, 100) wrltlng of the. per51stence

. of sufferlng as one of Dostoevsky's main themes,

7 Cf. ADONIAS FILHO, *Os romances de Licio Cardoso', Cadernos

" da Hora Presente, Rio de Janelro, 1939, 7 3). Adonlas has

consistently 'held.the view that the general title glven by

Cardoso to his. fiction, starting with ‘A luz no subsolo -

"A. Juta contra a Morte" = could be extended to take in hlu

first two novels.

8 *Discours sur la Condition des Grands', Oeuvres Complétes
(Vol. 9), Paris, Hachette, 1914, For Morot-Sir (La Meta-
physiques . de Pascal., Paris, Presses Universitaires,

1975, 94):. Pascal believed that this constant desire

A o L vy . .
-for movement was '"la poussee d'une 1nqu1§tude jamais
satlsfalte, que est 1l'image convulsee de la Gloire et du.

repos en Dleu"

9  PASCAL. Ops cite, 359.
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10, Ibid., 359

11

One thinks of Rogério, in Inficio. In his case divertere

is a philosophical position. Since he views man as a worm,
refusing to believe that he is made in the image of God, he
also rejects the idea of immortality and conducts a desperate
search for a meaning to life, Gne could apply to him

QsCar'Wilde's famous phrase' 't do not seek happlness, but

;_Eleasure, whlch is much more traglc" (quoted by GAUNT

N
B

g

15

“of Wales press; 1955, 20.

See GRIMSLEY Re” Ex1stent1allst Thought : Gérdiff;'Univereity

R |

KIERKEGAARD S 1ther£0r. 5London, Oxford'University'Press,,-
'”;~:1946 v°1. I, 65. |

Ibid., 74

PRICE, G, The Narrow Pass. London, Hutchinson, 1963, 167,

16

Y.

.Ibid.’ 'Vol. '2, 135. o '\‘\.‘
"KIERKEGAARD S. The Journals.‘iLondon, exford Universitye

';_Press, 1938, entry 26.

18

As happens to Bnécio, to whom Lina de Val-Flor says:
"Parece que lhe falta um elemento vital, um calor para
esse sangue que lhe corre nas veias (.,..) O senhor

ndo estf vivo, o senhor n3o passa de um espectro" (E, 288).
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20.

21
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Except for Silvio and Clara (22) the other characters
merely recollect this social phase and are already
attempting the transfer to the spiritual-phaée, or
have decided to return to the first stage, at the

beginning of the respective work.

KIERKEGAARD, Qp. cit., Vol. 2, 213,

In Fear and Trembllng (New York, Doubleday Anchor Books,,

4.1955, 67), Klerkegaard refers to thlS p01nt as "the

C teleologlcal suspens1on of the ethlcal"
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CHARTER 2: THE OBSTACLES TO SELF-KNOWLEDGE

) Emotion as an obstacle to Reason

Qur lives are dominated by
_ the goddess Reason, who is. .
. our greatest and most tragic
* illusion. - .

' (Jung)

Tﬁe‘peréépal ideologieé qf Cardosofs characters may,be
s'{summed.up iﬁ<te;ms of a quest for the'self énd-a»cloée analysis .
'fofbtheif an humén qualities and vathe wellsprings of their
acfiong. The best means of assessing the validity of their
acquired eiperience sééms to'bé through the intensive appliéatidn
of reason. But "Life is movement énd chgnge" 1 or, in the words

of Boehme, "human Nature is always contradictory". 2 Boehme goes
on to explain, in the course of expougainé his Regeneration theory,
.thaﬁ'the'contfadictidn is caused by'theAexistencé of two opposing
forces in mén's éssence. Qne is tfanquil and-gracefﬁl‘liﬁe a iily:“
it is fhe'force which favours the building of a new man; The other,

which is restless and noxious, like a thistle, embodies the old

Adam, and the two are locked in an endless struggle:

We have a lily-child and a thistle~-child within us, and
the storms of this life sweep often so tempestuously over
the 1ily, that it might seem at times as though the lily
3

must utterly perish.
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If the destructive force so often gains the upper hand, it is
because the ego, in its arrogance, believes itself to be omnie
potent and fails to appeal to the grace of God. It is the ego
that promotes in us excessive individualism and blinds us to
the dual nature of human beings. In oruer to conceal his own
natural limitation, man exaggerates the importance of his reason
and professes to believe that his intelligence has the povwer to
solveball of life's mysteries.' Such is the wellsprlng of the
'.:Iactlons of Lu01o Cardoso S characters.“ & If 11fe-has “for them
u:the appearance of a huge puzzle, whlch they eventually deflne
as’ "estranha e d1f1011", it 1s because they refuse to accept
one side of their nature, thlnklng of themselves only as
llntelllgent, rat10nal belngs.
.Qne result of this attitude.is the tendency to devote time
andveffort to activities intended for spiritual and cultural

development. Starting from A luz no subsolo, Lficio Cardoso

introduces characters who read a great deal in an attempt to
acquire experience from books.before-being involved in real

life situations. As well as reading, . wrltlng (in the form of
_mem01rs) is a frequent pursult of Cardoso s central characters,
'iseveral of whom narrate thelr‘past lives 1n a supposedly obJectlve
manner.so as to make,the truth stand out more obviously. At the
same time, there is,‘in either of these so-called inteliectual
pursuits, a high degree of unacknowledged emotion. Whilst the
company of books is a souwrce of culture, it can also be a form

of escapism. Pedro, in A luz no subsolo, failing to find

happiness in his marriage, shuns Madalena's company and shuts
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himself away in his books. Ida, in Maos vazias, sick of the

mediocrity of her life in S. Joao das Almas, relives wonderful

romantic adventures through books.. Z& Roberto, in O desconhecido,
takes refuge froh life and from his own soul in his reading. 2
As for writing, despite what Indcio tells us - "vou restringir-me
ao mais absoluto senso de objetividade" (E, 239) = the mémoirs
are set dewnjas a ferm of cohfession,.to allay doubts and
feellngs of gullt.lln Rogerlo s case because he had dedlcated

' hls youth to ‘ad 1ring an- unworthy creature; 1n Claudlo s because

»;‘he had only understood hls mother after her death, in Inaclo's

,because he flnds that he is. dylng and only then reallzes that
' l

:-Ahe has wasted h1s entlre llfe.‘

-This, then, is -the most. strlklng error 1h the way these
:charaeters conduct'thelr llves: they try to live logically and
1.rationa11&,'ignoring.the overriding importance of the emotions
.ih human behaviour and that the intense experience of highlyu
emotional states can easily evercome reason. 6 Obsession, for
~example, is one suchvstate; the person in the grip of an obsession

throws away the chance to make something of the other experiences

life has to offer,‘ In this way, Hilda, in A professora Hilda,

:3 is'so Obsessed_by her hatred for:Eugéhia that.she is respohsible

for.the death ef Sofia, whem she_loved; simpiy”because shevhas‘
to use her in the stratageﬁ she invents to damage herbrival's
reputation she takes no notice of the maid who had served‘her
faithfully for thirty years or more.and even scorns the affection
shown towards her by the schoolchildren, her pupils. 2& Roberto,

in O desconhecido, is similarly blinded by his obsession with
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Raulo, so that he ignores the threat posed by Miguel, fails
to understand the danger contained in Aurélia's promises and,
worst of all, appears not to hear the appeals for help addressed
to him by Elisa. His obsession causes him, in fact, to betray .
her trust in handing him her savings‘to take care of. 7
Obsessions not only deprive the characters of their critical
faculty, dulling their intelligence and restricting the breadth
of ‘their experlences, ‘they also’ cause them to 11e to themselves.
pMadalena (LS) cannot admlt to herself that Pedro does not love .
‘;her and . expounds, in monologue, the theory that he is a solltary
‘belng ‘and has dlfflculty in communlcatlng wlth others.' Ana (CCA),
instead of acceptlng that the hatred she’ felt for Nmna, from the
outset, was stralghtforward Jealousy, contends that 1t ‘came from
ythelr belng rlvals, because they had fallen in love with the -
same man. What she wants,.really, is to escape the pettlness
of her own feellngs,'because she will not acknowledgevthat she
can envy the extraordinary physical beauty of the other woman.

Here we have a case of mauvaise foi in the Sartrean sense: .

the individnal tries to believe in and\live.aceording to a lie,
*.withoutArealizing that he thereby falls into'a'trap, since7

: ln51ncer1ty always results in a dlstortlon of one's: behav1our,
. a defensive process whlch oan lead to a‘spllttlng of the ego.u9
While it represents a form of rejection of reality, it is also

an instinctive form of "recognition.of the danger of reality", 10
In fact, the characters are aware that if they face the truth
they are trying to evade, this will force decisive actions on
them: so Madalena ends by poisoning Pedro (LS), while Ana (CCA),

lacking the courage to kill Nina, 11 sinks into a morass of

insoluble doubts.
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The great threat to reason does not stem only from the
attempt to rationalize the emotions. It can come particularly
from an irrational source outside the character's control,
but which may influence his actions. It is an underground world
revealed, first and foremost, through feelings which have no
logical explanation, moments of intuition which the victim
seems always to experience in the ‘presence of his/her destroyer.

: Emanuela, for 1nstance, 1n A. luz no subsolo, is from the start

1possessed by an 1ncontrollab1e fear of Pedro‘,,‘12 zé Roberto,»1n

O'desconhe01do, is overcome by a mlxture of terror and loathlng

,when he is forced 1nto contact w1th Mlguel (cf. D 143) Even

more 1nterest1ng is the case of André, in Cronlca da casa assassinada,

t:When~he_meets>his‘mother for the first time: 13'he-is_‘C]';lil‘_ed‘wi'l:h‘
'1_ a feeling ofiexcitement as 1f he could sense the experiences he
‘;wouid share w1th her as a woman.

The form taken by these explosions of the unconscious varies
accordiné to the character's personal habits and life experience.
In Bedro's case, for.instance, they occur in dreams: 14 on two
occasions he meets the Devil in the shape of a "mendigo resignado"
who alludes to his fears and the lack of coherence in his
behaV1our (Ls, 140 and 174). .But Bedro'refuses to diScnss his
”personal weaknesses and is 1nd1gnant at the suggestlon that: he'.
is afraid of his quest, or rather of what he might find at the
end of it.

Sometimes, however, these reveiations - or in some cases
encouragement - come not from the individual's own depths, but

from the outside world. There are cases of something similar
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to Ymystical participationt, as in Salgueiro, when Geraldo
is lying on the ground and feels that the strength and peace
of mind he needs are flowing into him from the earth (S, 193).
A. still clearer case is that of Madalena, who, in a moment of
total onfusion, goes out at night into the garden and lies
down ndked among the sunflowers (LS, 2i8). The flowers seem
to transmit to her the idea of leaving Pedro and, as had
happened in a previous passage (212), it is as if they 1dent1f1ed
. in some way w1t4 Madalena, as 1f they had some sort of bond w1th
"cher and acted as confldants or counsellors.

o So far we have seen . only temporary 1nterferences of rhe‘.

l .
.1rrat10nal but it can take far more serious forms’ 1t can be

an unconscious that grows so powerful that it 3p11ts the ego, 16
" or the. 1rrat10na1 may flnally overcome reason and drlve the
character to insanity. Madness 1s.shown from dlfferentpangles
in Gardoso ‘s works. In the case of Rogerio, for.example, it

is the result of a moment of such despair that the character's .
reason could not sustain_the shock., 17 It becomes a way of
"escape from a dreadful reality with which the character is faced
and whlch he cannot assimilate w1thout being destroyed.. The other
way of V1ew1ng madness is as a foﬁm of protectlon agalnst ""a
.corrupgao do mundo e contra a 1mpureza da vida" (IS, 200), as

_ happens in the case of Emmanuela. She is visited by the Devil,
whose aim is to make her accept the fact fhat she has grown up

for good and can no longer hear the voice of childhood. At first

she tries to fight back with logic, but when she finds that she
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is losing ground, and because she knows that in order to find

her way to God she must preserve her childhood, she shuts

herself off from tbe present and retreats into the earlier

‘time. 18 The result of leaving childhood behind altogether

is "um longo esfacelamento da criatura subtra&da de um mundo

em que nao pode mais penetrar" (£§’ 117). 19 Liicio Cardoso

does not show the child necessarily as the blueprint of the

‘man and as such ‘to be observed with-cautibn, since it‘is,often-
thé:caSe tha£ §hiidi;h<ﬁﬁrify.makes:hiﬁ a model to be'fdil§wéd'
f_:a:né;’_ohly those wko aié able to keep alive the éi_;ii-it_ of vcl;hildho'o.d- o
'Jachiéie‘éaintliness;- From what»has‘béén said it maf:bé §oncludéd

. tha£ insanity is,a desperate éftempt'to delay.the pa§sage-of-time,
a way of immobilizing a period of life one'shbuld never have Yeft,
‘6r‘eveh‘a méthod éf.rétfeadipg the road already covered,.whére
:foné made‘SO-manj serious-mistakes. Tt can certainly be a path

to the tfuth, 20'which is why Tim8teo, in Grdnica da casa assassinada,

seeks pfotection in insanity. It is his madness'21 that isolates

him from the rest of the family, which had in any case ousted him,
and even moijé; from the rest of the community. Timdteo himself

intensifies his isolation by locking himself in his room, in

';'virtual‘darkﬁess, so‘as not to be distracted by the outside world

‘ahd to be able to "pérmanéper.débrugado'sobre a sua'alma..
Literalmente débrugado, como alguém.que do alto procura no fundo
de um pogo um objeto.perdido", as Nina says of him (CCA, 126).

To make sure thaﬁ his solitude is respected, TimSteo is offensive
to the family and dresses always in his mother's ball gowns, using
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make-up and covering himself in jewels. To the Meneses family'
this is sufficient proof of his insanity and they never make
any effort to understand their brother's bizarre behaviour.
They never even question him about it, which is no doubt why
TimGteo's own explanation was addressed to Nina, who did not

belong to the family: 22

‘JgFoi ¢on5ciénte que eu me degradei, porque sentindo-me
- menor que 0s outros, era pelo caminho do martlrlo que
7"Q:consegu1r1a elevar-me acima deles e tornar-me malor do
_que todos. " (CCA 443)

And so, with a remarkable s.how of willpower, he isolates himself
within an artificial éternity, in a time Which Stapds still éﬁd
intéﬁ unchanéing'space, so that he may'cénducf a calculated self-
examinétion. In his insanity, therefore; Timdteo is Cardoso's
most lucid chafacter: not only does he give fﬁll reign to his
emotions and to his irrational impulses, so as to prevent them
'constituting obstacles in his questj he also makes use of the
familyis fears ?3 as a form of protecgibn for his self. He is
tﬁe only character who appears to realize‘how‘dangerous it is
to 1i#e only accordiﬁg.to pold:feason,

| 'It is élso this‘tendency to seek Iogical explanétions for
everything that happens in life that causes the characters to

miscalculate when they try to control other characters, As we

have said earlier, certain characters force others into performing -
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acts which they lack the courage to carry out themselves, and
to this end they manipulate passions which they perceive in
these weaker characters and which can be made to erupt by all
manner of inducements., Yet they frequently miscalculate in
their entic;pation of the mental process at work in.the other
characters, forgetting that a person with a fixed idea is a
split being and Fherefore inconsistent. The first cese is in

f

A luz no subsoloh where Pedro gradually 1nc1tes Bernardo to
‘ ]

“vmurder Madalenaj ,24 He repeats to him the story of a crlme

1J1comm1tted by a Tan bllnded by pass1on for a woman ‘who Spurned

‘»thm' one day3 h% waits for her on the road and when he. reallzes

- that- she will never love hlm, yet his love for her cannot be

-dhdestroyedjnhe_etrangles»her_wnth her own -shawl. 2> Pedro keeps
'.teiiiné his brother-in-iaﬁ“thet overwhelming péssionshof this
'htYpe are without‘solution: the only possihility is to get rid of

thedfeeling-by destroying its source. What Pedro fails to

foresee is that because Bernardo was unable to rid himself of

Angélica, with whom he had a long-standing affair, though he

despised her, and because his feelinge for Madalena had always

verged on adoretion;'when he does act tt:is against his mietress,
~instead of against Madalena. | - | |

,The sane:eort of misdirected infiuence is eierted by Miguel

over Z& Robverto, in O desconhecido. When the latter arrives

at the estate, Miguel is surprised to find how uninvolved he is,
emotionally, and how easy therefore it should be to manipulate

his passions. Miguel had long been planning the murder of Aurélia
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but did not wish to be directly involved; now he sees a uniéue
opportunity of achieving his aim. He begins to create a restless
atmosphere about the estate and talks te Z& Roberto at some
.length about the beauty and value of Aurélia's jewelry. During
this period of indoctrination, however, Z& Roberto develops a
friendship with Paulo, his room-mate, whom he starts teachlng
to read. Because of the strength of his feeling for Paulo,_
when the: latter confldes to h1m hlS plans to run away w1th a
glrlfrlend Ze Roberto, who has been in an 1ncrea51ngly tensel
emotlonal state, loses control of hls feellngs and kllls Eaulo.
f In thls way he frustrates Mlguel's carefully contrlved plot.»
S Even ‘more stralghtforward is the thlrd example, from

Crdnica da_ casa assas51nada, whlch takes place in the Meneses:

household.‘ Demetrlo senses that Nlna s presence threatens the
. peace of a famlly whlch he has ruled over w1th fanatlcal
prejudlce. He decides that she must die, but since he does
not want to 5011 his own hands, he sets the stage for arcrime
of'passion. He purchases a plstol which he leaves in full
viewy then he invents a story of adultery between N1na and the
gardener, Alberto.26 But Valdo is so much in love with hlS
| w1fe, that when matters come . to a head, 1nstead of shootlng
‘Nlna, 1n hls despalr he trles to klll hlmself.

In all these cases, we are faced by the same inference:
when an individual makes the mistake of listening exclusively
to his own logic, herextends this mistake to his contact with

other individuals.
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b) Chronological time as an obstacle to discovery of the self

I1 y a des moments de l'existence
’ ’ ol le temps et 1'&tendue sont plus
/ Z profonds, et le sentlment de
' l'bx1stence immensé&ment augmenté.

GBaudelaire)

at‘Tlme,vwlth its uncea51ng flow, 1s‘one of the factors that
:;“contrlbutes most to the torment of Cardoso s characters. |
"thseseed:W1th_their pursult of essent1a1 truths,_they see the
~~eipreseiony'%ime fliesf as more than a.commonplace, eincecit'may
prove a.serious innediment to the accomplishment of‘their-quest.
In addltlon to the dlstress they feel, the characters' 1nd1v1dua1
experlence of the pa551ng of time depends on their personal |
approach to life itself. Eor the medlocre, for instance, time
is imbued with ennui; the past is tiewed as ailong line unbroken -
by events, a'snccession of "dias perdidos'", as the author so
well defined it. The present is still-born; only the future
appears . to offer some hope of fulfllment. Since their lives
have been solunlnterestlng, thelr sole asnlratlon.ls converted
1nto the desire for."one pr1v11eged moment";:27 an'embodlment
df all the experiencee others have had over a long period and
which the character has never known., This pursuit of the moment
of intensity may become a disease, thch makes the character
restless, driving him on in an unrelenting search. Some of them

die without achieving the coveted moment, but they all make the
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28

the doctor (MV) and Clara experiences it when she is present

at the death of Jacques and feels all her resentment against

him and all her frustration finally slipping away.

For the other type of character, those in search of
essential truths, time represents a desire for eternity and
they therefore opt for instaﬁts of extreme pleasure which will

earn'them'eternal’damnation. Eedro, 1n A« luz no subsolo,

‘1nvests his 11fe 1n tralnlng Bernardo to klll Madalena, whlle

5N1na 1n Cronlca da casa assa831nada,,turns to 1ncest to

i;attempt ‘the resurrectlon of the man she had loved and in.fhe
.3§ro§eSS'1n1t1ates anotherilnto to the sufferlngs of'fhis |

l_ world. . The éharacters of this group are not concerned~$imp1y_

!with the moﬁent of'intensitj, but rather»with fhe supreme
moment'onrwhich they can gamble their whole life. Guribusly,

in none of these cases do we have the form of aesthétic or

cerebral intensity in which theiqharacter seeks sublimation in

beauty or yields to a lucid, calculating fdrm of pleasure. 29 ' N

Instead, we have emotional intensity in which the character

seeks to drain to the limit his dormant'feelihgs.

Whlle both groups seek 1nten51ty, there is a clear
dlfference of degree between them. "The pr1v11eged moment
sought by the first group is a way of substituting mere
‘sensations for higher vaiues. Thus desire for eternity is
replaced by the desire for sensual fulfilment, which is why

these characters may lie, scheme and betray, but never commit
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violent crimes. They are‘nof prepared to risk everything

in their actions. The second group, on the other hand, in
seeking the supreme moment aims for a moment "so super-
saturated with experience that the suhject loses his self-
consciousness in a surge of verfigo". 30 This would explain
the thrill of pleasure with which some characters‘engage in
crime Or'succumb to death. One thlnks, for example, of the

_coldblooded pleasure experlenced by Madalena, when she

| “watches Pedro drlnk the polsoned w1ne and then calmly collects her_ o

-'dubelonglngs ready for departure (LS 325) : Pedro hlmself

=savours every moment: of hls dylng, looklng forward to the' A “l‘

'l revelatlon of. the mystery of human llfe whlch he ‘has- been o

‘d3wstr1v1ng for S0 long to ‘uncover (LS 337) T3 Roberto,

"domlnado por aquela onda vermelha que lhe afogava a alma"

‘.(D, 235), kllls Raulo w1th a garden hoe and goes on mutllatlng
the.already-shapeless body until he has assuaged "o seu furor

de sangue'’s 3-1’The counterpart is tc be found in Sinh&, in

O viajante, whe is killed hy Juca do Vale; just as Ze Roberto
had experienced pleasure in striking‘Paulo; so Sinh& is excited
iby the feellng of the axe- cutting 1nto her flesh and the blocd
'1“a abater-se sobre o seu rosto e escorrendo ate seus labios com-’

Cum: gosto ad001cado" (V 171).

After these moments of transport, the characters desire to

'go on living at the same degree of intensity which they experienced

32 .

for a fraction of time. They thus become '"intensity-addicts",
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since they can live only in pursuit of it and the day-to-day
happenings of life become even more.orainary. Even when the
experience is one which can be repeated, the characters discover
to their distress that the intensity of the moment that has been
enjoyed and' is past cannot return. Nina, in the Crdnica, makes
love a ain with her son but the charm.and the stimulus of the
first Flme w111’never by repeated. André himself, hav1ng
'accepted the enormlty of his sin and become commltted to 1t
35,3 symbol of his freeaom, flnds that the repeated act of love:"
'with_hie motﬁe-'not only gradually dlssolves her glamour but
'evea,makes-the%r first encounter seem banal. 33;,“ | |
jThe_eharaeters seem; in fact,. to miss fhe imﬁerﬁanCe ef
theae.privileged=ﬁoments, sinee it.fends to beeat chh timeef'
‘tﬁat theitrufh finally_strikes fhem and. they discever,the:self.
The'diecovery is always a revelation, never the conéequence_of
a sloQ logical process. It comes suddenly, often by aesociation,
as when Inéeio, preparing to enjoy his last adventure - his
death -, looks in the mirror and sees behind his reflexion the
face of the devil. His sudden awareneSs of the evil presence
that haé always been close to himimakes him realize that his
jlife has been a.meaninglees sham. ThisediseoVery leads him
to rhe.eternity he Wae eeeking;tbut not one ofhpeace, rather of
anguish and torment."Symbolically, in the mirror, Inicio watches.
his timeless youth disappear as he ages in a few moments. Inécio

34

was already dead before he hanged himself:
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Sabia bem qual era o significado do silencio

que me cercava: Infcio Palma n3o existia mais.

Nada mais me ligava 4 vida, nada me prendia aos

fatos que vivera (...) Eu ia de uma poanta a

outra, batendo na fronte com as mdos fechadas,

impotente para controlar aduela vaga de tristeza

e de dor. E nem eu prdprio me reconheceria nesse

despdjo humano, caso acompanhasse no espelho os

movimentos em circulo que fazia. Ah, agora
'compreendla bem: um espectro, um homem morto,

um- ser- destltuldo ‘de ex1stenc1a e de razao. A

A- cartomante estava certa, vivera. voda a mlnha
:iv1da como se ‘existisse: nenhum afeto, nenhum lago,:
 nenhum sentlmento, bom ou mau, que me defendesse ou
”'me Justlflcasse. Qu melhor, que me tornasse uma

criatura auténtica (E, 342).

-Anéthernéase'Of the sﬁpreme~moment‘beiné'fhe moment of truth
'is when Tim6teo bends aver the dead Nina, looking'for.the
message he was sure she would send from where she was, and is
dazzled by the revelation. It is not Nina, however, who
transmits it, bﬁt André whom Timdteo sees as he raises his
_heéd.f There, resurrected, was the ydhng man with the violets
" whom he had loved so much - and suddenly Timdteo finds God.

The privileged moment, then, can serve as an 1nstrument
’t6~échiéQe etérnity, in anvabsolute sense,'since we'aré dealing
with discovery of the éelf and the revelation of the mysteries

‘of life.
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In addition to the pursuit of intensity, the characters
are obsessed by the destructive force of time, particularly
by the rapidity with which it can destroy beauty. Hence the
mixture of fear and fascination with which Cardoso's characters
approach yohth and beauty in other human beings as the source
of heightened feelings and of sensuallpleaéure. As long as it
lasts Feauty isjto be adored, tﬁough with a tinge of anguish
becau;e the beholder is always mindful that time can destrgy
vfﬁglqaéic. “35 Specia1 ét£entipniis accérded,tb»female)beguty
‘,Sy thégbthér claraqtefs, és.can'Ee-sgéﬂ;ffbm.Béttyﬁé désbription'
-§f3Niné'after their first méeting: |

|

N;o havia apenas graga, sutileza em sua'aparigéo.
Havia majestade. Nao havia apenas beleza, mas tSda
‘uma atmosfera concentrada e violenta de seduggo;
Ela surgia como se nao permitiése a existéncia do
" mundo senao sob a aura do seu fascinio - nao era

uma forga de encanto, mas de magia. (CCA, 45)

But beauty occasions yet another fee}ing in the observer.

Its strength and mystery force him to\acknowledge it as an
embodiment of seduction, whérevet it comes from,bwhether its
origin.is satanic,or'divine; 36 in neither case is this an
obstéclé.to the pleaéure given b& béauty. Beauty represehts

an unéought form of intensity, moments of intensity which befall
the character and which can therefore badly upset his composure.

1f, as we have seen, a single supreme moment can push a character

to a '"surge of vertigo'", then the Meneses, who live in daily




54

- contact with Nina, are in great danger. Eor all of them,
her presence means life lived at a high temperature, constant
physical dilapidation, so that the few months Nina spends
among them are sufficient to age the Meneses prematurely, to
'assassinate' then. |

While the characters may exist on moments saturated with

37

intensity, this does not mean that. they necessarlly live
lln‘the present._ Espec1a11y because,'although it is true that
h KCardoso s characters need these 1ntense mome*ts, we should not
aforget that underlylng sensual experlences, there is a purpose
'whlch guldes the characters and that 1t 1nvolves no mere enJoyment
of llfe but.rather the discovery of self and the unraVelling of
: life's.mjsteries. The 1mportance of " these pr1v11eged moments is
‘therefore to give the character strength to persevere w1th his
struggle, as well as to increase his lucidity. Clarity of thought
is essential to.allow the character to assess his progress and
correct his mistakes. And for this, he will need to make use
of his memorj, in order to recall situations he has experienced
before. ' The past is'thns the eSSentiaI time for Cardoso's characters:
"A v1da.se resume toda em coisas passadaS. o] futuro nao e senao'
'avpresenca de.um passado mais dlstante e doloroso" (LS 135),
-.as Pedro says 1n a confessional moment. Since the situations are
important, not so much when they are experienced, but when they
are examined in retrospect, the present has little weight for
these characters. The future, too, except in the case of

38

adolescents, is irreparably discredited because of the

accumulation of mistakes carried into it from the past; therefore
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future time is rarely accorded the usual degree of anticipation
in the works of Lucio Cardoso. 39

The past 40’wi11 therefore have the power of provoking
nostalgia or suffering in the character. First and foremost,
the past has a happy aspect when the character thinks back to
childhood, and even in cases like that of Madalena (LS), who

was a lonely child, there is a certain magic, not to mention

Silvio (DP):whose'childhood was a world of tenderness and

' mystery.' Generally speaking, since the characters look back to

this period of fheir 11ves with great nostalgia, childhood

_-becomes‘a‘form of eternity, Without daysvor.months,_whose only

' markers are .the events imagined-by the child. With the exception

of .childhood, memory of the past is, in’the main, the memory of

»vonly psftiai happiness, since the characters‘remember,not only

the good things, but also the resentment-and_frustration.

Even in cases like André, in Crdnica da casa assassinada, re-

calling the time spent with Nina - now that she is no more -,

the moments of completeness are marred by a trace of jealousy,
because he realizes that he was loved as a reflection (cca, 228),
Something similar.happens.to Rbgerio, when he recalls his

meetings with his father,'whom he always. suspected of hiding

.something from him (I 93) Clara, remembering the early days

of her marriage, has the impression that Jagques had meant to
leave from the very beginning (22, 84)., More tragic are those
characters who, in retrospect, discover that they had failed

to live to the full the only happy moments of their lives;
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when they make this discovery, there can be no way of rectifying
it. Such is the case of Nina, who does not discover that

Alberto was more than just another of the men in her life,

until it is too late to go back - when she has left him and

hears that ﬂe has killed himself because of her, she sﬁddenly
realizes that he had been her one great love, So with Ana too
(CGAX who falls]in loveAwith Alberto and becomes so uncertain

of herself that [she prefefs to be free of hlm; she is unmoved
,by”hls sulclde, untll she reallzes that llfe for her too had
aended at the same moment;- | | |

lAThe past also has the power of fevelatlon; As she 1ooks

: back Clara dlsJovers that Jaques had always been a man of strong,'
.but shOrt-lived feelings. It is when Madalena delves into the
past, rememberlng all the plans she and Pedro had made together -
't(L§9'316)’and which had failed te materialize, that“shevrecognizes"
that the fascination she had always felt for Pedro and had called

love was in fact its opposite:

ese continuava contemplaﬁdo‘o homem adormecido

e compreendia, como se um véu viesse se rompendo
sobre o mistério dos’aeus atos paésados; a razao
perque,.dias'antes percebera com tanta nitidez_a
transformagao'que'sefrera'aquele résto. Nio maia
a beleza de linhas puras; a palidez que lhe dava

um tom qualquer de imaterialidade - pelo contrario,
uma expressao tormentosa e vulgar, uma claridade de
face macerada pela doenga, como ésses velhos santos
de céra que amarelam nas sacristias abandonadas:
odiava-o, odiava-o, tinha-o sempre odiado desde o

primeiro dia em que o conhecera! (LS, 317)
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When Zé Roberto remembers his past,‘he discovers that he had
always been uncommitted, never havihg opted for Good or Evil.
This explains why he is so easily manipulated by Miguel (2, 237)
It is not only the individual's past that exerts influence
upon him. &here is also the family past, particularly in the
case 0 jthose important Minas familieé, in.decline and gradually
dying out, whicg appear in ﬂﬁcio‘Gardoso's novels. The decline,
vcaused;by"some scgpdali‘by'léck.of money or by alcoholism, has
évprofouﬁd~éff70£~bh‘the 1ivg$ éf fhéjlasf offshqotsfof the
(_1family‘who~dftén.réca11QVSt§riéé bTvbofh égSt gréndeur_and‘

LZ scandals., The!latter_afe'pafticuiarly fascinating. Valdo, for

iﬁstance;;remehberS'thé prédictions of his mother, Dona Malvina,
Arelafing to the misfortunes which wduld déscend on the estate
.after'hér death (QEA, 265). More obvioﬁs stiil:is the case of
Timateb thinking about the s£ory of Méria Sinh&, of whom he

considers himself the last incarnation:

«.Sou dominado pelo espirito de Maria Sinh4.

Vocé€ nunca ouviu falar em Maria Sinh&, Betty?

- Nunca, Sr. Timbteo. Nao se esquega de que estou
nesta casa hi poucos anos. Aldm do mais, falar
n3o & o forte da familia, o ‘
-wTei4%azao, Betty, vocé tem sempre razio. £ a
vantagem das-pessoas simples.

- Quem foi ent3o Maria Sinh&?

- Oh - comegou ele - foi a mais nobre, a mais

pura, a mais incompreendida de nossas antepassadas.

Era tia de minha mae e foi o assombro de sua é&poca,



58

(eoe) . Maria Sinh& vestia-se de homem, fazia longos
estirces a cavalo, ia de Fundao a Queimados em menos
tempo do que o melhor dos cavaleiros da fazenda.
Dizem que usava um chicote com cabo de ouro, e com
€le vergastava todos os escravos que encontrava

em seu caminho. Ninguém da familia jamais a
%ntendeu, e ela acabou morrendo abandonada num
Quarto escuro da velha fazenda Santa Eulélia,

na serra do Bafi. (CCA, 40)

.  The past,thuS”represehts the.main\timeSqale in the novels
,'of‘Lﬁ¢io.Gard6 o aﬁd'génerally_spéaking it also has the
- fungﬁioﬁ gf_ﬁointing to‘miéfakes'pfeviouSIy made. . Although =

'the:charécter$‘may try to deceive themselves as to' the motivés

|

- which led them to this or that action, the pieces gradually fall .

énto,place'and they begin to see certain tfuths. Not major
diséoverieé or the essenﬁial diséovery, which‘comes only in a
.éudden revelation, bﬁt the little truths that are pecéssary fof
the character to know himself;_ The recollection of Maria Sinhé
and her story does not make Timbteo discover the essential truth,
but it does cause him to discover the extent of his solitude and
it gives him some comfort to feel his solitude shared by someone
from the past.: Remémbéfing her former home life does not help"
‘Madaiena.to find'a:solution—for'her reiationéhip with'Pédro,Li»
but it aoeg help her to éee fhaf shé héd never héd hefvmothér's
‘support and that hef béttle with her husband is to be Jjust

between the two of them:

\
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Que tolice! Como pudera pensar em se valer da
mae? Era preciso ter esquecido quem era aquela
alma egoista e fria, pregando eternamente teorias
que a salvaguardavam de aborrecimentos causados
p?los outros, num temor constante de que viessem
destruir a sua paz, amando a mentira como o mais
forte meio da defesa prdprie. Devia, pois, lutar

por si mesma, '(Lﬁg 21)

Whiléxthése Ieéser'fécfors?do not iééd direétiy to the‘
: diééo?érylsf:thé whéie“truth,“£héy do heib,fhe charactervtbﬂ
Tkgétacloser §d>}§,,since he,.or She; hés frbm‘tﬁe ouféet béén.
hoveriﬁg arouné it and theré'is thé»poséibility-that-by going
ovér‘sifuatibﬁs in the ﬁind, each timeutrying'to view them

_from”avdifferént‘angle, his vision will become more lucid.

¢) Death and other obstacles to Freedom

There is truth about
~ freedom, as well as
“freedom in truth.

(Berdyaev)

A third element which restricts knowledge of self for
G%rdoso's characters is the difficulty of achieving énd
maintaining freedom. |

The problem of freedom has always tormented writers and
thinkers., 41 It was the basic problem in St. Augustine's

struggle against Pelagianism, in the Jansenists! disputes
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over the relationship between freedom and Gracej it was
involved in ILuthert's rejection of Catholicism and was the
basis of Calvin's joyless doctrine of predestination. The
spectre of a freedom which is evil and a constraint which is
good has bekn an obstacle to Catholic’ thinkers, and freedom
has suffered at times beoause of the evil seen in the concept
1tse1 at other times because of the way 1n which people

I

. .are forced to accept Good. waever, whlle Chrlstlan thought

'ta'has always bee7 bothered by the notlon of freedom, the questlon_:v'

eof 1ts limits has been even‘more dlsturblng.- Thls‘concern has:
A beeﬁ;relnforc%d in hore recent times by the determioation’with‘
thchAEristenéialism has proclaimed fﬁe£ man must be free in
‘order;fo‘make moral decieions.f-FreedOm in Sartre's definition,
lfor_example, is no longer a’dueiityrconferred'upoo the human
being, But a part'of man's eesential'oeing, without which he
does not exist; 42 The concept of freedom is given a speéial
role in the fiction of Licio Cardosog 50 mucﬁ so that one
could say that the problem of freedom is at the heart of his
world-view and that his novels are an experimenf in human |
‘-'freedomg Moreover, in Gardoso'e-wor1o~we are dealing with a
'epeciaiiy:dyneﬁic form of freedom, which goes through phases
';énd'ohanges iﬁ.aocordance with evenfs iﬁ;iife, so‘that "sfatic

b3

‘spirits" are unable to understand it, because they are either

too humble to aspire to it or too mediocre to attain it. More
particularly, they are afraid of the anguish caused by the act

A

of choice, and since to be free involves the need to act,
not merely to be, freedom remains no more than an aspiration

for this group.
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The majority of Cardoso's characters, however, revolt
in the name of freedom and are prepared to commit any act of
‘madness or sordidness in order to feel free. Their quest is
for total freedom, There are two types within the wider
concept of &reedom: 'libertas minor',;which refers to the
pursuit of freedom in earthly matters and in social concepts, 45
and ‘libertas maior“, which invelves metaphysical concepts and
the dééihe'for ffeedeq_from,God and'thm'the notion of sin. 46”
thy thusrean~ﬁhe,characters feel that theyvare giving concrete -

|

’ texpreesion to thehfofmula that man is. free  -and responéible‘
 forkeach of hlé actlons,.51nce only the‘lnd1v1dual person

can attach 51gn1flcance to each situation in whlch he finds
,hlmself. We‘should not forget that ultimately the real

':significance of aﬁyveituation depends‘on‘ohe'e attitude towards
eit;; Foh'ihetance;‘if a’man suffers beeause of certain obstacles

he finds in his path, it is only because his freedom has maae

them'into obstacles, thus causing the aim in view to appear

b7

unattainable. This is precisely what Redro tries to

explain to Bernardo when he realizes_how uncertain he is
lw1th regard to the attack agalnst Madalena~ the 1mportant
. thlng for h1m (Bernardo) should have been that he desired her

_ above all thlngs, and all the moral obstacles that he was

raising were of his own maklng,-they had no objective reality:

- N3o & a carne que & md. £ a impossibilidade

da carne.

(eod)

- +.¢ B a impossibilidade .... quer dizer, tudo &

possivel ainda? = perguntou AE%rnardé7 apaixo=-
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nadamente,
- Sim, tudo & possivel.
(eed)
- Tudo isto & estranho, absurdo mesmo - disse
Bernérdo. = Eu sei que realmente o seu desejo
déo & 0 de me salvar ... mas voc& sabe exatamente
onde se esconde a minha chaga ...
Bedro pSS-se a rir francamente: )
- Absirda & a sua atitude diante dos fatos. £
3 ‘que sgmente eu crelo ser a carne, em certas
‘crla uras, Ko} camlnho das asplragoes ‘mais altas..
o no§ tlmldos e nos 1nfe11zes, nos pobres e nos' _
‘fsolléarlos, que ela se. contra1 ‘para estalar nas R
melhores asplragoes da crlagao e-da 11berdade..
E.para m1m nao é sb a carney mas tudo aqullo que:
Vtraz para o 1nd1v1duo opressao e av1ltamento oo
(LS 206 7) '

Similarly, it ié fhe iﬁdividdal who confers spécial
importancé on his own past. No-one can alter the facts of
what took place, but their significance can be selectea at
any given moment. That is to say, the past is not something
that can be_détermined'once and for all,'becéuse its significance
cin,always<bé.modified in_the light'of presenf‘éiperiehces...As~
loﬁg-as a ménfii#eé;'his past can be reinterpreted and‘can
néver_ge iﬁre%ocabl&,fi#ed. Ih‘Cérdosé's éasé, we cén go“a'
step further} only those characters who are allowed the ability
to amend the past, adding new facets to it in order to interpret
it more accurately, can hope to find the truth they are seeking.
So it happens with Madalena when she reviews her meetings with

Redro and how quickly she had fallen in love with himj suddenly
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fhe truth hits her aﬁd‘éhe_realizes that the fascinétion she
had always felt for Pedro was hatred, not love (1S, 317).
Timbdteo remembers his hopeless passion for the gardener and
when, in stupefaction, he beholds him resurrected in his
nephew André, he finally understands /that it was a symbolical
episode the significance of which was to make him understand

the resurrection and regeneration of God:

"Eifoi;entgo, Nina, que abrindo. os olhos que'(

.7,6erraré,:no gsf6r§o:do«meu pedido, .eu o-vi
l-'ébELE, Nina,  ao mago‘das violetas., Ali
estava entre os outros,; um pouco & frente!
louro como nos dias’antigos, e m8¢o ainda, -
a cabega ergﬁida como se afrontasse .o
{mpeto da minha surprésa. Como um anjo.
erguia-~se élé acima da destruigfo do

 suicidio, e pairava, imortal, diante dos meus
olhos. Nina, entio eu compreendi tudo: ah,
como tinhamos pecado, gue engano féra o nosso.
A resposta nao estava oculta na cavidade escura’
da sua bdca, nem no seu pobre corpo destinado aos
vermes. Estava ali, Nina, no milagre daquela
ressurreigao, néle, eternamente m6go, como
tamb&m vocé o fdra. |

Deﬁs,'Nina, & como um canteiro de violetas

~cuja estag@o ndo passa nunca.
(9_%! 446"7)/ ‘

The same happens in relation to the past of a family,
which should equally serve not as an obstacle to the ful-

filment of the descendants, but rather as an aid to their

freedom. So this past needs to be reviewed in the light of
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experience in progress.' The past is considered by Sartre
to be one of the major obstacles to man's use éf freedomn,
in view of the guilt and doubt he carries with him.. For
example, when Timbteo justifies in part his being ostracised

by the family as due to his reincarna’ting Maria Sinh&, he

|
|
i
\
|
|
fails to see that it is this isolation that prevents him ‘
personally from déstroying_the Meneses, so that he has to }

entfgst this missi6n]to Nina. A more gléring case still is ‘
E jtﬁétidf‘Ddﬁaha”de Lara; iﬁ“éi§iatgﬁ£e;rwho#deté#ts_ﬁér.éb-'

‘normal.éhild,:buf beliévéé'himitdAbe é‘form'dfvpunishmeﬁk" .
: f&r“cfimes committed in the famil&?in'ééys gone by. She thus’

ac&éﬁts a 1imitation on her freéaom in the name‘of a family

ﬁistory for which ;he,can feel herself entirelj'responsibléfv 

 .Ihladdition1to these two -elements, the objects that

sﬁrrdund uSACan also bé a fhréat.to our freedom, since we

may cénfer on thém special powers, filling them with sig-

nificance and a sense of hostility. In the world created

by Licio Cardoso, objects assume special importance, because

they can be a means of controlling a character. This happené

S

to Bernardo, in. A luz no subsolo, when Redro gives hinm
' Médalenals.jewels in an:attempt to infensify his obsession
with her by bringing hef'more'tangibly into his life. A more

. L~ N . .
blatant case occurs in Cronica da casa assassinada when

Demétrio buys a revolver which he leaves in full view of
everyone, forcing several people to make decisions: Valdo
attempts suicide, Alberto actually does shoot himself with

the same weapon and Ana will later try to kill Nina with it.
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There are also cases where a character's freedom seems‘to
be limited by some force in the physical environment, which
becomes sd powerful that it controls him. There are envi-
ronments so saturated with menace that'the character finds
it virtually impossible to assume an‘%ttitude and make!his

choice with a clear head. The most obvious example occurs in

0 desconhecido: Z& Roberto arrives at the estate on a stormy

_ nigﬁt and hearslthe.dogg.howling,an@‘sees étraﬁgé'figures

‘spyihg-bnrhim from.da;k éorneré;.48”The‘otherlc?araCter%»ﬁ;§éﬁs
{ﬁTéire;dy Beéﬁ-caughtlﬁp;in thé-atmpsphefe'ahérffom-the demonic 
: qoachméh_to the‘éook,.who is mixédAﬁp in.some:earlier'crimé,b
all;of them abpear-to be waiting for a tragedylto occur. A
: powerfgl mood is thus creaﬁed’in which the "collective
unconséidus" will act upon‘the most sensitive and least -
iﬁvolved.' Tﬁe one affected is Zé Roberéo, who never under-

sténdS'why he has killed Paulo, when he was always a person

&9

given to modest deeds:

~ S4im, que acontecera, que fizera realmente? Na
vefdade,‘conservava a estranha impress3o de que

“cumprira apenas'um gesto que em tdrno dele todos
‘estavam aguardaﬁdo;; Noﬂmomento em que lévantara a

| enxada, sentira_que o-fazié como.se cumprisse uma.
obscura ordem. N3o era possivel ignorar que aquela
atmosfera pesada, repleta de pressentimento
aguardava a morte de alguém. Essa morta, €le a
tinha realizado. Mas, desde guando, de que minuto
exato, datava a sua submiss@o a essa férga maléfica?

(D, 239)
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Much the same happens to Donana de ﬁara, when she pushes her
child over the cliffs down onto a river bed wheré there are
vultures;'she afterwards feels that had it not been for the
macabre surroundings, she would never have had the courage to
kill Zeca (V, 14). !
A greater restriction on man's freedom, however, is his
. neighbour. The eiisfence of the other's subjectivity is a
coﬁsfant.threaé to a person's ireedom} beéadse he knows.tﬁat:

tﬁe:ofher‘caﬂ‘intervene.af any moment ‘to transform the situatidﬁ;‘ﬂ

L,@The”méremﬁreSeﬁce~of4thé;neighbour,jthe awérenéss;of_anothef' 

J_béing?also bent on self-affifmétion, thSé.béhaviourhis
genera}ly uﬁpredictable,'is suffiéient to deprive the indi-

. 'vidual of his assuraqcé and to restrict him. This 1imitaﬁion‘
Stehﬁing from othefs is what sohetimes causes Gérdoso's
éh;racfers.to reéé£'So violently towards ofher'human beings :
and to behave with such intolerance and crﬁelty. Nor do they
have to‘be enemiés for this to be the case: sometimes,'the mere
presence of another individual produces a loss of attention which'
upsets the character, because for anyone whollybabsorbed in the:

‘_qgest fof truﬁhs, thefsudden‘appearance of anbther individual
wﬁb has to be examiﬁed is extreme}y disturbing. For éxample,

..Niné aiways éccuses thé'Menéses of héving 5eenAhostilé to hérv
from fhe beginning. Yet there had been no more than an
obvious and natural clash of interests. After all, with the

passage of time, the members of the household had established

their habits and each had learned to live. their own lifé,
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without disturbing their neighbour. Suddenly Nina appears:
she is beautiful, affected and eager for social life and
represents the temptatidn of the outside world, thereby
‘constituting a threat to the lifelesslroutine of the house,
The Meneses form an alliance against.the disturbing element
_that has suddenly descended amongst them. Nina, in turn,
finds them a serioué limitation to her freeaom, since_from
ithezbeginning“they impo§¢ éll‘sorts of restfictioné‘én‘her:
";sﬁe qaﬁh;%fgd'té,soi?éés,vis npt éllowéd‘fo7@éke'friends;iﬁ
‘n'ViialVélhaléd@}ié fdrbiadén fd-dféssrin fhe osténtafioﬁs
tmanﬁgr Shé iikés;!'ﬁéf»feactioﬁ is vioienti‘first éhe'commiﬁs
adulfery, then drags incéstlinto‘fhe heart of a family for
wh§ﬁ scanda1‘meéns death..’A}l the fragedy-of freedom confined,
'-feﬁrésented by both.sidéé, is expressed by Nina when $heAtries

to justify;herself to Betty: "Somos sempre cruéis quando

queremos ser nbs mesmos (...), Mas os outros, os que nos

impedem, os que nos tolhem o caminho ... que dizer d&les?"

(cca, 287; my underlining).

In addition to this_limitation which the other always
imgoses, Cardoso's-charaétefs sometimes fall undef the sway .
of 6ther-dharaqters embodying fofces;:which afezlike a
méélstfom, having thé ﬁoﬁer*to énéﬁlf thosé who come within
their range. In Cardoso's world such forces are never positive,
never offer peace or happiness; 50 they are forces of darkness
and death which spread only hatred and destruction, after
unleashing violent passions. Among them are Prof. Alves, in

0 anfiteatro, who destroys Margarida and Laura and comes close
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to doing the same to Cliudio and Gil; o1 Nina, who destroys
the Meneses; and Rafael, in Q- viajante, nho sparks off a
chain of crimes in the neaceful town of Vila Velha. 2

There are other restraints on fzeedom, as well as those
which derive from the situations in which the individual be-
comes involvedj restraints which grow in the human spirit, for
"freedom is also my ch01ce of myself" 23 In thls way. a
_powerful llmltatlon appears w1th1n those characters who are..
emotlonally splzt and thls occurs with all those.who suffer |
from obsesslons, or who develop doubts or feellngs of gullt.
:An& of “these. condltlons can act as a. compulslon which prevents
the character~dlscover1ng the truth and benav1ng as a free,

responsible being.’ An outstandlng example of this is the

way Valdo, in Crdnica da casa assassinada; reacts to the

return of Nlna. When he receives a letter from her, fifteen
years after-her‘departure from the estate, he has still not
forgotten the disastrous effect shebhad had on the household.
during the few months of her stay. He knows that he should
'refuse to let her come back and:initially‘does so. But when
Nina writes again, begging to be allowed to'return, the |
compu151ve pass1on Valdo ‘had always felt for her, together wlth

a sense of guilt for his part in her expu151on and doubfs as to
the reliability of the grounds given for it, prove too strong and
Nina will return to complete her mission of destruction. It
might be argued that Valdo had the option of refusing, that he
freely accepted the responsibility for Nina's return, but because
of the psychological circumstances which governed his decision

he was only partly free,
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A more serious restraint is undoubtedly that of arrogance

54

and excessive self-confidence, which allows certain

characters to feel that they can do whatever they please. 25
As happens with certain of Dostoevsky's creations - for

=i
example, Kirillov in The Devils -~ there are Cardoso characters

who, like Pedro, in A luz no subsolo, wish to be God: "Eu.fui
feito para descobrir o mistério que me envolve" (LS, 127).
He goes on to explaln that, wh11e he does not belleve in God
‘nothlng prevents hlm pler01ng thelconflnes of knowledge. Thls
56 - since de~1s the’ultlmate'llmitl
~to moral freedom - can eipress 1tself on. three levels, in
~J7the v1ew ‘of Jean-Paul Sartre. 57 There is an’ 'emplrlcal level'
exempllfled by Nlna,_whose antl-éodrprOJect‘ls made throughA
‘.thetaccomulation of‘sins; She,nerer seehs‘to hother.herself
with metaphysical jfxstificatiohs for her actions. Then the

character may express his negation of God on a ‘'personal level!,

~like Pedro, in A luz no subsolo, who questions his beliefs and
determines.to start his life's joﬁrney again, He is never
induced to utter general reflections on the destiny of man;
»hisvconcern is only with hiﬁse1f< with his individual
'endeavour to better hlmself and achleve greater power.i_But
there are also characters in Cardoso's works who express the
desire to be God onva third level, the 'human or abstract!

level. Such a one is Inicio, in O enfeitigado, wholly con-

cerned with the liberation of humanity from any constraints

whatsoever. This is why he becomes aware of cases of social
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slavery, why he rebels more against certain restrictions
imposed by the community and why he has more to say about
human truth. PRerhaps because he is the least self-centred
of all the types, he is the only one who receives an answer
during his lifetime, evén if, instead’of justifying his
behaviour, it proves to be a condemnation. Nevertheless,
he aies released from the anguish of not even having dis-
covered where‘his quest went astréy: before dying, he con=- -
fesses “Tu@o é invisi§ei."§b somo$5faﬁtaéﬁas.é'Que procuramos
)'éstaﬁlébef‘u@; féaiidadenpfoibidé: :A7réa1iaéde é'6§ségredb"lﬁ
V(E,‘3509.M.The‘desiréVto be Gdd ithhe craving to fiﬁd.absoiute
freedom aﬁd:so eliﬁihate‘thercohcept of.ésseﬁce‘which is such
a:limitation to man's quest. | | |
_‘Anofher limitatib; whiéh'cqﬁ pféseﬁt itself as an obstacle
fo the use of freedom'is the sudden appearance of death, Sin;e
it ié irrever§;b1e and comés without forewarning, it is not
only its advent which constitutes a limitation, but also its
power as a latent.threat. The presence of death makes itself

felt early in life, when the character is still a child or an

58

~~

adoleséeht, thfough the death of a loved one. The. event

'a;quifes~fhe sigﬁifiqahbe of a S&mbqlic episode, which forces
on the cﬁéracter fhéigensé of the neafnessvof'death, since, aS'V‘
Freud tellgrus, 59 all human beings are ébnvinced of their
. immortality. From this point on, death becomes an obstacle
to the characfer's real freedom. Now that he is convinced of
the presence of death, he may, as often happens, go through a

dangerous phase of 'divertere', which serves only to separate

him further from the truth,. Otherwise, he may be fascinated



by the notion of death, even to the point of obsession, and
want to conduct experiments with death, play with the lives
of others, incite weaker individuals to kill so that he may

witness the process. The character's great fear is not so
/

much of death as a physical entity; for this he prepares
himself. What-he'fearsAmost is inner deathj he fears that

despa%r, apathyL lovelessness and solitude will grow to such
b C L e o . o -
an extent that |he can no.longer resist them and will drag

g
4 EIR

himself thro‘ug?q lifé as a living corpse. Despite this fear,
A'often ekpressed by"Cardoson‘characters,.geherally“speaking'

~ when they‘find‘themsélves‘in an embtiQnal impasse,fthey‘do-:
'~ SR +YES el mpe :

not lack courage and make a calm choice, committing suicide.

In this fictionaliworld,"suicide is férely,an act of mad

despair; it is'usﬁailywshoﬁh as a méaﬁs of léaviqé life'with
dignity, when the éharéctér has either discovered his total
failure and knows that there can be no new beginning (Inécio)
or has found that the love of which he has béen deprived‘was
absolute and unforgetfable (Alberto), or that the mediocrity
. of life is no longer bearable (Ida). -.In this harsh world,
- death is not'oniy a éuﬁiéﬁment désiféd’for othersj if is'a v
-séntencé imposed on thé self‘byiéqéumulatéd failures and the :
character is never ;liSWéd a second chance. tThe outstanding
‘example of death being received by choice, not passively, is
the case of Sinh&, in G viajanteo. She Has promised Tio Juca

that she would resist the advances of Rafael, but weakens and

yields to him. Afterwards, she calmly makes her way to the
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bridge where she knows her uncle will be waiting for her and
goes to receive her punishment. When she sees him, axe in

hand, she walks up to him and offers herself to the sacrifice:

K
Sinh& avangou e disse com simplicidade:
- Sou eu, mestre Juca.
Evideptemente ele navousaya dizer coisa alguma,
'mas_%eu esforgo se revelon.nor um som inarticulado,
pastdso; que lhe'sain da garganta. Pela tercelra
'vez, enquanto 0. rio; espumava la e a. n01te se
‘ ,desdobrava, chela de uma ‘paz 1mensa, ela disse; -
e d%sta vez a sua voz nao soou mais como um av1so
ou uma 1nformagao, mas: como uma ordem, calma e
':fsem.remlssao, ' '
- Sou eu. , S ,
8& al ele avangou (...) E em Sinha n3o houve
nenhum estreﬁecimento no ser; e o'que ofertou
& ndo erguida, foi o seu corpo consciente e certo.
(v, 172). '

It can be seen,-then,'that Lficio Cardoso's characters are free,
in that they are not affected by the_ 1dea of destiny or fate.
Thls was not one of the phantoms they fostered others they

certalnly nurtured w1th1n themselves and such concepts are

"the only restraint on thelr freedom.
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Notes
1 BERDYAEV, N, Dostoevsky, New York, Meridian Books,

1957, 71.

1
Quoted in MARTENSEN and HOBHOUSE, S. Jacob Boehme.

London, Rockliff, 1946, 169.

‘Ibid., 169

See ADONIAS FILHO. 'OS‘fomances de Eﬁéib'Cardoso',

" Cadernos da hora presente, Rib'devJaneirq, 1939, 65.

Any one of these charactefS'could echo the wqrds of

Dostoevsky's *underground man':

My“éﬁief occu§ation'was‘reading. I.éought to
drown all that was continually seething within .
- me in external sensations. Andthe only external
sensations available to me were in reading ...

Aside from reading, I had nothing to turn to,
nothing T could then respect in my surroundings,

nothing that could attract me.

'(NOtes'from'Underground,_ed,cit., 55)

It is.worth remembering that this approach results in the

destruction of various of Dostoevsky's characters, such as

Stavrogin in The Devils and Ivan Karamazov in The Brothers

Karamazov. Stavrogin may be able to go on discussing his

ideas indefinitely, but he is finally destroyed by shame,
doubt and lack of purpose, Ivan may assure himself that
"everything is'permitted", but a profound sense of guilt

overwhelms his rational endeavour.
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7 Z& Roberto callously plans to escape with the money,
together with Raulo, and start a new life in a different

place;

8 SARTRE, J-P, IL!Etre et le Néant.;'Earis, Nouvelle Revue

Frangaise, 1943, 84,

9 FREUD, S, Collected Rapers, Vol. 5. London, Hogarth
Press, 1950:"Bapér'XXXIIrv;’fsp;itting of the Ego on

the Defensive:Rroceséf.'
0105 Ibid.y 373

ilv Ana actﬁally gbeé looking for Nina in order to kill her,
but hasn't the courage to pull the trigger and disturb

the peace of the Meneses household. (CCA, 270)
12 Gf. their first meeting:

Pedro aproximou-se lentamente e segurou-lhe as
m3os (...) Emanuela sofria. Os seus olhos
escuros exprimiam uma angustia informe, respirava
sem ritmo, n3o ousando fitar o homem face a face.,
13 " The effect of Andre's first meeting with Nina is
expressed as follows:

3

Ruiram os muros que aprisionavam meu antigo modo
de ser. Gomo um homem adormecido no fundo de um
pogo, acordei, e agora posso contemplar face a
face a luz do sol. N3Zo & amadurecimento, como
supus antes, a sensagao que me invade - & de
plenitude. (CCA, 224)
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Il prefer to call them dreams rather than hallucinations,
since it is never clear to the reader whether the
character is awake. The scene is undoubtedly very

similar to a passage in The Brothers Karamazov where

Ivan is visited by the Devil (see; London, Four Square

B oks,!195l9 572).

The expre551on is used by the ethnologist Lev1-Brun1

(1n JUNG J‘ Man and hls Symbols. London, Plcador,:.t'

i1961 7) when referrlng to the phenomenon of human h

-belngs who also have a’ "bush soul" 1ncarnated in a_

o tree, stone, etc.

16

"fﬁl7"

18

were all lies. N

“The next chapter 1s devoted wholly to a study of the-

Double. ;h.'! j~ o

Rogério'had‘always'adored“his‘father,*considering him
his model; the day on which they were leaving together
for S8o0 Paulo, the truth suddenly dawns on him, that

Indcio was an absolute fraud andbthat his pronouncements

’Cardoso s characters are aware of the dangers of- leaV1ng

. "childhood behind. They regard grow1ng up with bltterness

and feel restless or even'symbolically experience physical
pain, as if a partqof them had died. Silvio, in his
"ansia de viver'", finally puts an end to his childhood
and feels that_"um vazio se aﬁoderava dele e se alargava

ainda mais na sua alma, e que nela uma nova chaga se

abria, como no escuro da noite uma rosa de sangue" (DP, 120).
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This is a point of contact between Cardoso and the French
Catholic writers, especially Bernanos who stresses this

experience in Sous le Soleil de Satan and in Les Grands

Cimetiéres sous la Lune.

!
It is common knowledge that in remoter areas of Brazil,

and particularly of Minas Gerais, the insane are

popularly considered as beings to be respected.  They

are viewed not .so much as abnormal, but as beings touched

~ by-the hand of God. ‘Autran Dourado ié;another'mineirdi‘

writer who’haS%made useof this idea in his novels.

"m;(She<'Entrevista'de-Cofnélio'Penna é L§do IVO‘;

21

/O.Jbrnai; Rio de Jépeiro, ZB,May 1948).

- e # . B .
-Insanity, in Timoteo's case, is the description given

him by the family, because they do not understand his
mode of behaviour. vﬁémétrio had even considefed having
him interned (ggg, 91) and even Betty, the housekeeper,
who appears to be so fond of him, fails to understand

him. She it is who says of him:\

~

7De‘qﬁé[séria capazMaqque que diziam n3o regular
'muito>bem e quewpfdéedia;como se, na verdade,
sofresse das fécuidades mentais? Bodia n3o ser
louco perigoso, mas tudo era licito esperar da
sua fantasia. (CCA, 102).

Even Nina, despite their 'pact', accuses him of being
" - Louco". (CCA, 125).
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7

In fact Nina doesn't hear this explanation in person: it
occurs in Timbteo's 'livro de memdrias', where he

meditates on her death,

I am referring to the Meneses' fear that he will show
7
himself to be homosexual and shame the family name

(cca, 90).

Pedro hlmself obv1ously hasn t the. courage to kill hlS

“w1fe, whom he hates, and tr1es to make use of hls

v‘brother-ln-law s morbld, 1ong—stand1ng pa551on for her

as a ‘means of gettlng rid of her.

Note the parallel between thls story and, the plot of

’Jullen Green s Léviathan, with the dlfference that in

. Green's novel the crime is. performed with a blow on the

head. It 1s probably this type of s1m11ar1ty that has
led some Brazilian critics to speak of the influence

of Julien Green on Cardoso's early works, te the extent
that it is somethihg of a common-place to call Cardoso

"o Julien Green Brasileiro" (for“examplev0¢to Maria

Carpeaux in Pequena b1b110graf1a da 11teratura bra511e1ra.

Rlo de Jhnelro, Letras e Artes, 1964 327) In my view
the similarities to be found in these two authors are
parallels rather than influences, because both of them

are inheritors of Dostoevsky.

As we learn later, there had actually been adultery.
But when the accusation was made with the intention of.
disgracing Nina, Dem&trio was by no means sure that it

was true.
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The expression is used by Alex de Jonge (Dostoevskx

and the Age of Intensity. London, Secker and Warburg,

1975,'142).

Soon afterwards Ida discovers that the dissatisfaction
still persists and that her seduction of the doctor

was no more than a childish incident without important

consequences.
Tt is not a Proustianffefm‘offintehsity. EikeﬂDoStoevsky, ;;”e
l fBroust was a Writep'whp,strqye>£or.state5‘of intensity,

" but in his case there is always.a_pursuit of aesthetic

and rational values which neverkconcerned'DbstoeVSky.

JCNGE, A, ngeit.,'142 Of,fhese_characters_we could

say with Baudelaire: "Qu"imporﬁél'eternite de la

damnation a qui a trouve dans une seconde 1l'infini de

la jouissance". (Ibid., 143) -

This scene is one of the most morbidly 'decadent' created

by Lficio Cardoso. In three pages (234-6) he narrates in

 minute detail the cfime which is being committed, from

the’first'blew with the hoe Which sends Paulo senseless

to the floor and éonéiﬁuing with the blood spreading
over the floor and the walls, until the moment when
Zé Roberto stops-exhausted and sees his companion
"feduzido a uma pasta sangrenta, uma forma negra'.
Another, earlier example occurs in Maleita, when the

author describes the population dying of smallpox with

particular attention to horrible details (M, 180-200).
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doctor; and CCA, 78: Valdo).
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The expression is that used by Jonge (Op.cit., 137).

André is the main victim of this whole situation. Always
expecting excessively intense situations and feelings, he
will f%nally detest everyone around him, accusing them

a11 of being petty, and will turn to banditry (cf.

O-lviajante, xvii),

I

Aéﬂwith\WiMde's,Ddrién Gray;‘Inécio(s youth was épeﬁt

in artificjal and.fantastic pleasures.

It is to this inevitability that the other characters.

refer when they speak about Nina (cf. CCA, 60: the

I3

AAgain;'the feeling of intensity linked to beauty is very

much in the decadent taste. Baudelaire, in hisv'Hymne a

la Beautg&', says:

Que tu viennes du Ciel ou de l'enfer, qu'importe,

0: Beauté, monstre énorme, effrayant, ingénu!

Si ton oeil, ton souris, ton pied m'ouvrent la porte
’ . ' P b

.D'un Infini que j'aime et n'ai jamais connu?

Dostoevsky, tod,-héé-sometging to say on the'topic, througﬁ
the words he puté in the mouth of Dimitri Karamazov, who
says to his brother Alyosha: "Beauty.is a terrible and
awful thing! It is terrible because it has not been

fathomed and never can be fathomed, for God sets us

nothing but riddles" (The Brothers Karamazov, ed. cit., 96).
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In certain of his works the author intensifies this
impression in the reader. A novel like the Crénica

and some of the novellas (A professora Hilda,

O desconhecido, for example) are highly concentrated

1
with respect to time, being constructed as a series

of moments of intensity.

I am thlnklng of Geraldo (S), Rogerlo I, Claudlo (1),

<:Haulo (D) and Andre (CCA) A11 of them make enthu51astlc

plans for the future, before they undergo the experlences

 which turn them into adults. .

Which explains why-Adonias Filho deecribed_Cardoso's

novels as "uma parada no tempo. Permanecer sobre o”

passado e ficar no presente sem saber do futuro"

'('Os romances deé Lu01o Cardoso', Cadernos da hora presente,

‘Rlo de Janeiro, 1939, 86).

There seems to be no case here for using the well-known
perspective of St. Augustine, who reduced the three

dimensions to the present "in which the past survives.in

¥ memory and the future pre-ex1sts in some way in the form

of anticipation" (apud PATRIDES A, Aspects of Tlme.

Manchester, Manchester University Rress, 1976, 31).

See BERDYAEV, Dostoevsky (ed.cit.), 70.

GRIMSLEY, Op.cit., 129




k3

L

45,'

46

L7

81

The classification followed here is that used by Berdyaev
in a number of his works, e.g. Dostoevsky (ed.cit.);

The Destiny of Man (London, G. Bles, 1954) and

The Divine and the Human (Iondon, G.Bles, 1949),
/

This is what Kierkegaard refers to as "fear of dread"

(see Concept of Dread. London, Oxford University Press,

ABERDYAEV Dostoevskz (ed.01t.), 68 The termlnology is.
‘ St Augustlne s and has been followed by most Chrlstlan
'_thlnkers s1nce. - The dlchotomy has been exten51vely

developed by Berdyaev in various of hlS works, €eBe

Dostoevskz (ed.cit.), Slavery and Freedom (New York

Scrlbner, 1944) and Freedom and the Splrlt (London,

G. Bles, 194k4);.

The first group includes Hilda (A professora Hilda),

who is obsessed with the fear of losing her post; Clara

(Dias perdidos), struggling to find an immediate aim in

life; and Tda (M3os vazias), battling against small-town

gossip. The second group has. Pedro (Ls), Inacio (E) and

. Nina (cCCA), who are all capable,of the WOpst crimes to

prove their total independence of moral concepts.

pe

Sartre's classification will be used to examine some
aspects of freedom, which will be divided into 'position',
'past', 'environment' (or ‘surroundings'), 'neighbour" and

'death' (cf. L'Etre et le Néant, ed.cit., 570-638).
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48 The atmosphere is clearly that of the Gothic novel. To
this Lfcio Cardoso adds the change from adventure novel
to novel of character, and one in which the characters
all live in great emotional stress. I cannot agree
with Maria Alice Barroso when, in’ her introduction to

Trés historias da provincia ('Liicio Cardoso e o Mito'),

she remarks: '"Os acontecimentos mais estranhos vao-se
desenrolar na ambiéncia mais rotineira, a agao situando-se

- no dia a.dia modorrents do interior- brasileiro".

b9 3Mybintention‘is not.to'sugéést that. the crimeawas‘dde
“entirely ﬁo outside forces. 2& Roberto had in himself
‘strong enough feelings of fury and jealousy. But there

can be no doubt that the atmosphere was instrumental,

50. Unlike Dostoevsky who, as Berdyaev reminds’us, has a
whole group of angelic characters, the "light-bearers",

who are forces of Good (See Dostoevsky, ed.cit., 4k).

51 TLaura says of professor Alves:

~
-

. ' ’ A A .
¥ Que sabemos nos désses seres opacos, bizarros,
' ~ N L ~
desses seres sem luz que tantas vézes encontramos
em nosso caminho?
- Quer dizer ... dessas férgas ...
Ela fitou-me agudamente:

- Isso mesmo. Sao férgas sem explicagao. (4, 219)
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Other examples might be added: Mlguel (D), Pedro (IS) and
Inicio (E), who destroy those who have the misfortune to
cross their paths. These characters are conscious forces
of'evil, whereas those mentionedA%n the text are unaware
of their destructive powers., -

The werds are Jasperf@y quoted by Grimsley, op.cit., 178.

"Self-w1ll” is con51dered the’ greatest threat to human e_f

"\freedom by Berdyaev (Dostoevsk ' 75). .

:‘555j
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-VQUsemos:tudoﬂ‘is a frequentiylfepeated formula which

summarizes the exhilaration generated by excessive freedom.

It is worth‘remembering that this was one of the most

: controversial points of Boehme%;theesophy. The importance

Boehme gave to the subllmlty of man, stre581ng the fact

that man carries within him a spark of God, since he is

e

made in God's image, comes close to heresy.

Op.cit.; 653,

~

S

This happens to SllVlo, in Dlas perdldos, with the death

of hlS friend Camllo, also to Claudlo (O»anflteatro)

. whose father dles, and to Rogerlo, in Ina01o, who loses

his mother, Stella,



59

84

As is the case with Redro (LS), Rogério (I), In&cio (E)
and the Meneses (CCA): In the world created by Lificio
Gardoéo, killings occur easily, materializing the mental

process which Freud considered a characteristic of

!
modern mans

Our unconScious is murderously minded towarads
the stranger. Like the ancient law of Draco
. it knows no other punlshment for. crime. than
Adeath, and thls has a'certaln con51stency,‘_ or
'every 1n3ury to our almighty and autocratlc
ego-is at bottom a crime of 'lese-maJeste' |

(Collected Rapers, Vol. IV, Paper XVII,

“Thoughts of the Times on War .and Death', 31h4).

" In a fictional world in which the 'other' is a potential

enemy, he is always in risk of death.,



CHAPTER IIT: PSYCHOLOGICAL DISINTEGRATION: THE DOUBLE

" T am split in two mentally, and
I'm horribly afraid of it. It's
just as though one's double were
standing beside one,

(Dostoevsky, A Raw Youth)

The woréf thing‘that.dén happen to the character, when
he has begun to doubt‘the power of his intelligence, td
récognize the serious obstacles to his freedom and to
battle wifh the debilitating passage of time, is to 1ése
the unity of his ego and be split in two. The theme of the

..double is one of fhe oldest in literature; 1 viewed super-
ficially it is a simpllef‘iitei?ary devic/e.r. ‘Basically. it is .
iinked to the dﬁalié£‘concept of thz soul, which maintains
that all men have an inner division between their good sidé
and their bad side, and that in the course of life these

two sides frequently come into conflict with one another.

85
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The theme of the double is one of the central features
of Cardoso's works, It appears from his earliest books and
thereafter takes various forms, adding new facets and different
versions, but is always present. To such an extent that when

1
he came to write Crdnica da casa assassinada he created doubles

for each of the main characters involved in the tragedy. As
is the case with ﬁostoeVSky, 3 the use of the double by
vvéerdoso‘ie,wfirst and‘foremostt a means of,expreSSingwthe:
_.}Amenysideaness of’manie-heychological eiistende.h It'is;

espe01a11y, a dev1ce for reveallng man's underlylng truth,

'._for exp051ng him in hls attempt to escape. those realltles.

'whlch most vex hlm.. invllterary terms, we might say4that
the double allows the author to make h1 _charecters less
hermetlc, 51nce they are often carrled away by their own
-+ dialectic capacity and ptter long 1ntrospect1ve speeches,
eheer abstractions which do not flow naturally from their
own inner reality. Other literary motives can be adduced:
for example, the aothor's aim of transforming a novel in
which time stands still into a novel_yith some spatial
differentiation, which meent that he could have:theedouble
oh stage 51mu1taneously w1th the main character but in a
different environment., Most 1mportant though, for the uset
of the double is the type of narrative devised by Cardoso,
the basis of which is a constant interpenetration of

‘naturalistic' and 'unrealistic' elements. As Chizhevsky

puts it, in relation to the same theme in Dostoevsky:
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The ordinariness of everyday life is strangely
shot through with the fantastic, naturalistic
portrayal alternates with the pathos of an
abstract idea, the sober striving for reality
with ecstatic visions of the world beyond the

confines of reality. 4 R

The realistically psychological analysis'is thus at tﬁe
same time transoendentally psychological and all the events
'whlcﬁ are narrated have as thelr counterpart an rdeologlcal
':construct.' These two‘planes of meanlng of the plot can . be
' developed parallel to one another by means of the llterary
dev1ce of the double. | | |

There-is also a philosophical reason for the use of the
double. ‘With Kierkegaard,‘Nietzsche and Hegel appears the
problem of man;s real existence: to 'exist', simply to "be‘,
is not sufficient for the existence of the human being as an
ethical individual. Abstract thought, aesthetic experiences
or the rationalization of social. life engaged in by the
majority of Cardoso's characters do not offer them proof of
thelr moral personallty' for this the;\need to perform actlons.
.Ratlonallsm expresses oply part ‘©of man and is otherwise ar1d
. unconstructlve, the morgéo because'lt exacerbates his narcissism
and this, in turn, lntensifies the tendency.to introversion in
some of the characters. Furthermore, ethical rationalism always
results in a split in man's spiritual existence, setting abstract
duty against concrete inclination, since it maintains that the
individual's ethical purpose is to sacrifice the concrete to the

abstract. This dualism and the tension it provokes can destroy
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‘the existence of the concrete and the strength of the
abstract. In Licio Gardoso's works it is precisely those
beings who possess to a high degree the faculty of abstract
thought and who rely heavily on their intellectual capacity,
that reject the ordinary, mediocre sfde of their personality.
They therefore live in a world of intellectual meditation

and after a time see,before them a double who represents

»the ordlnarlness Wthh they‘do not want to accept and ‘which
:they v1ew w1th shame. And shame 1s,‘after all such a. belngls

.“reactlon to. the comparlson between hls actual performance

‘“';f:and the scale of. 1dea1 ethlcal values'~3Man is an ape.and'a

5 .

torturlng shame of the superman"

Thls type of double appears already in A luz no subsolo,

where Pedro finds hlmself face to face with Bernardo. The two
are opp051tes-1n everyth;ng,;even.in physical appearance:A
Pedro is thin, With sallow complexion, dark-haired and dark-eyed,
while Bernardo‘is fat, fair, with pink skin and blue eyes.
Eedro claims to despise Bernardo because he represents the
hnmdrumband mediocre side of life which is such a restraint

on his;quest' Bernardo hatestedro, hecause with his irony
'fa;d his capa01ty for 1ntellectua1 thought he makes him,
Bernardo, feel trivial, "uma larva" ‘as he puts it (Ls, 156).
And’ yet, as,his sense of loneliness increases, Pedro feels

the need to acknowledge the existence of his other self, so

the two are always close together, either following or spying

on each other., The reason for the split in Pedro's personality
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is clear: his narcissism and his rejection of his neighbour
have meant his losing his place in the ordinary world.
Living alone among his books, he quickly reaches his
. crisis point and needs to contemplate his unconscious
fear of being punished by God (in thé.figure of Bernardo),
as well as to see in action his repressed passions, which are

very powerful and may even have a certain beauty:

Do fmago da sua miséria descobria de repente
“,a'grandeza‘dessa meésma miséria; Ele se:
ergueria sSbre,aﬂlama.ers,odees pltridos,
'l:porqué adquirira subitamente uma consciéncia
‘do seu destino - essa consciéncia o fazia
crescer na treva, ' Seus pénsamentos,ganhavam
A! umé sinistra lucidez; como que o longo calor.
dagquela équriéhcia arrefecera pof'fim a sua

~~alma: sentia-se uma tempestade em movimento,

‘As paixdes renovam - marcado, dilécerado,
vil até ao fundo das suas entranhas, Bernardo
ergueu-se no coragao: da noite e se sentiu um
Deus. (LS, 270)

.~
.y
a

CaseS_of the double, like this one based on the rejection
of theiqoncrete in the‘name of an absfraqt principle_constitute:v _
é situétion of real dangéf to fhe egb; because fhe_impossibiiity
of concreté action has thé samé function as death, in bringing
about a loss of individual existence. This is the danger to
which Tillich refers 6 when he expiains that, in order to find

himself, man must participate, get involved in reality, because
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man Yaffirms himself as receiving and transforming reality". 7
Bure abstract thought leads to nothingness. At the same time,
Qe must not forget that if man lives only from concrete action,
then "meaning of life is saved,.but %pe self is sacrificed".
Therefore the only possibility of reconstruction in cases
of the Redro-Bernardo type would be to find a meaning
above the separate external or inner realities, "a meaning
»which gives méahing.té élljmeanings", 9fsinQe'on1y God can,
l%acﬁoraing to TiLiich; reﬁﬁite.ﬁhe‘ﬁwo dividéd ha1ve$.»‘i;
. -Thi$'typé‘qf doub1;, whibh.fakes the form of g‘febel
,§6£igg*oﬁ§osite a mediocrity,Tappeafs'in severélvof Cafd&;o's
works and‘aiways with the éaﬁe characteristiés;'lo Afslighﬁlyk
Adifferent eﬁphasis‘is givenytovthe same theme iﬁ the Crdnica

' da casa assassinada, in the Nina-Ana version of the double.

'v:Aﬁa is alWays‘dreSsed inﬂblabk,.thé traditional dress of the
fshadow' in literature, 1l She is also smaller than Nina,
ekpressingithe fact that the heroine's capacity for abstract
thought has never developed very far. 12 Pedro despised
Bernardo, whereaé Nina hates Ana; whom she sees as an
obstacle to her freedom, a representative of the Meneseé.

In fact, of the whole family shé‘isfthe one who intrudes
most into Nina's life, folloQing hefreyerywhere, so that

in her 'confissdes" she is in a position to discuss “intimate
aspects of Nina's life of which the rest of the family appears
to have only a vague suspicion. However, unlike Bermnardo,
who was no more than a pale extension of Pedro, Ana is a

personality in her own right. In this respect Cardoso's
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outlook seems to have become that described: by Jung,

who states:

The shadow is not only the converse of the ego.
Just as the ego contains unfavourable and
destructive attitudes, so that shadow has good

qualities, normal instincts and creative

13

impulses.,

h Oneyof Nlna s problems 1s‘her-apparent‘fallure to realize
;that for the ego to trlumph 1t must. overcome and absorb
1ts shadow, otherw1se 1t w111 be destroyed by 1t.7 It is
“din thls novel, through the characters of Nina and Ana, that
we cah see more clearly how 1mportant a dev1ce the double
is for deflnlng character. As the book develops and the
‘story unfolds,‘we become steadlly more aware that Ana
embodies Nina's real nature, the side of herself that she
has tried to conceal, knowing it to be very strong. All-~-
the rest is false, a mere mask. It is shey after all, who
defines herself in her own words as 'um ser fantastico e
sem sentido, mas cujos‘gritos fingidos, as vezes, se
cohfundem com os gemidos da verdade" (CCA, 294) The figure
.of Ana, therefore, grows in 1mportance as she provides the
proof of Nina's inadequacies, Thus, Ana C1aims that Nina
knew André was not her son and that she had allowed him

to believe in their incest out of sheer cruelty (Cca, 466).

This assertion certainly corresponds to what we know about

Nina: despite her attempts to show the opposite, she is weak; 14
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..... and would never have the courage to commit incest, which is
why she only became involved with André knowing that he was
not her own child. After all, she had not even had the strength -
to go away with the gardener, so thg% if social disapproval
was sufficient to intimidate her, she would certainly never
dare to confront alreligious taboo. No doubt she was really

thinking of herself when, during one of her rare, short

conversations with Ana, she tells her:

o que mais agora a aprlslona a imagem que -

ele LAlbert;Z f01, ndo & o amor, mas o -
remorso.' Nao o remorso de ter sido dele (...)
Mas de ter sido t3o pouco, de nzo ter sabido
ser mais., "N3o era &le o que mais a interessava

(¢.:)y' mas a sua liberdade. (cca, 272)

.The cruélty of which Ana accuses Nina, and of which there

are many examples, is really a form of the egoism which is

-a featupe of all the characters., 15 In the same way that,
during her "incestuous' relation with‘her 'son', Nina never
glves a thought to Andre, so she had gone through life

r, uﬁlhlnklngly, in the pursult “of phys:cal pleasure,

' Ana, then, is the strong 81de of Nina's personallty, but
this does not mean that she is not influenced by her weaker
lhalf. In fact, quite the reverse. Unconsciously she not
only goes so far as to copy Nina's behaviour, including her

involvement with the gardener, but also allows her to be

influenced in her approach to life. Nina is such a memorable
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personality‘that she continues to act upon Ana, who, as

a result, progresses from a view of life as unconcerned,
preserving a false peace to one of 'sinning', in which

she eventually identifies with Nina. When she makes her
deathbed confession, she asks PRadre Justino "ndo pequei (o..)
ndo ekisti?" (CCA, 467)i: the two divided halves have thus been
joined again for the.béing to pfesent itself before God. |

- This.type|of double, embodying the evil and the

médibqré sides ﬁf,maﬁi'ié:aléo used in O;déséoﬁheciao,,¥'
',}but:ihéinafré#ive foinffof view in fhigAcésélis that of 
‘£h; médiodrity'aé'he s£fuggles t$ a;hievé self;définition.
'The‘sitﬁation?is'élso fﬁrthér comp%icated by'thé appéarande
of_é good element; 50 that Zé Roberto's conflict is between
Migﬁel, fhé"dqvil', and Pauiq,‘fhe 'angél'. iOne of these
’will-eveﬁtuélléfwin the battle for his soul. This novella
expléres a symbélic situation in which an ﬁncommitted ego
finds itéelf face to face with the super-ego, which exerts
a severe moral control over it, and the id, with its appeal
to the unleashing of violent passions. 16 Zé Roberto is split

betwééﬂ‘the two figures;vor rather the two ideas, and for a
' gime it dbeéféeem that qua; because it brings him beace of
ﬁind, might tpiﬁmph..:ﬁuf oné"ﬁight, when_he'is oufSide,-he.
suddenly becomes aware tﬂat'the evil presencé which hovered

over the estate has finally taken possession of him:




oL

Teve entao a impressao de que uma sombra se

destacava das moitas esouras, avangava devagar
- em sua diyegao, confundia-se com ele, penetrava

no seu proprio_corpo, absorvia o seu sangue com

a silenciosa voracidade de um vampiro. (D, 199)
.IA

The scene has an intensely symbolic purpose as the moment
when Zé Roberto decides to escape with the cook's savings,
and what follows will be the result of thls ev1l de0151on'
the murder of Paulo is a ioglcal deyelopmeht, since Ze Roberto 5
‘lchoice implies;the;rejection‘of goodness. -But as with Cain,
whohwas hranded hy'Goé himself,xso here the.crimihal's face
'Qiii be'marked; 1? except that'in this Case, it will be
done by hls personal Devil, because as he leaves the estate
tMlguel opens a gash 1n hls‘face with a horsewhlp, as a constant
E reminder of the choice he has made: his subm1551on to Lucifer,

Licio Cardoso also uses the more traditional type of
double, the Good-Evil dichotomy prized hy the Romantics, 18
in the mother and daughter (Lina and Adélia) who become so
important in the life of Inacio, in O enfeitigado.i.Lina de
Val-Flor is a one-time prostltute, tu;ned fortune-teller,

N *

she w111 do anythlng for money and appears to lack a single

noble feeling. Her daughter Adelia; on the other hand, is
an angelic figure, .0oddly hntouched by the environmeht in
which she lives. Lina sells her to Inacio, but without her
knowing that the price has to be paid in a week or Inécio's
life forfeited in lieu., While Adélia represents Good, seen
as always trampled on and destroyed in this world, Lina
symbolizes Evil purchasing man's body and soul in exchange

for physical pleasure.
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This second type of double is found only in this one
work. More important are»those cases in which there is
identification of two souls. Again the device is one
cultivated by the Romantics, based on the suggestion of
Mesmer when he put forward his theory of twin souls.
According to Mesmer, such beings possess an identical
type of animal magnetism which causes them to overcome their
phy51cal separateness,bcomlng together and eventually, at a
glven state of thelr llfe cycle, 1dent1fy1ng ‘with one another.‘.19

-Mesmer concluded that they were not really two separate souls,?

' butAone d1v1dedvone. ThlS is what happens w1th Clara’ and

- 8ilvio ln Dias’perdidos, ‘To begin with, they are unaware of
one another, but suddenly come'together and Silvio has the_‘
uncomfortable feeling that hls mother recognlzes the
experlenceslhe is going through (DP, 169), whlle.Clara sees,
with apprehension, that her son is repeating her own past,

to the point of making the same mistakes in personal relations
_that she herself had made (DP, 308). And so it is: Silvio:

sees Diana again at a dance, just as Clara had met Jaques,'

S

and falls madly in leve with her. Just like his mother, he
,.suffocates Dlana with an overbearlng love, always expectlng
more. from her than she‘ls capable of glVlng.v Clara and SllVlo
form one soul, ln the way the occultists had viewed it and ln
accordance with Jung's subsequent studies. They are animus
and amima, with the result that they do not merely complement

one another, for each exists partly within the other. 20
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This explains why Clara is at times aware of the delicate,
almost feminine, appearance of her son, while she herself,
in her harsh, unforgiving attitudes, reveals a certain
masculinity. It is the animus in her that makes her unable
to for ivevbaques'for leaving her twenty-five years beforey
it is the anima in Silvio that accounts for the sensitive
nathrelof his love for Diana.,

The same type of ;dentxflcat10n~occurs' in Cr6nlca da

)

»casa*assassinada between Alberto and André. In thls case

©.we have an exawple of contlnuatlon across tlme, since when

bthe child is bdrn, Alberto- has already commltted suicide.,

- Andre does seem.to represent the rebirth of his father. Not
only is he the physical reproduction of Alberto, 2L put s0
allke in temperament that Nlna, in loving André, is able to
ressu501tate the man she loved 51;teen_years later. In
earller perlods of literature, the appearance of a 'replica
double" always led to terrible complications followed by the
resultant crisis p01nt. Although the intended effect was
-mostly comic, a number of works in the Romantic period 22
succeeded in exp101t1ng the traglc potent1a1 of the situation
'1n wh1ch a character mlstaken for another is respected and
loved as by'reflectlon. André causes quite a storm in the
Meneses household by ressuscitating the conflict between

Ana and Nina, just as it had been in the fast° But his drama
stems mainly from the feeling that he is loved by mistake,

and since he does not know the facts of his own life, this is

a source both of bewilderment and of severe torment,



One of the commonest forms of double used by Lucio
Cardoso is the traditional ego versus id, where the id
interferes in the ego's behaviour in the manner suggested

by Freud:

The ego represents what may be called reason

and common sense, in contrast to the id which
 contains the passiéns‘..i  '

The egofié especié}ly ﬁpder'theﬂiqfluénqq,of 
fjbercepfioh"and théﬁ\perdeptiqn‘ﬁay be said to
”4havé%thé:samej§iéhificanée for the egb as

23' R

instincts.
These two definitions ﬁaké it clear that‘thé ego fepresents
‘man}s‘social being, while the-id-refers‘to those unknbwn ’
forces which‘e#ist within us and can érupt at any momenf.
Generally speaking, when.they do érupt they are dangerous,
since they‘are governed-only by pleasure. This is the

danger referred to by Miguel:

e
~

. . . ) .~ .
Tudo isto & uma imposigao do desconhecido que
dorme dentro do nos. Quanto mais lhe obedecemos,
mais ele se esforga por romper os limites da sua
- prisao, exteriorizar-se, -ate nos dominar como a

um escravo. (D, 189)

Similarly, Ana blurts out: "Um monstro existe dentro de
mim, um ser fremente, apressado que acabari por me engolir

um dia'" (CCA, 138). In the earlier work, A luz no subsolo,
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the existence of the id was recognized by Pedro and he, unlike
the other two characters mentioned above, appears to realize
the positive power that is also part of his instinctive world.
Talking to Bernardo, he explains to him by means of a metaphor
the 'luz no subsolo', what is meant'hy this force exploding
within us, driving us to rebel, but also capable of helping us
to see our way more clearly. (Ls, -296) They seem to be aware
’that the id is an extremely powerful force, which can take

control of them at any moment and that ‘when it. does 50 they

'*Z;w1ll never regaln control Hence the menace we feel 1n the“

dark flgure whlch follows Inac1o about the streets of Rlo de’:
jJaneiro, for it was: ”esse outro ser‘que recollie e sepulta -
essesvterrores e essas inagens reflexas dos nossos atos"

;(Ei 270) and 1ts appearance at thls p01nt in the book is:
partlcularly threatenlng, sinceé the divided In&cio is

engaged in an angulshed search for his double,

On certain occasions the‘id takes on a more concrete
appearance. Instead of looming into the picture as a |
formless monster? a sheer menace, the\ld appears as the devil..
In this form‘it symbolizeslthe'inescapable truth, a caricature 2
'fo; the human double which:certaln CHaracters have., For 1nstance,
the dev1l which appears before Pedro (LS, 140, 174) is a
relnforcement of Bernardo, embodylng in his image of mediocrity
. precisely what Pedro is trying to avoid confronting. The same
role as man's hounding, persecuting conscience is awarded to the

devil that Infcio (on the point of killing himself) sees in the
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mirror superimposed on his own image. Here, the notion that

25 is linked to the

man creates the devil in his own image
belief that mirrors have the power of revealing what is
hidden in man's soul. Otto Rank records that this belief
"in the magic power of mirrors is rooted in antiquity and is
based on the idea that the mirror separates the two faces of
the souly 26 detaéhing the social mask which we ourselves
pgt on from -our tfge face which we ffy té avoid éeeing -
thus Ingcié Sudééﬁl§'§ééé hiékréal‘féée} | |

 :TI£:addifi6n té fhéséfindi&idual:forms_of thefid;jéhefe is;

“in Crdnica da casa assassinada; what we may call a collective

id, ‘in the shAapev.ofiTim_c'Jtevo. With his fa_ults and his
qualities, Timdteo is a symbol of the id of the Memeses
.family; pf everythinnghey do theif best not to tﬁink about, -
Thﬁs, ever&fhing he uttérs éssumes the éppearance of an
irrefutable prophecy andvhe is bermitted a keener perception
of reality than is given to the rest of the family. He there-.
fore understands straightaway Nina's significance for the
household and he is the only one of t?em capable of dise
covering'the ultimate truth:‘as Kierkégaard‘put it, only the
W;fla of passions baﬁ“léad féffaifﬁ.\ Bééause of what he
“standS’f§r,lTiméteotsﬁffefs'all maﬁﬁer of repression: ﬁe is
disérédited; confined té a dark room, ignored. As alwajs
happens with the id, he is shown as a bisexual creature. 27

When he finally breaks free and makes his unexpected entrance

in the reception-hall on the day of Nina's funeral, his presence
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makes clear the absolute’ degree of conflict which that
decisive event had produced among fhe members of the
family., For a short while he has overcome the callous
power of social prejudice and moves freely around hhe
house. " In keeping with his symbolic‘function, Timbteo
is also given a physical development which parallels the
growth of the passions within the bosom of the Meneses

ifamily._ When Nlna returns to the house after flfteen years

“

'away, she v1s1ts Tlmoteo and notlces how fat he has become,

.or rather how Le has grown in 51ze"

"NZo era mais aquele que eu conhecera (...),
;mas uma caricatura.  Monstruosa taivez;.nao
‘haVia.nenhuma dﬁvida, mas extraordinariamente
‘patética. Os olhos sempre ‘vivos, haviam desa~
parecido'seb uma massa flacida, de cér amarela,
que lhe tombava sobre o rosto em duas dilatadas
vagas. Os 1abios, pequenos, estreitos, mal
‘deixavam extravasar as palavras, num stro, ou
melhor num assovio idéntico ao do ar: que
irrompe dum fole, Naturalmente ainda conservava
0 seu aspecto feminino, mas<ﬁe h& muito deixara
de ser a grande dama, magnifica e soberana. Era
um rebotalho humano, decreplto e enxundloso, que
s'mal consegula se mover e que jé& atingira esse '
grau extremo em que as semelhangas .animais se sobre-

poem &s humanas. (CCA, 181) -
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A: final type of double appears in Cardoso's novels,
In thiskcase, we are not concernedlwith-a human being
divided into two separate creatures, but with certain
characters who, in the course of the%r sufferings, undergo

multijle personality splits. This occurs with Diana, in

Dias perdidos, and Stella in Inscio; both of them characters

who seem to lack that consistent foundation which Pedfo
i belleved to be essent1a1 to every 1nd1V1dua1..28 Blana,
.for 1nstance, %oes throu@h a whole series of phases, one
‘ |

'Jafter another w1thout settllng to any of them' pass1onate

I w1fe, dotlng Cwould be) mother, soc1ety lady, romantlc

-Aher01ne, all at ama21ng speed in 1eSs than the first year

of her marrlage. And all as a way of evadlng the truth:
that she dldn t love Silvio and that thelr marrlage had
been a terrible mistake. The'stony of Stella, however,

is an even more striking case of personality split. When
her son Rogério sets out to find out what his-mother hed
been like, he receives two completely opposed visions of
her: from Lucas, the picture of somedne pure, good and
,nndeserVediy'unhappy; from Violete,'an image of intentionel
rcrnelty; of outfight evil. Stella Seems to have suffered a
'complete spllt between her good and bad 51des, whlch showed
themselves separately and guite unaware of each other s

existence, 29 Such cases not only reveal the instability and

Vulnerability of the ego but are also proof of the ambiguity



of truth. The conclusion reached by Rogério is thus

limited to the following:

Cada um de nds n3o &, na verdade, um ser
diferente para os outros, nao somos tantos
quantos os olhos exteriores nos julgam?

Se procufasse ouvir uma terceira testemunha
obteria, daquela que morrera, uma nova

" imagem, completamente diferente. (l,-67)_

102 -
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Notes

1" According to Tymms (Doubles in Literary Psychology.

Cambridge, Bowes & Bowes, 1949, 15) the origins of
the theme are to be found in primitive beliefs
subsequently carried over into stcries of witches
and fairies. It has this quality of fantasy when

it enters Greek literature, from where its influence

3

spread to later literature. . : SR L

_2  'RANK; bttc. Uﬁe Etude ecr'leﬂDoﬁble.:-Parie; Dencei-etv‘
VSteele,:l932., See pp. 80 104 for a dlscu551on of thlsl
:aspect of the psychologlcal orlglns of the concept of
the.double,,flrst‘as it appears in the literature of
:éntiQuity“and'subeequently through'occcitism and

mesmerism, .

3 Dostoevsky was the writer who conferred greater complexity
on the device and who, from the time he first used it in
his novella The Double, spoke of it in the most enthusiastic

terms. An entry for November 1877 in his Diary of a Writer

1ncludes the words "the idea of the 'double' was a very
clever one and T have never propounded anythlng more

'serlous in llterature" (London, ‘Cassell, 1949, Nov. 1877)

L4 - CHIZHEVSKY, D. .'The Theme of the Double in Dostoevsky!,

in WELLEK (ed.). Dostoevsky. New York, Prentice Hall,
1962, 114,

5  Ibid., 128
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”', A professora Hlldd (Hllda .and Eugenla), in Inacio (Inacio;i

11

12

13
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TILLICH, P. The Courage to Be. London, William Clowes,

1952, 81,
Ibid., 43

i _i
Ibid., 46

Ibide, 4h

The ‘evil v7rsus medlocre form of the double occurs in

and Lucas /1n 0 anflteatro (Laura and Margarlda), and in
9 l - .

Inac1o has lost track of Rogério and is desperately

trylng to locate him. He goes to the p01nt of staklng

his whole life on this search and as we accompnay him,

it becomes clearer all the time that he is struggling
against the disintegration of his own ego, which will

inevitably occur if he does not succeed in discovering

his other haif.

See JUNG, K, Man and his Symbbls. London, Picador,
1961, 110 et seqe

The idea came from the'Mesmerifes and was used Hy

e enfeltnggdo (Ina01o and Rogério). In this last work,

Stevenson in The Strange Case of Dr. Jekyll and Mr., Hyde,

Cf. TYMMS, Op.cit., 93.

JUNG, K. Op.cit., 110
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Not inner weakness, so much as a form of social

cowardice, the fear of open conflict with the

Establishment, which Nina recognizes as one of

her characteristics. As she puts it to Betty:
/

~ . : [4
"Nao, nunca fui m&., De tudo o que me lembro e

que talvez tenha sido um pouco fraca" (CCA, 287),

Cf. ADONIAS FILHO, '0s romances de Lacio Cardoso!

Cadernos da hora presente, Rlo de Janelro, 1939, 74 .

"A bondade nao eylste, Lu01o Cardoso ellmlnou-a

8 deflnltlvamente dos seus romances"

FREUD, S% The Ego and the Id. London, The Hogarth Bress,

1974, 18,

In O_enfeiticado, when In&cio is looking for Rogério

in the streets of ill fame and the junkie hotels, he
sees, coming out of one of these dens, a priest:who has
a long razor scar on his face. The same symbolism is:
being used, shawing that degradation reveéls itself in

physical terms, giving people a sﬁitable maske.

‘This type of double was much used by Hoffmam and all the

first generation of German Romantics, who were interesfed'in
separating the two hostile elements of the human personality

(See TYMMS, Op.cit., 28-72).

Ibid., 26
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21

22

JUNG, K. Op.cit., 193 et seq.

This is the only case of a replica double in Cardoso's
work. Both Nina and Timlteo are astounded by the degree
of physical likeness. When Timégeo sees André for the

first time, he exclaims, quite simply: "Eu o vi a &le,

Nina, ao mogo .das violetas /Alberto/" (CCA, 446),

It is the theme of several storieé by Hoffmamn and by

23

-

25

FREUD, S Op.cit., 15, 30.

Miguel puts it the other way round to Z& Roberto:

""Vocé& bem sabe que nada sou sen3o uma caricatura do

" seu demdnio" (D, 136)., Nevertheless, the reinforcement

function continues to exist.

In The Brothers Karamazov, Ivan states that man always

Ereates the devil in his own image, attributing to him
everything he himself wants to reject. (Ed. cit. 574),

The same appearance of mediocrit&“is given to the devil-

~ double by Stavrogin, in The Devils; speaking to Dasha, he

says: ""Now begins a series of his visitations. Yesterday

he was stupid aﬁd'impudent oo I got angry that my own

demon could appear in such a miserable mask" (Apud

CHIZHEVSKY, Do Op.cit., 117).
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RANK, O, Op.cit., 108,

FREUD, S. Op.cite, 24,

When he talks of 'o mistério dos seres', which he seeks

/
to uncover in every human being who crosses his path.

This is the true Romantic double, the Jekyll and Hyde

type. Hbwever, Cardoso does not go into much detail
'ncbncefning-the:split~Sufferéd_by this‘character9 whose
" sole iﬁportaﬁée_isﬂas the cause of the hatred_of‘Lucas‘4

- and. Infcio.
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chApTER_Ivg THE CAUSES OF PSYCHOLOGICAL DISINTEGRATION. .

‘In -the wbrks 6fQLﬁci64Cardqsbr£he~§ivisi0n or
'disintégrétiopvpf‘ééréonality.chufsﬁoﬁ1y ésf£he c0nséquence
of abmajof péycﬁoibgicai crisi$; khe’cHéractér is seen in an:
unremittiné struggle on the threshold‘of éelf-discovery or,
af least, striving for its achievement. The states of crisis
derive from feelings gxperienced by the character wﬁich
affect nqt 6nly his own being but also his outside situation,
thus imparting afpérficular flé&éur.to'his relations witﬁ
other characters. ‘ | |

In’the‘fifst place, Cardosoisfcharacters-seem éapable
of expressing only ﬁnegative' emotions 1 such as fear, hatred,
anger or disgust. These feelings refer'to Sitgations in which
the characters are already involved but in which they have

never acquiesced and from which they wish to free themselves

or, at least, to modify radically. This arises from the fact
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that, inside themselves, they are governed by ennui, despair
and ahxiety: - "the primary 'ontological' feelings (...).
[/which/ 'light up" the human condition in its grimmer aspects'.
Most of Cardoso's characters do, in fact, start with a
phase of ennui when the "aesthetic"ér 'social' stage of life
ceases to satisfy them, 3 This is the moment when they become

_aware of the mediocrity of the routine in which they find

e W

- themselves, as happens with Ida;linﬂM5os vézias;fwhen she
‘1boks around herself and views with disgust the objects amongst

-JWhich she‘hés'lived'for'the previous ten years:

Oh,Deusg aquela Vida, aquela casa pequena,
' aqﬁelas rosés do lado de fora, o ar abafado
da sala quandobfumegavé.sobre ékmega a terrina
- da sopa eee - tudo era ignSbil;vignabil. (Mv, 57).

Yet this "névoa de vulgaridade"-(ﬁz, 31) that now rises from
the objects:around her was not always there., 1TIda had even

been responsible for putting it all together and for several
years she'had been happy, rememberiﬁg\with fondness the early

- days of her marriage (MV, 49). Eﬁnui can attack the character .

from other quarters too. Sometimes it comes as a reaction to-wH i~

the community, to a tedious life which the character views with'
excessive severity. This is the situation of Clara, in

Dias perdidos, after her husband has left her and she finds

herself, for financial reasons, reduced to embroidering to

order:

oA
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E- j& agora ndo podia mais levar a vida trangiiila

de antigamente, maldizendo-se a cada minuto,
suspirando, inventando razdes imaginfrias para

os seus males. Na realidade, ainda nao conseguira
ferir a causa exata.daquele desconforto que aumentava
dia a dia. Ainda nao peroebera que alguma coisa
latejava impiedosamente no fundo da sua carne,
clamando contra aquela solidZo: com a crescente

violéncia de uma tormenta., Em vao ela procurava

enumerar todos os motivos, investigando aflitamente

tudo o que - a rodeava, 0. 511en01o da sua casa, a

-pas51v1dade dos obgetos que -a acompanhavam n&

tantos anos, culpando a esse vazio, a essas formas
inanimadéé-com a obstiﬁada cegueira dos que‘néa
ousam reallzar ‘no 1nt1mo a confissao: que temem.
(op, 41)

Ennui can also ovortake the character through a lack of a

. choice,

the refusal to take part ' in life, staying on the

bylines as a mere spectator as happens with Z& Roberto, who,

until he meets Paulo, seems totally indifferent to events

around him. From childhood he has never established links

with anyone, not even his own family:. "sempre transitara

1ivremente entre os outros, como se fosse'outraqraga a que

’pertencesse, mais amarga e mais pura' (D 55). ' This is

undoubtedly the most dangerous form of ennui, since it is

not weakness moved to revolt but a kind of uninvolvement or

Yavailability®
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While ennui is a prison tc the weak, it belongs only to
an initial‘phase in the life of the strong, rebellious
characters. This is the stage when, having concluded that
life around them is mediocre, they discover the mediocrity
of other human beings, who appear tclbe satisfied with the
life they lead. This accounts for the obvious feeling of
scorn which certaln characters show. towards humanlty.
‘Rogerlo, for. 1nstance; expresses this attltude very clearl&
when he remarks that he "adoecera de medlocrldade” and that  t»
' manklnd is composed of. such petty creatures "que nzo e-r
p0551vel que Deus tenha 1nventado ‘seres tao sordldos hara_‘h
testemunhar a Sua grandeza" (I 93). |

Because of its many ramlflcatlons, ennui begins to’
take hold,of the characters' ihner wcrld and develops into
despalr. "e como se lhes. faltasse o) ar ... como se num
tunel estrelto procurassem uma pequena fresta por onde
olhassem o ceu" (E, 213). While ennui can be a temporary
condltlon, the same is not true of despair which takes
different forms and expresses itself in different ways, >
Flrst of all 1t may be caused by an event: the case of
Ida after the death of Lulslnho. Thls event arouses w1th1n
'Ida "esse grande vazio. de nao saber como empregar a sua. -
’forga" (MV, 104). But despair relating to a situation is
.purely momentary and very quickly develops into despair

centred on the self, when the character feels trapped and

Sees his possibility fail to materialize. .On occasions this
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undefined stage stems from '"not being the self one chose

to be" 6 or, at any rate, occurs when the character enters
into serious doubts with regard to his strength of purpose,
As in the case of Pedro, in A luz no subsolo, who spends a

¢
part of hié life suffering because he is struggling to re-

assert his possibility of action:

!

Porf ue nao con51go encontrar nenhuma tranqul-
#
‘llda e° e plor e a questao de nao 1gnorar nunca

o‘mef deseJo. E’ nao posso ‘fugir! Se fuglsse, no

“511en01o do meu quarto terla vergonha do que se

- passara (LS, 108)
!

 A1thdugH‘despair may only destfoy‘thevego in extreﬁe_'
situations; it_alwaye underﬁinesiit eeverelj. ‘Lﬁcie Cardoso's
ufictidn bffefs‘anﬁexteﬁeive exaﬁiﬁation of the effect-that
despair has on individuals, including those who are secure.in
the material sense and those who are unaware of their spiritual
reality and live just for the day. Madalena,»for instance,
leads a comfortable‘life, without financial problems but she
i? tormented'By a vague feeiing which’Pedro regards as
Jeelousy, as well as by frequent 1ﬁtru51ons of a past whose
"s1gn1flcance she cannpt grasp. The same is true of Bernardo,

who is so base, concerned only with money, drink and sex and

yet destroys himself slowly in an undefined despair.




AWhile'despair attacks all the characters, even the
least likely ones, the feeling assumes aifferent forms., In
the first place, there is the human being's reaction to the
finitude~infinitude dualism, expressed in the behaviour of

o
certain characters who seek throughlimagination the flights
of fancy which they believe will preserve them frem having

to face a reality they cannot accept. From early on in her

'1ife, Diana, for\exsmple,_ihvDias'perdidos, is_in.danger of

\netﬂreturning to.the‘ﬁorldkof»reelify or to hef’ewn‘self
"gecause she creates such confu51on between whaf.she 1meg1ﬁes
) to be.real and reallty 1tse1f that even she flnds 1t
difficult, to dlsentangle the two and to know when she 'is
‘ telllng the truth. Klerkegaard puts it 1n‘the follow1ng
.'terms:'"whenefeeling Becamgs fantasticuthe self is‘simply
voletilized more aﬁd'more; at last becoming‘a‘sort of
abstract sentimentality wﬁich is so inhuman that it does
not apply to any person'. 7 |
Another form of despair is that which results from the
need for balance between the world of. pos51b111t1es that opens
)up allvaround man and hls real nece551ty, since either of these.
in excess will unbalance the egovand plunge it into the depths
of despair. For Kierkegaard'it is a serious‘errer to trans-l
form everything around us into necessity, forgetting that‘
"Wecessity is 1like a'seduence of consonants only, but in order

to utter them there must in addition be possibility",. 8 Other-

wise we merely develop worthless material needs and thereby
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block the road to any possibility and therefore the way to

God. This is the problem of the Meneses family, in Crdnica da

casa assassinada. Everything connected with the 'house'! must
Be respected and revered, so that ea?h individual member of
the family has not only to cope aloﬁe with his personal
problems; but also to keep: to the narrow confines he has
mapped out for . himself. At the other extreme is Nina, for
whom all of this isfptiviai;>nothing'to<do'with the house
hgs‘any meaning or imbortance‘for her and she canﬁotbeven_
'find apy_comb?nséting;féétbf in.the>éooé2sidé of éﬁrong;:'
‘faﬁily fraditioné, such as the‘wa&kthe féﬁiiy unites
vagéinst'the éutside Qorld;,

| Whilé thé-majorﬁty Qf~thebcharacters actually suffer
déspair; there afe Soﬁe‘who somehow;fail £$ take notice of
their emotional condition and live, for a time, at least,
in the illuéion that they'are.happy. Cases of this sort are
all the more tragic because the illusion is a sign of

mauvaise foi and alienation from the self's true feeling.

'Such_is_André, in the Crfnica, who is involved in an
incestuous rélationéhip, but to start with simply refuses

to accept the fact that he is in io&éiWith his own mother.
Hé_talks'abouf-his ld&e'Qith a1l the passion and enthusiasm
of an adolescent talking about his first léve affair, until
the truth suddenly comeé home to him, plunging him into dread

‘and 14 despair. ? This same illusion of happiness is felt
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by zé Roberto when he finds a friend in Raulo. Unfortunately
this temporary elation prevents hiﬁ reaiizing that he is
yieiding to strong passions and this will make him an easy
prey to Miguel's strategies.

here!are, then, a few characte;s who live for a time
unawaie of their despair, but the majority know that they
are iT despair. Some are in despair -because they are weak,
.incluéing all those who_appear fo have been submergedAin
“ephemeral thlngs., Dependenteoo worldly pleasafes;lthe

[character 51mp1y lacks the courage to abandon them, although

L he knows full well that hls mode of life does not satisfy’

l
him. Roger;o, in Ina01o, is an example. he persists in a

lifevof dissipafion, kﬁowing’all the time that he is restless
andbunhappy. »In some of theSeﬁcasee'fhe condition becomes
 more acute and the oharacter's deepair.stems directly from
his owh weakness in beiné unable to get out of the situation
in which he has become involved. Such cases'for@ a group of
perfectly lucid characters, of whom Ana Meneses_is the most
obvious example. _Theybare conscious- of their weakness, but
oavevbeen so'oyeroo@e'by despair that they no longer have the
séiritual strenéth>to‘make.theif own choioe. Whiie they afe
awafevfhat deSpain'is-a‘weaknesS; they are in the situation
'feferred to by Kierkegaard: "but instead of veering sharply
away from despair to faith, humbling himself before God for
his weakness, he is more deeply absorbed in despair and

. . 10
despairs over his weakness',
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However, it is not only weakness that results in despair;
defiance can lead to the same feeling, and because it is
dialectical, the feeling it provokes is more intense. The
despairing self, in this case, is constantly building castles
in the airgand, instead, of using his,strength positively,
fights only in the abstract. So with'Nina and Ana Meneses,

whose main pledsure seems to be, in the first case, to have

_,the feellng of %elng a slnner, ‘and in the latter to ‘go. 1ntof

;1engthy dlvaga 1ons on her demonlsm.s Thls is despalr whlch ts
V”‘ takes pleasure 1nlfee11ng 1tse1f develop and take control of B
f':one-sallfe, despalf.almost as an end 1n 1tself. The sufferer

: ,iﬁffhis'group,ltherefore, doeS»not want to be alded.-ZThe-

obvieﬁs easevls.Ana'Meneses7Wﬁemwrites'1ong.letters éﬁd
cenfe851ons £§ Pedre Justlno in which she chronlcles her o
sufferlngs, yet clearly‘av01ds meetlné the prlest. When he_
eventually confronts her with her own words, Ana appeers
simply to revel in hearing fhe restatement of her despair and
refuses to heed the possibility of viewing the same‘events
in a more positive light. Cases likexghese, as Kierkegaard
-has'shown, are hopeléss: .
" Even if at this point God in heaven and all his.
_angels were to offer to help him out of it =~
no, now he doesn't want it, now it is too late,
he once would have given everything to be rid of
this torment but was made to wait, now that's all

past, now he would rather rage against everything,

he, the one man in the whole of existence who is the
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most unjustly treated, to whom it is especially
~important to have his torment at hand, impor-
tant that no-one should take it from him =

for thus he can convince himself that he ié

%n the right. 1

in these cases the character is suffering from '"dread of

. good"@.é-form %f sigkness of the self which revolts against
ythé,ideé 9f th%rap&. ‘When the sickness pecbmes a way bfA .
flife, Qhéﬁ th%’supposéa benefits of the siéknessvare
féreater'than éﬁe‘paiﬁfit'caﬁéeé, ﬁhe'individual pefuseé.:
to befhel§ed.} Hé even.séems to be‘affaid_qf-bosSible
assistance, preférring to live in avworld of'guilt and
vlaoubt; |

| ' Freﬁd also referfed‘fb %his~conditiohffrequently‘in:
 hi$ therapeutical works.- Hélcommented: "There is something
in these people that éeté itself against their recovery and
dreads its apprqach as thoughkit were a danger', 12 In this
attitﬁde there is a moral factor, a feeling of guil’;"which-
apparently_finds a means of expigtigﬁ in the sickneés ifseif.
Thi; is what KiérkégaardAgives tﬁe namé~"demoni§al'.‘.ﬁ¢ also
uses the'congept of Spirit as the principle of assessment.
""bread of thg‘good”:ié a spifitual phenoménon: in this
demoniacal condition the individual not only appears to fear
freedom, but flees from it constantly. The continuity of
his self is inextricably bound to a state of non-liberty and
the loss of this union would mean the destruction of the self

which is, in any case, already disintegrating. In order to

protect himself, the individual shuts himself inside himself
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and cuts himself off from reality. However, freedom cannof
be totally aﬁnihilated and is'still preéent even in con=
ditions of non-freedom, showing itself in the demoniac's
terror and flight when he is offered the possibility of
liberation, Situations of this typéloccur on two occasions
in the life of Ana Meneses., The first time she is offered
freedom and refuses to accept it is when-she discovefs that
sﬁe has beécome prggnéntvbyvAlberto.. Ihétead of facing up
1ﬁ6 her}erfor, she(immedig%el&'beéinélyo‘wbrk out a‘way> L
‘fﬂof héviﬁg her child ﬁistékenifor thaf.§ftNina-(th:isnéiS6'
'ﬂﬁregﬁént)f(ggé,VQélly, The second»éécasion occurs after
Nina's return, when Ana plaﬁs’tovkill her and have done
with her suffgring.‘ But, iﬁ the course of £he scene,which
takes place between fhem; we become perfegtiy‘awére that
Ana had bfoﬁght about thé sifuation sblely to hear certain
truths‘from the mouth af Nina ~ namely, that Alberto had
loved only Nina and that what had taken place between him
and Ana was a misunderstanding, and furthermore that Ana is
‘too much a Menesés to dare to disrupt_the calm of the ‘house’
._,@y égmmitting élérime. ‘Ana had thus created a situation of

self-torture: . -

Ah, ela /Nina/ estava com a razdo, ndo havia
divida - e de que modo humilhante para mim}
Ali, com o revblver ainda nas miZos, s§ poderia
reconhecer que me vencera - a mim, a todos nbs
escravos de um hébito, de uma verdade, de um
ensinamento que ndo ousamos destruir nem ultra-

passar. (CCAy 271)
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Despair is a complex feeling which does not develop
by itself. Other emotions take shape parallel to it,
the most important being anguish. I¥n general terms, anguish

13

is "flight from oneself", a negative response to the call

to find one's authentic self, becaus; despair drives one so
far away from true knowledge of the self that the return
to the search is always painful aﬁd difficult. ZEven so,
almost all men will aftempt tb‘free‘themselVes 6{ déspair and
thergfdre; As Kierkegaard»explains, anéuish;is often jgst.thé..
A cQﬁse§ﬁence éf‘the régpiéssheéé wnich igfsb éharécteristic 6f
_the;human-spifit. luﬁAt:thé same time, anguish is alwajé

15 ;

linked to sin and often to a premonition of sin which may

éppear'even in sﬁates‘of innocende.‘:ThiS is explained by
Kierklég'aardehe'n' he 'st».udies the Adamic myth, Adam beiné

for h;m é syﬁbol of each man's life story. Aécording to

the Dénish‘philosopher, the first-man'§ state of innocence

is identical with ignorance only at the very beginning -
ignorance, that is, of good and evil. However, because the
power of the Spirit already exists within him, it will change
ignorancé to knowledge and innocence to guilt, Following the
" description given in Genesis, Kierkegaard asserts that it

was the introdﬁction éf-the‘WOrd 'prohibitiéhi that made Aaaﬁ'
discover his freedom: "Thé prohibition alarms Adam because the
prohibition awakens in him the possibility of freedom:-... the

16

alarming possibility of being able". The possibility of a
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life in freedom always arouses in man an ambiguous response, -
He is fascinated by the possibility, but he is also afraid

of its consequences. The biblical narrative itself spells
out the dangerous nature of freedom in the words of the
sentence following on from the prohiéition: "Thou shalt
surely die'"., Which explains why the possibility of freedom
is accompanied byithe possibility of despair, "the sickness
unto death", and eventually by the idea of death and its
llimitations.‘ This type of anguish .which is & presuppcSitionx
jAof the fall is felt by Cardoso s child characters, as they
gradually unfold to life outs1de them, ‘as a vague impre551on
of restlessness,.as if‘they sensed that theuworld will start
_corrupting them foithwith.m Most of the child charactefs
experience this forﬁ of ahguish. For instance, Emanuela,

in A 1uz no subsolo, feels it strongly when she first sets

eyes on Pedro, because of the force of evil he exudes, and
suspects that she will not be able to stand against him.

In O enfeiticado, Adélia is slow to place any trust in Inbcio

and we sense an anguished doubt, as though she knew of the
pact between Inacio and her mcther.

) »Angﬁish is alsojfelatea to the:ideahof ireedom'as the
stfuggle which each man uhdergoes in cthSing frombaﬁong the
possibilities before him. He knows that he must make the choice
~and this besets him with "dread of choice",17 since man is a
weak and fallible creature and always has doubts regarding his
options, 18 It is the impossibility of being sure that causes
Pedro such anguish and gives him nightmares to such a point

that he finds himself face to face with the devil. His suffere

ing becomes unbearable:
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Redro sabia-se doente. Irremediavelmente
doente. Muitas vezes, quando a luz Se apagava
sObre a sua insbnia, perguntava com a alma
angustiada: de onde me vem esta desconfianga,
este mal-estar que nao me permite estar
tranqiiilo em lugar nenhum? Em certas noites,
!
Lostumava acordar no meio de um sono,
respondendo a uma pergunta: 'ainda n3o chegou
o tempo'. Tempo de qué? Porque sentia ele que
'résse!momento ainda n3do era chegado? (...)
~ 8im, {tinha pavor da escuridéo»noturna,- Tinha
4 péVOf‘da escuriddo onde o ééfrimento"se erguia .
" triunfante s8bre a'éua.prépria‘miséria.; Quando
3 fud7 dormia em tafno:deleva éf1i§5o‘rombia no

- seuipeito: que estou eu fazendo neste mundo?

i

Quem sou eu? PRorque nasci da carne para sofrer

sem culpa nenhuma? (LS, 134)

In m:a_lnz'sh dualism, ‘to&,_ in the division between body
and.goul,,thefe is a foundétion for severe tensions. Torn'
betwegn two different powers, man suffers anguish and sin,
and, in itg turn, the consequence of sin is a greater degree
of anguish. So with'Ana Meneses who wishes to prove her
existence by sinning. Her anguish ig\so great thaf, even
on her deaﬁhﬁed, many years after all the events in question
havg 1oﬁg bést, shewcannot find peace, not-even in conféssion
~wifﬁ Padre Jﬁstino,:who in all siﬁplicity confifms her
private suffering when he closes her eyes and notices that

'no seu semblante n3o havia nenhum sinal dessa paz que &

t3o peculiar aos mortos" (CCA, 468).
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Anguish is thﬁs both a consequence and a forewarning
of sinj; or, in Marcel's explanatioh,vit symbloizes the
'non-availability!' of certain individuvals to God's message, 19
for there are those who know that hope exists, yet refuse to
accept sal%ation. They thus developla chronic anxiety
and attempt to protect the self againét annihilation by
conferring greaF importénce on éll material possessions,

. i
whichﬂafg formed:idtb arbérriér againstrinseéurity and
dlslntegratlon . Nina is an ‘example of this type of "angﬁish;
to sﬁch a;qégf_é that Shehtransmits‘aﬁiéura,of agita#ion
apbund;hér._ Sf&gral'chépacters-in the house mention fhis
disturbing effect she has, or rather which she exudes. 2
She:alsb:pfotects-hérself;yithﬂﬁgf haté and "dresses, with all
manner of adorhmeﬂts £o hérfbeauty, réfusing‘£owlook further
foflthetunderlying.causes of her'énQUiﬁh.-21 Whén the
pharacter sinks into.chronic anxiety, seéing everything around
him in a state of stagnafion and having allowed his self to

fall into a condition of total inertia, he is unable to

discover that anguish can have a propaédeutic function:

~ To endure anxiety;isito‘héve one's eyes
opened to the reality of the human con-
' 22

dition and so to' see the need for Grace.
In the case of Cardoso's characters, at least, none of them
seem to have discovered the potential beneficial effect of
any of these feelings. Throughout his works we watch them

fall deeper and deeper into despair and anguish, in a hopeless




struggle against time, blindly refusing to accept the

-1imitation of their own intelligence, trying to prove
that they are completely free. Their concern with these
human concepts prevents them drawing epiritual conclusions
from their own failures and they the;efore become more and
more neurotic and psychotic. In Freud's classification,

these are the commonest forms of 1055 of identity, the

dupllcatlon and even multlpllcatlon of psychologlcal

",3ffacets mentloned in the prev1ous chapter belng extreme

f'and 1rrever51b1e., The 31tuat10n is even more serious

if, as happens to-many Of,CardOSo's‘characters,”they

suffer a splitting of the ego together.with several

~neuroses. Anxiety is the basis of neurosis and it is

the ego's response to a dangerous situation:

é}hié? is circumvented by the ego's doing
something to avoid the situation or to re-

treat from it. One might say then that

symptoms are created in order to avoid the

2}

development of anxiety.

Faced by the situatioﬁ*which(Causes.anxiety, the neurotic

-responds by doing everything he can

situation; putting himself in other

feels secure. In A luz no subsolo,

hatred for Madalena intensifies and

to . avoid braving that
situations in which he
for instance, as Pedro's

he struggles with his

growing desire to kill her, so he shuts himself away more

and more so as not to run into her and increasingly takes
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refuge in his books., 1In cases like this, of "obsessional
neurosis", the character sometimes goes so far as to look
for a compensating mechanism, avoiding the act he fears by
perpetrating a second action which r?lieves his feeling of
stress. This might explain those céses of misdirected
command in which one character has been prepared by another
tq carry out a particular mission, but suddenly performs an
;apparentiyvunpredictaBle éct,~vks‘wheﬁ.Ber§érdo; in tﬁe 

. same novei,.ﬁaving been_Iehgthily‘prepéféd by Pedrq‘to‘.
kil M’adaléna‘, ‘tries‘.ﬁtc‘) murder Angélica, his rhisiréss;
”who,fyfanniéed him ané'whom,he despises.

| At tiﬁes these obsessive neuroses éhangépintd anxiety
~'neuro$es, Whiéh'is mﬁ;h more seérious because the individual
- experiences such a degrée ofkaniiety fhatiﬁe cémpletely |
guspends all actiﬁify. When this happens thé ego is so
ferrified by the fhought thét threatens it that it

begins to withdraw into an existence in which nothing

is allowed to take‘place, nothing is remembefed, there is

no sign of thought. Lifé seems to Have flowed only as far
as what Freud4ca11ed,"fixafi§n poinﬁﬁ, 24’as in the case of
‘Aha_Méneses, for whom everyghing coﬁes to a halt with the

" death of Nina. When; many~yéarsf1ater,'she herself is close
to death, she calls Padre Justino to hear her conféssion, she
does so in order to reéall her life in the vicinity of Nina,
as if she too ﬁad been destroyed when her rival died and since

then she had ceased to live.
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Bsychosis, however, is more serious and more
threatening still for the identity of the ego: "Neurosis
is the result of a conflict between the ego and its id,
whereas psychosis is the analogous outcome of a similar

; /
diSturbancé in the relation between the ego and its

| 25

tratin

environment", Both of them are theloutcome of frus-

g the impulse of the id, but if the ego joins

+

forces w1th rea 1ty and suppresses the commands of the dd
»the 1nd1v1dual develops neuroses, 1f the ego - 301ns“iorces
w1th the id and suppresses reallty, the result 1s“poychoses;l
In the latter pase, the 1nd1v1dual has to invent hls own
private rea11t§, whlch may result in halluc1nat10ns,'as

when Pedro is confronted by the devil (LS) or, worse still,
lead to 1nsan1ty as happens w1th Rogerlo (I) who adapts
reallty to his own psychologlcal needs., Freud rounds off
his study of these conditions of loss of identity with

the observation:

The destructive component has entrenched itself

in the super-ego and turned against the ‘ego.
g What 'is not holdlng sway in the super-ego is, as

it were, a pure culture of the death-instinct

and in fact it often enough succeeds in driving

the ego into death, if the latter does not

protect itself from the6tyrant in time by a

2

revulsion into mania.

While all human beings possess a balance between the
instincts of life and death, there are times when the latter
take control. The proportions of these two forms of energy
which control the psyche vary from person to person, but

each individual carries within himself the Life principles -
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Eros « and the death wish, the destructive impulses which
ensure that the natural balance is-not lost. According to
Freud, these two sets of principles are not opposed and

27

irreconciliable; on the contrary, they spread outwards

| K
and interpenetrate in such a way that man may yield to
each alternately or both at the same time. -While Yeros!
. 1s the strongervin most human beings, which accounts for

h jthe power of the libido, ?8 there are those -~ and they

i 1nclude Cardoso s characters - who have strongly developed

death 1nst1nct/, whlch can be seen both in- thelr inner llfe"

¢and 1n thelr relatlons with other people._ In thelr 1nner

i
!

_ex1stence ‘this takes the form of phoblas and fears, often

fears of nothlng SpelelC or of the unknown, as in the case

of Pedro, in A luz no suboolo, who knows that if he were
‘able to glve a name to the source\of his fear, he would
cease to be afraid., At other.times, it is a fear of
certain objects, to which the character attributes
particular significance, as when In&cio asserts "aquéles

" objetos recusavam-me" (E, 330). Then there is fear of
castratlon, since sex always appears in terns of violence
‘and self—assertlon. Thls can be seen in two of the scenes

of sexual 1ntercourse, both of them cases of rape: in

A luz no subsolo, where Pedro forces Emanuela (LS, 264)

and in O enfeitigado, when Infcio ravishes Adlia (E, 324).

In&cio describes quite straightforwardly the moment when,
contemplating the body of the young girl whom he has made
drunk, '"n3do um corpo de mulher, mas de menina', he decides

to have sex with her, even though she is unconscious:

29
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Inclinei-me sobre Ad&lia adormecida e,
tomando-a nos bragos, coleil & sua boca meus
14bios 4vidos. Aquéle beijo nd3o tinha gosto
de coisa alguma, mas eu sentia palpitar
junto & minha carne aquela vida cheia de
éalor e de intensidade, O‘éue me dava
momentaneamente uma sensagao idéntica & da
embriaguez. E confesso que nao tive nenhum
pudor/, nenhum remorso'em profanar aquéle

corpd de crianga. (E, 325).

éévgfél.of‘the/malé’éhafacters:afe régularly-éeén inAthe
compény of ﬁ;qstitutes, too. Finally, there is the fear“
- which, accbrdihé to Stekel, exerfs host ¢§htrol over man,
'the fear of death; 30 a neurosis which.is seen not only-
in_thé‘téndency for characters to éeek to define'the

31

concepﬁ, but also in small phobias which revéal»the

evasive mechanisms seized on to protect the ego. 32

33

A: very obvious one is looking in the mirror to reassure
themselves of their physical presence. Another is their
curiosity and precision in describing the dead, as if

. 3 .
“they were looking for some message. 34 Or they develop (

persecution complexes like Hilda (A professbra Hilda),

or inécio who feéls he is béing followed in the gtreets.‘

by hié own éhadow'énd éoes so far as to déscribé his pursuer -
Lina de Val-Flor's Yexecutioner' - as a portrait of death,
because he looked like '"um pequeno animal rastejante e

timido" (E, 334), wore grey clothes and his features were

ill-defined, his eyes a pale grey, almost white.



In addition to such phobias, Cardoso's characters

have a neurotic constitution which would account for their
pursuit of extreme situations. 35 As Tillich explains, every
human being is potentially neurotic,;the difference between
a 'healthy! personality and a neurotic one being a matter of
degree, since all men experience anxiety and their self-
affirmation is limited. But the neurotlc, because of his
-kgreater sen31t1v1ty to non-belng, accepts a 11mlted

.Vunreallstlc self«afflrmatlon.‘,Furthermore:,l'

The average persoﬁ keepsbhimself"away from
.hthe‘ext}eme situétidns by dealing courageously
- with concrete dbjectsiof fear. He is adjusted
 to'rea1ity in many more directions.than the

neurotic. He is superior in‘extenSity, but he

is lacking in the intensity which can make the

36

neurotic creative.

Creative, but intensely tormented, with a tendency to
complexes of guilt and‘self-punishmeqt, which together with

the partial, restricted view he has of»reality and his

obsession w1th one 51ng1e 1dea, have.a profound effect on

s;the relations of Cardoso s characters w1th other 1nd1v1dua S
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in Kierkegaard and Freud. London, Yale University Press, -

1971, 1',02).. In the last phase of his works, when the
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J,The other,two scenes descrlblng sexual 1ntercourse

occur in the Croulca, as part of the "incestuous'

'relafiohship between Nina and André. They are highly

'symbollc scenes and thelr 51gn1flcance w111 be
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examined later.

This famous assertion of Stekel's (in his Angoisse des
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but was rejected by Freud as a pretty phrase with little

real meaning. At any rate, aSvheNEXplains in The Ego and

~the.Id (47), it appears incapable of scientific justifieétion.

André&, for instance,-ends ﬁis Diary with the quesfion
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discussed by Lina de.Val—Flor and In&cio (E, 252). It
also occurs in the last conversation between Pedro angd

Bernardo (LS, 338).
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As Freud explains in Inhibitions, Symptoms and Anxiety.

London, Standard Edition, 1926.

On occasions, the characters have such a need to look at
thenselves in a mirror, in a moment of despair, that
they go to absurd lengths to do-so. Bernardo goes to
the maid's room in the middle of the night just to

rob a mirror (LS 272) Many of the characters try to

make sure, at moments of cr1s1s, that they have not

i.'dlslntegrated Mada]ena and Pedro (LS), Inac1o (E),
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tAna (CCA), Clara (DP) and Gil (A).

“Bernardo,accompaniesvthe death of Redro and keeps asking

" him what it feels like (LS, 336); Sf{lvio and Clara watch

~ Jacques struggling to hang on to life (DP, 231); Clhudio
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(A, 224) and André (CCA, 452) contemplate their dead

mothers.

Rank, in his study of the double (Op.cit., 57 et seq.)
states that writers such as Dostoevsky create characters
who are neurotic because they are\capable of all manner of

obsessions and manlas, and because of the way they d1v1de

¢
wn

psychologlcally.

TILLICH, Op.cit., 6k.



"PART TWO: "AMA O TEU PROXIMO. COMO A TI MESMO"



CHARTER V: THE SELF AND THE OTHER
DR B

a) Destructive péssion: Sadism, Hatred and Love

Nao h& sendo uma forma de pecado:
a de n3o saber amar. '

(Dias perdidos, 216)

The conditi§n of  chronic anguish into which the ego sinks
is not'only self-destructive, since it must, of necessity,
affect the rélationship of the se}f with the otherf In the
"first_ﬁlace, since acute‘aﬁxiéﬁy:produqes‘defenpé mechanisﬁs
:in fhe.individuél;vthese are revealed in terms of aggression
.against the other, taking the particular form of sadism and
hatred. Sadism implies the control of the ‘'eros' by the
destructive instincts and in many instances, since the
libido is so powerful, sadism manifests itself through the

T 1 . .
character's sexual life, In certain cases, as occurs in




O enfeiticado, when Infcio seduces Adélia, it embodies

the decadent's sybaritic pursuit of pleasure which Good
has been incapable of offering him. There are other
examples, however, as happens with André in the Crénica,
whereysadism can be the discharge ofltension in an ego
which has been deeply grieved and which turns on the
person nearest ;to it in its thirst for vengeance. André
has.lntercourse w1th Nlna, when she is close to death

“know1ng full well that he 1s cau51ng her phy51cal paln,

'since she has an open wound. The 1nc1dent which is a

" desperate moment for the adolescent Andre represents a

i
i

form of revenge on his part,-an attempt at retribution,
since he is aware‘that he will very soon be left alone
to strngéle with the moral responsibility of eonmitting
incest.. | )

waever, since sadism is a means of controlling‘the
other or even of eliminating him, 2 it exists in a
psychological.fOrm which is more terrible than its physical
manifestation, This may be expressed as a refusal to act
in situations in which others need help, as happens with
'Ana in the Cronlca who w1tnesses her husband's ordeal
‘caused‘by the return of Nlna, ohserV1ng the angulshvof
his suffering at close quarters, but without the slightest

intention of helping him. Perhaps worse is the pleasure

with which she observes the slow death of Nina, virtually

decomposing while still alive. The more frequent form of




" of the femme fatale,
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this sadism is to be found in a large number of characters
who experience pleasure in inflicfing psychological torture
on other characters. The best example is Redro, in

A-luz no subsolo, who does not display a single positive

feeling throughout the novel. Even those creatures who
succeed in stirring his interest merely arouse in him

a morbid hatred and we never, at any moment, see him

toﬁéhed by a glow of téndernesé nor eveﬂ the vaguest hint

offfriéndlinéés;f This accounts for the way he torments -
those in his -vicinity.. Sadism is also an essential feature

3

as exemplifiedrby-Nina who uses her

beauty to ddminate and torment the men who love her. Indeed,

"shé is an extreme case of sadism;and-hefself explains the

pleasure she feels in inflicting suffering, 4,When she

writes to the Coronel asking forgiveness for the pain she

had caused him: "Nao ferimos aquelos que.nos sdo indiferentes,
mas exatamente os que por um motivo ou outro, sacodem as

fibras mais intimas do nosso coragao' (CCA, 294). On another

roccasion, talking to Ana, she hotly d%fends her treatment of

Alverto as_having been a waonf intensifying their desire.
Sadism, hoWever; is ‘an emdtiQn with“a.feflex actions
it involves hot only violent aggressian against others, but
also aggression against the self. This is mainly because,
since the other continues to preserve his freedom, not having
been totally possessed, let alone annihilated, the sadistic
self simply feels its own alienation moré acutely and is
particularly awaré of its total solitude. 2 In the case of

Nina and Alberto, referred to above, she clearly wants

Alberto to kill Valdo and go away with hery but he chooses



freedom through suicide and leaves Nina to face the Meneses’

alone.

Like sadism, hatred is a negative form‘of relationship,
expressing a desire to destroy the other, who is seen as a
powerful obstacle to the freedom of ﬂﬁe self. As Sartre
explains, 6 for the self that is unable to objectify itself
or accept the other's subjectivity, the only possibility
is to.énnihiiate fhe othér and thus remqve'thé disturbing
“effecf'he hés‘6n the'sélf.' Furthermore, hatred for one
other human being normally‘éptails.hatred for all otheré;'
 5§ long as they‘fetéin;théir?stéfﬁs asuothers.‘l B

In the works of Lhcio Cardoso, hatéed is‘the commoﬁest
feeiing éméﬁg the.charéctefs, taking the place not just of
‘love but Of each and every positi?e émbtion.- After reading
éardCSo‘s fiction, we might ech§ the view of Ehé016 thét
"sempre o seﬁtimos em farno de ndés" (E, 255), but in a

variety of forms:

Nzo falo de um 6dio ativo, um 6dio vicejante

como uma hera de chama - e sim de um sentimento
antigo e sem grandeza, um estado, por assim dizer,
‘lafvarva que nos submetemos, uma falta de graga,
uma estilizagdo do nada. ‘Mas nao pehéequuejhé
sdmente ésse $dio, apesar de tudo, imensd,.e que
& comum e fundamental: h& muitos ddios diferentes,
uns pequenos e insinuantes, outros r&pidos como

falilhas, que de um nada podem incendiar e destruir

para sempre, outros solitférios e altivos, O&dios de




herdis e de gigantes, que ardem a vida inteira
como um fogo no deserto. 0 que me interessa,

no entanto, & diferente de todos €sses, bastante
elogilente no seu siléncio e na sua falta de
gestos, um &dio vindo através dos tempos, um
sinal da natureza, uma tohélidade particular

do espirito - e, em filtima insténcia, numa

vis@o final onde o julgamento se completa, a

propria alma (E, 256).

.Ah "odlo ativo" w111 glve a purpose to the 11fe of Hulda,‘;

L':Ln A professora Hilda, offerlng her a motlvatlon Shelhad
lllong sought unsuccessfully. She was a teacher, ‘but had
‘never been capable of 1ov1ng the chlldren she taught;
she had sought love 'with one person by taklng Sofia fromv
: the orphanage, but had only managed to make the child
_terrlbly unhappy. She finds it 1mpossible.to make friends
with'her neighbours, although she still lives in the small
town where she had grown up. She does not really love her
rrofession, yet when she is forcibly retired and as a result
is replaced by Eugenla, she throws herself wholeheartedly
1nto plannlng her revenge. If we think that the cause of
her schemlng and plottlng 1s merely hurt prlde, the whole
story seems scarcely Justlflable. But';f weilook for the
underlying cause and observe how Hilda is rejuvenated by her
.machinations, we are led to the conclusion that hatred may

also be a force for personal renewal.




"Um 8dio fermentando'" over the years is what separates

Laura and Margarida, in O anfiteatro, as the result of an

0ld love affair. While Cliudio's father prevented the
outbreak of hostilities while he was still alive, he also
had the effect of forcing them to iﬁgensify their feelings,
so that when they eventually come into conflict, verbally
and actively, it is a fight to the death. The two women
become_involved'in,a‘war of'nervés,,witnessed with
_Bewildermént by 'Cl%udio, which ends in the dé;St:r;uC't‘ion of
thé we;ker of theiqu; ﬂafgaridé,'who-cénnbt éndufe the
pfessure'aqd’kills herself.‘v‘ | |

The "6dios(ss.) pequenos e insiﬁuantes", such as Ana

‘feels towards Nina, in the Crdnica, or Bernardo towards

Eedrb,'in A luz no subsoio,,ére”nevertheless'pdwerfulland
deep-geated. This tyfe*ofvhatred becomes an dbsession in
which the stronger figure (Niﬁa, Pedro) serves as a dis-
turbing yet necessary element in the life of the weaker
character. Reluctantly, the latter (Ana, Bernardo) take
the others as examples, as epitomizing success in life,
and theréfore follow them and spy on them, as if the&
5 : .
expect to learn from them. Hatred of this sort is essentially
sileﬁt,which is why Ana hés only.three short convéréations
with Nina, while Bernardo normally just listens to Pedro.
Nina's feeling towards the Meneses belongs to a

different variety of hatred, that of the "6dios (...)

solitérios e altivos". This type of hatred manifests

itself in unceasing defiance and Nina does everything to




upset the Meneses family. She makes a show Qf her beauty,

a permanent source of disturbance;'she squanders money on
clothes and jewellery, although she knows the family is
ruinedj she joins forces with Timdteo, aware that he is

a source o? shame to the family; she’ falls in love with
and chomes pregnant by the lowliest employee on the

7

estate; ! and to round off her-mission of hatred, she
jeopardizes noi just the present'but aiso the futﬁre of
"the Meneses, by corruptlng ‘the heir to the estate in an'
'1ncestuous relatlonshlp.- :

VVThere is[Still anbthersforﬁief hatrea,'ah'absolutev
hatred, a forg of'persenified hatred vwhich’is SO‘ingrainéd
in the personallty of the character that it supplants any

'other ‘trait of temperament Such 1s-the hatred felt by

k‘Aurella for the child Nlna,-ln 0. ‘desconhecidoj as a result’

not only does she send the girl away from her house, but
when she discovers that she is being sheltered by the priest,
she even goes to ask him to throw her out. When Zé& Roberto

asks her the reason for the obsessive nature of her feelings,

~

she tells: h1m that the thought of Nina tortures her nlght and

>

day, because the young glrl is everythlng she herself had

S

_ wanted to be.and had.not achleved. Llna de Val—Flor, in

-0 _enfeitigado, has the same feeling towards her daughter

Adélia and for this reason sells her to Infcio, in the hope

of seeing her prostituted and, in consequence, destroyed.




| There is still a further passion which motivates

Cardoso's characters: love, which occurs as a Dionysian
force, a consuming flame which is highly erosive and can

turn into ice. Nothing positive is‘achieved through love

in Cardoso's fiction: it acts merely as an emotional
hurricane which sweeps man to destruction. We find pleasure
neither in family life, 8 nor even in sexual gratification,
fall that is to be seen is a stumblnng-block in human destiny,
but With the risk: of such emotional attrition that the sequel:1“
of such episodes 1s‘often a vast inner emptlness.‘ In the case
of Andre (CCA), for 1nstance, there can be no doubt of his
.love for Nina, but his passion is so all-consuming that it
.devours all his vital energy. Nina and Andre are the- only
example of mutual passion. Normally 'o amor & um monologo
travado na sombra' (DP, 216), which grows and takes root
within the characters, but shows itself only in extreme
situations, at times in desperate acts: murder (Z& Roberto
kills Raulo for love); suicide (In&cio kills himself for

love of Adelia) or sadism, as when the.intensity of Nina's
paSSlon drives her to torture Alberto. Finally, we have to
remember - follow1ng~Boehme 2 - that human nature is
androgynous, so-that the aspects mentioned above apply

both to the love of man for woman, or of woman for man, and

. to homosexual love (as in the case of Z& Roberto and Paulo).



In the works of Lacio Cardoso the foundations of love

are to be found in two attitudes. There can be a blend of
commiseration with a protective urge resulfing in a rare
type of love, 10 as in the case of Valdo who, from his first
meeting with Nina, seems to wish to protect a woman he

believes to be fated to unhappiness:

Suad /Nina's/ figura impressionou-me desde &sse
- instante; ou melhor, sua palidez, seu tom .
’ e, . ~ . o ..
- nervoso e patetico. Nao usava nenhuma pintura
e vestia-se mais que modestamente. Meu primeiro
. . R ~ . : ¢ . )
pensamento foi: "Tao bela e nunca serza feliz" (...)
. . N . » ) . y
Aquilo me deu uma pena instantadnea, lancinante.
~(cca, 78)

More-cbmmonly, the forde'which'bfings two creatures together
is sensuality. Such is the basis of Nina's love for Alberto,
which is why she is not concerned about the young man's

lack of culture - he is not even a good gardener, as long

as he has a beautiful young body. Thg sensuality of some

characters ~ Redro, in A luz no subsolo, and Rafael, in

d’viajante; f«has such a power for evil thét not only do
vthe 1overé themselveé béédmevinsane;‘bué everyone else in
their vicinity is caught up iﬁ the frenzy. When Rafael,
newly arrived in Viia Velha, decides to entertain himself

with some easy, inconsequential '"affairs", he stirs up such

an atmosphere that Juca do Valle ends up killing Sinh& and
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Don'Ana de Lara her moronic child, Zeca. The same heightening
of tension drives Valdo to write in alarm to Radre Justino:
"H& em minha mulher qualquer coisa dlbia e perigosa (o..)
O. ambiente passional que atravessdmos h& quinze anos atris
foi um exciusivo produto dessa sua irradiagao pessoal"
(cca, |201).

In some of the characters this sensuallty takes the
.”form of de;praxnltyrT This 1semore dangerous still, because
A.ylt reveals, as|in the case of Inac1o,'utter-solltade, a:
total impossibFlity to participate, evennbriefly, with_v
'another persoé.' Furthermore, {t reveals an inability to:v:
<choose among'{ifefs‘hany.attractions,,which are viewed as -

- equally important. 1 So the tendency to place on the ;ame
level all the ‘members of the female sex w1th whom he comes
;nto contacty leads Tnécio to treat Ad&lia in the same way
as he treats prostltutes, although she is a pure, 1nnocert
creature whom he claims to love passionately. Sensuality
is the invariable factor in the love affairs portrayed by
Lucio Cardoso because 1ove as he represents it is an
overweening passion:

¥

Ex1stem amores que queimam, destroem, deixam
marca semelhante a doenga terrivel que tivesse
cicatrizado e h& os amores que nao passam, que
latejam sempre no fundo da carne, que transformam

um ser em satélite do outro., (DP, 54)
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The author further defines these "amores que queimam" in

his Dibrio completo:

Ah,o amor que nao sabe ter calma e nao conhece
: 2 . / L 4

nenhuma espécie de repouso’~ antes & uma

' . & .

espécie de febre constante e llcida. Gon

o correr do tempo transforma-se numa obsessao

sem ﬁundo, umn estado agudo, delirante - e

’ e . : .
que € proprio daqueles que conhecem o nada

em que se esfumamﬁtodos os sentimentos. (DC, 9) o

. Love qf this déture, which can driveAa person to all maﬁﬁer.
of follies,‘ié what Qiéra recognizes on.thé occasion4when shé
spots the Farmacggticp spyingvon hep and "sentefse‘mal
perante_aquela‘fisionomia humilde:e torturaaa" (o, 78). |

It ié aléé an ﬁpheéval of the same type that goads'Zé Rdberfo
info killing.Péulo. A;stranger case is that of‘Demétrio

and Nina, in the Crdnica. Demétrio is a man of great self-
control, whoée sole interest appears to be the preservation
of the good name of the Meneses. Unbending and bigoted, he
loves neither of his brothers, let éigné his wife, whom he

" considers. as ﬁerely a suitable partner for a man in his
position. ‘Everything changes,'h0wevef, with thé abpeafance'
of Nina. Demétrio bééomes‘passionately dbsessed withvhis
sister-in-law and thus considers her a danger to his peace

of mind. He immediately begins to think of ways of getting
rid of her; hence the whole plausible farce of her possible

adultery and the incitement to commit a crime, which he

practises on his brother Valdo. When this fails, it is
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perfectly understandable that he, as head of the family
should insist on the departure of the woman who had
entered the family through marriage and proceeded to
blot its good name, ,
As well as this tempestuous kina of passion, we find

also a quieter form, though no less devastating for that:
"os amores que latejam no fundo da carne'". This type of
ipassiéﬁ“is‘represented especially in Silvio and Clafé.

jEtrié éthvq which'ié §ut§iae reality, a pgrSuif-éf ideal =
‘étigvé,fwhich éxpiginélwhy neigher 6f;fheée éharééters really.

:knéwé thévpers§n fheyvclaim to lové. What is particularly
£ragié about tHis i0ve is that it amounts to a renunciation
of happiness;.bebausé'the‘charqc?er-who loves in this wéy

S is cbnstantly.bging-hurt:

Silvio perdera de vista o objeto amado e
o seu sentimento se convertera, n3o no
segredo dos dias felizes, mas numa chaga sempre

disposta a sangrar. (DP, 34l)

~

R

" The incestuous relationship between André and Nina 12

'._has to be given a spécial pléce, beéause it is a-passion‘with
important symbolic and mefaphysical implicafions, undoubfedly
"um fltimo e desassombrado desafio ds leis do homem, da
natureza e de Deus'". 13 Firstly, because Nina represents

1'é&ternel féminin, L a synthesis of all types of woman,

which is why Andre discovers:



.eee nesta o aveludado de um beijo - 'era

assim que ela beijava' - naquela um modo
de sorrir, nesta outra o tombar de uma
A ~
mecha rebelde de cabelos - todas, todas
. rd .
essas inumeravels mulheres que cada um
encontra ao longo da vida ¢ que me
. . ~ A ’ ~
auxiliarao a recompor, na dor e na

saudade, essa imagem tnica. (cca, 7)

'Secondiy, what Andre seeks in Nlna is something mofe than
Just phy51cal pleasure. He wants also toldlsCOVer his o
own llmlts. hlc beglnnlng, where he was coﬁcelved -
;"Ama-la e ;elntegrar-me no que.ful, sém susto-e sem
dlflculdade.: £ a volta ao pais de orlgem" (CCA 299) =3
but also- hls.own death, which she should be able to reveal - . .
to him: "Era o meu'ﬁnico encontro com a morte; com o seu
subferraneovtrabalhe de desagregar e confundir a harmonia

interna de que se_compSe'eada ser vivo" (CCA, 369). But

between beginning and end, Nina teaches André many more

things. ©She teaches him about life, so that between the
naive'adolescent he is at first and the young man she makes

ham, tﬁere has been ali the experience of cruelty, of

ieneliness, of suffering and ef seif-khowledge, One might

summarize the odyssey of this coupie-in terms of D'Annunzio's
characters, as epitomized in the Qords of Isabella Inghirami‘

in Forse che s forse che no:




g]understands th
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I have neither sought nor given pleasurej

but in my trembling hand T ha#e taken another
trembling hand, to descend in search of the
bottom of the abyss, perhaps of the sub-
terramean temple. 1 have accompllshed

not an act of the flesh, but an act of sad
initiation (...). I do not represent

15

happiness or misfortune, but stern knowledge ...
i

i

‘As thelr relat onshlp follows 1ts eourse, Andre gradually

Z meaning of 1ncest and the ch01ce of ev1l
'hehhas made, and h1s remorse shows in hls'self-Justlflcatlon.
Flrst he accuses‘Nlea of belné 1mmodest and suggests that he
_was seduced,>eveﬁtua11y he claims that it was very difficult
vto res1st her, because she was notva normal woman, but

rathenﬂh personification of Evils:.

A: atmosfera do Mal. E a esta atmosfera, era
impossivel deixar de reconhecer peftencia

o0 ser que eu amava {o...) Era preciso reconhecer
que aquela criatura frégil\encarnava o mal, o mal

humeno, de modo simples_e seﬁ artificio. '(CCA, 305)

Nina seem, at-first:sight; to subsfantiate André's charge by
her silence, since although she knows that André is not her
son she allows him to continue to suffer the remorse for a

non-existent incest. Again, however, Nina is trying to offer
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André more than a fleeting experience of love: her intention
is to communicate an important message, namely that in order
to remain alive he must commit himself to his sin (CCA, 274),
make it his purpose in life and display it to othefs with
pride. Nbthing could be better, the;, than to create a
situation of pseudo-incest in order to test André's con-
viction.

The metaphy51cal experlencetof these two characters
‘remalns 1ncomplete9 because the death of Nina prevents 1t
ettainipg its obqectlve. As‘;t 1s, it;remalns a tragle
'attempt te.reﬁolt'ageinst thejabsurdity of life and a
mistaken pureuit of love. Cardoso apparently does not
doﬁbt»love'e existenee, to judge from the words he puts in’
'Siivio}sumogth:«"ss'a~sﬁa'ccnscigncia nos podefé salvar
de deseséero e da mltiua destruigao" (22,’219); But where
is this love to be found? Again oﬁe of the characters
kon this occasion a fairly contemptible one, Bernardo)

gives us the answer:

e

; 0 amor & ésse deseje divino de unidade, é o
' desespero da carne que procura a sua parte
perdida (...)‘f Mas a agregagao nao se fara‘
sen3o no dia do Julzo Final, quando o
"Apocalipse soar e o Deus visivel reinar s8bre
a morte,transformando a fisionomia das coisas
criadas. (LS, 340)
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Love, therefore, exists only in the bosom of God, since
Christianity is the religion of love 16 and, according to
Cardoso, not even the social form of love can exist outside
Christianity. For example,'inécio'silove for humanity is a
mere intellectual abstraction, since he can only view with
affection those bgings whom he sees from afar, while, like
Ivaﬁ Karamazov, he crushes those who cross, his path, His

conduct is. JuStlfled by the author, who exclalms in his

Dlarlo'

N Y I C T “
‘Como e diflcil amar os nossds semelhantes

) e : ' - e
como a nos mesmos - como & impossivel,

No méximo conseguimos toleré;-;os. (Dc, 233)‘Jl?
It is not only true lové ‘that is m1551ng in Cardoso's
flctlon. even simple affection or frlendshlp are virtually
absent. For instance, there do not appear to be any family
ties to unite the characters; in fact, the family is por-
trayed as a group of egoisms living pnder the same roofy
they haje to put up with,one anotheri;ﬁd, while they usually
féke little notice'bf each other, s@metimes there is mutual
hatred. On some oécasioﬁs, this lack_of‘coﬁféct between
members.of the samebfamily seéms quité incfedible, as in
Inécio, where Rogério not only appears not to know his father,
but when Lucas shows him his mother lying dead, he does not
know who she is. Even if we except this extreme example, it
is still the case in all the books that the family is a group

in which certain persons are fortuitously related by kinship.
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The mixture of indifference and tension which ensues is
particularly obvious between parents and children and
between the parents themselves. Children are never the
fruit of.love between parents but merely the need to
continue the family name or the consequence of a moment
of lust. Small wonder that Nina, and the rest of the
famlly, are upset when she dlscovers she is pregnant.

This. 1s the cause of the almost constant neglect of the

chlldren - Andre (CCA), ‘Rogério (L) and Claudlo (A), are

'obvlous examples. ,Slmalarly, it is not love that keeps

-_éouples—tegether,.as happens with Pedro and Madalena

'in A luz no subsolo, but rather habit and the fear of

mahing a'fresh start., On various occasionsteach oftthen,
thinks:ofuleaving and onlylinertia persuades them to
continue; As with all the other eouples Cardoso portraysf
all we know about Pedro and Madalena iz their quarrels,
their petty hatred-and their acts of vengeance-and we are
forced to wonder how they ever' came to be married. Nina,
too, who returns to Vila Velha, accsfding to her, because
of heftIOVe fon&hen husband and hef son: we sopn learn the
realppeasen; During her‘yearssaway:inJRio, she had dise
covered that Alberto was the enly man she had ever really
loved and when she learns that she is suffering from cancer,

she wants to die in the one place where she was ever happy.
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Then there are the pacts made by certain charactérs,
which are really a form of defence against common enemies,
rather than a proof of any affection between them. It is
the instinct of self-preservation that causes Nina to form

/

an alliance with a man so different from herself as Tim6teo,

or Bernardo - in A 1luz no subsolo - to look for momentary

support in Angélica against the unceasing onslaughts of

. 'pedrq.f |

| .l'Bn’sdmé stbr;es We'witneSS'thé development of a faﬁe
'friéhdsﬂip,1@hénacefﬁain'cha;acﬁers becoﬁe‘attachédjto‘thé"
.imagé fhey;bﬁiid of éndthgr‘phafactér. ~This obcufs in
ﬁjIhécio; Qhen Rogérid makes a vehémént?declaration'of réspect
and. even love.for the father he does not knoﬁ; but thé
feélihg sQoh disappears When‘helcoﬁes into contact with
‘the real Infcio. With the exception of cases of this kind,

friendship remains the sentiment which is most respected in a

world peopled by negative emotions. In O anfiteatro, for
imstance, Cléudio does seem to feel real friendship for Gil,

to the point of 1eaving his family in order to live with

his friend. Yet even f}iendship has its dangers and like iove,
i;,can become a péssion which impels.the-characﬁér concerned
"to one extreme after aﬁothe}. As in:the éase’of %Z& Roberto and

Paulo, whose friendship promises so much only to end in a

violent crime,
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b), Age and the emotions

If love and affection seem to be difficult, if not
impossible, in the world created by Lﬁcio Cardoso, it is
because the individual, with age, becomes bitter and
egotietical. In fact, the children he portrays are shown
" as creatures who submit to love unreeervedly and are
normally symbols of. purlty. Even those‘who oome from
unfavourable env1ronments, llke Adella, appear to be .
'-jbllnd to. the.corruptlon and depraV1ty that surround them°'<

they are: llke "angos, papoulas brancas na501das do pantono

e da mlqerla" (E 258). 'Chxldren can still love one ancther

vcompletely and whether 1t is a case of fraternal 1ove, 11ke
‘that of Emanuela towards her younger brothers and sisters
~(LS 184), or of frlendshlp, as with Silvio and Camilo

(22, 63)., their feelings are not yet restricted by personal
interest. Yet even here, there are some rotten apples,
precocious adults who get pleasure from tormenting their

playmates. Since children are usuall&\defenceless, those

who'fell into the clutches of these aberrations are destined

to sufferes One examplelis-Isebei,hin A luz no snbsoloﬁ who
was Pedro''s playmate. He hated her, yet could not free
himself of her, so that while he sought her company, he
‘would always be hitting her and humiliating her as a way

of demeaning her. When he has finally reduced her to his

slave, she 'falls' into a pond and dies, soon afterwards,
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of pneumonia., A similar fate hangs over Camilo, in

Dias perdidos, to materialize only after a lengthy period

of suffering at the hands of Chico:

4
No inicio Chico arranjara para Camilo os
apelidos mais grotescos. Mas cansado desta
brincadeira inofensiva, passara a dar ras-
teiras ao amigo, tombos, Chegava e pregar=~lhe
'sustos_qué-o deixavamlpélido e o‘cqfagiornos
lébios.v Algumas vezes Camilo tentava reagir
:f;wmés'chico'redoﬁrava as suas proezas, construia
 -qrmadi1haS‘para o incauto”cdmpanheifo, désafiava-o-v
*paraVViolentas,iutas,éorporais,'aﬁarrava-lhe'rabbs'
de papel . Muitas vezes Camilo se recolhia sdzinho,
jurando que nunca mais voltaria. (...) Chico
f.Conhecié bemloS'meibg de obrigar Cémilo a voltar
“"ao seu dominio.  Quando afinal obtinha o seu ‘
»intehto,'Chico vingava-se redobrando os gritos,
as fasteiras; as brincadeiras que deixavam Camilo
exausto. Nao raro voltava chorando para casa e
esperava no jardim gue suas légrimas cessassen,

(DP, 96)

~
—

While there are such occasional examples of children who

suffer at the hands of another:child, this is nothing compared

8 In the first

with fhe‘misery inflicted on them by adults.
place, through insufficient love, so that the child is treated

. as if it did not. exist. In O desconhecido Elisa yields to -

Aurélia's pressure and sends her daughter Nina away, thinking
only of the problems the child will cause her if she is

allowed to stay on-the estate. Stranger than this, however,
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is the attitude of Clara, in Dias perdidos, a lonely sensitive
woman who does not feel the slightest interest in her son
throughout his early childhood. Thus it is adults who have
built a hostile world where children are out of place, so

that tley mey suffer want, even hunger (as Madalena notices
when she is out walking (LS, 67)), or they are forced to

live 1n dangerods,llnhuman cities (E 279) The adult may

go much further than thls, however, even to the p01nt of
Vlidellberately to&turlng chlldren.. On some.occasnons thls»mayh
’l take the form of destroylng somethlng they love,'as happehs

to- Nlna,-ln o desconhe01do, when Ze Roberto kllls Paulo.~fThey

are made to suffer physically and psychologically. The
19 |

examples of child rape. are the strongest proof of thls
gratultous cruelty, undenlable cases of the pursult of
.sadlstlc compassion on the'part of some of Cardoso! s'
characters. Because the child is virtually defenceless and

at the same time so spontaneous, it makes an ideal receptacle

for feelings of this type, since its pain shows so openly,

~.

but it allows itself to be consoled so\naturally afterwards. 20

In an inhumanlworldylthe child's unreserved trust makes it
the m?jor victim. At the same‘time, their presence in

.the world.and particularly their freedom from all forms of.
social contamination, makes them symbols of an alternative,

of the promise of a better world. 2L
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The child can love énd be loved. The same is true of
fhe adolescent, except that, since he is at a more complex
stage of his emotional development, he does not experience
any feeling in a normal way: whether it is love, affection or
friendship, they must be felt with eﬂ%husiasm and fervour.,
This is also the age of intellectual discovery and the

adolescent may get excited about ideas and admire people

- whO'rgpresent them;' In Infcio, for insténée, Rogério gets
_ cérried away by,his iﬁtéresf in satanism andfis'fasqinateq
"bjnthe~figﬁre of his féther; ﬁnéci?,.whovemﬁédies‘the
' satanic ideal for ﬁim; Cardoso iﬁciudés.a third-cﬁafécteristié» 
‘ inlhis pbrtrayal of adoléscentg, and it-is the one,which~ﬁakeé

‘them so vulnerable to the influence and the onslaughts of

“ adults: ingenuousness. Adolescence is a period in which

the WOfld is still diviaed into herdés,and ﬁillains and

when it is still possible to.believe whole—heartedly in the
former and spurn the lafter, because they cannot be right

about anything. Adolescents are'nét normally studied in
isolation in the works of Cardosoj he prefers to record their
rgactions to a triangular situétion in which thgy become active
particiﬁants, ?2 Such Situatigns arise when two adultsbare

locked in mortal combat and the‘adoléSCeﬁt, from being a mere

spectator, becomes an interested party by siding with one of

the two. His choiée.is not always dictated by his admiration
for one of the sides, as happens with Rogério when he sides
with Ingcio against Lucas. On occasions it can be love, which
is what causes Andre to take Nina's part against the Meneses.

The reason for his choice may even be quite childish. In
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O anfiteatro Claudio joins forces with his aunt because he

is unnerved by his mother's hysferical outbursts, so unlike
the quiet dignity of his aunt. Of all the adolescent
characters, Cléudio is the one whose'reactions are least
logical; nevertheless the outcome of the situation in which
he bécomes involved is just the same as in other cases.

The problem arises with the death of Cléudio'é_father,
afywhich;point hié-mother and his aunt engagguin.a savage
sfruggle ceutriu%.on-;n»ebisude ffbm.fhe pa§t,'wholiyiunku6wn
fo Gléudiu.A His curiusityuis stirred~aud when.he quesfions'

. hisrmother;_éhé ?élis'hiﬁ7about aulove éffuir‘inVQIVinguhis
aunt'ﬁuufa and BrdfeSsur Aives. The affair_.had.uot_been a
happy one, ow1ng to the per51stent Jealousy of Laura. She:
'.had gone away. with Professor Alves, but returned before long,
looklng older, and had accused her'51ster—1n-law (Cléudio's
mother) of having a liaison with Alves. and of therefore being
responsible for the failure of her relationship with him.
Alves is Cliudio's professor of auatomy and their frequent
~contact allows the.young man to seek his company iu urder to
find out the'rest_of the stofy; He has,.however, already
formed his an oginion,_in view uf;the guod impréséiou.given'
.him by his uuut's>dignified behaviour in contrast fd tue
irritatiug frivolity of his mother. Although Frufessor Alves
encourages Cléudio's ffiendship towards him, it is only much
later that he offers hig own version of the events, which

reveals that there was reason for Laura's morbid jealousy,

though he believed that his love for Margarida had not been



159

reciprocated. Now that he knows the truth, Claudio's
irritation with his mother swings to the other extreme
and he races back home, only to find that she, the weaker
of the two adversaries, has been morally crushed by her
rival and poisoned herself. Claudio;is saved from a com-
plete breaidown by the friendship of his fellow student, Gil.
~he situation here is that.of an adolescent torn between
'agoniaing altergatives: either his aunt was crazed or his
'mother had bee unfa1thfu1 to hls father. For Claudlo there -
:can be no half?way, one of the two has to be true and thls |
_Vneans condemnlng the other 51de. In any’ case; as’ always
happens an th;se trlangular s1tuat10ns, his 1nterventlon
changes noth1ng~ Margarlda kllls herself because she is the
“weaker party and not.because she feels forsaken by her son;'
~ whom she has always dlsllked}; But while the sequence of
events contlnues unaltered hy the adolescent's 1nterference,
the effect on him is de01sive. Cléudio is saved by his
friendship with Gil, but the same does not happen to
Rogério or André, both of whom pay very dearly for their
error: the flrst w1th his- sanlty, the second with his peace
of mind. In both cases, however, at the end of the experlence
they have entered maturlty, w1th all the bltterness‘and
d1s1llu51onment that Cardoso clearly con31ders to be
characteristic of the adult.
Following the course taken by these children and
adolescent characters, it is not surprising that bothl
phases once they have been passed through, are allowed to

diey since they are little more than an accumulation of
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unpleasant experiences, This may.explain, too, why the
characters do not retain Pleasant memories of these early
stages in life, even in cases such as Silvio's, when
another character (furea) recalls with fondness childhood
scenes'which he himself has apparentlylforgotten (pp, 180).
The accumulation of traumas from the bast causes Cardoso's

adults|to become neurotics, in Freud's definition: "neurosis

comes from frueratlon, flxatlon and tendency to confllct" 23:

The frustratlon they experlenced throughout the early phase

'itof llfe,/the feellng of belng per51stently used and exp101ted'.

a flxatlon on certaln 1nc1dents in the past or on certaln
‘1deas, 50 that they "repeat(s) 1ntead of remembering"
~and-a tendency to 1nterna1 confllct stemming from the

attempt to justify their mlstakes, as well as\conflict with

others, because the neurotlc suffers "an exten31ve allenatlon

from the external world",

T .
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Notes

1 TFREUD, S. The Ego and the Id. ed.cit., 43,

2  SARTRE, J-P. L'Etre et le Néant. ed.cit., 465,

3 PRAZ, M. The Romantic Agony. ed.cit., 210.

4 Dostoevsky, too,introduces.a host of characters who
- take pleasure in 1nf11ct1ng ‘pain on those they 1ove.
”jFor example, Raskolnlkov, in The Dev1ls, who enJoys

dr1v1ng Sonya Marmeladova to despalr. Cr Natasha

_Ikhmeneva, in The Insulted and Injured, whose f

_reflectlons on her love for the man who had seduced

her include the following:’“

‘She tasted, in advance, theﬁjoys.of loving
‘boundlessly and terturing the one she loved
to the point of pain, precisely because she

. loved him and because she had been in such
a hurfy to.abandon herself to him.

(London, W. Heinemann, 1912, 52),

Gide refers to the same aspect when he talks of

"rellglon de la souffrance" in his Dostoievsky

(Oeuvres completag Parls, NRF 1936, Vol. XI, 247 et seq.).

5 SARTRE, J-B. Op.cit., 470.
6  Ibid., 483

7 I refer to the gardener. Other characters note that,
until the beginuing of the scandal involving him with

Nina, they had been unaware of his presence (cf. CCA, 140).
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12

14

11

13

From A luz no subsolo on, all the families portrayed

are in a state of obvious disintegration, e.g. Pedro-

Madalena—Adélia (Lg), Clara-Jaques=-Silvio (22), etc.

Apud MARTENSEN and HOBHOUSE. Jacpb Boehme. ed.cit., 153.

This mixture of pity and love is much more common in
Dostoevsky, e.g. Myshkln s feelings for Nasta51a

Phlllppovna in The Idlot or those of Ver51lov for ,

" Sonya in A RaW»Youth.‘

,For Berdyaev depraV1ty 1ndlcates total confus1on between,J

 Good and Evil, whlch are pursued w1thout apparent _i : .-

distinction. Depravity should, therefore, be'v1ewed

: from an ontologlcal rather than moral, p01nt of

_’v1ew (see Dostoevskx. ed.01t., 126)

Incest was a major theme in Decadent literature. Hinted
at in Chateaubriand's René and given importance by
Byroh, through their direct influence it is to be found

in a number of fin de siécle writers, e.g. Flaubert's

Tentation de Saint Antoine, the poetry of Swipburne,‘

and more particularly in the ﬁdvelslof D'Annunzio.

COELHO, Nelly N, 'Lficio Cardoso e o - romance da danagad',

Suplemento Literario de Minas Gerais, 16 November 1968.

The essence of 1'€ternel féminin was often stated by

Decadent writers. In Flaubert®s Tentation de Saint

Antoine, for instance, the Queen of Sheba tells the saint:
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17

"Je ne suis pas une femme, je suis un monde. Mes
(4 .

vétements n'ont qu'ad tomber et tu decouvriras sur

ma personne une succession de mystéres" (Apud PRAZ,

Op.cite, 222). Similarly, in Gautier's La Morte Amoureuse,

. . L4 N .
the narrator remarks: "Avoir Clarimonde, c'etait avoir

. e, 4 . .
vingt maltresses, c'etait avoir toutes les femmes, tant

elle etait mobile, changeante et dissemblable dtell e~-méme"

(Apud PRAZ, Opecite, 288).
‘Apud PRAZ, Op.cite., 275.

As the author insists on various occasions in his

"Difirio completo, e.ge 36,94,97.

He is repeating what Freud tells us (in Civilization and

its Discontents. London, Hogarth Rress, 1957, 143) ¢

"Tove one's neighbour as thyself had a perennial appeal
just because nothing else runs so directly counter to
the natural tendencies of man'". We can go further back

and find the same attitude in Dostoevsky's characters.

Versilov (A Raw Youth) asserts: "To love one's neighbour

“and not to despise him is impossible. T believe that

man has been created'physically inéapable of loving hiS‘v
neighboﬁr" (Lbndon, Heinemann Ltd., 1916, 210).

Tvan Karamazov says the same: "I could never understand
how one can love one's neighbours. It's just one's
neighbours, to my mind, that one can't love, though one

might love those at a distance" (The Brothers Karamazov,

210).
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Dostoevsky comes to mind yet again, particularly

The Brothers Karamazov. Ivan uses the fact that

those who inflicted such suffering on children were
not punished as a proof that God,did not exist.
Speaking to Alyosha, he mentions a number of cases of
Russian children, belonging to respectabie families,
who are systematically tortured by their parent5°

"I malntaln that many members of the human race havew

a strange characterlstlc - they love torturlng chlldren,

SRR only chlldren" (ed.01t., 214) '” l."'Q

Sexual‘aSSaults on'children,,while'being'considered-the

most heinous of sexual crimes;,are much favoured by

.DoStoevsky's libertines. There 1s the case of Nellle,

4 rthe orphan child in The Insulted and InJured, and in

20.

.The Devils, Stavrogln tells, in his confessions, how he

had raped =a child who, realizing what had happened,
killed herself. Svidrigailov, in the same book, has on
his conscience a similar crime: a fourteen-year old
girl who'had'drowned herself:after being.the target of

hislattentions. Sv1drlga110v ends his story declarlng

that he is very fond of children.

Sadism always has this ingredient of pity. The

Marquis de Sade, in his introduction to Justine, describes
the great pleasure of a libertine as torturing a blindfold
child end afterwards taking off the blind and consoling

the child., (See JONGE Op.cit., 196-7).



21

22

165

It is in A-luz no subsolo that one of Cardoso's bitterest

characters (Joao Epiffnio) explains the importance of
the presence of children in this world: as long as their
purity exists we have not reached the final stage of
humanity, when "todos se convertérem em 1obos furiosos
(eee)e Haveri um tempo em que os homens até perderao

a fisionomia humana ..,." (£§, 302).

He follows the process used by Dostoevsky in’ A Raw Youth

:;'1n whlch the young protagonlst trles to follow and

Ku"funderstand his . father, who 'is in 1ove w1th two women.,'i.’

FREUD,'S._ introduotory Lectures. ‘ed.cit., 238.
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CHARTER VI:’THE SELF AND THE COMMUNITY -

It is possible to perceive oneself

at the centre of a set of concentric
circles, each representing a system

of social control.

(P.L. Berger, Invitation to Sociology) 1

a) Man in society

‘For Freud the basis of a.commuﬁity is a group of

individuals who identify:with one another:

Groups consist in a number of individuals who
have put one and the same object in the place
of their ego ideal and have consequently
identified themselves with one another in

their ego.



This may explain why Cardoso's characters always feel

themselves to be outsiders. Since they are not capable
of any real identification with others, they are equally
incapable of fitting into the institutions created by
others, Furthermore, as a consequencé of their own
insecuTity,'the characters tend to look upon any form

of participation with suSpicion.' Since they have failed

|
‘to discover theﬂr,'self' and thereby achieve personal

re51lience, they fear that collaboration with soc1ety
-may be yet anotLer assault on their already enfeebled ego.:,"

. ) I .
'the meaning of!ex1stence, 3 they find it preferable to

|
|
|
|
|
|
|
2And while SOCidl activ1ty might be ‘a form of response to. :-i ' i_iuig
|
§
- forego this possibility rather than sacrifice their inner |
',idenfity. Moreéo since the 5001ety in‘question is portrdyed
by Cardoso as so devoid of attractions that alienation seems
to be the natural response of any humanlbeing. However, ther
character has only to dare to cut himself off from the group

to discover how society, up to that point a passive entity,

has the power to control and repress. 'Society confronts us .

~

especially in the form of ooercion", Berger tells us, 4 and

'generally,speaking, even if Cardoso's characters have the

strengthvto_resist certain pressures, eventually they
sqccumb.
In the first place, they have to begin by~defying the

small group to which they belong and which responds by

trying to reintegrate them, at times by means of persuasion.,
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When Ida, in Maos vazias, decides toileave her husband, her
friend Ana, who tries to persuade her that her duty is to
stay, serves as a symbolic representative of their community.
More often the weapons used by socie}y are more powerful

and suggest a foem of rejection: ridicule and gossip.

In the Cr8nica da casa assassinada the group response to
Timbteo's disorderly behaviour is ridicule, despite the

fact that his condnct is directed.only against the family.

'Q~However, the faTlly is a mlcrocosm of the Establhshment and

. tls therefore 1dent1f1ed w1th 5001ety and protected byilt.
'.G0551pAls the cdmmonest fopm of s001a1 response, partlcularly
1to the'conauct ofhcertain female characters“who behave
hdlfferently from.the norm. 'This-weepon msy be used in

51tuatlons where there is nothlng concrete to warrant

5

censure, as happens to Nlna in Vila Velha, _when the most

incredible rumours begin to circulate:
N

. .
De . rainha, passaram a julgd-la uma cantora de
_cabare perseguida pelo insucesso - e houve até
alguem que se lembrasse de ter visto um fetrato
em revistas especialiZadas. Alguns, mais
'romanticos, telmavam em cons1dera-la mlsterlosa
herdeira de sangue azul. Mas a maioria, obstlnada,
opunha-se: "uma cantora, e em pose nao muito
recomendavel” ... a verdade & que ninguém sabia
nada de positivo a seu respeito.

(CCA, 77; the speaker here is the Rharmacist)

In Dias perdidos, Clara is looked at askance, because she is

proud and aloof, belonging to none of the many groups of

women which meet regularly.



If the character does not'respond with humility to

any of these forms of pressure, he will be ostracized:
"One of the most devastatlng means of punishment at the
disposal of a human communig& is to Fubject one of its
members to systematic opprobrium and ostracism", 6 Nina
is aware of this, and despite her moral fibre, when her
son innocently asks her if she had not been invited to a

receptlon w1th the remalnder of the famlly, he is shocked

by her confe551nn-

CVi entao due um solugo a sacudia, fnico e
’1.pr010ngado,'enQuanto ela ocultava o rosto
entre as mios. Assustou-me a emogdo que
aquela simples. pergunta lhe causara (...)_
Foi ela proprla que finalmente deucobrlu o} rosto
Q...) e voltou a colocar sObre as minhas as
m3os molhadas de l8grimas:
- Meu pobre filho ... se soubesse de tudo o

que me acontece ..., as injustigas que me té&m
sido feitas! (CCA, 169)

~ T~

~

When we look for the causes of - this klnd of social repre581on,
vwe dlscover that generally speaking, the characters have
merelx,lgnored customs or infringed the moral code. But

these afe bofh considered essential bulwarks of.the
Establishment and muet be respected. Timdteo was penalized
for his eccen#ricity, that spark of extravagance which caused

him to dress as a woman and adorn himself with his mother's

jewels. In the case of Clara and . Nina their offence was their




!
refusal to conform, to accept the role allocated to them

in a small town: visiting other women, going to mass,
taking part in charity fétes, having several children.

Morality is a more serious matter, seen as fundamental

’
!

in the life of the community. Freud tells us that there have
beenl hree stages in society's attitude to sex. In the first,
the sexual, 1nst1nct was allowed unrestrlcted satlsfactlon,'
'vln the second senual satlsfactlon was alloned for
.1ireproduct1ve.ends; in the third, the satlsfactionvof the
llsexual‘lnstlnot was: permltted only for 1eg1t1m1zed

'aereproductlon,'that is, w1th1n marrlage.‘ For Freud

contemporary 5001ety is in the third stage and hav1ng
-ldev1sed a very rlgld moral code, has been obllged to
_behave hypocrltlcally. 7 Thls collectlve hypocrlsy, whlch
'wasﬂa means of 01rcumvent1ng.frustratlons-and repre551ons,
also serves as a form of defence against the arbitrary
nature of the demands made on the indiVidual; which differ
according to both class and sex. In the world created by
Lﬁ01o Cardoso, tradition is followed in that the moral
constralnts 1mposed on women are much harsher than those
placed on men, Thus the 1nhab1tants of V11a Velha can be
‘shocked at the 1dea that Nina might have been a cabaret
artiste, yet they are amused by Valdo's affairs with
prostitutes (cf. CCA, 76). |

Woman is thus allocated a traditional role, which

“restricts her to home and children, and throughout Cardoso’s

work we find only one professional woman, the teacher, Hilda,

of A professora Hilda., It seems unlikely that her lack of
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feminimgyis fortuitous, as if snccess in a man's world musf,
of necessity, make her mannish. Otherwise, woman is
portrayed as a complement of man and, at first sight, we

are given the image of woman as the victim. It is not
surprising, then, that in order to be independent of tnis
subordinate position and assert her individuality, a female
character will take refuge in hypocrisy, and indulge in
brief affairs behlnd a fagade -of respectablllty.. Like
Donana de Lara who has a 11alson w1th the travelllng salesman
“"1n (o} v1aJante. W1th1n;the tradltlonal soc;al‘structure~

o portrayed‘by”Cardoso;‘We.also enconnter ine parado# of
woman ‘as. both subordman%e and yet. domlnant in the sense
Athat her constant presence in the house and her control over

the upbrlnglng of .the children allow her to wield an

f“unquestloned household dlctatorshlp.' In Dias perdidos,

for eXample,‘Clara complains bitterly of the freedom

allowed fo men, which makes it possible for Jaques to leave
her with her infant son in order to go exploring the backlands,
But when he returns, sick and aged, she not only controls his
every move, but also passes her own hostility on to her son,
who treats his father as an.inffnderl 'This quiet power
-invested in'theiwoman, expreSsed,in‘the organization of the -
famil& as a.small private.realm, is further stressed by the
novelist when he-denicts a male character in conflict with

the woman and being overcome by her. The most striking case

is in A luz no subsolo, where Pedro wishes to be free of

Madalena and plans-the means of disposing of her step by
step, whereas when she decides she has had enough of him

she calmly poisons him:
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é@edrg7segurou a garrafa onde momentos antes
Madalena tinha derramado o veneno. O cllice de
Raquel estava vazio. Encheu-o e ia levh-lo aos
1l8bios quando sucedeu um fato extraordingrio:
qualquer coisa que nunca Madalena pode saber se
era um simples pressentimento fé-lo estacar
por um instante, como se estivesse tentando
distinguir o odor da bebida (...) Imovel,
vcomprlmlndo no coragdo todo o0 seu rancor
_(...) Madalena esperava. Sem hesitar mais,' 
v.de um sd gole 1nger1u a bebida. Destapou de

lﬁnovo a garrafa e encheu o copo. Agora era
lela:quem o fltava. Nenhum ruldo se ouvia
(.;.). Sem. uma palavra, sem um g@sto para o

. desconhecido que estdva na sua frente, Madalena
 vQ1tou as costas e saiu para sempre levando

g Raquel pela m3o. (LS, 333) = -

'*'while wdmén ié’a;lqwed.this‘spperiqrity inlher own
1ittlé world, the suboréinate role ailocéted to her By
sdciety is to,ﬁlame for the number of female charaqfers in(
Cardoso's nqvels wﬁo rebel. And if sonme, like Clara, go
on living in muted despair, the majgritj display tﬁeir
defiance by open attéck 6n sociadl gtructures. Their |

‘rejection of social norms usually begins in sexual terms,

&

NG J A

since thls is the most, obv1ous dlfference in the way: men'

and women are treated by society. In Maos vazias, Ida

feels that the death of her child has broken her last link
with the world in which she has been living and expresses her
feeling by seducing the doctor, he being the man who had been
in contact with her. The reaction of her husband, Filipe,

is typical of the conventional male. When Ida tells him



what has happened, rather than feel hurt, he is concerned

for his honour and, slapping her face, hurls a social insult
‘at her = "Sua ordinfrial" (MV, 104),

While the control exercised by the group is always
visible, the power of the state is m;ch less in evigdence,
since|characters commit all manner of crimes without
suffering punishment at the hanos of . the police or the

9

courts. Therz is only one case of police 1nterference,

which is,when ’onana (O’v1aaante) kills &eca, but this is
' |

7shown as a -mere formallty, slnce she is. con51dered one of

|
"the plllars of the community and no one doubts that the

boy s death was an acc1dent:v Donana actually seems to

,take pleasure in dece1v1ng the community and acts the part.

of the 1ov1ng mother robbed of her child by fate, The =

.arbltrary nature of the soclal coée becomes very clear

when we compare this case to the situation of Nina. The

latter is ostracized in Vila Velha on suspicion of mis=- '
behaviour, yet this is the same community which later on

assists Donana to bury Zeca without delay and thus collaborates

in the concealment of any trace of crime. Donana, the Meneses

and the Barao -may be seen as’ the authorlty, for although they

. hold no publlc office they enjoy a moral prerogatlve whlch

places them above the law.

b) Society in the individual

"Most of the time the game has been fixed long before we

arrive on the scene. All that is left for us to do is to
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play it with more or with less enthusiasm', Berger tells

us, 10 though subsequently he remarks: "Generally we want

the parts that society assigned to us'. 1L With the

exception of Timgteo, who stands apart, Cardoso's characters
do, in fact, react against society only to a certain degree.

The reason for this is that, even when they do not conform

to the rules, they cannot free themselves completely because

‘of the 1nf1uences 1mpr1nted on them by soc1ety. The ;;esence

tof social’ characterlstlcs in the 1nd1v:dual personallty is
recognlzed even by characters we look‘upon as totally at oddsx

/_fmlth the: system, such as Nlna, who accepts all -the economlc.:
'advantages oifered her . by’her position in the Meneses house;
'hold -‘the-luxury,'the life o} 1elsure, the entertalnment,
the company - rejecting merely those aspects which she

7,f1nds dlsagreeable and whlch she con51ders restrict her
freedom. In addltlon,'a characteh may wish to dety the
'meight of authority when he, or she, is at the receiving

end, but they are sufficiently aware of its importance to

be prepared to use it to their own advantage: Hilda does

precisely this, when she plots the undoing of her'rep}acemeht,
'Eugenla. |
The first expre551on of 5001ety in the 1nd1vmdual is -

.thrcugh the small indications of class, external signs which
symbolize a person's social origin - they way they speak and
dress, the circles in which they move, their aspirations.

In the Crdnica we have the examples of Demétrio, whose dream
is to be visited by the Bardo, the only aristocrat in the
environs, and of the Farmacéutico, a small trader, who

yearns to own a watchdog. If we look at manner of dress and

related traits, there is the example of Indcio, in O enfeitigado
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who, despite his existential revolt, is a 'carioca' dandy,
probably a gigolo, and dresses flashily, knows all the
city's red-light areas and is generally to be seen in the

company of prostitutes. Filipe, in Maos vazias, is a minor

civil servant and leads the ordered ﬁifelof a petty bourgeois,
with his own house, a garden with roses, his meals at set

timesw a strol} after dinner and his wife wailting on the
i ! : oo )
| :

doorstep when ﬁe comes home from work. Ida, despite her

anguish &and resentment, accepts this routine as if it were

the only poss#bleAway’of life::‘ki~

‘FGrQ_Ldavque imaginara abrir’uma'porteira

"no fundo do‘jérdim, a fim de pisar, ao '
amanhecer, a areia.grossa da praia. E

" assim tinham feito. Aberta a porteira,
‘tinham pléntado roseiras no fundo do jardim,
gerﬁnios'naﬁjanelas e pafasitas nos troncos
pesados das &rvores (...) Quando Felipe
vinha do servigo, encontrava lda sentada

nos degraus do jardim e o menino que brincava
correndo em torno dos canteiros (...) Depois
do jantar, Luizinho adormééido, salam para uma
volta, até & esquina da Baixa, evitando a

4étmgé§erq pltrida do péntano. (MV, 36)

s

S

waeverfgif it:is true.thét ﬁthe novel sefs out toA
express an order established by a group", 12 in Cardoso's
case that group is the aristocracy. An aristocracy which
is decadent, weakened by vice, discord and financial
difficulties, but which nevertheless retains power. The

author shows its members struggling desperately to keep



f ' 176

up the appearances which class them together with the high'
standards demanded by the system. Camila, though an
alcoholic, continues taking her daughters to church festivals
(LS, 97); Donana de Lara,;with two crimes on her conscience,
still orga%izes the fétes (W, 79); C&ara3_despife her own
bitterness and resentment, allows her son to attend catequism

classes (DP, 66); and Demétrio, in the grip of his passion for

R Nina} does what he caq,po stifle the_rumours_apout the family
i(ggé; 3895. 1his7is.thé éléss'which:markeduits:membefé'most .
'.éxtéﬁsivglyg éecause'its eleﬁated poéition conferred along
- Qith powéf-a!félsefséﬁsevdf fréedom; HbWévef régellidﬁsvthey
‘mayibe;vtﬁeéé charécters aécept certain roles without thinkiﬁg - 
, Andrs; absbrbed inlaﬁ inceéﬁudus felationship, continues his>
morﬁing‘ride and-gOes.hunting,\és,befitsvaryéung man of gqq@
 family. The_situati§n becomes more tragic, however, when
the.charactér knows_that he,vér she, wés,eventually broken
by society. Nina finally confesses to Ana that she knew

what had déstroyed her relationship with Alberto:

~
Lembrava-me entao que ‘estava ligada aos
Meneses, que pertencia a esta casa, que
existia uma realidade. Foi isto que me

. perdeu, que'nos perdeu ... (CCA, 248)

The small concessions she had found herself making - to
money and position - had eventually undermined her ability

to resist the social structure.
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The individual's manner and bearing can reveal more
than just the class of society to which he belongs. Some
of the characters are also assignrned to other groups, namely
their professional group. Cardoso introduces a fair range
of profess&ons which have conferred %ertain characteristics
on thleir members. The sacristan, for instance, is cynical
and mercenary;;the coffin-makef is simple and fatalisticy
~ the fravellingjsalesman is a frivolous opportunistj the
ﬂ%doctor, good aLd dlscreet; the priest, the voice bf,wisdom,‘
IIh eddltlon to these professmons,vwhose 1nf1nence ‘he

[l

-summarizes 1n!1abels, there is one whlch partlcularly '

i 1nterests Cardoso and which he portrays in various of his

‘works:,teaching.~ Those characters who are teachers have
" not entened'the prefession because‘it is a 'job', like any
.other;“Their choice is guided by a sense ef vocation, as
Qeffnea by Kierkegaard. 15 A -vocation is different from an
employment,‘because it demands more than a momentary enthusiasm.
A person's whole. life is involved, because a vocation implies
the choice of a particular direction in one's mode of life,
one's system of thought and one 'S plans for the future.,
s,Furthermore, accordlng to Klerkegaard once one has#entered
Qnia vocation, it cennot be abandoned_lnkfeveur of anofhen
‘caneer, because of the inner preparation required to make it
succeed and which also makes it irreversible. Rerhaps Hilda
feels this and, therefore, although she thinks she does not
love the children she teaches, she nevertheless fights tooth

and nail to keep her position. She sums up the impossibility
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of making a new start by her reaction to her letter of

—

retirement: for3Quite a time she is incapable of believing
what she has read "pois o absurdo daquilo tudo saltava &

vista" (PH, 273). She has lost what, Kierkegaard calls
| !

'

"the |ense:of personal meaningfulness', 1h that perménent
feelirg of purpose which can afford moments when the

!
experience of freedom is so strong that another teacher,

'

" Redro in Alluzfno subsolo, feels he is God.  There is such

‘ é.difeqt lihk.bétﬁéen,the ¢ar§ef énd*#hiS'infenSity 6f fééliné'
_'that~wﬁen Pedro is dismigséd fbf:imﬁbrﬁl‘béhaViQﬁf,'he beé&mes
complefély'coﬁfuéed and éeems quité incabable of untanéling‘
the térriblé_doubts'whic‘h beset him '(Lg,_, 83). PRerhaps the
most striking caéé of'teaching.és~a vocation is to be_foﬁnd

jin'O-anfiteatro, in the.charactef of Professor Alves,_whoée'

"classroom charisma makes him memorable:

Sortilégio era bem a palavra, pois nao h& outra
que signifique ou transporte &sse sentimento de
magia e enleamento, essa curiosa impressao de
Y . '
-terror e fascinio ao mesmo tempo que, para tantos
conhecedores, & a porta por onde se penetra no
extase. (4, 149)
g '
It is precisely because of his vocation that Alves has such
a dangerous influence on his students, since his voice rings
with authenticity and is thus extremely persuasive. Here

again Lucio Cardoso agrees with Kierkegaard's line of thought,
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that vocation is more than the choice of a mode of social
participation, in that social life is only a search for
new situations‘and the individual's '"'movement is from
himself, through the world, back to himself",. 15 This
explains w%y teachers may be subveré&ve, encouraging pupils
to commit crimes, like Pedro, or playing the role of
Mephﬁstopheles, like Aives, and helping adolescents find
their reality.

v Yet;evénvthe memberS of tHi$'group; Who'have éécépﬁed -
parficipagioﬁi have_compfo@ised théirzega fﬁfdugh.gxéeséiver
.dedi;ation to;their social role énd wili be deétrbyéd if'
'so@ié&y frév;nts them performing'this rolé. Although they -
'a}é‘fichér in -human terms, this small group of characters-
-.is as:vuinerable as those referred to earlief, who may

simply wish to withdraw from the system.

¢) The symbolism of names

"Os nomes nada significam. Eles apenas designam a
parte extefior que conhecemos nas pessoas € que nos é
famiiiar” (v, 235); These words, of Donana de bara include
"a fundamental idea; which is fhéf‘Wﬁile.haﬁeg are ekférﬁél
" labels, they are one of the first things we.know about the
other. It is therefore natural that writers should use
names as carriers of messages to their readers, as aids to
decoding their symbology. This would explain why some of
the nameé chosen by Lacio Cardoso are so unusual or old-

fashioned.,
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Generally speaking, there are to be found hints relating
to the devetopment of the narrative in the names of characters.
Thus Hilda is the name of one of the Valkyries, a warrior
maiden, 16 and this side of the schopl-teacher's character
is borne out by the violent way in which she hurls herself
against others and against the world in general. Filipe,

" whose name indicates a lover of horses, has a wholly material
approach to llfe ahd both hls 1nterests ‘and hlS 1ntelllgence

;are rather llmltedl Bernardo meahs a powcrful warrior® and'

' although he‘ls.portrayed as a weak character, nevertheless he
s the only character in the book who comes throuvh 1ntact
‘hav1ng‘even made some progress. ﬁemetrio's name means

protector of the fruits of: the earth', and as ‘patriarch
~ of the Meneses famlly he flghts to. the end to keep the
.fam;ly together, Paulo is 'small', but-changes zé Roberto's
whole life.  Names may also be used with the intehtion of.
conveyihg.social impressions. Since famiiy names are
extremely rare in Cardoso's works, those which do occur
acquirepmore than usual importance{\:ﬂhen they are referred

to by one of the'characters who bear them it is with great
pride: such are the_famohs Oiiveiras, forebears of Clara,
or the.Meneses Silva "cujo'nome enchia todaa as bocaa" (é, 140),v
or the Meneses of the Crdnica, “esse velho tronco cujas ralzes
se aprofundam nos primbdrdios de Minas Gerais" (ggé, 26).

Some characters are referred to simply by the name of their

profession, such as the Farmaceutico and the Doctor in the

Cr8nica, so that their social position is made to take
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precedence over their individual personality and thereby
emphasize their symbolic function in the narrative as
representatives of the community. The names chosen by
the aristocratic families, names like.Demétrio, Auri’alia9
Timbteo and Camila, are immediately ;uggestive of strong
links with the past,
There are a number of characters whose name means

'1n honour of God':- Emanuela, Tlmoteo and Ana,bof which
there are<several;{ However, in the case of thls last‘name,'
it is 1nterest1ng to note that the 'God‘ they all-serve 1s,'
in fact, the DeV1l _51nce all of them are demonlc characters.
fhls type of paradox is used by’ Cardoso }or others of his
evil characters, who are glven the names of.great salnts of .
the Church. Mlguel Rafael 7 Pedro, Inac1o. If the contrast
’brlngs out the nature of thelr,opt;ons,;the author is also

pointing to the fact that there is no salvation without

seriousvsin, as he'stresses_in his Diario.oompleto:

"Acho que Deus nao se interessa, em definitivo,rsenao por
a@ueles que, uma vez pelo menos, tem\coragem para perder

§ céu"'(Dc 182) |

| Occaslonally we find names Wthh contaln psychologlcal
or llterary suggestlons. There'are‘cases where, for example,
the two characters formlng the two halves of a double are
given variant forms of the same name. Nina is a diminutive

form of Ana, the name of Nina''s double in the Crdnica.

Adglia and Lina, in O enfeitig¢ado, reveal an ingenious twist,

since Lina was originally an abbreviation of Adelina, although
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it subsequently became a name in its own right and its
source is not generally remembered. Cardoso also uses
names for the purpose of defining philosophical or.

psychological nuances. In G desconhecido, for example,

s
14

when a new employee arrives at the estate he is given the
name of the worker he is-replacing and who had died in an
accident. This is how the owner of the estate confers

‘the name:

. = Ainda nabxpgrguﬁfﬁi-éeu nome. Como se T
" chama?-- o u‘ " B | o ' ’ A’
Ele ia féspbhdef;’qﬁandb ela deix6u éséapar
‘uma risadas . i |
- Nzo, naaxfale.;-Na.minha casa.as pessoas’
'tém'o nome que eu QqUero. A‘minha;meméria"
'8 ma, guardo dificilmenté os nomes,
'vHésitou um minuto e conclufus
- O filtimo que estéve na minha casa se .
_‘ chamava 2Z& Roberto. Dagora em diante, serf

éste o seu nome. (D, 118)
In this short scéne - this one-sidéa\dialogue.- the two
characters re&eal their fespective temperémenfs. %é Roberto's
'apaﬁhy and his lack of inteyésf inyiife-are such that he
mékes no effort to.bé”knbwn by his own name. Aurglia is so
peremptory and authoritarian that she must try to mould her
workers to her will, to the point of allocating them the

names by which she wants them to be known. These two




temperaments come face to face on a number of occasions

in the story and Z& Roberto continues to meet Aurélia's
attempts tcﬂdominate him with complete indifference.

At the same time the absence of a real name for this
character broadens the meaning of tHe title of the story:
not only is Zg Roberto's %id', which seethes inside him and
suddenly erupts, .'desconhecido!', but really the whole
individual, who:avoids defining himself to such an extent
that he hides-behind another's name;and employment. This
lack_of definitich - aided bj thetgenehal.nature of.the
details'aboﬁtﬂhiﬁhsubpiiea by the author - is-what;transs
forms him'frchAa particular case t»o'»un:.'Lversal‘man.'l8
fhe'CrSnica,‘too,‘has characters with.highly syﬁbolic

~ names, partlcularly those of ‘the couple who ' engage in a
metaphysmcal odyssey through incest, Nina and Andre.,

The choice cf Nina, for the female partner was surely not
fortuitous. Such a common name in Minas Gerais, even in the
present day, and found at all social levels: Nina is really
all women, because she is Woman. And the one she loves

beyond all social restraints is André, ‘'andros", the Man,
-hThlS symhollc value of/Andre 's name is stressed by the
t‘Farmaceutlco, who- comments on the strangeness of the name -
which had been given to the child and which was not one of
the traditional family names: '""Mais tarde soube que a crianga

fora um menino, batizado nzo com o nome de Antd8nio (como o

pai dos Meneses), mas com o de André&" (CCA, 118).
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Notes

1  BERGER; P.L. Invitation to Sociology, Harmondsworth,

RPelican Books, 1966, 89.

2 FREUD, S. Civilization and its Discontents. edecite, 116,

3 As Tillich asserts (ope.cit., 44).
4 BERGER, Op.cit., 108

5 Vila Vélha, thé,hame Cardoso‘géve_tQ his 'literary'

“town, appears in béth-Dias perdidos and Cr8nica da casa

- .aésassinada, but withlfather different characteristics,

'ekcept that they are bdth:small upcountry toWns,lwith a

well-defined dlass system. Cardoso had set A luz no subsol§
Ain Curvelo, hls own: blrthplace, "para pfestar homenagem
 ‘a sua terra" butr"os seus conterraneos nao gostaram de
ser identificados com aquele drama e lhe enviaram um
protésto" (see 'Entrevista de Licio Cardoso a Luis
Gracindb' in Vamos Ler, Rio de Janeiro, 20 June 1940)
Sinée he did not have the realiété' concern to register
actugl external.énvironménts,(he thereafter located the
"stories set.in'Minas in the imagina;y.Viia Velha, ap‘-i

archetypal fepresentation of small provincial towns;
6  BERGER, Op.cit., 88.

7 FREUD, S. 'Civilized Sexual Morality and Modern Nervous

Illness', in Collected Rapers (Vol. 2). London, Hogarth
] $

Press, 1950, 83.
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This could not happen in Dostoevsky's novels, since

for him woman is no more than a temporary event in a

—

7

man's life and is therefore never portrayed in depth.,

"Woman is a stumbling-block in the way of male destiny,
/

and it is a waste of time to look for any cult of the

eternal feminine in the work of Dostoevsky" (BERDYAEV,

Dostoevsky. edocito, 114)., Among mineiro writers there

seems to be a certain tendency to confer a fundamental

" 'role on women characters.'-Other_novelists'frbm this"

10
11

12

13

'State; such as Cornéiio Penna and Autran Dourado,- use
' female'characters as protagonists and give thém a high -

degree of sensibility and intelligence. -

A~:Bﬁcio Qardoso‘took“no interest in the workings of law

’courté;.ﬁor generdlly in the power of the state. Unlike

Dostoevsky, who uses such episodes as the trial of Dmitri
Kéramazov to point up the fallibility of the laws, Cardoso
is concerned only with small communities, or groups, whose

direct pressure affects every single person.

~
~

BERGER, Op.cit., 103...

‘Ibid., 110

ZERAFFA, Michel. Fictions. Harmondsworth, Penguin Books,

1976, 12.

KIERKEGAARD, S. Either/Or. ed.cit., Vol. 2, 267.et seqe
Vocation is one of man's forms of fulfilment in the second,

or 'ethical', stage of personal development.
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Ibid., 268
Ibid., 270

For the definitions of names proposed in this section,

see KLEIN, E, A Comprehensive Etymological Dictionary

of the English Language.

In the flrst versions of O'v1a]ante the salesman's name

‘.was not Rafael but Quelene, the word for a. drug used .

3'.by young pe0p1e in Brazil (cf. DC 194) The subsequent

18

hange of name may suggest that Cardoso found its

‘symbollsm too dlrect-.iﬁ

Nao 4 a Loa que a proflssao de vendedor ambulante'
deu-se o titulo de 'cometa'; como tudo o que passa
sem pousar deslumbra e cintila, arrastando. a sua

. Passagem essa aura poética que muitas vezes o

mortal para quem fica, - (pc, 290)

A similar interpretation is given of the character

Joseph K in Kafka's The Trial, by the critic Sflnchez

vVasquez (1n his Art and 3001ety. London, Merlin Press,

1973 [ llfl )-'.o



PART THREE: "AMA O TEU DEUS SBBRE TODAS AS COISAS"
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* CHAPTER VII: EVIL, THE EVER-PRESENT REALITY

Il y a le probléme du Mal qu'on
~ est amené & décrire, car avec
"quoi un roman est-il fait, sinon
avec du Mal? O0té le Mal, que
reste-t=i1? Du Bien, c'est & dire
du blanc.

(Julien Green, Journal)

~
~

. O ye children of men, this is earnest
- and  serious! Hell is quite near, in-
- deed, it is within youl¥

'(Jhcob Boehme)

Tillich declares that if "self-affirmation precedes
all different sorts of metaphysical or religious definition of
the self', 1 the self cannot avoid experiencing metaphysical

anguish, since all human beings have a religious foundation,

for:
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eee religion is the state of beéeing grasped by
the power of being itself. In some cases the
religious root is carefully covered, in others
it is passionately denied, in some it is

deeply hidden and in others superficially,

but it is never completely absent. 2

Tillich is referring to certain moments when human beings
n are 1nexorably drlven to query the eXLstence of d superlor
\belng, by the perceptlon of - the tran81enue of human llfe,
by fear of death and by angulsh concernlng man's flnal
.destlnyq | | | |

. The:guestion "Deus ekiste?"‘isvuttered by severai.ef

Cardoso's characters from as early as A luz no subsolo,

but they receive no affirmative and the inquiny ten&s to

‘hang in tne-air thfoughout the'nouel along with various

other unanswerable doubts. On the other hand, the characters
all appear to be convinced of the existence of the Devil and
Valdo expresses a collective conviction when he tells

~

Padre Justino: , =~

- Eu nao acredito em Deus (...)
- E no demdnio o senhor acredita?
- Acredito. (CCA, 252):

The Devil, or the power of Evil, is one of the central
problems of the predicament faced by the characters, and
the way it is approached by Cardoso suggests that, like

Dostoevsky and Kierkegaard before him, 4 he was well
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acquainted with the theory of the ‘ungrund' held by Boehne.
His belief was fhaf in the origin of God, that is in the
abyss from which emerged the Divine Being, a negative
principle was also generated, a dark, irrational force

to which we may give the name of Eefl. Thus "the source
of Evil is not in God (...), but in the forces concealed
within the dark noid wnich precedes all positive

5 Whereas Yin God the .dark will

determlnatlon of Belng"
o is always controlled by nght",‘as Boehme has it "1n c
nNature d false comblnatlon of forceQ makes the dark forces
:spr;ng“up".‘G These are yhe moments,when God;s creation,
,instead of submitting to Light, rises up like a deityband
stands onposed to Light, and fhis attitude of revolt
extends to man: "the 1nte111gent creatune possesses in
'ltself the centre in which Good and EVll orlglnates.
Ever§ Being arouses Heaven and Hell within himself", 7

The perception of this proposition appears in the words

of one of Cardoso's characters, Rafael, in O viajante:

"Cada um de nos caminha beirando o abismo que traz dentro

de si pfoprio. 'Somos o nosso C&u e o nosso Inferno" (V, 238).
- This explains why Ev1iAcan only be dlscovered 1ntrospect1vely,
bbecause,vto quote MartlnMBuber, "a ‘man only knows factuallj
what Evil is when he knows about himself", 8 that is when

he is in the process of making a choice and seeks within

himself the path he should take.



To be more explicit, Evil, as Buber sees it in

Images of Good and Evil, is the direct consequence of

9

the tension caused by what ne calls 'omnipossibility'.
By this he means the huge range of‘numanvpossibilities
which the imagination displays to man as being necessary
to his fulfilment, but which are always contradictory.’
Ik is the imagination, too, which leaosAman to overestimate
‘himself and to View life as a confeet in which he strives
m:through rebellion to throw off the yoke of God -Man is
.‘1thus frequently 111-adVised by his imaginative power'and
"'only realizes that he has’made the wrong chOice when he | ':”H‘i i;:%
finds himself faced by an irremediabie Situation, This is
Qhat happens; for insfance,.with'crimes'of murder,IWhioh
.voccur with frequency in Cardoso s”works as examples of tne
extreme expression of a wronglybused freedom, 1O‘EVil,
.therefore,Ahas its origin deep down and it is difficult to
A derivejif from a social environment. Cardoso never examines
it from the legal angle, preferring to identify.the.causes
leading to.this type of action end'its conseqnences for man's:
destiny. Nor should’it.be_forgoften that the enormous
difficultvahich fhe_chanacters heveAin enduring the anguish.
caused by oertain ooncepts iS»brougnt_about b& what weineme
termed their neurotic natnre. Beoause they constantly force
themselves into extreme situations, they tend to shoot from
depressive conditions to high elation, or switch rapidly

between other intense emotional states, so that they lose




control of their own emotions. In addition, since they

are extremely harsh with themselves, they are incapable
of forgiving serious mistakes in others or any sort of
threat to their already precarious identity. Finally,
if we accept Freud's assertion that @bdern man suffers
from collective neurosis, 11 then the crimes committed
by Gardoso's characters could be committed by any human

. being._ The most strlklng example of this can be seen in

A,VO desconhec1do. Ze Roberto is an ordlnary creature w1th
.no spe01a1 qualltles, 1f only because he has so fariﬁ
:anever been obllged to make'any.declslvecch01ce, never'~c
‘baviné allowed himself to becone sufficiently inVOlved in.
iife to havethKchsiderﬂhis options. Yet when he is
'inrolved'becanse“cf nis-friendShip with Raulo, he

breacts as v1olently to belng abandoned as Inac1o, tbe
satanlst Bernardo, ‘the worm, or Jhca, the fatallst...At

the same- time, Qardoso s characters have not only a penchant
for crime; they also tend to commit crimes which invoive the
spilling of blood. In this'they-are recreating the old
"blood thirst!, as Fromn calls it, 12 which is basically
"another search for a response to llfe, since man thereby

A attempts to return to a prlmltlve form of ex1stence by'
behaving like an anlmal. It is a means of freelng himself

from the excessive pressure of reason: blood becomes a

symbol of spontaneous life and by spilling it man tries to

feel alive, strong and superior to those around him.
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More important still for Cardoso is to foresee what

" will happen after the crime. He does not accept that the
law has the right answer for cases of this type and believes
that man receives the punishment for his crime as an
inescapable destiny in which he is‘éiven a glimpse of the
dark side of his nature. This is why Evil, even indirectly,
is often responsible_for putting a man on autragic path which
'leadsitovinner enrichment ahd'personal elevation. After his
ﬁcrlme, 7.6 Roberto flnds a prlest and w1th 51ncere repentance
. confesses that he has kllled a man (D 26?) This could be
-the beglnnlng of~ hlS regeneratlon and of the way: to God.

vZe Roberto 1s one of the characters who have cut through to
their<own-essencehand dared to enter forbidden territory. . .-
' They forget that man is made in God‘shimage‘lé and that
erery man therefore has.an absolute value,'personally‘and
‘as the image of God; and that'the spiritual nature of man
.forbids hih_killing the most insignificaht'of human beings,
because this implies a direct and final act of aggression
against the same deity of which he himself possesses a
fragment . No iaea;btherefore, however beautiful it might
'appear, would Justlfy such an act because one s neighbour
is always more pre01ous than any abstract theory and a .
single human 1ife is worth more than any utopian im;

provement of society in the future.
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Cardoso accompanies these characters to their eventual
destiny from the moment of their crime and the remorse which
follows. Thereafter come the insanity and total disintegration
of Rogério, 14 the suicide of Indcio or the possible encounter
with God of Bernardo, since he is the only one of the criminal
characters to preserve faith and hope. In each of these cases,
the author stays.with his characters up to the moment when the
descent into.the abyss of the soul has taken them to the
‘discovery of thevroots‘of‘thehselflin ﬁtil.

B ’Murder is'not the only.orimelthat represents an»inner‘
search. ‘fherevls.sadish too; since the desire to infllct
palnvon'otherskis not its onlj essential aspect. 15 The
various différent»forms of—sadism,'physical or psychologieal

‘ derlve from the ba51c 1mpulse to achieve complete control over
another person, maklng hlm, or her, the object of our will,
and ourselves becoming their god. Humiliating or enslaving
the other are means of achieving this goal, and to inflict
suffering is the most radical expression of this power, since
there exists no greater control over another human being than
to force hlm to suffer pain w1thout belng able to defend hlmself.
The pleasure obtalned/from having complete power over another;
person is the essence.of1thelsadistic instinct. Another way:
of putting it is to say that the aim of sadism is to trans-
foom our fellowman into a thing, since when he is totally
dominated the human being loses the essential life quality:

freedom. In Fromm's view, murder and sadism are both
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components of the 'love of death" that appears in certain
minds which have been infiltrated by Evil,

Another tendency which the evil being may develop is
the penchant for 'incestuous ties?, 16 In such cases, incest
is not a pursuit of sexual pleasure;lbut a desperate form of
the search for origins. Unfortunately, as André discovers in
the Cr6hica, this‘search is accompanied by a desire to merge
and to dissolve. To pﬁt it bluntly, what André wants is to
h-throw“off the burden of hls own personallty by returnlng
-fto hlS mother"s womh.. ‘Since thls ‘is ‘an 1mp0581b111ty,

-Andre discloses, by means of sadlstlc moments in thelr
jlove-maklng; that 1ncest for him is aiso a symbolic form
of matrlclde, slnce’the absence of the divine element drives

17 This

ﬁan 1nexorably to destroy all hlS flllal sentlment.‘
_ process of dlscoverlng essentlals through Ev1l is carlcaturedw
by some characters, like Rogério (Inacio), who define and |
‘justify it, consciously pledging themselves to evil, but not
daring to go through with it in practice. They stay com-
fortably in the sphere of intellectuel debate and thereby
make it clear that they have never had the courage to
éarticipate, to be themselves, nor yet to seek transcendence 18
they are examples of,life‘reduced to utter emptiness.

Yet evil can have positive‘consequences in Cardoso's
fiction, because, in the first instance, it is an obvious

source of suffering, which is necessary because it gives the

measure of human capacity. This accounts for a degree of
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-outward paradox in the works‘of Cardoso, where we find
side by side an implicit compassion for man and an
apologia for pain in all its forms. For instance, the
most satanical characters seem to have been struck by the
suffering of children and all of themm express their
abhorrence of a world which could only function atithe
expense of innoceht tears. Yet some of these same characters
are themselves 1nstruments of suiferlng to. others, as well
ﬁas themselves sufferrng as a‘consequence of the 1mproper
thse ofvfreedom.‘ In thlS sense, sufferlng is a dlrectv
';j?result of freedom, of the agony of cholce, of despair én&
”.of angulsh —and of course, of the p0551b111ty of Ev11.;
 ”As well as belng a source of sufferlng, 1f man has. courage_
. ahd is. able to trust in God in mlsfortune, Ev11 can be a.
:stage on’ the path of Good._‘ | :
| Evil is not only a force within man, since 1t can also

- be found outside him:

Ormal existe como o ar que se respira, e

e existente no mundo, como uma poelra tenue,

uma poelra de ouro que nos apressa as batidas

do coragao e nos faz arder as faces. Absorvemos

0 mal, como acontece o creplsculo, ° (QQQ 237).

Evil may come from Nature which, as we have seen, is capable
of generating noxious forces, or it may come from the towns
and cities, human constructs, reflections of man's material
side and of his laek of spirituality, and therefore inherent

sources of Evil. 1In Nature,; sometimes, satanical ambience




is created, as happens on the Quinta dos Cataventos, in

0. desconhecido, where the stormy aﬁmosphere influences a

man's feelings and drives him to commit murder, reinforcing
the evil he carries within him. In cases of this sort,
Nature is an intensifying element,‘éausing the tensions
between those involved to grow until the passions break
loose. But Natufe does not have to be tempestuous in order
-to'prov%de aASuitablé atmosphére:for Evil to flourish.
Quite the revefsé: sincé; és'Boehﬁe.éxplainéd, God is

. contrast aﬁd moﬁeﬂent; 197EVi1:finds an ideal environment
viﬁ_stagnénf:Nafure.' Thé,Meﬁgégs'éstate, in the Gr6ﬁica,

is theréfOre a miqrocosm in Which_évery variety of Evil.

can thriﬁé‘énd,which also.accumulates £he evil of generation
aftéf generation of:sin ahd cfiﬁé..'This is the true»féce of
1the”‘house'; the‘hgﬁée‘of thch the-Méneses Were-sé proud,énd
which, éccordiﬁg to.b. Malﬁina,‘the aged matriarch, was
moribund, poisoned by its own evil deeds (CCA, 252).

Cr as Radre Justino explains, speaking to Ana Meneses:

~
Nao & de hoje que o diabo tomou conta desta
chhcara. Que & que voc& imagina como uma
casa dominada pelo poder do Mal? (...) &
uma'cohstrugﬁd assim firme nos seus alicerces,
segura nas suas tradigSes, conscienté da
responsabilidade do seu nome. Nao & a
tradigao que se arraiga nela, mas a tradigao
transformada no finico escudo da verdade.

(CoA, 261)
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- ¥t is in the environments of this type, where there is no
place for doubt, that Evilxsettles and the climate becomes
one of sheer hell, "um espago branco sem fronteiras no
tempo'", as Ana puts it (CCA, 242). 1In this state of
affairs there appears to be no chahoe of tolerance, so

that accusation and counter-accusation and uncharitable

attitudes grow apace. Throughout the Cr8nica da casa

assassinada the Meneses aim to prove that Nina represents

Evil and that 1t was: she, and she alone, who destroyed

hthe house by means of the noxious 1nfluence she spread ;‘:fl

»around. The accusatlons start,vat the bottom end of the
'~tscale, w1th Betty s remark that Ninda. was unconsc1ousrof her

bdestructlve powers ”llmltava-se a ex1st1r coﬁ a exuberancna
e o caprlcho de, certas plantas venenosas" (CCA 213)
‘MOVlng up the scale, we encounter Andre s dlscovery that

the woman he,loved was EV11‘1n human guise' "aquela criatura
fragll encarnava o Mal, o Mal humano, de modo simples e sem
artlflclos“ (ccA, 305). F1na11y, we come to Ana who, in her
agonic satanism, accuses Nina of casting her into Hell by
teaching'her ""como despojar a realidade de qualquer ficgao,
instalando~a na sua'impotencia € na sua angﬁstia, nua no
centrOidos-seres" (cca, ,96): Exceptlng Betty, whose words
-betray her utter loyalty towards the famlly, the others are
simply trying. to justify their own positions by blaming Nina,
- avoiding their responsihility in matters which were of

decisive importance for the family's destiny: Andre accusing
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Nina of exclusive guilt in their incestuous relationship
and Ana blaming her for her own satanism, when it derived
from her personal despair which she made no éttempt to
shake off. At the same time, Ana is thereby crediting hell's
Evil with an attribute which makes‘for a positive step along
the road to salvation: the ability to separate the essential
from the incidenfal in the situations in which we find
ourSélves.

';-fn'this-ffenzy.éfjaécuéatioﬁs»hgried"af'ﬁina, fhe  '
‘ Mene$es‘quife forget that.tgeir own moral decadenée‘ana
" their wickedness ‘hgdbeen embodied before, in the past, -
';;‘n.the fign_uie,off'Maria Sinhf. Although her portrait had
“been'toséed into the iumber rbom, she lived on in the
memory of thoée who cQﬁld not forget her gratﬁitous cruelty
vand ﬁer tdfmented restlésénesé. :However,‘évén if it was
possible’tébfeign'ignorénce of this Eﬁil from the pasf,
there can be no escape from present Evil, in the shape
of Timéteé, who despite being hidden away in an upstairs
room does not thereby cease to be a.yeneses - and for that
matter ﬁhe purest of them all, the anly one still intact.
He embodies the ﬁrue face éf the-family,vthe degeneration.
which Nina siﬁply qarries on with her adultery and incest.
The 'house' seens unéwafe that E#il is frequently a collective
attribute; as Fromm explains, 20 narcissism is the third source
of spiritual evil and while it is dangerous in individuals,
it assumes catastrophic proportions when it appears in a

group. The Meneses possess the necessary conditions for the
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development of this collective force: they hare a past in
which they take pride, a leader (Demétrio) who is a sort of
common denominator, upholder of order and morality, and they
display an idolatrous attitude towards what they call Ya casat
and which is really themselves, since they are projecting
onto this edifice the noble qualities they claim for’them-
selves,

Narcissism is a form of EVil which aims to eradicate

, everything that is 'the other", that embodies an 1nterference

in the self-adoration of the group, and it generates 51tuations

"vof collective respon31bility as a ‘result of 1ndifference.

_iThlS is prec1sely what happens w1th the sin which finallyv

destroys the "house', 51nce-the incestuous relationship . .

" of Nina and Andre was known to ex1st by three people at
-least' Ana, Valdo and Betty. Yet each of these proceeded
ind1v1dually and as one of a group, contributing by their
silence to the destruction of André. This adds to their
responsibility - by isolating Nina within the family and

making her understand that she stands condemned of her earlier

adultery - for reinforcing her satanism and driving her to

seek through Andre, the only one who knew nothing, the love

that was refused her. In The Destiny of Man, Berdyaev declaresf

The 'good!' will have to answer for having created
Hell, for having been satisfied with their own
righteousness, for having ascribed a lofty
character to their instincts, for having prevented
the wicked from rising towards Heaven and for
speeding them on the way to perdition by condemning
them. 2l
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Thus the compound of the accumulated Evil of the others -

"

the destructive egoism of Nina, the narcissism and divided
nature of the Meneses - together with the unleashing of his

own evil side, generated in André& the epitome of psychological
: /

|
Evill This is what Fromm calls the '"syndrome of decay':

"Thig syndrome is the quintessence of Evil because it is the

' root'of‘the mobt‘vicious destruCtiveness and inhumanity"; 22

1t manlfests 1tself ‘as’ a mixture of love of death -incestuous

symb1051s and deep-rooted narCiSSism. This would be the

"flaustification for Andre ] cruelty as well as for the fact

. ,n§5?;that,,after the death of'Nina, he was to abandon the family ;i'

' their violence.

‘and join‘a-group.of,bandits.knownithroughout the region’for

23>'“

'vail thens,is ahdecisive eredo.and is expreseed thrqaghh
1.51n, which may take the ontologieal form of incest or of .
fsadism and murder, or it may display itself in less momentous,v
more everyday modes, such as we find readily in l1ife in the
city,'that human construct which ie a caricature of man's
ownllimitatiens, Here Evil appeare~in the shape of minor
Hmisdemeanours, such as lying, petty theft,.gaming, prostitution,
’;alcohollsm, all of them part of the life of Inacmo in

' O'enfeitigado. What is 1mportant about them is that these

‘lesser transgre551ons are growing embodiments of the Evil
which Infcio has chosen, and as Kierkegaard observed "every
24

state or condition in sin is new sin'", All these aspects

of his conduct are thus preparing him to cross into forbidden
&
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1n hlS 1nf1n1JL compa851on, the power of forglveness and the ‘?y

_proof of love| are one and the same thlng. There is. thus -
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territory, so that when he eventually kills Lucas Trindade,
his old enemy (l, 112), we acceptlhis crime as a natural
step upwards onvthe'ascending scale of evil deeds which

he has been performing one by one,. ;It is Kierkegaard,
too,‘who‘gells us that the greatest sin is to despair in
sin, (because only for man, who deals‘with finite concepts
and whose lifejis bounded by space and tlme, is there a

great dlfference between venlal and mortal, sin. - For God,

|
-
I,

‘no. reason forxman, 11ke Andre, crylng in despalr that God

£eN li

'31s a lle, to. feel that he cannot be forglven. Slmllarly,

A . . b

the attltude of his. father, Valdo, is hardly loglcal° why

‘should he, who ‘had always looked on God with 1nd1fference,

be S0 shocked by his son's words- and find them blasphemous°

ThlS does not mean that Evil is an rntegral part of
Good, or that no one can attain the latter without passing
through the former. Evil is Evil, and Cardoso never views

it as anything different; but since men are sinners and

cannot live without ~ sinning, the 1mportant thlng is eventual

repentance and trust in God - put_another way, to preserve"'

b"the courage ‘to. accept oneself as accepted in spitehof'being

unacceptable"f > In this way one can keep alive the essence
of faith, which is hope, and take the first step on the way

back to the bosom of God:
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Deus ‘esta presente desde a primeira fissura
que sofre o Mal ou a natureza quelmada do
pecador, esta desde o menor 1n1c1o, desde o
balbucio que pds a Graga em movimento, e

que féz déste homen aparentemente empedernido,

o Gitimo talvez dos seus semelhantes, um
!

|

icaminhante progressivo no caminho do Bem,

(D¢, 155)

I

For Cardoé man cannot llve without gods and when
o he regects the presence‘of bod he has to engage in one of

"a number of f?rms of 1dolatry° seeing himself as God like -

‘Roge riog maklhg 1dols, like Nina who adores the lost 1mage
of Alberto Qh;ch she recreates in Andre; or, like-the'
Meneses, devotlng a whole life. to protecting a house,v«
f transformed 1nto a symbol of truth. »ThlS gradual adulteratioh
Yof the 1dea_of God brings about d deep metephysical cohfﬁsioh
in man, making it difficult for him to see what is right, er
even, very often, to identify Evil; RPart of this is seen

as the fault of the modern world and the absence of

collective spirituality which causes man to believe he is
omnipotent and to reject God or any other absolute which
isvhot of human oriéih, Cardoso'b.characters suffer from

an ﬁeclipse of the light of‘Heath, eclipse of God“;26
.which is‘net only'pdrtrayed ih their subjecfive world,

but revealed particularly through the diving Being Himself.
This is the human side of the 'silence of God'y of Rascal'’s

'Deus absconditus?. Most of the characters refuse to submit

to the reality of transcendence, thus both contributing to
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their own isolatlon and being partly responsible for this
"eclipse". Hbwever, since man cannot kill God, He will
remain a distant aspiration, for even if human beings do
not recognize %the God of Man', He continues to exist intact
in His Etérnity, leaving men plunged in the abyss, condemned
to dgath without hope. This is why for Buber, Nietzsche's
assertion thatj'God is‘dead"means only that "man has become
,1ncapab1e of Jpprehendlng a reallty absolutely 1ndependent v
1.0f hlmself'an of having. a relatlonshlp w1th it", 27 ”
%“Neﬁertheﬂess, man haS'always had the‘opporounity to’
*,keep w1th1n Jls heart the image of. the Absolute, "partly

. ! o
"pallld partly crude, altogether false and yet true", 28
»and 1f he seeks w1th care he will surely flnd it there. -

_But in this oonfused modern world the search has become
.more difficul%, beoause the‘most‘tfagic.oonsequence of’the
"eclipse of Gog" hasvbeen ehe loss of a sense of His neerness.
He is there, out at a.distance; perhaps in the very heart of
man's Being, which man has lost sight of in the tumult of
life'"s less important matters. This is why God can only

be found in. the return to essentials, in solitude, as we

‘know from Tlmoteo, in the Cronlca, who spends a lifetime in
the seclu81on of hls room waiting, with unshakeable faith,
- for the coming of the moment of truth. We should not
therefore be surprised that he is the only character to find
God. Timdteo is undoubtedly the only image of Faith that

Cardoso has created; his hope is so great that he will be

able to see God, even after he sinned greatly, because
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despair never destroys him. Timbieo's is the real
responsibility for the destruction of the thouse'.
He believes it to be decadent, a symbol of sin and Evil,
and pledges himself to annihilating it by his own efforts,
by means df a succession of scandals. But the Meneses were
still strong and threatened to have him put away, but
.evenﬁually settled for.confinihg him to his own room,
where he.tive in. walt for hlS hour of revenge. ThlS
oeppedfs,.unexﬂectedly; w1th the arrlval of Nlna,‘wnose-r
li.lntensely dlsturblng beauty saps the“w111 end clouds the
“Z,m;hds eveh og hardeued chanacters llke'Demetrlo.ﬁiTlmoceo
is‘duickato‘gotice this ingreddeht‘end Setseto worhito;.
'embrOLl Nlna in hls plot and. to such ‘effect that he

confldes trlumphantly to Betty.

Se uma minfiscula parcela de pecado - um nada,

um sonho, um desejo mau - pode destruir a alma,

que ndo fard uma dose maciga de veneno, uma

culpa instilada gdta a gdta (...)? (CCA, 104)
Nina will thus.rise up'as an avenging angel- her very presence
carrles a, threat and she w1ll wage an open war whlch w1ll
hasten the family's slow descent towards annlhllatlon.

If Timdteo sinned, "Deus assume, muitas vezes, o

aspecto do Mal" (CCA, 468) so that not even the lowest of

men has the right to despair. Cardoso is still more explicit

in his diary, where he explains thatg
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~ . . .
O. ensinamento de Cristo, na sua totalidade,
’ . e e &
e quase impossivel de praticar., Mas al é
14 . o . - . P - A .
que esta o misterio da infinita paciencia
de Deus, pois foi Ble quem afirmou que viera
» P q Q
para salvar o que estava perdido, viera para
; .
!pregar entre os publicanos e os pecadores.

' (Dc, 155).

. In this sense jone can agree with Adonias Filho when he

observes that|["Deus sempre atravessa os livros como uma
and when he remarks that the characters never

30 -

.- sombra'",

-~ altogether logse "um vago preséehtimento;de Salvagﬁo".

 j Gardosof%'éhéracters diredt.pheir searqh €o the ﬁegative
- side, ﬁo thehaﬁseﬁf,,sincé Evil ;onétitutes for him "uma
'furiosa nostalgia de Deus" (29, 270). The importaﬁt:thihg l
.is for man tabbe capable of éssuming Evi1, since, tb quéﬁéu
Nelly Novaés Coelho, "se o mal foi o eleménto que afastoun
o homem de Deﬁs e da verdadeira vida, o Mal deveria ser
o elemento que novamente os reaproximaria'., 31
If, despite.all these vicissitudesy maﬂ can find a way
of préserving his,hdpe in Gody he ié\ready to enter into the
 'reiigiou§ sphere' of Kigrkegaard's categories, What he will
'»havé to do next is throw off his materialisﬁ and look aﬁ.life
'; thrbugh-fhe eyes 6f the spirit. Wifhout this separation of
what is fundamental from what is merely incidental, man will
not be able to uncover the image of God which he carries

impressed on his heart. This is Timdteo's particular natural

gift. Nina returns to the estate after sixteen years away from



207

it and, sincte she had never seen André nor watched him
grow up, she is struck by the physical likeness between him
and Alberto. She concludes that he is the gardener's son and
uses the physical resemblance to recreate her past sin.
Timb+t €0 only sees Andre on the day of Nina%s funeral.
Nevei having set eyes on him before, he too is struck by
the ﬁhysical similarit& betweeﬁ theAadolescent and 'o mogo
-das v1oletas'J"But in his case, instead-of being shocked.
by the.concrelelproof of” ols elsteraln-law 's adultery; he o
looks w1th the e&ee.of the Sblrlt and reads a qulte dlfferent'
message;AherJ Qas the symbol of man‘s 1mmorta11ty,.of the S
.p0551b111ty of perpetuatlon whlch God alone can confer as a-“
‘3glft.. Nlna had come so close to dlseoverlng the Truth ‘but.
the dlstorted V1ew of life we. flnd in- -most of the characters
and from whleh‘Nlna slso suffered had led her into a bilnd‘
' _a11ey and to the d1500very; in 1dolatry, of a carlcatdre of
the Deity. |

While Timbteo is the only character who, at the end of a .
text, receites the Revelatdon, some‘of the characters reach
that p01nt with thelr fate undeéided. Those who succumb to
hatred like Hilda, or other forms of pa551on, sucﬁ ae
Madalena,_stllllhave a chance, 51nce; as is malntalned by
’ Buber, man only loses the way to Heaven wheo he reaches a
state.ofAtotal indifference or despair. 32 This is the case of
the majority of Cardoso's characters who, absorbed in their

commitment to Evil and in their self-deification, have no time

to think about God.,
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The most Lerious consequence of this absence of
dialogue with God is to plunge man into absolute solitude,
a form of cosmic solitude. If the isolation of Cardoso's
characters is without solution, it is because it-derives
from an accumulation of solitary créatures, lacking any
possibility of establishing contacts with others, further
intensified by the total absence of God.

;The;portréyal of this inborn solitude fascinated

Cardoso and hus descriptions of it start in A luz no subsolo_

‘ﬂ'when he 1ntroduces Madalena-'

o Alma solitéria, ela sentia pesar s8bre a

' sua Vida o tormento dessas criaturas que

- se sentem perdidas no abandono de si mesmas.
Quantas vezes -indagando o que lhe faltava,
qual o meio de preencher aquela lacuna que
sentia dia a dia se alargar pela sua vida,
chegara & conclusfo de que nao queria Viver
86 (e..). (LS, 42)

Tﬁis inherent solitude is.very important in genefating
fixations in certain chdracters with regard to a past which
"_they view as happy, S0 that they sometimes place excessive
stress on childhood 1n01dents which for a normsl persoo would
be simple occurrences. Taking the case of Madalena, again,
we find that as a child she had been particularly fond of a
red cushion and when as a growﬁ-up she discovers that her
mother has recently thrown it out, she feels robbed of

something essential, She herself confesses that from then
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onwards she had never been able to make contact with any
other object or person. This tendency to solitude in the
characters, which "as distancia das demais'criaturas, seres
destinados a permanecer & parte, dentro de uma grandeza
ou uma misé&ria pouco habitual ao homem" (LS, 44), is at the
bottom of their inability to relate to others, since they
are too conscious of their own 1nd1v1dua11ty and never
succeed in acceptlng the others for what they are, Thls
jbrlngs about t 1e 1mpos51b111ty of any real dlalogue, for
there 1s an I"always face to face with another I who wants,,
7neither to be understood nor even- contacted
_ In'thls sense Cardoso s_characters cannot be included:

in Buber 's prop051tlon "all real 11v1ng is meetlné" since
they do not attain the 'I thou‘ relatlonshlp, never flndlng
»thelr way out of the 'I-it' situation. I-it is the initial
attitude of contact and use. It takes place withih man,
oot between him and the outside, and is therefore wholly
subjective, lacking mutuality. It is the typical subjecte=
~object relationship, indirect, compfehensible and significant
only as a connectioh; The It can be a human, an animal, an
. objectdor even God, ‘as is the caSedWith the Thou;kﬁhat_is
diffe;ent is the relatioﬁship we ha?e with it., The Thou of
an li=thou relationship can be transformed momentarily into
an It so as to be apprehended by the senses again, but then
returns to.being Thou in order to remain within man's inner
experience. Man can go on living securely in the world of

It, although he will then never be completely a man, since

there will be no dialogue, which is essential. 33 Cardoso'’s
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characters insist on keeping the world in the situation
of an ILt, not allowing themselves to develop ties with
their environment or even with others. Even in circumstances
where this identifiéation would be natural: for example, the
meeting of Infcio and Rogério, fathér and son, after years of
absence isva silent void or a purely narcissistic conversation.
Although there are moments when the atmosphere seems to ;nvite
friendship and the gxchange‘of cqnfidences, nothing happéns,
és oﬁ fﬁe @céasioﬁ'whén Rogério confides his pléﬁé and w;its"
. ‘for hié\fatherfsfﬁérm épprqval. In&éio's ;nswéf iS*ﬁQf o
...merely_éAlong:silénée, hé also lddks'awéj;'leaQihé Rééério
:t'c'orylfﬁlséd'.‘and_f disconcerted (I, 94%). At the same time,
Roggrio's qommuniCatioﬁ of his secret is nof really intended
és a meéns of>gaining Iﬁécio?s understénding,,it is no more
than talking’aloud to héar his own Qoicé,_ Similar1y,:in the'
relationéhip of Nina and André, if we exclude the moments of
violence as e#treme examples of reification of the ofher, the
'dialogues® never have depth, and André constantly remarks

34

on the way in which Nina's eyes wou}d be.losf in space
as if she/were pursuing private thoughts which she never
éxpressés} In personal relaﬁionships we usually_find this
master;éubérdinaté game,'as with~Ninélana Alverto, or the
situation of two dominant wills, like Silvio and Diana,
since isolation and solitude reduce human relations to a
struggle for superiority. As Lukfcs remarks of Dostoevsky's
characters '"these men live so deeply and intensely in
themselves that the soul of others remains to them forever

35

an unknown country',
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The meeting with man's Thou is partlcularly important
because 1t precedes the encounter w1th God, since only when
he has found his self by recognizing the presence of‘the
other and accepting him as he is, is the human being
"prepared Jto address the eternal Th;u". 36 As with other
human beings, this 'eternal Thout can only be discovered
with?a consc1ous effort but since God is still near to
lman,:51lent but watchful He will'anSWer.manis call. For

,Cardoso ] cha7acters thlS is not posSible. 'Deus abscondltus'

v'not only hldes Hls face, but has w1thdrawn so far’ from man, ST

‘cuttlng Hlmself off s0. completely from man s sufferlng that:
l

i

_ He can no longer be found~ Thus the solltude of the 1nd1v1dual
among other men’ does not necessarlly lead the character to

God 'as Klerkegaard clalmed 37 On the contrary solltude

' ,rarely 1eads to God in these cases, probably because it is

not solltude sought through renunciation of material things,
but the 1nab111ty to form relatlonshlps and as such the
symbol of lack of love. If man, incapable of living without
hlgher 1deas, puts the idea in place of God, he soon dlscovers
that it does not ellmlnate 1solatlon nor bring the peace of

. mind conferred by the traaltlonal perceptlon of the Delty.

38

:Ih thls ”alvorogo da alma contra Deus” v the.character
takes the.flnal step into an absolute and irrevocable

solitude which Cardoso describes so despondently at the

end of his diary:
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Soliddo. Tanto falei de solid3o ao longo
da soliddo (...) e nZo dessa solidao a

que as coisas exteriores nos obrigam, essa
que vem de fora para dentro e que & apenas
uma forma de desamparo no espago cheio do
mundo. Falo dessa solidiq formada no
‘interior dessa imposigao intima do homem
destinado a caminhar sdzinho porque a soma
do seu conhecimento (,..) blogueia-o. no
seu éxilio. (ee.) Falo dessa condigdo
f1tima do homem, tdo erguldo, tdo. monstruoso,
tao esquematlco no seu pedestal onde Jd se
amontoam as prlmelras sombras ‘da n01te.

(DC 303)
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Notes

1 TILLICH, P, The Courage to Be. London, James Nisbet,

1952, 82,

2 Ibid., 148
— .

3 It is no rhetorical question, since it is always asked
in moments of anguish. The absence of any answer can

be accounted for by the fact that the author himself

did net seem to kﬁow what reply to give;

‘QTudo glra em torno de Deus - acredlto ou nao
f,na sua ex1sten01a° - Porque delxel em suspenso

ﬂ  a pergunta formulada em A luz no subsolo°

.fCalo-me. ‘Ele préprio /bctav1o de Farla/ nme
 af1rma que nao & necessarlo que lhe eesponda.

'Perguntp e se dlsser que.eu n3o sei? (DC 238)

4 Accordiné.to Berdyaev, himself fascinated by Boehme,
Dostcevsky was strongly influenced by the ideas of the
German mystic (see Dostoevsky, 115). With respect to
Kierkegaard it is known that, until his disagreement with
blShOp Martensen, his professor, one of the factors in
thelr frlendshlp was their common admiration for Boehme

 (see MARTENSEN and HOBHOUSE, op,cit., xix).

5 BERDYAEV, N, Freedom and the Spirit. London, G.Bles,

1944, 102,

6  MARTENSEN and HOBHOUSE. Op.cit., 56.

7  Ibid., 134
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BUBER, Martin. Images of Good and Evil. London,

Routledge and Kegan Paul, 1952, 21.

Buber exemplifies the dangers of ‘omnipossibility!
with the story of Cain and Abely since Cain did not
have the original intention of killing his brother.

He did not even know what killing is. Yet, in his

fury * and in order to settle his own indecision, Cain

'h'ralses hls hand and strlkes his brother dead. (Images-

" of Good and EV1l 60)

- 10

11

12

13

-Lu01o Cardoso was, personally fa501nated by crime reports

and - followed them attentlvely in the- dally newspapers, as

we can see from his diary (see DC, 36). In addltlon to

' thls, he hlmseli contributed a column to varlous Rlo

'dallles and used 1t to recount detective stories,

Furthermore, there is his contribution to the novel

0 mistério dos MMM, a detective novel composed in

conjunction with fellow novelists.

FREUD, S, Civilization and its D{scontents, ed.cit., 104,

»FROMM E. The Heart of Man - Its Genlus for Good and Ev1¢,n

London, Routledge and Kegan Paul 196), 33,

On various occasions Cardoso stressed the difficulty
experienced by the normal human being in respecting this

image. In Dias perdidos, for instance, the narrator comments,

. . . . ~ L4
in one of his generalizations: "0 que nos falta & a coragem
de ndo levantar a mo contra nds mesmos, contra a sagrada

imagem que representamos neste mundo" (Dp, 24k4).
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We find in Dostoevsky, too, this tendency to follow the
characters in their gradual emotional disintegration.
This is what happens with Raskolnikov, in Crime and
Punishment, who has not just killed a stupid old woman,
but has Struck deep into himseié and is slowly crushed
by his sense of guilt. He discovers that it is easy to
kill a man, but that the strength that goes into the
aCtiqn is spiritual rather- than physical; further,

than'nothing greaf or marVellous-héslhappened in'thé

"worldféfter.tha crine, bht instead‘ﬁothingness has

become more blatant and eventually destroys him.

Cf. FROMM, E. Escape from Freedom. New York, Rineheart

and Winston,'l94l. The discussion of sadism is largely

based on Fromm's interpretation,

-

FROMM, The Heart of Man. ed.cite, 95.

Dostoevsky gives the same symbolic importance to

parricide in The Brothers Karamazov.

This ascending scale -is proposed by Tillich (Opecita, 81

et seq.) as embodying essential values which man must.-

»acéomplish in order to achieve self-fulfilment.

Apud MARTENSEN and HOBHOUSE, Op.cit., 28.
FROMMo Op.citoe, 63.

BERDYAEV, N, The Destiny of Man. ede.cite, 134,

FROMM. OEeCito, 370
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This sequel to the Crdnica is mentioned by Octgvio de

Faria in his introduction to O viajante (xvii). He

also explains that the Cr8nica was intended as the

first of a trilogy, of which O viajanté was to be the
"

second, while the third, entitled Glael, would include the

meeting of André€ with Nina's real child, Glael.

KIERKEGAARD. The Sickness unto Death.: ed.cit., 236.

TILLICH. Op.cit., 153.

"BUBER, M.=1Eclip$eé of God. New York, Harpef &"Bros.,

1952!‘34,
Tbid., 8
Ibid., 85

ADONIAS FILHO. 'Os romances de Lacio Cardoso', Cadernos

da Hora Presente, Rio de Janeiro, 1939, 67.

ADONIAS FILHO. O romance brasileiro de 30.  Rio de Janeiro,

~

Bloch, 1969, 130.

COELHO, Nelly N, 'Liicio Cardoso é o romance da danagdo',-

Suplemento Literfrio de Minas Gerais, Belo Horizonte,.

16 November 1968,

This was the gift - of separating the essential from the
incidental - that Boehme received in his mystical
experience (see MARTENSEN and HOBHOUSE, Opecitey 5)e

The story goes that Boehme was working in his shop,

when he saw the setting sun reflected in a copper plate
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with such brilliance that he was flooded with a great
inner peace. On going outside to dispel the trance that
had taken hold of him, he was astonished to find that
he could see inside things and that plants and animals
possessed a density previouslylénknown to him, which he

could now measure.

BUBER, M. L and Thou. iEdinburgh, T. and T. Clark, 1937,

(14,

:For Sartre (LtBtre et 1e'Néént, 310)%the look is the .~
 first‘fOrm'of'cbntéct-Bétween tw0wbeings:.it is by -
means of the look that the other makes his pfesence-

 felt and similarly attempts to alienate the subject's .

universe. When Cardoso's character avoids this contact

through the eyes, his intention is to show his lack

of interest ih the other's universe and at the same time

to close his own universe to the othert's indiscretion.

LUKACS, G. "Dbstoevsky', in WELLEK et al. Dostoevsky.

New York, Prentice Hall, 1962, 150.

'BUBER. I and Thou, ed.cit., 13.

KIERKEGAARD, S. Fear and Trembling. New York,

Doubieday Anchor Books, 1955, 55.

FARIA, Oct8vio de. '0. desespero trégico dos herois de

Lficio Cardoso¥, Suplemento Literfrio de Minas Gerais,

Belo Horizonte, 30 November 1968.
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CHAPTER VIII: CONCLUSIONS

Eédrd, Eﬁgcié; Ni;a,and‘fhe féfibus other, éerhaps less
memoféble, protagonists go to make up a”iarge 'painel',lér
tableau each of them a piece in the *'todo harmonioso", 1 the
complexlmosaic which is a human being. What they have in
common, above and beyond their individual personalifies, is
their embodiment of the tragic hero;éxkppearing for the first
time in Maleita, this figure occurs throughout Cardoso's
work as a~éoﬁmoh denominator. Tt is he who, in the wdr&stof
Adqniés Filho; "sustenta téda uma temética eﬁ torno do homem
e por isso mesmo uma temftica existencial", 3 Against back-
grounds which are usually sparse in detail, the novels and
stories establish their framework around human destinies which

come alive to experience violent passions, but at the same

time subject their vision of the world and of others to the



power of reason. The priority given to the intelligence

results in the charactersvbeing free from illusions and from
any inclination or opportunity to embellish life, so that
they contemplate reality without any sentimentality.
It is this reality, which cannot be;ignored or changed,
whiclh produces in them a persistent melancholy in which
there is no place for lrony or‘cheerfulness.

The hero hs undenlably superlor to the normal run of-
'*rhuman belngs and thls sets hlm aslde from the group to whlch -
.he belongs, but w1th whlch he, in any case, ceases to 1dent1fy )

i.

Hearly in llie; He is cons01ous of his. ‘own superlorlty and

‘even in adolescence, llke Rogerlo, becomes consumed w1th

'hubrls and_dazzled by his own potentialities,'believes
.,_hlmself to be-a deml-god. This attltude leads theﬂﬁ‘
l.characters along a nore darlng course, 51nce, haV1ng
thought a good deal about God from early in the narratlve,.
Vthey_now feel strong enough to defy Him, if ‘they accept-His'
existence, They do not, at this point, recognize the danger
of finding themselves in absolute solitude,_for although
the character has asserted the superlorlty whlch prevents
.hlm belng part of hls 5001a1 group, there is another,
5h1gher-reallty, in the-face of whlchihejls small and
'~insignificant and‘from-which.he needs-snpnort. hbweter,
solitude is a price which man is prepared to pay for his
freedom, because the world of Good attracts him less and less.

In some cases -~ for instance, that of Clara in Dias perdidos =~

life never offers real opportunity for sinning, but this

does not mean that her rejection of God's world is any less
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rebellious. She rebels with the same violence which we see
in Nina or Infcio. In the final analysis, after all,
tragedy can be defined as a struggle against the Deity,
since this concept is the great obstacle to the deification
of man. in her endeavour to underséand}herself, Ana Meneses
asks |Padre Justino: "Que Deus & este qﬁe exige a renfincia &

. . ' & . ~
pr5pr1a personalidade em troca de um mirlfico reino que nao
,' o '

|

podemos  ver nemlvislumbrap através da ngvda?",(ggé,‘256);u
_Ffém,aqfeariy sfaggfthe character vié@;’withrdispIeQSQré
“any efahigel.zlvé;alk aiépls.y of »Ill‘umili(fy and if the ‘-c.hoi'cizé‘ is
!bé£Wéeh ﬁun*%éf;casfrado que pbdéré verié'faC9 de Deus ou"
a.realiza§56;infegfal e a perda nos géﬁinhos dé Dembnio', :

his réply~cén only be to embrace.damnéfiqn“and assert the - -

P

_5gnggtn§§§ of his_humaﬁ conditipn}ﬂ EE&H
rapid‘ascent Qf the hero;-at theasamé éimé; he has from'én

- early stage begun to struggle wifh the crisis which is to
bring about hisAfall.

In fact, the tragic conflict reaches its crucial point

,,;g' .

when certain basic concepts begin .to mble. Freedom proves

w55

to be deeply disappointing, since mans

: f8rced to'éJzé%f
£hatbit is limitéa‘not oniy by the idea erﬁbd, but tﬁét
within himéelf, tbo,ra variety ofkinescapable limitations is

. taking shape. Then there is the fact that love, in which the
human creature seeks support, is experienced with such violence
that it is converted into unrestrained passion and becomes a
source of spiritual exhaustion. Suffering begins to be

looked upon as a road which leads nowhere, but at the same

time is intensified by an undefined sense of guilt. Even the

i s



intelligence, in its power and strength, is shaken by the
onslaught of emotions and begins to crumble in the face of

doubt concerning the choicesthat have been made:

!Life must be without pﬁrpose and without
any direction. The universe is so ordered
that no final answer to any question is
vouchsafed to any man. Human beings in

B . thij kind of world confront 51tuatlons which

‘hav no solutlon._6“'

LIt is thls gradual dlslntegratlon that 1mmerses the

|

character 1n’despa1r and angulsh llberatlng ‘his 'death
1nst1ncts' and.dr1v1ng hlmhto commit one of the three
‘capltal sins of tragedy. 1ncest, murder or 1dolatry._ Ihceét

occurs only in the Cronlca da casa assa581nada, but murder

is the most frequent crime in the works of Llicio Cardosc

and appears in various forms,.displaying certain complexities.

It may be a bloody crime, a human sacrifice in which the hero

offers another human being as a means of pa01fy1ng the

turbulence of his own inner'demOns. \bn other occasronu, 1t
is performed 1nd1rectly, or by proxy,'when a character who
glacks the courage_to.cerry out'the-deed-himself incites hisr

"“douhle' to»commit'thebcrime. Yet again; it may be a "sin

of omission', when the character hastens the death of a sick

person by means of silent warfare. Idolatry is a frequent

practice, which may take specific forms, such as the Meneses!

veneration of therr 'house' or Zé Roberto's glorification

of his friendship for Paulo; but it also appears in a general

context, since from the outset there exists among the

characters a tendency to self-deification.



These three major sins, assaults on moral law and on

the natural order, set in motion the tragic process by

exposing the hero to God's wrath. This reveals itself,

as happens in classical tragedy, in the condemnation of man to

, ’
die in accordance with the deity"s will: he is thereby

depr%ved not only of the freedom to live, but of the right

to choose freely his own death, making it clear that there
I

is: aJsuperlor belng above man, who controls blrth -and death,‘

: -and that the mystery of - this essentlal concept will never

 be revealed t man. Physlcal death is therefore never an

*~'easy matter 1n Cardoso s works., It is excru01at1ngly
'palnfui if the character dies a natural death as happens
"w1th~Ze Roberto. If the character dies at the hands of
:another, actlng as the 1nstrument of destlny, the process

chosen will be a palnful one such as poisoning, stabbing or

hanging. There is only one case of a quick death by

shooting, 7 all the other examples 1nvolv1ng dlfflcult
long drawn-out agonies. And yet this kind of death is still
relatively easy when compared to the_instances of inner

' death, In these cases, the hero ‘suffers the slow death of - _}

hlS obse551ve idea and thereafter has to drag around a

body w1thout a soul. There are characters who realize that

this guiding férce - the assertion of man and his individual

identity - has reached a critical point, since they are still

without answers after their prolonged search, and they fight

to preserve what is left. Such is the intention of In&cio, in

O.enfeitigado, when he desperately tries to find his son,
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that he has little time left and that he must pass on his
ideas to youth in order to survive. Other characters in this
group, such as Nina, feel the approach of inner death with
enormous sadness, but in their bewilderment can do little

to oppose;it. Even so, when it arrives, they never sink

into|total apathy. Some, like Ida in Maos vazias, gather

their last strength and kill themselves; others, of whom
l ] -

{

Nina'is one, look to .the past for a way. of.living life over
T.agaln - they do- not in any case,.glve way completely.k‘f |
Thls attltude is all the more her01c because their
}1nner death was, as is alwaye the case in traéedy,ﬁ

,acccmpanled by anagnorlsls. This reveals to the charaCter

not oniy the immediate cause of his pﬁniShment ~but also

"the recognltlon of the determlned shape of the life he

-vhas created for hlmself ~in an 1mp1101t comparlson w1th

the. uncreated totential life he has forsaken'", 8 Therefore,
while we undefstand that Cardoso's intention is to demonstrate

to us the omnipotence of God and the limitation of man's

power when he isolates himself frcm the Deity, E at the

same time he conveys to us hia enormous admiration for this
‘\herc 10 who struggles on stubbornly to the end trying to
‘preserve his dlgnlty and retreating further and fﬁrther
into an abstract world, seeks to retain a belief in the

value of humanity as a whole. This desperate struggle with
death leads him, to the end, to fight for the preservation of
his heroic stature: like Prometheus Bound, he does not want
the others to see his suffering, because suffering is

altogether too human a limitation.



Whether Cardoso's hero retains the hope of 'reborning
as in the classical tradition of tragedy, is not clear.
With the exception of Timdteo, who eventually sees God and
thus implicitly accepts the concept of eternal life, the
other chaﬁacters will only be rebory if, as Hallman
suggésts,;12 phere is a place in legend for all the

anonymous heroes who gave their lives for the improvement
!

of Humanity. jIn any case, their odyssey was undoubtedly
t

13

alcourageous.;luta contra a morte'" ~” and Cardoso's hero

" uses evéry'pdésible'and iméginable méanSjoﬁ_présérving.his

22k

|}
’

dignity and the independence}of'hiSfintelligencé.f'Evéh'in

death, eveh‘ﬁhén vanquished by death, he can preserve his
pride and his defiance. It is pefhaps fitting to end by
quoting the author's own coﬁfession, in his diary, which

" aptly sums up his fictional creations:

- Em primeiro lugar eu queria dizer - nd3o
. ~ . A
ter médo da morte. NZo traduzir em segrédo
0s seus signos, nac inventar-lhe veste de

bruma ou de falso luxo -~ pois s& ela existe

~~

e tudo o que tocamos & uma representagio
dé'morte. Eu espero mofrer, nao da morte

- que me foi dada, pois eu a conheci longa e
‘intimaménté ao longo dos meus. dias, mas da
minha'vidé, que me foi dada como uma méscara
contra tudo o que me revelava a nupcial

presenga da morte.

Morrer da minha vida, como quem esculpe
um destino. (DC, 180)



Notes

T

The expression and the reference to the 'painel' occur

in Cardoso's Difrio completo (108),

Some of the texts actually have the formal structure of

a tragedy, as is the case with the Crdnica da casa

assassinada, where we find a group living in contra-

vention of natural law « on this occasion in the

"depths of Evil‘— and being éohfronted‘by-an avenger -

l:iiﬁ>thé shape of Nina. - Aware thaf'ﬁhis‘iS'her~miSSi°h’ .

they expel her from among them, but she returns later

_to fulfil her role.. Similarly, as happens normally

- in tragedy, not only the guilty are injdred; but the

innocent too, for André will be -the main victim of the

cataciysm.

-

ADONTIAS FILHO., O romance brasileiro de 30, ed.cit., 131.

Cardoso believed that this obsession with reality was

one of the factors which hastens man towards death:

T~
~~

Nés morremos do excesso de realidade - nds
morremos dos limites que criamos para a vida.
Se pudéssemos esfabelecer, como tentamos sempre,

" fronteiras para o livre poder de Deus, talvez
sobrevivéssemos nesse mesquinho terreno arrebatado
ao mistério - mas ao contrério, jé que nao ousamos
ser tao loucos que aceitemos de olhos fechados a
loucura de Deus, € a impossibilidade de compreender
que nos mata, ¢ o mistgrio que nos torna trégicos,
& essa luta entre o que vemos e o que se manifesta
enigmético em nossa natureza, o que se debate e ruge

. ~ 4
nessa extrema solidao onde sO0 ousamos penetrar em

circunstincias supremas. (DC, 272)
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5 COELHO, Nelly N. *Lficio Cardoso e o romance da danagao!,

Suplemento Literirio de Minas Gerais, 16 November 1968,

6  HALLMAN, R.J. Psychology of Literature. New York,

Philosophical Library, 1969, 144,

7 When Inficio shoots Lucas Trindade in In&cio.

8 FRYE, -Northrop. Anatomy of Crltlclsm. Princeten,

':”Prlnceton Unlver51ty Press, 1971 212.

“ffAsethe author explainsliﬁ.hie,intfeduétion.tb,A:profeesbra'

ilaas

Q;Que néles /the characters/’ me interessa,
.fo;que”quis'mostrar_nos seus destinos aterméﬁfédos;'
ifoi é-fSrga selvagem eom que foram arrastados'
para longe da vida. comum, sem ap01o na esperanga,
sem f& numa outra v1da, cegos e obstinados contra
a presenga do Mistério. Pois o Mistério & a

finica realidade deste mundo. (PH, 269).

i
~

10',Perhaps the best conflrmatlon of the author's admlratlon o
_-for thlS her01c side of man, even in decllne,voccurs in.

' an 1nterv1ew w1th hlm publlshed in the Correlo da Nanha,

.Rlo de Jdnelro, 20 October 1962. In answer to the
question '"Quando morrer o que diré a Deus?", Cardoso
replied: "Gostaria de tomar um whisky com Deus e sugerir-
lhe que a Sua criagdo estd errada nos pontos exatos pelos

quais me interessa = o erro mesmo",




Nina, for instance, refuses to allow people into her
room so that they shall not see her decomposing while

still alive (CCA, 377).

HALLMAN, Op.cit., 68. The expression ‘reborning' is
used ﬁy this author to describe the secbnd phase of

ragedy.

i .
'Aaluta cohtra a morte' was the collective title given

l .

by Lhcio. Cardoso to hlS fiction and it was his 1ntentlon ‘

Vthat 1t should precede the 1nd1v1dual titles . of each

book. Iq appears first in A luz no subsolo. (cf.

O- viajante, xiii).
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