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The aim of this thesis is to explore the images of the self constructed by Florbela
Espanca in her poetry, viewing the complexities of her work in the light of her difficult
position as a woman writing in the early twentieth century and showing how this work
challenges conventional ideas of womanhood.

The first part of the study provides the necessary background to understand the
poet's early career. Chapter 1 examines the emergence of women’s poetry in Portugal at the
turn of the century, showing how it provided a favourable context for her aspirations to
become a writer. Chapter 2 focuses on Florbela Espanca's poetic beginnings and her
assimilation and reworking of male influences, while drawing attention fo the problems
facing a woman writer trying to emulate male authors.

The central part of the study is divided into three chapters. They deal in turn with
each of her collections, Livro de Mdgoas (1919), Livro de Soror Saudade (1923) and her
most famous work, Charneca em Flor (1931, posthumous). The chronological order aims
to throw into relief the evolution in her poetry. Each chapter provides a detailed analysis of
the poet's treatment of her problematic identity as a woman and as a writer, and of love as a
means to self-assertion, through which traditional sexual stereotypes can be subverted.

The final part of the thesis looks at the transformations which her image has
undergone since her death. It shows how initially Florbela Espanca was viewed as a
neglected romantic artist, forever seeking something more. It analyses how it then took a
lengthy argument over the erection of her bust in Evora to reinforce the poet's place in the
literary canon and to ensure that her stock image became that of a representative woman

writer.
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The aim of this thesis is to explore the images of the self constructed by Florbela
Espanca in her poetry, viewing the complexities of her work in the light of her difficult
position as a woman writing in the early twentieth century and showing how this work
challenges conventional ideas of womanhood.

The poetry of Florbela Espanca (1894-1930) is widely read, constantly included in
literary anthologies and reprinted at regular intervals. But more than sixty years after her
death there is still not, to the best of my knowledge, a single full length textual analysis of
her poetry, let alone her prose writings. Indeed, with a few exceptions (amongst others
Jorge de Sena's lecture and José Régio's prefacel), until quite recently much of what had
been written about Florbela was biographical in orientation or else had more to do with
taking sides for or against her in a political debate about art and (im)morality than with real
scholarship.

When this thesis was first begun, viewing Florbela's problematic position as a
woman writer as the underlying force shaping her poetry seemed to be a novel slant to
adopt. It subsequently became apparent that, in Brazil, Professor Maria Lucia Dal Farra
had already recognized in her articles about Florbela that the problem of female identity was
at the heart of her poetry (see Bibliography). Since then, thanks to the influence of the
growing international interest in women's studies a few more articles, coming mainly from

the United States and Brazil, have started to analyse the complexities of Florbela's poetry

IJorge de Sena, 'Florbela Espanca'. Da Poesia Portuguesa, (Lisbon: Atica, [n.d.]),
pp.115-143 and José Régio, 'Florbela' in Florbela Espanca, Sonetos Completos,
8th edition, (Coimbra: Livraria Gongalves, 1950), pp.7-27.



and short stories in this light (see articles by Anna Klobucka, Renata Soares Junqueira and
Billie Maciumas in Bibliography). Such a revisionist approach had been lacking and these
contributions constitute an invaluable departure-point for a more in-depth study. While
much work still remains to be done, this thesis hopes to make a contribution by exploring
in rather more detail than has previously been done, three main areas: firstly, some of the
influences that shaped Florbela's early work; secondly, the gradual transformations in
Florbela's perception of her own problematic identity and of the importance of love as a
means to self-assertion, as illustrated in her three main collections (Livro de Mdgoas, Livro
de Soror Saudade and Charneca em Flor); thirdly, the changes Florbela's image has
undergone in the last sixty years.

The stock image of this poet in standard histories of Portuguese literature is that of a
precursor of twentieth century women writers but little is usually said about the social,
historical and literary background in which she was writing. When one examines that
context in greater detail, however, it becomes apparent that one of the distinguishing
features of the period, although one to which relatively little importance has been attached
up to now, is in fact the unprecedented success achieved by women's poetry. Indeed, it
makes sense to recognize that an outstanding female poet like Florbela Espanca could not
spring out of nowhere, even if her achievements distance her from her female
contemporaries. Therefore Chapter 1 provides an introduction to the constraints facing
women writers, examining first the situation of women writers in the nineteenth century,
then describing the explosion of women poets in the first quarter of the twentieth century
and some of the reactions their work elicited, and finally discussing representative
examples of the female poetry of the period, in particular the poetry of the neglected poet
Judite Teixeira with whose poetry Florbela's own poetry has points in common, a fact to
which attention is drawn here for the first time.

But situating Florbela's poetry in the context of the emergence of women poets in
Portugal at the turn of the century, though important, only gives part of the picture for it is
clear that Florbela's poetry consciously began to shape itself against male reference-points.

Some literary histories stressed the links of her poetry with symbolism, but all were



remarkably silent about any real 'literary group' she might have belonged to. This was
puzzling, even if the fact that she was woman could in part account for it. But as research
developed, other reasons why this should have been so slowly became apparent. Florbela
Espanca spent the first twenty-two years of her life in the Alentejo, where there were few
opportunitites to mix with literary figures (although she made efforts to gain access to the
Lisbon literary world as best as she could and this meant publishing in Modas and
Bordados, corresponding with its assistant editor and even writing to Raul Proenca, the
brother of a friend of her father, asking for advice and help in her attempts to publish a
collection of poetry). These formative years in the Alentejo are described in Chapter 2.

The chapter looks in more detail at Florbela's poetic beginnings, drawing attention
to the problems facing a woman writer trying to emulate male authors. The first part
discusses evidence of her determination to be a poet. In particular it reveals for the first time
the full importance of Modas e Bordados as an early mentor in Florbela's poetry. The
second part then attempts to trace the authors to whose writings Florbela was exposed
during her formative years and the aspects of their work which she assimilated when, more
than at any other time, she would naturally have been susceptible to external influences. It
pays special attention to her attraction to the figure of the Romantic poet, described in her
letters to Julia Alves. One author in particular, Anténio Nobre, helped her to crystallize her
poetic vocation, and Florbela's interaction with his work is discussed in some detail.
Finally, a third part considers signs of her identification with female suffering in the early
poetry of Trocando Olhares.

If Florbela's awareness of herself as a poet began to shape itself against male
reference-points in the poetry of the early exercise-book Trocando Olhares, mainly written
in 1916-17, this continued in Livro de Mdgoas, published in 1919. Livro de Mdgoas was
also shaped by one important event in Florbela's life: the fact that in 1917 she moved to
Lisbon, enrolling at the University of Lisbon to read Law, a fact which enabled her for the
first time in her life to share literary discussions with fellow poets, her colleagues at the
University. Chapter 3, which focuses in more detail on Livro de Mdgoas, discusses these

and other literary influences in the collection (with the exclusion of Nobre who was dealt



with in Chapter 2). The influence of Américo Durdo has been widely acknowledged, but
this chapter also reveals the influence of two lesser known poets, Jodo Boto de Carvalho
and Vasco Camélier, on Florbela's poetic development. The second part of the chapter then
provides an analysis of the main themes of the collection, to throw into relief the
progressive emergence of two issues that feature prominently in Flobela's later works: the
problematic identity of the female poet, a virtually unbearable source of suffering, and her
contradictory attitudes towards love.

Chapter 4 is devoted to Livro de Soror Saudade. In this work, the characterization
of the poet as a female poet becomes almost the norm, in contrast with Livro de Mdgoas,
where Florbela had felt her two identities as a woman and as a Romantic poet to be at odds
with each other. At the same time, the expression of female suffering is increasingly linked
to the absence of love. As a result, love becomes the main theme of the collection, a fact
underlined by the presence of a substantial number of love poems which attempt to come to
terms with conflicting erotic impulses, such as the tendency towards sublimation on the one
hand and the tendency towards acceptance of sensuality on the other.

Chapter 5 focuses on Florbela's most outstanding collection, Charneca em Flor,
which pursues some lines already present in Livro de Soror Saudade, but which can be
distinguished from it by the boldness of its tone. In this collection, Florbela continues to
portray herself as accursed, as in the earlier works. However, many poems now dwell on
the fact that her suffering can be converted into a source of strength and greatness.
Simultaneously, her poems about love become more and more daring. In this chapter,
particular attention is paid to love as a means to self-assertion, through which traditional
sexual stereotypes can be subverted. In particular, some poems in Charneca em Flor are
conscious reworkings and negations of earlier images of the self. The poems 'Eu' and
'Charneca em Flor' are anaylsed in this light against their earlier counterparts 'Eu...' and
'Renuncia’. In Charneca em Flor, Florbela is at last able to free herself from society's
expectations of women as demure, meek and silent, and thus becomes able not only to
express her sensuality in a fashion that had never been publicly expressed before in

Portugal by a woman, but also to articulate her dissatisfaction and voice her anger when a



relationship is not fulfilling. Last but not least, she is able to find meaning within her and
not solely in function of relationships, leading to poems where she turns herself into a
myth, a female goddess, with unique attributes.

The final chapter of the thesis, Chapter 6, looks at the transformations which
Florbela's image has undergone since her death. In the first instance, Florbela's recognition
was triggered off by the fact that her tragic death virtually coincided with the publication of
her most outstanding work, Charneca em Flor, causing critics to portray her as a neglected
Romantic artist, an image that persists to this day. A subsequent argument over the
erection of her bust in Evora, which set supporters of the conservative moral values
propounded by Salazar's regime against various other groups, ensured that her stock image
became that of a daring woman writer, ahead of her time. The role that this controversy
over the bust played in the projection of Florbela into the literary mainstream is fully
analysed here for the first time. The controversy, which raged until 1949, ensured
Florbela's place in the literary canon, but if her name had by then started to feature
regularly in literary histories and anthologies, still hardly any attention was devoted to the
analysis of her work.

By the late sixties, Florbela was depicted as the poet of sensual love, but even this
image has undergone some changes. In the last decade, leading women writers, such as
Agustina Bessa-Luis and Hélia Correia, have highlighted Florbela's human limitations,
depicting her as the product of a given socio-historical context. Unintentionally, this
potentially increases readers' awareness of the difficulties faced by Florbela as a woman in
the context of early twentieth century society. Consequently, the new image of Florbela that
is emerging, which this thesis explores, is that of a woman who, while embodying in her
poetry her divided sense of identity, nevertheless managed to challenge some prevailing

stereotypes of femininity and put forward a strong image of women.



PREFACE

This thesis is entitled Images of the Self: a Study of Florbela Espanca. Its chief aim
is to explore the images of the self constructed by Florbela as a writer and as a woman in
her poetry, showing both how her work embodies the problems facing a woman writing in
the early twentieth century and how it challenges conventional ideas of womanhood.

The first part of the study provides the necessary background to understand
Florbela’s! early career. The first chapter examines the emergence of women’s poetry in
Portugal at the turn of the century, showing how it provided a favourable context for her
aspirations to become a writer. The second chapter focuses on Florbela's poetic
beginnings and the assimilation and reworking of male influences in her early work, while
drawing attention to the problems facing a woman writer trying to emulate male authors.

The central part of the study is divided into three chapters. They deal in turn with
each of Florbela's collections, Livro de Mdgoas (1919), Livro de Soror Saudade (1923)
and her most famous work, Charneca em Flor (1931, posthumous). The chronological
order aims to throw into relief the evolution in her poetry, making apparent the outstanding
boldness and originality of the voice she progressively acquired, and which distanced her
from all her female contemporaries. Each chapter provides a detailed analysis of Florbela's
treatment of her problematic identity as a woman and as a writer, and of love as a means to
self-assertion, through which traditional sexual stereotypes can be subverted. In order to
bring out more clearly the evolution of those themes, the discussion of the poems will not

follow the order in which they appear in each collection nor will every poem be discussed.

11 shall use Florbela's Christian name throughout as equivalent to her full
name. [ disagree with Beth Miller's claim in Women in Hispanic Literature:
Icons and Fallen Idols. (Berkeley: University of California Press, 1983) that the
widespread Hispanic convention of referring to women writers by their first
names is condescending (p.9). While it is true that, to this day, some Portuguese
women writers are referred to by their Christian names, particularly Agustina
[Bessa-Luis] and Sophia [de Mello Breyner Andresen], many are not. It must be
noted that Christian names only seem to be used if they are unusual enough
and that this also happens with male writers in similar circumstances (notably
with the famous nineteenth century Camilo [Castelo Brancol).
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It will be noted that Reliquiae, a compilation of Florbela's unpublished poetry,
published posthumously by her editor Guido Battelli, will be excluded from this study,
partly for reasons of space, partly because Florbela had no say in its preparation. In any
case, it does not substantially alter our view of her poetry.

The final part of the thesis looks at the transformations which Florbela's image has
undergone since her death. In the first instance, her recognition was triggered off by the
fact that her tragic death virtually coincided with the publication of her most outstanding
work, Charneca em Flor, causing critics to portray her as a neglected Romantic artist, an
image that persists to this day. A subsequent argument over the erection of her bust in
Evora, which set supporters of the conservative moral values propounded by the Salazar
regime against various other groups, ensured that her stock image became that of a daring
woman writer, ahead of her time. This controversy, which raged until 1949, reinforced
Florbela's place in the literary canon, but if her name had by then started to feature
regularly in literary histories and anthologies, still hardly any attention was devoted to the
analysis of her work.

In recent years a few articles have started to give Florbela's work the attention it
deserves, addressing the complexities of her poetry in the light of her problematic position
as a woman writer (see for instance the articles by Maria Liicia Dal Farra, Anna Klobucka,
Renata Soares Junqueira and Billie Maciumas quoted in the bibliography). This revisionist
approach is proving fruitful and I hope that the main body of this thesis will contribute to
show that it enables a throroughly new, meaningful and ultimately satisfying reading of a
previously little studied author.

Quotations throughout come from Rui Guedes' edition of Florbela Espanca's Obras
Completas, 6 vols (Lisbon: Dom Quixote, 1985-86). A few comments about this edition
are necessary at this point. Up to 1983, Florbela's work had been published under the title
Sonetos Completos. This was a compilation of Livro de Mdgoas, Livro de Soror Saudade,
Charneca em Flor and Reliquiae. In 1983, however, a number of previously unknown
manuscripts (commonly referred to as Florbela's espdlio) came to light and were purchased

by the Biblioteca Nacional. The main items in this espdlio are five exercise-books, two of



il

which (Trocando Olhares and Primeiros Passos) belong to Florbela's early poetic career
and the remaining three (Livro do Nosso Amor, Claustro das Quimeras and Livro de Soror
Saudade) to the period of the composition of Livro de Soror Saudade. In addition, the
espdlio also contains the proofs of Livro de Soror Saudade?.

The non-academic Rui Guedes, who had purchased the espdlio from a descendant
of Florbela's second husband and subsequently sold it to the Biblioteca Nacional,
undertook the project of publishing these previously unknown manuscripts and, in the
process, also attempted to gather under one roof everything ever written by Florbela
(poetry, short stories, her diary and her letters). The result was the six volumes which
make up Florbela Espanca's Obras Completas. However, if Guedes' effort to make
accessible isolated poems and letters which were hitherto of difficult access is
praiseworthy, the way in which he published the manuscripts of Florbela's early poetry is
deeply questionable3.

Furthermore, when it comes to Florbela's main collections, Guedes' editorial
decisions are also problematic, not least of all because they are inconsistent. Sonetos
Completos had reproduced the original first edition of each collection. Obras Completas
only does so consistently in the case of Livro de Mdgoas, where Rui Guedes sticks to the
version of the first edition, as he considers that the seven poems for which there are known
'manuscript versions' (a draft or early version) may have been corrected by Florbela so that
any changes could have been authorized by her.

In the case of Livro de Soror Saudade, Rui Guedes does not follow the first edition
on the grounds that the typographical proofs were corrected by two different hands, one
which is Florbela's and one which clearly is not. The version of the poems from Livro de
Soror Saudade published in Obras Completas is thus that of the typographical proofs but
only taking into account the changes which are in Florbela's handwriting. This is a

controversial decision since, as Maria Lucia Dal Farra points out, 'as primeiras edi¢des,

2See the bibliography for a more complete description of the espdlio.

3For a detailed criticism of the shortcomings of Rui Guedes' edition, see Maria
Licia Dal Farra 'A Primeira Edicdo do Manuscrito de Trocando Olhares',
Cadernos de Teoria e Critica Literdria, 15, (1988), 93-106.
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com grathas ou sem. com interferéncias ou nio nos originais. sao de inteira competéncia e
responsabilidade da poetisa que -- se ha realmente hipétese de que, a sua revelia, lhe
modificaram os versos -- consentiu nas alteracdes, visto que, Sob o seu nome, assim 0s
publicou. Aliis. é a essas edicdes que a Ecddtica chama de princeps'. 1t is of course of
interest to know that there were changes made by a third party (which Rui Guedes
identifies as the minor play\;ﬁter Francisco Lage, although the reader is not informed of
how such a conclusion was reached). The point is that Florbela took them on board or at
least accepted to publish her work at the expense of these changes.

In the case of both Livro de Mdgoas and Livro de Soror Saudade, Guedes at least
makes his editorial decisions plain. But in the case of Charneca em Flor and Religuiae,
there is no longer any indication of what he is basing his edition on. Only after a careful
reading of the notes placed at the end of vol.2 of Obras Completas, can the reader infer that
Guedes only followed the first edition in the case of poems for which no manuscripts were
available, choosing to publish the manuscript versions of the poems belonging the
Biblioteca Piiblica de Evora and the Grupo de Amigos de Vila Vig;osa~ in all other cases. It
is not clear why in the case of Livro de Mdgoas, the 'manuscript versions' of individual
poems from the collection were deemed unsatisfactory for providing a basis for Obras
Completas — with the argument that Florbela could have altered them - but this does not
apply to the manuscripts versions of poems from Charneca em Flor and Reliquiae.

While wishing to draw attention to the shortcomings of Rui Guedes' edition, I shall
nevertheless be quoting from it, firstly because I shall be quoting from the other volumes of
Obras Compleras in the case of letters and early poetry and secondly because this will
enable me, where this is relevant to the discussion, to draw attention to alternative versions
of the same poem. It will be noted however that variants and changes, whether in
Florbela's hand or Francisco Lage's (?) will only be discussed if relevant to the argument.

Last but not least. the spelling of all quotations from newspapers and poetry of the

period has been modermnized.

*Maria Licia Dal Farra. 'Contos. Contos e Didrio. Fotobiografia', Coléquio-Letras,
92 (1986). 87-90. (p.83).
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CHAPTER 1

WOMEN WRITERS AT THE TURN OF THE TWENTIETH CENTURY

The stock image of Florbela Espanca (1894-1930) in standard histories of
Portuguese literature is that of a precursor of twentieth century women writers. This is the
image put across in the well-known Histéria da Literatura Portuguesa by Oscar Lopes and
AntOnio José Saraiva, for instance, and also seems to be the pattern in a number of other
literary historiesl. But when one examines older works, closer in time therefore to her
own day, a different pattern emerges, as it becomes clear that Florbela was initially viewed
as part of a generation of female poets2.

Indeed, it seems plain common sense to recognize that an outstanding female poet
like Florbela Espanca could not spring out of nowhere, even if her achievements distance
her from her female contemporaries. Therefore it is imperative to find out more about the
social, historical and literary background in which she was writing. Chronologically, that
context is the first thirty years of the twentieth century since her first two collections of
poetry, Livro de Mdgoas and Livro de Soror Saudade came out in 1919 and 1923
respectively, while her third collection, Charneca em Flor came out posthumously in 1931.

One of the distinguishing features of the period, although one to which relatively
little importance has been thus far attached, is in fact the unprecedented success achieved by
women's poetry. The full import of this success needs however to be placed in perspective
against the difficulties facing women writers in the previous century. Thus, in order to

explain the context in which Florbela was writing, this chapter will be divided in three main

VHistéria da Literatura Portuguesa (Porto: Porto Editora, [1955]), p.873.

28ee for instance Jodo Ameal, Panorama de la littérature portugaise (Paris:
Editions du Sagittaire, 1948), or Hernani Cidade, Tendéncias do Lirismo
Contempordneo, 2nd edn (Lisbon: Portugalia, 1939). This view culminates in
Jodo Gaspar Simoes' Historia da Poesia Portuguesa do Século XX (Lisbon:
Empresa Nacional de Publicidade, 1959), which devotes an entire section to

women's poetry, pp.448-454.



parts: the first will examine the situation of women writers in the nineteenth century, the
second will describe the explosion of women poets in the first quarter of the twentieth
century, while the third will discuss representative examples of the female poetry of the

period.

1.1. WOMEN WRITERS IN THE NINETEENTH CENTURY

It is usually accepted that, in the nineteenth century, Portugal did not have any
'great’ woman writer, whether novelist or poet3. This contrasts strongly with the pattern
of other European countries where, to quote Virginia Woolf: 'towards the end of the
eighteenth century, a change came about which, if I were rewriting history, I should
describe more fully and think of greater importance than the Crusades or the Wars of the
Roses. The middle-class woman began to write'4. Indeed, it is in the late eighteenth
century / early nineteenth century, that middle class women began to write en masse in
England. producing works that have become classics. And this happened not only in
England, but also in France and in the United States>.

The asymmetry between Portugal and England or France, however, should not
surprise us, for when one compares Portugal in the nineteenth century with France or
England at the same time, what stands out is Portugal's backwardness in most areas of
activity, a backwardness of which the leading intellectuals of the Geracdo de 70 were
painfully aware and which they attempted to expose to their contemporaries in a cycle of
lectures, subsequently known as the Conferéncias do Casino: in 1870, Portugal was still a

predominantly agriculitural country, where a strict Catholicism prevailed and where eighty

3This contrasts with the fact that Portuguese male writers, like Eca de Queirds,
were on a par with their European counterparts, as Isabel Allegro de
Magalhies was right to point out in O Tempo das Mulheres (Lisbon: Imprensa
Nacional. Casa da Moeda. 1987), p.171.

+ A Room of One's Own (London: Triad, 1977), p.71.

5For a detailed account of the emergence of women writers in those countries,
see Ellen Moers, Literary Women (London: The Women's Press, 1977). For a
discussion of the case of neighbouring Spain, see Susan Kirkpatrick, Las
Romanticas: Women Writers and Subjectivity in Spain 1835-1859 (Berkeley:
University of California Press, 1990).



percent of the population was iiliterate. Given the direct correlation between a society's
development and the appearance of women writers within that society, this state of affairs
helps to explain why Portugal did not produce any nineteenth century female writer of the
international stature of any of the French and English female writers.

Yet even in the more advanced countries where women novelists were flourishing,
there seemed to be a comparative lack of women poets, as Elizabeth Barret-Browning
mournfully commented in 1845: 'England has had many learned women... and yet where
are the poetesses? I look everywhere for grandmothers and see none'. Two American
scholars, Gilbert and Gubar attempt to account for the difficulty of poetry as a genre for
women with the following reasons: 'novel-writing is useful (because lucrative)’. By
contrast, verse-writing not only had little economic value, but was of difficult access to
women because historically it had been perceived as a holy vocation, (the poet as priest, in
a culture where only men could be priests) and furthermore had presupposed knowledge of
the traditional classics of Greek and Latin, a knowledge usually not accessible to women.
But the most crucial obstacle that poetry as a genre presented for women was that:
"Whereas the novel allows just the self-effacing withdrawal society has traditionally
fostered in women, the lyric poem is, in some sense, the utterance of a strong and assertive
I'7.

These reasons convincingly put in perspective the difficulties facing women poets
in the nineteenth century. But the apparent lack of women poets in the last century needs to
be qualified further. In recent years, a few British and American feminists critics have
attempted to show that the scarcity of nineteenth century women poets incorporated into the
literary canon bears little relation to the quantity of female poets writing at the time.
Pursuing that line of investigation, Alicia Ostriker's recent work Stealing the Language
demonstrates that in the nineteenth century America witnessed in fact an unprecedented
upsurge of women poets, but that it resulted in increased restrictions for the woman poet,

arguably in an attempt to stifle the 'strong assertive "I" ' that poetry would ideally

6Quoted by Sandra Gilbert and Susan Gubar in Shakespeare's Sisters
(Bloomington: Yale University Press, 1979), p.XVL

78.Gilbert and S.Gubar, pp.XXI-XXII.



demand8. The result was a 'genteel’ poetry, long since forgotten. Ostriker brings out
vividly the crippling cultural limitations placed upon female poets and shows that the most
lucid women at the time were themselves aware of these limitations, as revealed by
comments such as the following, made around 1830 by Sarah Hale, a poetess and the
editor of the Ladies Magazine: 'The path of poetry, like every other path in life for a
woman, is exceedingly circumscribed. She may not revel in the luxuriance of fancies,
images and thoughts or indulge in the license of choosing themes at will, like the lords of
creation'®.

The proliferation of women poets in nineteenth century America described by Alicia
Ostriker bears many resemblances to the explosion of women's poetry in Portugal, but
given Portugal's state of backwardness in the nineteenth century, this explosion only
occurred at the dawn of the twentieth century. Yet the phenomenon must have taken root in
the course of the last century, with gradual changes in women's self-perception. This is

what the coming section attempts to throw into relief.

1.1.1. THE FIRST HALF OF THE NINETEENTH CENTURY

At the dawn of the nineteenth century when, according to Virginia Woolf, middle-
class women began to write in England, in Portugal only aristocratic women could aspire to
do so. One woman poet in particular stands out during that period: the Marquesa de
Alorna, often referred to as the 'Portuguese Mme de Stael'l0, Born in 1750 into
aristocracy, but only dying in 1839, therefore well into the nineteenth century, her early life
was unusual for, owing to political reasons — her family had been involved in a failed coup

against King José — she was imprisoned in a convent at the early age of eight. There she

8 Alicia Ostriker, Stealing the Language (London: The Women's Press, 1987).

9Alicia Ostriker, p.30.

10Relatively little has been written about nineteenth and early twentieth
century Portuguese women writers. The following works do however give
useful biographical and bibliographical details: Nuno Catarino Cardoso's
anthology Poetisas Portuguesas (Lisbon: Livraria Cientifica, 1917); Teresa
Leitio de Barros' historical survey Escritoras de Portugal, 2 vols (Lisbon:
[n.pub], 1924) and A. Lopes de Oliveira's dictionary Escritoras Brasileiras,
Galegas e Portuguesas (Braga; [n.pub.], 1983).



remained until her twenty-seventh birthday. This forced imprisonment allowed her to
acquire a remarkable culture. After being freed, she married the Prussian Count of
Oyenhausem, and spent several years at the Viennese court with her husband. Upon his
death, she travelled to England in 1802, where she remained for a number of years (and
where she met pre-romantics like Mme de Stael), returning to Portugal in 1814. Back in
Lisbon, she opened a literary salon, introducing Romanticism, to which she had been
exposed during her long stays abroad, and exercising great influence on younger writers.

But at the beginning of the nineteenth century in Portugal, a figure like the
Marquesa de Alorna could not be but the exception that confirmed the rule. There were
hardly any other women writers at the time and the few that existed also belonged to
aristocratic circles. Given the situation, Virginia Woolf's striking description of early
women writers in A Room of One’s Own: 'the desire to stay veiled still possesses them'
(p.56) could aptly be used to describe Portuguese women in the first half of the nineteenth
century. Traditional female roles and images had been profoundly intemalized: women
remained in their traditional sphere of domesticity, and it was thought unseemly for a
woman to write.

The single most revealing example of that metaphorical wish to remain veiled is the
case of the poetess Maria Browne (1800-1861). 'Soror Dolores’, as she was known, was
married to an English merchant in Oporto and around 1850 held a literary salon frequented
by the famous novelist Camilo then at the outset of his career. Despite the intellectual
freedom which one would expect to find in a literary hostess, Maria Browne had the habit
of writing by hand on her books (which were never put on the market, but offered to close
friends) 'Para ndo passar a outra mao'll.

Maria Browne's habit did not stem from excessive modesty, but rather showed her
compliance with the predominant view that women should not be writers. The extent to
which this view had been internalized in the first half of the nineteenth century becomes

further apparent in a study by Ivone Leal which looks at the magazines published for a

I1Quoted by Nuno Catarino Cardoso, p.131.



specifically female audience in the course of the nineteenth century!2. The survey reveals
that until the middie of the century all the contributors to these publications were men, or at
least used male signatures (for theoretically they could have been women wishing to hide
their sex)13. Ivone Leal stresses that only in 1843, for the first time, a woman dared to
sign with her full name a sonnet in O Correio das Damas thus confirming that Maria
Browne's wish of self-effacement was the norm rather than the exception at the time. Her
name was Ant6nia Gertrudes Pusich!4,

In a revised edition of her study, Ivone Leal, indirectly answering an article
published in the meantime which demonstrated that there was actually a woman, Catarina
de Andrada, directing a magazine in the first half of the nineteenth century15, explains that
if Catarina de Andrada, who was French born and therefore perhaps less bound by
Portuguese conventions, challenged tradition by directing her own magazine, L'Abeille,
she was nevertheless concemed to retain the modest behaviour that was expected from her
sex16, Indeed, a letter Andrada wrote to the Correio, in 1841, to protest about the fact that
she had been cited as the director of L'Abeille in that newspaper, illustrates this concern: 'a
mencao que ai faz trés vezes do meu nome, penaliza-me infinito [sic]; porque ndo pode
agradar a uma senhora ver o pablico ocupar-se dela, e menos na auséncia do seu
marido'l”.

Until the middle of the nineteenth century, therefore, women submitted almost

without any questioning to patriarchal assumptions that a woman's place was in the house,

12fyone Leal, 'Os Papéis Tradicionais Femininos: Continuidade e Rupturas de
Meados do Século XIX a Meados do Século XX' in A Mulher na Sociedade
Portuguesa, 2 vols (Coimbra: Instituto de Historia Econdémica e Social, Faculdade
de Letras da Universidade de Coimbra, 1986), vol.2, pp.353-68.

131vone Leal. 'Os Papéis Tradicionais Femininos', p.355.

14fvone Leal, 'Os Papéis Tradicionais Femininos', p.356.

15 Rosa Esteves, 'Imprensa Periodica para Mulheres na Primeira Metade do
Século XIX. Catarina de Andrada e o Jornal L'Abeille (1836 e 1840-1853), Andlise
Social, 92-93 (1986), 527-543.

161yone Leal, Um Século de Periédicos Femininos, Cadernos Condi¢cio Feminina,
35 (Lisbon: CIDM, 1992), p.55.

17fvone Leal. Um Século de Periédicos Femininos, p.55. This is also quoted by
Rosa Esteves. p.530.



and that she should not be seen or heard outside it. But in the second haif of the century,

gradual changes began to take place.

1.1.2. THE SECOND HALF OF THE NINETEENTH CENTURY

It is in the second half of the nineteenth century that there began to be, at first
tentatively, controversy surrounding women's education and rights. This is reflected in the
appearance of the first overtly 'feminist' women's magazines, rather tame by today's
standards, but nevertheless explosive at the time in which they were written. The first of
these 1s the Assembleia Literaria, which had as a subtitle Jornal de Instrucdo. It was
published between 1849 and 1851, and its director was a woman, AntOnia Gertrudes
Pusich, the very woman who a few years earlier had dared to publish a signed sonnet. It
was followed in 1868 by A Voz Feminina, the first magazine to claim, in its first three
issues, to be 'exclusivamente colaborado por Senhoras', although the claim was
subsequently dropped!8.

Simuitaneously, a few female writers, both poets and prose writers, were making
an appearance. The best known of these is Maria Amalia Vaz de Carvalho (1848-1921)
who in 1867, at the age of nineteen, published her first work, a long poem in four 'cantos'
entitied Uma Primavera de Mulher. According to Teresa Leitdo de Barros, Vaz de
Carvalho was encouraged to write and publish her first poetic productions by the well-
known poet Tomas Ribeiro, while the title of her collection was provided by another
important male poet, Castilho!®. But Vaz de Carvalho did not confine herself to poetry:
most of her subsequent writing took in fact the form of regular newspaper articles on a
broad range of themes, from literary criticism to pedagogy and historiography, often
published under the pseudonym Valentina de Lucena?0.

A second writer, Guiomar Torresdo (1844-1898), was also a prominent figure

during that period. As well as writing several novels, she left her imprint in journalism.

181yone Leal, Um Século de Periédicos Femninos, p.65.
19Teresa Leitio de Barros. vol.2, p.224.
20Teresa Leitio de Barros, vol.2, p.224.



She made extensive use of pseudonyms (both female and male ones), a telling sign of the
difficuity that women encountered in being accepted as intellectuals?l. Torresdo and Vaz
de Carvalho stand out by the fact that they actively took part in the debates of their time and
expressed their views publicly, as will be seen in a moment. A third woman writer.
however, also stood out, although for somewhat different reasons: Ana Placido (1831-
1895), the lover and later the wife of Camilo Castelo Branco. Her best known work, Luz
Coada por Ferros (Lisbon, 1863) is in part the account of her experiences in prison, where
she spent a spell awaiting trial for having been unfaithful to her first husband, though she
was later acquitted. Again she made extensive use of pseudonyms to conceal her
identity22.

By contrast to these three exceptional women, most other contemporary women
writers kept a much lower profile: on the whole, they circumscribed themselves to a
'genteel’ type of poetry. Indeed, in Portugal during that period, women wrote poetry in
preference to novels. This is no doubt because poetry was perceived to be more readily
reconcilable with the private sphere than novels, as it was not destined for a large audience
and was not in any way commercial. But perhaps an additional reason why women wrote
poetry rather than novels is that the novel had not yet completely broken free of its
associations with moral licence.

Teresa Leitio de Barros lists these poetesses in the fifth chapter of Escritoras de
Portugal?3. Despite the misleading title given to that chapter, 'A Primeira Geragao
Romantica', which would suggest that Barros was dealing with the early part of the
nineteenth century, it soon becomes clear to the reader that nearly all the poetesses included
there belong in fact to the second half of the century, thus confirming that the slow change
of mentalities, which led to the appearance of more women poets, only occurred in the
second half of the century. Women's conditionings were such that it was virtually

impossible for women poets to display much originality. But their timid writings were

21Gee Isabel Allegro de Magalhdes. p.180.

22For further details, see Fernanda D. Cabral, Ana Pldcido. Estudo, Cronologia,
Antologia (Lisbon: Caminho, 1991).

23Teresa Leitio de Barros., vol. 2, pp.152-190.



sufficient to provoke derrogatory reactions from male contemporaries, who were not
willing to explain the conventionality of their poetry in terms of the constrictions placed
upon women by society. In particular, Ramalho Ortigao, one of the members of the
Geracdo de 70, wrote in September 1877 an article in As Farpas to discuss the discrepancy
between the education middle class women were given and the role society (ie patriarchal
society) expected them to fulfill, that is, running a house?*. Ortigdo blamed women's
education, which led them to the deplorable habit of writing poetry instead of devoting
themselves to the proper business of women, which he defined as preparing the broth. This
resulted in 'duas catastrofes: o estado da literatura feminina e o estado da cozinha nacional'.
As an example of the poor quality of women's literary compositions, Ortigao pointed to a
women's magazine, the Almanaque das Mulheres, whose director at the time was Guiomar
Torresao. Ortigdo concluded his article by voicing 'o grito aflitivo do pais: menos odes e
mais caldo'.

Such an indictment of women could not remain unanswered. In the Didrio da
Manha, a woman writing under the pen name of 'Irma de Caridade' argued for the right of
women to be educated and defended the poetesses2S. In another newspaper, the director
of the Almanaque herself. Guiomar Torresio, explained the poverty of female poetic
compositions by the lack of education of which women were the victims26.

Guiomar Torresao was of course right, and the education problem was perhaps the
most pressing on the agenda for incipient feminism in Portugal. To contextualize the
validity of Torresao's claims. a brief incursion into the question of female education in

nineteenth century Portugal is necessary at this point.

2445 Farpas. 15 vols (Lisbon: Livraria Clissica Editora, 1944-46), vol.8, pp.149-
166.

25This article was reproduced, together with Ortigio's reply, in As Farpas,
vol.8, pp.225-243.

26This article was later included in her work No Teatro e na Sala (Lisbon, 1881)
under the title 'As Farpas e o Almanaque das Senhoras', pp.241-249.
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1.1.3. FEMALE EDUCATION IN THE NINETEENTH CENTURY

The first primary schools for women were created in Lisbon at the very end of the
eighteenth century, in 1790. In practice, they only started functioning twenty-five years
later27. After the liberal revolution of 1820, the Liberals attempted to encourage female
education, still almost inexistent at that stage. But in 1845, after twenty five years of social
and political unrest, there were still only 41 primary state schools for women: this only
constituted 3,6% of the total28. It is not known how many private schools (which in
Portugal at the time took the form of convents) there were or indeed how many young girls
learned how to read and write at home, but it is out of the question that their number could
have been substantial enough to change the fact that the number of educated women was
negligible. As Camilo wrote in 1858, by which time the situation was just beginning to
change: 'Ha cinquenta anos que as senhoras nao liam romances, por uma razao cujo
descobrimento me custou longas vigilias: -- ndo sabiam ler29. In the second half of the
century, after political stabilization, figures slowly but steadily began to improve: in 1884,
primary state schools had 59 393 female pupils and private schools 33 429 pupils. But still
only one third of those who could read and write were women30.

Of course, one most not lose sight of the fact that these numbers are about primary
education. Tuming to secondary education, the picture is even gloomier: provision for
secondary schooling for women was only authorized officially in 1888 and in fact only
came into effect in 1906 when the Maria Pia school officially became a 'liceu’ (a secondary
school)31. Until then, a few girls attended boys' secondary schools since there was no
state provisions for female secondary schooling, but their number was negligible: in 1873-

74, in the whole of the country, there were only 32 girls enrolled at official secondary day

27In Joel Serrio, Temas de Cultura Portuguesa, 2nd edn (Lisbon: Horizonte,
1983), p.27.

28These numbers are given by Rebelo da Silva in a report published in 1848
and are quoted by Helena Vilas-Boas e Alvim in 'Da Educagio da Mulher no
Portugal Oitocentista', Revista de Ciéncias Historicas, S (1990), 321-341, (p.323).
29Quoted by Teresa Leitio de Barros, vol.2, p.171.

30In Helena Vilas-Boas e Alvim, p.336.

31For a detailed account of the functioning of the Escola Maria Pia from 1885
until it became a 'liceu'. see Cecilia Barreira, Histéria das Nossas Avos (Lisbon:

Colibri, 1992), pp.39-45.
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schools32. This scandalous number must be fairly close to the total, because private
education, whether in convents or at home, was unlikely to cover secondary school
subjects.

Indeed the aims of private education were far from academic. Too much study was
considered irrevelant if not undesirable for women. Hence standard education for middle
and upper class girls (the only ones who had access to education) was geared towards the
acquisition of social skills:

At school or at home they learned a smattering of foreign languages,

embroidery and especially the piano. This instrument became a status symbol. In
the eighties, out of more than two hundred pupils in a girls' school only two did not

play the piano. One had a heart condition and the other a father -- a leading
University professor -- who saw no point in teaching music to a girl who did not

like it. He was greatly blamed and very much criticized..."33

Only appropriately 'feminine’ skills were thus taught to young girls.

Given the bleakness of the general picture, it is hardly surprising to find Guiomar
Torresdo expressing concern about the problem of female education in 1878. In fact,
Torresao was not an isolated voice. Both male and female thinkers were beginning to
address the question of female education often within the larger framework of women's
rights. The three most important contributions by men on the subject were A Mulher e a
Vida ou a Mulher Considerada debaixo dos seus Principais Aspectos (Coimbra: Imprensa
da Universidade, 1872) by Joaquim Lopes Praca, a professor from the University of
Coimbra; A Mulher: sua Infdncia, Educacdo e Influéncia Social (Para: Tavares Cardoso e
C*, 1880) by Sanches de Frias and the posthumous work of D. Anténio da Costa A Mulher
em Portugal (Lisbon: [n.pub], 1892)34,

Women's magazines, such as A Mulher in 1883, were increasingly publishing

reports on feminist successes throughout Europe and America and addressing the question

321n Joel Serrio, Temas de Cultura Portuguesa, p.58.

33Elina Guimaries, Portuguese Women, Past and Present, 2nd edn (Lisbon:
Comissio da Condicdo Feminina, 1987), p.14.

34Regina Tavares da Silva. Fermunismo em Portugal na Voz de Mulheres
Escritoras no Inicio do Século Vinte, Cadernos Condi¢ao Feminina, 15 (Lisbon:
Comissio da Condigao Feminina, 1982), p.7.
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of female education. Individual women too, following Torresio's pioneer example, were
tackling the same burning issue. Amongst those was Maria Amalia Vaz de Carvalho who
in 1886 published her Carras a Luisa in which she defended the regeneration of the female
sex through education35.

But in the same way as women's poetry had attracted sarcasm from Ortigdo, Vaz de
Carvalho's book provoked a strong reaction from another of the leading male intellectuals
of the Geracdo de 70, Oliveira Martins. In an article devoted to Carras a Luisa, Oliveira
Martins wrote that since women were 'doentes’, they needed doctors:

[Dantes] Deus era o médico da muther: hoje o seu médico e o tutor dessa pupila

eterna € o homem: o pai, o marido, o filho. Ai da mulher que se nio submeter,
décil e amoravelmente, a cada um destes médicos nos periodos successivos da sua

existéncia!36
Such a view, though shocking to the modern reader, was common currency at the time.
What is perhaps more shocking is that it could be upheld in all earnestness by a supposedly
enlightened man.

Oliveira Martins' convictions about the intellectual inferiority of women were,
however, to remain unchanged. In 1888, in an article about feminism, he commented in an
apocalyptic tone '€ natural que daqui por pouco tenhamos as mulheres a pedirem voto,
agora que ja tém liceu'37. This was a bitter reaction to the fact that the government had
finally authorized the opening of secondary schools for girls in the three main Portuguese
cities (Lisbon, Oporto and Coimbra). However, although the right had been granted, in
practice the decree authorizing schools for girls only started to be implemented in 1906, and
only in Lisbon at first, with the consequence that elsewhere some of the secondary schools

for boys had to accept girls. This was certainly the case in Evora where as late as 1908-

1909 Florbela started attending a boys' secondary school38,

35Maria Amalia Vaz de Carvalho, Cartas a Luisa, (Porto: Barros e Filha, 1886).
36In Joel Serrio, Da Situacio da Mulher Portuguesa no XIX- (Lisbon: Horizonte,

1987), p.14.

37In Joel Serrio, Da Situacdo da Mulher em Portugal no Século XIX, p.15.
38For further details, see Anténio Bartolomeu Gromicho's article 'Florbela
Estudante Liceal', Jornal de Evora, 17 May 1964, pp.1-2.
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By the last decade of the nineteenth century, once the right for women to have
secondary schools for their own sex had been established, in theory, if not in practice, an
increasing number of women addressed the question of female education. Amongst the
most prominent was Alice Pestana (Caiel). In an essay published in 1892, entitled O Que
Deve Ser a Instrucao Secundaria da Mulher, Pestana argues for a reform in education,
something continued in 1900 with a further essay, with the deceptively innocuous title
Comentarios a Vida. Another woman concerned with female education was Carolina
Michaelis de Vasconcelos (a remarkable German born lady, who was to become the first
female university professor in 1911). In 1902, in a series of newspaper articles on the
subject of the feminist movement in Portugal, she called for the creation of more and better
schools for women39,

At the threshold of the twentieth century, therefore, the distance covered since the
early days of the nineteenth century, when only the more liberated aristocratic women like
the Marquesa de Alorna could be found writing poetry, is prodigious. By the late
nineteenth century, the first women poets were tentatively appearing, even if the very fact
of their existence, let alone the standard of their poetic productions, remained controversial.
Furthermore, the fight for women's education was beginning to bear fruits, challenging the
limitations of the roles traditionally available to women. And it is against this background
of increased visibility of women and slow democratization of access to education that one
must place the extraordinary explosion of women's poetry in the first quarter of the

twentieth century, which the second part of this chapter will examine.

39'0 Movimento Feminista em Portugal', O Primeiro de Janeiro, 11, 12, 13, 14, 16
and 18 September 1902.
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1.2. WOMEN POETS IN THE FIRST QUARTER OF THE TWENTIETH
CENTURY

1.2.1. THE EMERGENCE OF FEMINISM AND WOMEN'S VISIBILITY

In the early twentieth century, women's magazines became increasingly concerned
to publicize feminist successes and debates in other countries. Furthermore, they were also
concemed to encourage female achievements at home in all fields, and this included the
production of women's poetry. This is particularly noteworthy given the opposition
women poets had met with up to then.

Encouragement was given not only by publishing individual poems, but also by
setting up literary competitions. In 1907, to give but one example, the magazine Alma
Feminina, one of the most overtly feminist magazines at the time, set up a competition in an
unexpected way: the magazine claimed that a reader had written in asking for help because
she had composed the first two stanzas of a sonnet, but could not manage the two tercets.
It matters little here whether the reader was real or fictional. The point is that other readers
were invited to suggest an ending to the sonnet, and that a prize was be attributed to the
best ending*0. According to the magazine there were over forty entries, which was
deemed a success, and the first three prizes were given to Alice Moderno, Domitilda de
Carvalho and Branca de Gonta Colago respectively4!.

A few words about these three women will help to shed some light on the changes
taking place at the turn of the century: Branca de Gonta Colago (1880-1944), the daughter
of the poet Tomas Ribeiro (the very same poet that had encouraged Maria Amalia Vaz de
Carvalho's literary beginnings), following the footsteps of nineteenth century women with
literary aspirations, held a literary salon*2. In the first quarter of the twentieth century, this
was frequented by some of the leading writers of her day. Alice Moderno and Domitilda de

Carvalho, however, were pioneers of a new type of woman, the independent woman who

40A/ma Feminina, 27 May 1907.

41A/ma Feminina, 3 October 1907.

42For further details, see Maria Regina Tavares da Silva and Ana Vicente,
Mulheres Portuguesas (Lisbon: CIDM, [1991]), pp.101-112.
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relied on her intellectual merits alone to survive in a patriarchal society. Alice Moderno
(1867-1946) lived in the Acores, where she was the first woman to attend the liceu in Ponta
Delgada. A strong character, she was expelled from home after standing up to her father
over a small financial fraud. She survived by giving lessons, and later created her own
paper A Folha*3. Domitilda de Carvalho (1871-1966), one of the first women to go to
University, held three degrees from the University of Coimbra, in Philosophy, in
Mathematics and in Medicine. She went on to teach in Lisbon at the first girls' secondary
school, the previously mentioned Liceu Maria Pia. Although all three have been largely
forgotten as poets nowadays, in the first quarter of the twentieth century their importance as
literary figures and moreover as role models for other women was undeniable. They were
featured constantly in the press of the time as outstanding women.

As for the competition, which reflects the magazine Alma Feminina's underlying
attitude of actively promoting women's poetry, it stands as an unmistakable sign that a new
era for female writers was dawning*4. Simultaneously, the form chosen in the
competition, the sonnet, while reflecting the favour the sonnet enjoyed at the time, also
constituted a first indication of the fact that women poets were ready to appropriate it as
their preferred form (in place of the odes criticized by Ramalho Ortigao in the previous
century). And over the next two decades, poetesses increasingly entered public
consciousness, reaching the apogee of their fame in the twenties.

Before describing more fully the extraordinary popularity of women poets in the
twenties, it is important to note that the emergence of women writers was also, of course,
the consequence of a wider phenomenon: the fight of women to be recognized as thinking
beings and to be allowed to take an active part in public life. Indeed it is at the dawn of the
twentieth century that the feminist movement in Portugal gathered strength, embodying in a

politically committed form women's ambitions to play a greater role in society. 1905 is the

43For further details, see Maria da Conceicio Vilhena, Alice Moderno, a Vida e a
Obra (Angra do Heroismo: Direcgao Regional dos Assuntos Culturais, 1987).
4+4There were other competitions, too numerous to list here. To give just
another example, in April 1915, the first two prizes of the competition
organized by Jornal da Mulher were won by Alice Moderno and Elisa Toscano
Batalba respectively (their sonnets were published in the following issue, May

1915).
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date often given as its take off point, since it was then that Ana de Castro Osério published
her feminist manifesto 'As Mulheres Portuguesas'45. The first feminist organization, the
'Liga Republicana das Mulheres Portuguesas', was created soon after, in 1909. The
following year, in 1910, the advent of the Republic took place, bringing considerable
changes in the law to improve the situation of women, in particular the most progressive
divorce law in Europe. Even so, voting rights continued to be denied to women.

In 1914, the 'Conselho Nacional das Mulheres Portuguesas', the most long lasting
organization to fight for women's rights. came into being. Soon after, the first world war
gave women some chance of involvement in the outside world, when in 1917 the
government appealed for women to train as nurses to treat Portuguese soldiers on the
French battlefields. This, recalls Elina Guimaraes, 'caused a scandal similar to the one
caused by Florence Nightingale in the Crimean War', but clearly signalled that change was
under way46,

Both the changes in the conception of women's role and the diverse reactions such
changes elicited were mirrored, during the first decades of the twentieth century, in the
multiplication of publications and lectures on the subject of women. Some were
prescriptive and predictably traditional in tone, but others expressed progressive views47.
More importantly, this general interest about women also led to an unprecedented number

of publications and lectures on women writers, both past and contemporary ones.

1.2.2. THE POPULARITY OF WOMEN POETS
The first of a long series of anthologies, studies and public lectures on women
poets is the anthology organized in 1917 by Nuno Catarino Cardoso entitled Poetisas

Porruguesas. 1t featured bibliographical information on 106 poetesses and a selection of

45For a more detailed survey of feminism in Portugal in the twentieth century,
see the appendix by Darlene Sadlier 'Feminism in Portugal' in The Question of
How (New York: Greenwood Press. 1989), pp.113-129.

46Elina Guimardes, p.22.

4+7For a sample of titles, see Tavares da Silva's bibliography, in Feminismo em
Portugal na Voz de Mulheres Escritoras no Infcio do Século Vinte, pp.39-41.
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poems by each. This may seem an astonishing number, considering what has just been
said about the scarcity of women poets up to the late nineteenth century. But what is even
more astonishing is that, given such scarcity, nearly all the poetesses included in this
anthology were of necessity contemporary. In fact, not only were they contemporary,
many of them were only at the outset of their literary career. This illustrates vividly the
boom of women poets in a very short time span, as well as the unprecedented attention that
they attracted.

From the biographical information given by Cardoso in his anthology, it becomes
apparent that the majority of the poetessses were now middle-class. This would support the
thesis that access to education gave women the ambition to write, because it represented
symbolicaily an attempt to enter the public sphere. It also suggests that the category of
'poetess’ was starting to be perceived by women as a desirable one, one to which educated
women aspired, bringing a tide of women poets into the literary scene.

The clearest indication that it had become fashionable to be a poetess was the fact
that women poets were much in demand in literary salons. In her book of memoirs,
Fernanda de Castro recalls that in the twenties there were numerous literary salons in
Lisbon and that it was normal practice at the time for guests and hosts alike to read out their
latest compositions. Referring to the salon of Veva de Lima, she wrote: 'Como em todos
os outros salOes literarios, poetas, inciuindo a dona de casa, liam os seus 1ltimos poemas,
com muito agrado dos convidados, o que hoje me espanta profundamente'43. These poets
were not exclusively female. But a few lines later, Fernanda de Castro recalls that women
poets were now the great attraction of these literary teas: both she and her friend Virginia
Vitorino (the most popular poetess of the period)4° were constantly being invited to them,
precisely because, as Virginia Vitorino colourfully put it 'no fundo da xicara ha sempre um

soneto'>9.

4840 Fim da Meméria. 2 vols (Lisbon: Verbo, 1986-87), vol.l, p.146.

49In Cartas Para Além do Tempo (Odivelas: Europress, 1990), Fernanda de Castro
describes her friendship with Virginia Vitorino, recalling how they had met,

typically enough, at a piano lesson: indeed playing the piano continued to be

an indispensable social skill for women (p.71).

50Fernanda de Castro, Ao Fim da Memoria, p.146.
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This social function of poetry described by Fernanda de Castro was a supremely
important one, bearing in mind that in those days there was no television or radio, so that
writing and reading poetry provided a diversion for middle-class women, the
overwhelming majority of whom still did not work.

By the beginning of the twenties, 'poetesses’ were at the height of their popularity,
receiving enormous press coverage and publicity. In fact, although it is difficult to
determine whether it was a cause or a consequence of such popularity, the most successful
book of female poetry of the whole period, Namorados by Virginia Vitorino, came out in
192051, It was a phenomenal success, undergoing twelve successive editions, something
quite unparalleled in the publishing scene of the time. Namorados embodies the
contradictory feelings of a woman towards love and her loved one, couched in everyday
language, which meant its women readers could easily identify with what they were
reading. But more of that later.

Reflecting the vogue female poetry was enjoying, there were several lectures on
women poets around that time. To give but one example Branca de Gonta Colaco's lecture
entitled 'NGs Outras as Poetisas', held in the National Theatre D.Maria II, on 15 February
1923, a lecture widely advertised in the press®2. Her choice of title suggests that she
viewed poetesses as a literary group, endowed with distinguishing features, and moreover
a group with which she (and presumably other women too) were proud to be associated, as
seen in her identification with the group through the use of the word 'we'33.

Further highlighting the interest that women poets were arousing is the fact that in
January 1923 (one month before Colaco's lecture) the daily Século da Noite had started to
publish a series of poems by women under the heading 'Antologia Luso-Brasileira do

51Gaspar Simdes wrongly gives the date of 1918, in Histéria da Poesia do Século
XX, and so do many critics after him.

52Unfortunately this lecture was not subsequently published and the articles
in the press do not analyse its contents.

53The vogue of women poets even spread outside Portugal. At an antiquarian
in Lisbon I was recently able to purchase two thin publications, neither of
which is available at the Biblioteca Nacional. They are the published versions
of two lectures on female poetry: the first lecture was given in 1924 in Angola
by Fermando Leiro, Meias Azuis (Luanda: [n.pub], 1925); the second in 1930 in
Chile by Artur Vieira, As Poetisas Portuguesas (Santiago do Chile: Editorial

Nascimento, 1931).
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Lirismo Feminino "Poetisas do Amor" '94. This anthology groups poetesses together by
virtue of their sex, but narrowly defines female poetry (lirismo feminino), equating it
exclusively with love poetry (Poetisas do Amor), an equation which would quickly become
widespread.

A short unsigned article, drawing attention to the fact that the publication of the
anthology was due to start the following day, came out on 6 January 1923. The article
attempts to explain the reasons behind the publication of the anthology and, in so doing,
brings out what was seen as the specificity of women's poetry: what the author of the
article (in all likelihood the (male) organizer of the anthology) particularly highlighted was
its novelty. According to him, an anthology of male poets writing on the subject of love
would be 'vulgar, banal, trivialissima, sem interesse algum. Mas o amor cantado pelas
préprias mulheres € outra coisa, torna-se mais atraente e sugestivo, tem maior elevagao e
encanto’. Such a discourse shows that the author was fully aware that the voice of
poetesses represented something new, breaking new ground, was a different thing
altogether as he wrote: indeed up to then women had nearly always been the objects rather
than the subjects of amorous discourse. However, it is equally clear that he had internalized
a male view of women, that of the angelic woman, whose poetry must be by definition
'feminine’, attractive, full of elevation and charm.

But not all those who came in contact with female poetry were its unconditional
supporters, quite the contrary. In fagt many male reviewers openly ridiculed poetesses and
what they saw as the shortcomings of their work. This can be seen in the reviews of

Florbela's work as well as in those about other women poets, but let us illustrate the point

with Florbela.

54This 'anthology' (subsequently advertised as published in book-form,
although there is no record of it in the Biblioteca Nacional), featured the
sonnet 'Amiga’ by Florbela Espanca, whose second work Livro de Soror Saudade
had come out at the beginning of that year. This confirms how closely critics
followed the phenomenon of women poets. Another striking example of the
attention which critics gave to female poetic productions is the case of Nuno
Catarino Cardoso's anthology Cancioneiro da Saudade e da Morte (Lisbon, 1920).
It featured, albeit with terrible typographical errors, the sonnet 'Dizeres
Intimos' by Florbela Espanca. The work in which this sonnet had first
appeared, Livro de Mdgoas, had only just come out the previous year.
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1.2.3 MALE REVIEWS OF FLORBELA'S WORK
Florbela's first collection, Livro de Mdgoas only attracted one reviewd5. Her
second book, Livro de Soror Saudade, published in January 1923, precisely at the time
when poetesses were at the height of their popularity, commanded slightly more attention.
Of the six reviews I have been able to trace, all recognize Florbela's talent and,
significantly, all place her against the background of female poetry%. In fact, one of the
reviews, from the Ilustracdo Portuguesa, not only placed Florbela against that background
but went as far as accusing her of imitating the manner of Virginia Vitorino, the most
popular woman poet of the periodS7. While all six reviews offer comments on female
poetry, two are particularly revealing of male reactions to it and therefore deserve detailed
attention.
The first of those comes from Correio da Manhad>8, and was written by Cimara
Lima (whose daughter, Marta Mesquita da Camara, was also a poetess):
Outra poetisa. O contingente das senhoras cresce dia a dia. Sejam sempre
benvindas quando, como esta, saibam versejar.
Mas, meu Deus, todas fazem sonetos. O soneto e a saia curta estdo na moda.
O pior € que todas ferem a mesma tecla, dizem a mesma coisa. O teu amor j4 ndo
me serve. Vai-te embora. Vem depressa. Nao posso passar sem ti. Af tens as

tuas cartas. Porque ndo me escreves? Nunca mais. Até amanha. Que tortura.
Que delicia. D4 c4 um beijo. Some-te daqui para fora.

55Florbela kept a file of press cuttings relating to her first two collections
which, though incomplete, is helpful. The file belongs to the Biblioteca
Nacional. It contains a review of Livio de Mdgoas, under the heading 'Livros e
Publicag¢des’'. without indication of provenance (BN N10/31), and also three
cuttings with poems from Livro de Mdgoas. one from O Azeitonense, 8 February
1920, the other two without indication of provenance (BN N10/33, N10/22 and
N10/23 respectively).

56pidrio de Notfcias, 29 March 1923, p.4; Jornal do Comércio e das Colédnias, 4
March 1923, p.2; O Século da Noite, 4 February 1923, p.7; Ilustra¢do Portuguesa,
10 February 1923, p.190; Correio da Manhd, 20 February 1923, p.3 and A Epoca, 1
April 1923, p.1.

5710 February 1923, p.190. This article provoked an angry reply in another
newspaper by someone signing as B. de C. (almost certainly Boto de Carvalho,
Florbela's colleague at the University of Lisbon, about whom more will be said
in Chapter 3). B. de C.'s reply was kept by Florbela in her file of press cuttings
(BN NI10/36). Unfortunately, I have been unable to trace the newspaper in
which it was published.

5820 February 1923, p.3.
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What is caricatured in this piece is the limited thematic range of poetesses, who
seem to concentrate exclusively, if we are to believe Camara Lima, on love. While the fact
that love was the main theme of female poetry of the period is undoubtedly true, it needs to
be qualified further, because, as shown by Simone de Beauvoir in Le deuxiéme sexe, and
many other feminist writers after her, women have always been defined in relation to man,
through whom they acquire value. Confined to the domestic sphere, women have only
existed through love, through relationships which made them meaningful. It is small
wonder therefore that relationships should be at the heart of their poetry: since they had
little experience of public matters, love was something that belonged to their limited realm
of experience.

Another aspect of women's poetry criticized in this article is the fact that all women
write sonnets. But it could be argued that women's marked preference for the sonnet stems
partly from the popularity it enjoyed at the time, and partly from their insecurity. Indeed,
given that the sonnet had always been highly rated in the hierarchy of forms, it was only
natural that women would want to prove they could write in a poetic form which was
generally upheld as one of the most difficult ones. The association between women and
sonnets is thus merely circumstantial, but it actually led male critics around that time to start
regarding the sonnet, which in other countries was and continues to be perceived as a
traditionally masculine genre>?, as a feminine form. For instance, in 1921, Jilio Dantas
wrote in his letter entitled 'Como se faz um soneto': 'Ha nele qualquer coisa de feminino
que o torna tio predilecto das mulheres'®0. In 1935, Agostinho de Campos devoted an
entire section of his academic work Estudos sobre o Soneto, to a discussion of 'O feminino
do soneto'. Even after poetesses had started to use other forms, male critics continued to

endorse the myth of the femininity of the sonnet when discussing sonnets written by

women®l.

59For instance, back in 1863, the French Louise Ackermann wrote: ‘Pour des
sonnets, en tasse qui les aime / Chacun son golt, mais ce n’est pas le mien’.
Quoted by Christine Planté, in La petite soeur de Balzac (Paris: Seuil, 1989),
p.250.

601n Arte de Amar (Lisbon: Portugal-Brasil Ltd, 1921), p.170.

61Even one of the finest critics of Florbela, Jorge de Sena, did not avoid this,
commenting that Florbela 'descobriu totalmente o acabado, o fechado, o
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Despite his reservations about some of the thematic and formal monotony of female
poetry, Camara Lima ended his article by praising Florbela for her poetic skill, and, as
evidence, quoted in full the sonnet 'O Nosso Mundo'62.

The second review, from the pen of Nemo in A Epoca%3, has many similarities
with Camara Lima's. Nemo's piece has a title: 'Uma Legido de Poetisas'. The word legion
suggests a military offensive, something which was already subliminalily present in Cimara
Lima's use of the word 'contingente'. Like his colleague, Nemo focuses on the limited

thematic range of the poetesses and their over-reliance on the sonnet as a form:

Em menos de uma semana quatro volumes de versos, sem falar noutro vindo
pouco antes! E todos cinco de poetisas, e todos menos um de sonetos da primeira a
Gltima pagina! [...]

Valeram-me os 6cios forcados de uma viagem para ler esses cinco volumes.
Verdadeiro feito de Hercules! Com a monotonia do rodar do comboio casava-se a
uniformidade da métrica, o interminavel desfilar dos sonetos (139! contei-o0s),
conjugando quasi sem exep¢ao o verbo amar na primeira € na segunda pessoa do
singular e em todos os tempos e modos.

E nao poucos sujeitam ao mesmo exercicio gramatical o verbo beijar em voz
activa e passiva nas mesmas pessoas, com O mais corajoso abandono de velhos
prejuizos a que se chamava outrora pudor. Nao vai mal com a arte generalizada de
se despir em piblico inventada por cocorres para uso de senhoras honestas.

E a medida que lia e ficava besuntado por aquele melaco amavioso, escorrendo
monotonamente de cada soneto, perguntava a mim mesmo: 'mas que estranha
psicologia a de uma menina que, em vez de vistosos bordados ou de paciéncias, faz

bonitos jogos malabares de palavras [...]".

Both reviewers, thus, criticize the fact that poetesses exclusively wrote about love,
both compare the fashion of writing poetry to the fashion of wearing short skirts. But
Nemo, unlike Cimara Lima, used the comparison between sonnets and short skirts to
comment on the unseemliness and the lack of decorum of both.

After these general comments on the phenomenon of female poetry, Nemo
concentrates on Florbela's work. It soon becomes apparent, that, like Cimara Lima, he
was not unaware of Florbela's talent but. unlike his colleague, Nemo refused to consider
Livro de Soror Saudade a good work or indeed even to recommend its reading, on moral

grounds. He commented with self-righteous indignation on the immorality of the

feminino do soneto. Com efeito, 0 soneto assqmelha—se muito aos lavores
femininos', in Da Poesia Portuguesa (Lisbon: Atica, [n.d.]), p.124.

62Florbela Espanca, Obras Completas. vol.2, p.129.
631 April 1923, p.l.
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revoltante terceto de "O Nosso Mundo" ', ironically a tercet from the very sonnet which
Camara Lima had chosen to give as an example of Florbela's worth, and quoted it so that
the reader might judge for him or herself:

Que importa 0 mundo e as ilusoes defuntas?

Que importa 0 mundo e seus orgulhos vaos?

O mundo, Amor!... As nossas bocas juntas!...

For Nemo, this sonnet was only the tip of the iceberg, since there were several
others 'pior do que este, nao podendo ser citados.' although he listed their titles ('A Noite
Desce', 'Esfinge’, "Tarde Demais’, 'Crepusculo’ and 'Horas Rubras’). He concluded by
saying that Florbela should beg God's forgiveness 'do mau emprego que faz de suas
incontestaveis aptidoes poéticas', and lamenting having to say that the book was bad, as in
so doing he might be publicizing it.

These two critics are more than enough to illustrate the 'catch 22' situation in which
poetesses found themselves: if they limited themselves to topics and sentiments that were
considered 'ladylike’, they were dismissed for lack of originality. Yet as soon as poetesses
showed any signs of departing from the norm, there would be an outcry from someone like
Nemo to criticize them for their unseemliness, which was equated with immorality. It is
ironic that Nemo was virtually the only reviewer of Livro de Soror Saudade who showed
himself to be fully aware of the potentially explosive charge of sensuality in Florbela's
poetry, and that instead of praising it, he rejected it with disgust.

It is important to clarify that Florbela did not acquire her reputation for immorality
from Nemo's review. That label would only become widespread years later, after her
death. In 1923, she was a little known poet, and what stood out in the mind of both her
reviewers and those who knew her was her image as a spiritual and melancholic figure,
encapsulated in the title Soror Saudade, with which the poet Américo Durdo had christened

her in a poem published in December 191964,

64The relationship between Florbela Espanca and Durdo will be examined in
greater detail in Chapter 3.
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One more review of Florbela's work is relevant to a discussion of male reviewers'
view of the phenomenon of female poetry: Antbénio Ferro's review of Florbela's third
work, Charneca em Flor, a review which came out in February 1931. Its primary aim was
to draw attention to the extraordinary quality of Florbela's poetry, which Ferro believed to
be true poetry. It is significant however that this was done by contrasting Florbela's
greatness with the shortcomings of the typical poetesses, whom Ferro relentelessly
caricatured. Indeed, Ferro begins by explaining how he initially dismissed Florbela 'como
uma das poetisas da colmeia, como uma das cigarras do nosso lirismo inofensivo, de
"palcos e salas”...' , possibly similar to 'certas poetisas que encontram no casamento a
rima dificil que procuram' but how, after reading Charneca em Flor, he completely altered
his view:

Pois, foi possivel o seu anonimato, a sua sombra, em face de certas
consagracOes vistosas, em face de certa poesia feminina de 'boas festas',
reproduzida em série, ao infinito, como os cromos das 'pombinhas’ e das 'maos
apertadas'? [...] Pois foi possivel que deste coragdo jorrassem versos definitivos,
eternos, perante o derramar infatigavel do 'cansado cha que ferve' -- torradas e
sonetos com manteiga das cinco as o0ito?

Ferro's grotesque portrayal of the swarm of poetesses and of the conventional
poetry read at literary teas is quite extraordinary, given that he attended such gatherings and
that he furthermore was intimately acquainted with some of the most popular poetesses of
his time, not least of all Fernanda de Castro, to whom he was married. It shows clearly,
however, how dismissive male critics were of poetesses.

Ferro was one of the leading critics of the day, and his article is widely credited for
"launching' Florbela. It is telling that it should have been with the argument that she was
not like the other 'poetesses’, not part of the crowd. In fact, early on in his review, he
went so far as to qualify Florbela as 'uma grande poetisa, uma poetisa-poeta’. Ferro's
appraisal of Florbela as a true poet, which entailed a recognition of her universality at the
expense of her gender (since for him women were poetesses not poets) is striking, but

perhaps even more extraordinary is the fact that throughout his article he describes her as a

Romantic poet. forever aspiring to something more, something other, chosing to ignore the
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daringness of the love poetry of Charneca em Flor. 1t would take many years, in fact,

before this daringness would start to be recognized and praised.

1.3. THE FEMALE POETRY OF THE PERIOD

Having described the emergence of women poets at the turn of the twentieth century
and their extraordinary popularity in the following decades, it is time to examine the work
of some of the most popular women poets of the period. This will provide us with models
of female poetry with which Florbela's own poetry can be compared and contrasted. Given
the amount of works published by women poets in the first three decades of the twentieth
century, selection was unavoidable, and I decided to concentrate on those by poetesses
whose names have been most often mentioned by critics, since it soon became apparent that
a few names kept recurring, namely those of Branca de Gonta Colagco, Maria de Carvaiho,
Laura Chaves, Oliva Guerra, Marta Mesquita da Ciinara, Virginia Vitorino and Fernanda
de Castro, alongside that of Florbela Espanca%s. A survey of the work of these poetesses
helps us to throw into relief the 'horizon of expectations' of both readers and critics, to use
the Jaussian term, enabling us to understand what constituted the merit of their poetry in the

eyes of their contemporaries. But such a survey would be incomplete without taking into

65The reference works used were:

Teresa Leitdo de Barros, Escritoras de Portugal;

Jodo Gaspar Simoles, Historia da Poesia Portuguesa do Século XX (Lisbon:
Empresa Nacional de Publicidade, 1959);

Hernani Cidade, Tendéncias do Lirismo Contempordneo, 2nd edn (Lisbon:

Portugalia, 1939); )
Jodo Ameal, Panorama de la littérature portugaise (Paris: Editions du Sagittaire,

1948);

Luisa Dacosta, 'Literatura de Autoria Feminina' in Oscar Lopes, Histoéria
flustrada das Grandes Literaturas. 8 vols (Lisbon: Estidios Cor, 1973), vol.2.
pp.534-541;

Seabra Pereira, 'Perspectivas do Feminino na Literatura Neo-Romaintica' in A
Mulher na Sociedade Portuguesa. 2 vols (Coimbra: Instituto de Historia
Economica e Social, Fac. de Letras da Univ. de Coimbra, 1986), vol.2, pp.73-85;
Antonio Salvado. Antologia das Mulheres-Poetas Portuguesas (Lisbon: Delfos,
1962);

Albino Forjaz de Sampaio, As Melhores Pdginas de Literatura Feminina (Poesia)
(Lisbon: Livraria Popular de Francisco Franco, 1935).
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account the work of those poetesses which critics neglected or even rejected, and therefore
I will conclude this chapter by examining the work of one such poetess, Judite Teixeira,

and comparing it to Florbela's later work.

1.3.1. THE FASHIONABLE POETESSES
Branca de Gonta Colago (1880-1944) was nearly ten years older than the rest of the

group. As previously stated, she seemed to have provided a positive role model for the
women of the younger generation, alongside Alice Moderno (1867-1946) and Domitilda de
Carvalho (1871-1966). The poetry of these three 'older’ poetesses constantly expresses a
self-abnegating stance. Colaco in particular (who of the three was the only one to be
married) highlights her unconditional surrender to the loved one. In Cangdes do Meio-Dia
(1912) and Hora da Sesta (1918), which Gaspar Simdes considers her best works%, the
omnipresence of the loved one in her life is all-pervasive. Hora da Sesta, accordingly,
opens ( after two introductory poems) with a quotation from Carzas de Amor (the
Portuguese translation of Lettres Portugaises), 'Consagrei-te a vida desde que em ti
descansaram meus olhos'. Throughout the collection, various poems highlight the
sacrifices that the poet is willing to make for her loved one:

Mas se esta adoracdo te importunasse...

Oh meu amor...

-- Gostava de nao ser...
(Amor, Amor...", p.32)

The ending of this sonnet may strike the reader as successful but, unfortunately, the lines
that precede it do not manage to express the poet's seif-effacing attitude without resorting to
stereotyped images such 'transparente céu do teu viver:

Quisera que o meu beijo adivinhasse

o instante em que o desejas esquecer,

por que nunca o fastio enevoasse

o transparente céu do teu viver...

66Joi0 Gaspar Simdes. Histéria da Poesia Portuguesa do Século XX, p.453.
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Love is not Colago's only theme. Another theme in her work is the praise of all that
is Portuguese, albeit in a fashion that will seem rather naive to today's readers, as in the

poem entitled 'Sonnets from the Portuguese' (p.47), evoking the Brownings:

Sinto um orgulho enorme, quando penso [...]
Para dar nome ao seu amor imenso,
S6 Portugal lhes pareceu bastante!...

Branca de Gonta Colago also wrote poems empathizing with the suffering of
others, but again she did not succeed in avoiding clichés, such as the wormn-out comparison
of a child to an angel, as in this poem from Cancdo do Meio-Dia:

Ele é tdo triste ser crianca abandonada!
Ser anjo e nao ter céu... Nao ter luz, sendo aurora!
('Abandonadas', pp.49-50)

According to Anténio Salvado, her strong point is that her poetry 'possui
profundamente o sentido do fluir do tempo'¢7. This gives it a ring of melancholy, vaguely
reminiscent of Antero (whose poetry was still extremely influential during that period), as
in the last but one poem of Hora da Sesta, 'Sic Transit' (p.67), in which she compares the
coming of night to the obscurity to which human creatures are destined:

Assim a0 cabo a treva tudo enlaga,
e como fumo efémero que passa
vao passando no Tempo as geragoes...

Although the poetry of Colaco commanded the respect of her contemporaries, the
modern reader cannot fail to notice that it not only has a limited range of themes, but also
often lacks originality and dramatic intensity in the way it explores them. Her poetry is
often poor in imagery and resorts to clichés, and this explains why it has been forgotten.

However one must not underestimate the impact that she —- together with Moderno

and Domitilda de Carvalho -- had in their own day: by managing to combine writing with a

67 Antonio Salvado. p.119.
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feminine stance, they won the admiration of both their male and female contemporaries,
thus advancing, albeit imperceptibly, women's fight towards being recognized as
intellectuals. Two examples of the way in which these two poets were praised might serve
to illustrate the importance that was attached to their femininity. The first is the preface to
Domitilda de Carvalho's collection Versos, by Afonso Lopes Vieira, her contemporary at
the University of Coimbra:
E sobretudo, a minha lembranga acode que ji entio essa rapariga modesta, de uma
formosura simpatica e de uma gravidade risonha [...] me fazia entender perante a

desordem actual do feminismo, o que ai ha de verdadeiro e de proporcionado. [...] O
encanto desta mulher esta em que ela ficou a mais feminina das criaturas, depois da sua

longa jornada através da ciéncia.%8

The second comes from the preface to Branca de Gonta Colago's posthumous Abencoada a
Hora em que Nasci by Maria de Carvalho, in 1945. This preface, again, praised the poet

for qualities which are quintessentially feminine, namely beauty, modesty and altruism69.

By the time Branca de Gonta Colago published Hora da Sesta, however, a younger
generation of poets was already starting to emerge. The first to win critical acclaim was
Maria de Carvalho (1889-1973), the same who was later to preface Branca de Gonta
Colaco's posthumous collection. She published Sete Palavras in 1915, Sonetos in 1916,
Pensamentos in 1919 and Folhas in 1921. Her melancholic evocation of the passing of
time and of the transitory nature of love gave a pseudo-philosophical stance to her poetry.
A similar tone is also present in Laura Chaves' poetry (1888-1966), Trovas Simples
(1919), Do Amor (1922) and Vozes Perdidas (1924)) and in some of Oliva Guerra's work
(1898-1982), Espirituais (1922), Encantamento (1926).

The poetry of these three poetesses is not exclusively about love, as the reviews
might lead one to believe, nor is their use of the sonnet-form universal. Although they
made predominantly use of the sonnet, they also wrote pieces in more popular forms: Maria

de Carvalho had a whole section of Folhas devoted to vilancetes, Laura Chaves was

68Versos (Coimbra, 1909), pp.9-10.
69 Abencoada a Hora em que Nasci, (Lisbon:Parceria Anténio Maria Pereira,

1945).
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particularly fond of the popular quadra, while Oliva Guerra used longer compositions as
well as sonnets. Amongst the poetesses of the earlier generation, Branca de Gonta Colago
too had made use of a number of 'popular forms.

On the whole, however, it is fair to say that their work displays little originality in
handling of the universal themes of love and the passing of time. In fact, by the early
twenties, some of their contemporaries were already aware of their shortcomings, as is
made plain in the following episode, narrated by Fernanda de Castro in Cartas para Além
do Tempo and involving Teresa Leitao de Barros, Laura Chaves, Virginia Vitorino and
Fernanda de Castro herself. Teresa Leitdo de Barros, completely drunk thanks to the
mischievous Virginia Vitorino, bluntly told Laura Chaves: 'Cuidado Laura, elas [Fernanda
de Castro and Virginia Vitorino] fazem-se muito tuas amigas, mas por tras dizem que 0s
teus versos sao bonitinhos, que nao sao mal feitos mas que sao muito piegas, muito fora de
moda'70,

Virginia Vitorino and Fernanda de Castro were right to think that Laura Chaves'
poetry was 'muito piegas' (and the same could be said of that of Oliva Guerra and Maria de
Carvalho). Given however that thematically Portuguese lyricism seems to be characterized
by its sorrowful mood -- indeed Prado Coelho defines it as 'amoroso e dolente [...] € um
lirismo saudoso ou magoado'’1 -, the lamenting tone of these poetesses would in fact be
in keeping with a hypothetical national propensity to sadness and, therefore, in itself cannot
be held as the major defect of their poetry. What truly weakened their poetry rendering it
merely sentimental, rather than great, was that they did not have enough skill to carry it off.

And the fact that it is possible to produce successful poetry in the traditional
sorrowful vein, provided the poet is skilled enough, can be illustrated with the example of a
contemporary of theirs, Marta Mesquita da Cimara (1894-1980). Her collection P6 do reu
Caminho (1926) was published by Seara Nova (and prominently advertised in the review).

70Fernanda de Castro. Cartas para Além do Tempo, p.153.
71Jacinto do Prado Coelho, A Originalidade da Literatura Portuguesa (Lisbon:
Instituto de Cultura Portuguesa, 1977), p.44.
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This was unusual, since as a norm poets paid for the publication of their own collections,
and it suggests that her talent had been recognized.

P6 do teu Caminho is made up of fourteen fairly long poems in decasyllabic
quatrains (of a length varying between eight and seventeen quatrains), followed by thirty
sonnets. Love constitutes the almost exclusive theme of the collection, a love based on
unconditional surrender to the loved one, albeit unrequited. Despite her lack of thematic
spread, Mesquita da Camara's poetry is deeply appealing and a close analysis of two of her
most often anthologized sonnets, 'Meu Cora¢do' (p.54) and 'Contrasenso' (p.56) may help

us to understand why this is so:

Meu Coracgao
Quantas vezes o julgo arrependido
E fatigado, enfim, de relembrar-te,

Porque chama e nido vem da tua parte
Nem a sombra dum eco ao seu gemido.

Quantas vezes o julgo arrependido

E comeca de novo a procurar-te,

Chamando o teu desprezo de tal arte,

Como alguém que chamasse um bem perdido!
Esquecer-te ndo posso, ja nao tento...

Es, amor, meu constante pensamento!

Para mim ndo ha paz, ja ndo ha bem

Que nio seja a tortura dos escolhos

Que eu encontro na noite dos teus olhos,

Que, enfim, n3o seja um mal que de ti vem!

The appeal of this sonnet hinges on its dramatic expressivity, achieved through
several devices, both rhythmic and stylistic. Rhythmically, the poet makes skilful use of the
heroic decasyllabic verse, the stress always falling on semantically important words
(illustrating with the last tercet: tortura/escolhos, noite/olhos, mal/vem). This, however,
was something that most of the poetesses were able to achieve. Where Mesquita da Camara
begins to distance herself from her contemporaries, is in her use of harmonious phonetic
patterns and of alliteration, which contribute to the overall musicality of the poem, as in line
13 with the striking alliteration in {t]: '‘Que eu encontro na noite dos teus olhos' taking up

the word 'tortura’ from the previous line.
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But. furthermore, the striking dramatic intensity of the message 1s vividly brought
out thanks to various other stylistic devices. The anaphora 'Quantas vezes o julgo
arrependido’. repeated at the beginning of both quatrains, highlights two different moments
in the behaviour of the personified heart: in the first stanza, the heart is resigned 'E
fatigado, enfim, de relembrar-te' while, in the second stanza. it seeks again the loved one
'E comeca de novo a procurar-te' (a contrast furthermore foregrounded by the opposition
of 'enfim'/'de novo', both in a stressed position, the sixth syllable).

Having highlighted the plight of the heart, and made clear in the second stanza that
all it could aspire to was the disdain of the loved one, a notion rendered all the more
forcefully by the fact that the word 'desprezo’, in a stressed position (the sixth syllable), is
paradoxically compared to 'um bem perdido' in the following line, the poet then moves on,
in the tercets, to show that the loved one, despite his indifference, is her sole
preoccupation. The insanity of such behaviour is conveyed through a gradation since, in
the first tercet, line 9 states that she cannot forget him, while line 10 asserts that he is her
only thought, to finally culminate in line 11, which sets the paradox, developed over the
last stanza, that 'j4 ndo hd bem [...] / Que, enfim, ndo seja um mal qué‘de ti vem!'.

In 'Contrasenso’ too we find a successful use of language:

Oh! meu amor, escuta, estou aqui,

Pois o teu coragdo bem me conhece:

Eu sou aquela voz que, em tanta prece,
Endoideceu, chorou, gemeu por ti!

Sou eu, sou eu que ainda nao morri

-- Nem a morte me quer ao que parece --

E vinha renovar, se inda pudesse,

As horas dolorosas que vivi...

Oh! que insensato e louco € quem se ilude!
Quis fugir, esquecer-te, mas nao pude...
-- V& 14 do que os teus olhos sdo capazes! --
Deitando a vista pelo mundo além,

Desisto de encontrar na vida um bem
Que valha todo o mal que tu me fazes!

This second sonnet also relies on a wealth of stylistic devices to heighten the poet's

plight. In the first stanza. the metonymy 'Eu sou aquela voz' renders the fact that without
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the love of the 'tu’, the poet is no longer a person, but merely the shadow of one, a
desembodied voice. Her suffering is conveyed through the accumulation of verbs denoting
grief, 'endoideceu, chorou, gemeu'.

The second stanza continues to describe the poet as someone without a firm sense
of identity, rejected even by death 'Nem a morte me quer ao que parece'. Her utter
worthlessness makes her wonder, with bitter irony, whether she is even entitled to suffer:
'E vinha renovar, se inda pudesse'.

Finally, the last stanza takes up the paradox bem/mal of the sonnet ‘Meu Coragao":
'Desisto de encontrar na vida um bem / Que valha todo o mal que tu me fazes!'. Again,
there is no doubt that phonetic patterns in the poem contribute to the overall harmony of the
poet's lament. Illustrating with the last stanza, with its predominance of fricatives [v] and
[f] and oclusives [t], [d] and [k] and, in the last line, the alliteration in [a] (valha, mal,
fazes) :

Deitando a vista pelo mundo além,
[dllt] [d] [v][t] [d]

Desisto de encontrar na vida um bem

[d [t (k] [vl[d]
Que valha todo o mal que tu me fazes!
(k1 [v] [t][d] k1l [f]

These two sonnets by Marta Mesquita da Cimara show a degree of sophistication in
their use of language which is lacking in many other poetesses, and it is perhaps with them
in mind that Gaspar Simoes asserted that 'Alguns dos seus sonetos, especialmente os do
livro P6 do Teu Caminho [...] rivalizam de onde em onde, com os da propria Florbela
Espanca' although, as Gaspar Simdes himself recognized, not all Camara's poems were of
the same high standard: 'De grande fluéncia no decassilabo, compde estrofes sobre
estrofes, nem sempre com igual felicidade, mas, regra geral, com ritmo sdo e cadéncia
certa'72,

Mesquita da Camara was the poetess of the period who best succeeded in giving
dramatic intensity to an old theme. But it seems that the public, while appreciating the self-

72Joi0 Gaspar Simédes, Historia da Poesia Portuguesa do Século XX, p.453.
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effacing stance of the poetesses so far discussed, was now ready for poetry which did not
just proclaim the unconditional allegiance of the angelic woman poet to the loved one, but
also described her inner human contradictions. And it is to this that the success of the most
popular poet of the period, Virginia Vitorino (1898-1967), must be attributed.

In retrospect, it may seem difficult for today's reader to understand the astounding
success that greeted Virginia Vitorino's first collection Namorados (1920)73. To the
modem reader, her poetry is likely to appear rather banal. Yet, viewed in its historical
context, there is no doubt that her collection brought noticeable thematic innovations. The
collection's underlying conviction is still that love brings about suffering, at least for the
woman, because love is her sole purpose in life ('A Janela' (pp.29-30) and 'Horas'
(pp.63-4)). Only one poem in the entire collection, 'Alleluia’ (pp.15-16), sings the joy and
meaning that love has brought to the life of the poet. By contrast, many poems make
explicit the link between love and grief, a link foregrounded in the two poems that open and
end the collection. The opening poem 'Quando te vi' (pp.7-8) depicts the moment the
female speaker fell in love as a moment of light, but like all moments of happiness, doomed
to pass:

Deixou-me triste assim que se apagou.
As vezes fecho os olhos; vejo-a ainda...

The poem that closes the collection, "Toujours la méme chose' (pp.95-6),
recognizes the banality of the poet's love affair: 'Mas o que houve entre nés tudo acabou. /
A nossa histdria € facil de contar'. However it then highlights that the memory of this love

affair will be cherished by the poet, tinging her life with sadness:

E tudo o que 14 vai, o que nos deixa?

73Namorados underwent twelve successive editions, but in terms of numbers
this is less impressive than one might expect, since according to the copy of
the twelfth edition available in the Biblioteca Nacional, it is only with that
edition, in 1932, that the book reached its 2 milhar’. If this information is
accurate, this also helps to put in perspective the success of the remaining
poetesses. This must in turn be put into its wider context. According to Joel
Serrdo, writing in [965. amongst the poets of the twentieth century, 's6
Fernando Pessoa e José Régio chegam a casa dos trés mil' in Temas de Cultura
Portuguesa Il (Lisbon: Portugdlia. 1965), p.113.
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— Um mistério de menos para ti.
-- Uma saudade a mais na minha vida.

The tone of the poems so far mentioned does not differ much from that of other
poetesses. But where Virginia Vitorino was different from them was in her evocation of the
contradictions experienced by the woman in love: the desire not to see the loved one rather
than see him and then suffer because of his departure (‘'Nao' (pp.69-70)), the desire not to
receive his letters, rather than be disappointed because of their shortness ('As tuas Cartas'
(pp.53-4)), or the wish to talk to him pretending not to care, but being unable to face him
when the moment comes (‘'Fraqueza' (pp.73-4)).

However, these psychological insights, with which other poets have made great
poetry, sound uninspired in Virginia Vitorino's verses, because the language she uses is
extremely prosaic. It is also painfully obvious that she sometimes resorts to unnecessary
words to comply with the metre or thyme. See for example 'As Tuas Cartas':

Tao pequenas as cartas que me escreves!

Demoram tanto tempo! Com certeza

Nao sabes calcular esta tristeza

que eu sinto, quando as vejo frias, breves. [...]

Tao diferentes somos! Eu, entao,

mando-te em cada letra o coragao,

e tu, meu bem, tdo pouco te revelas!

Sempre o mistério aonde o amor existe!

Se eu te disser que fico as vezes triste

Por ndo levar mais tempo 4 espera delas?
For instance, line 3, 'ndo sabes calcular esta tristeza', is clumsy: 'ndo calculas a tristeza'
would read far more naturally, while the word 'entao’ in line 9 is too obviously there to
rhyme with 'coracao’ in the next line.

The description of the contradictions of the woman in love was not, however, the
only novelty of Namorados. Perhaps even more appealing to its readers was its description
of love as a battle between two wills, where the woman must be deceitful and careful not to

reveal the extent of her true feelings ('O Maior Mal' (p.57-8), 'Orgulho’ (p.79-80),

'Interrogacao’ (p.21-2), 'Ao Telefone' (p.83-4)). One cannot emphasize too much how
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this contrasted with the traditional long-suffering passivity of the woman in love that other

female poets were still describing:

Ontem, quando nos vimos, frente a frente,
Fingiste bem esse ar indiferente,
E eu, desdenhosa, ri, sem descorar...
Mas que lagrimas devo aquele riso!
E quanto, quanto esfor¢o foi preciso
Para, na tua frente, nao chorar!
(Orgulho, pp.79-80)

The situations described in Vitorino's poetry were thus accessible to her female
readers who could relate to them, firstly because they were everyday situations, and
secondly because they were described in simple language, and this is what accounted for
the success of her poetry at the time. As Teresa Leitao de Barros put it, the popularity of
Namorados stemmed from the fact that it was:

Uma feliz adaptacdo do lirismo amoroso as ansiedades emotivas mais actuais.

O cenario [...] ja no € a paisagem: € a sala ou o gabinete de trabalho; o personagem
que monologa ja nao € um pastorinho desiludido nem um sonhador olheirento: é
uma rapariga moderna, feita a imagem e semelhanca de todas as raparigas do seu
tempo. Cada poesia ja nao € uma inténnina queixa [...] A ideia, que ndo é

rebuscada, que € quasi banal [...] encontra, sem esforco, uma expressao lirica de
absoluta simplicidade, recorrendo apenas, inconscientemente, a artificios estilisticos

— como a antitese e 0 contraste — que estdo dentro das tradicdes da lingua.’4

Leitao de Barros was praising Virginia Vitorino, but the elements that she
highlighted to explain the success of Namorados, were also the ones which prevented it
from being great poetry: simplicity can make for great poetry but banality cannot.

Despite her weaknesses, Vitorino did bring something new into female poetry: a
pseudo-realistic description of female feelings. But the woman poet who must be credited
for making the transition between the generation of the 'poetisas de amor' (to which
Florbela Espanca chronologically and thematically still belongs, despite intrinsic
differences) and a new generation of poets such as Irene Lisboa, Sophia de Mello Breyner,
Natércia Freire and Natilia Correia is Fernanda de Castro (1900-still living), author during

T4Teresa Leitio de Barros, Escritoras de Portugal, vol.2, p.345-6.
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that period of Anze-Manha (1919), Dancas de Ronda (1921), Cidade em Flor (1924) and
Jardim (1928), the youngest of the poetesses to emerge in the twenties.

Although Fernanda de Castro's first collection was entirely made up of sonnets,
and does not bring much new thematically, thereafter she abandoned the sonnet in favour
of more modem, flowing forms including free verse, and tackled a wide range of themes
(she was, for instance, the first to write about motherhood). Unlike her contemporaries,
she sang the happiness of living, and paid attention to the real, outside world. As David
Mourao-Ferreira put it, 'Ela foi a primeira, neste pais de musas sorumbaticas e de poetas
tristes, a demonstrar que o riso e a alegria também sdo formas de inspiragdo'?>. Suffice to
quote to that effect the brilliant opening of her poem 'O Mercado' (pp.83-6) from Cidade
em Flor:

-- Bem haja o sol! Parece uma laranja
a escorrer sumo!

— disse a mulher da banca,

olhando o Sol de frente em linha recta.
E eu pensei: de que vale ser poeta?

A brief look at the poetry of the most popular poetesses of the period, reveals some
of their thematic limitations and their literary shortcomings. But it also draws attention to
the fact those who managed to stand out, be it because of their skill, like Marta Mesquita da
Camara, or because of their ability to overcome the generalized self-effacing, long-
suffering image poetesses give of themselves, like Fernanda de Castro.

In the concluding section of Escritoras de Portugal, Teresa Leitao de Barros sums
up the caracteristics of women's poetry in the twenties:

As poetisas portuguesas, a parte excepgoes que nem contam, tém, por assim
dizer, 'explorado’ apenas o inesgotavel fildo sentimental, que € patriménio ricico.
Nido temos uma poetisa vincadamente sensual, nao temos talentos quasi
exclusivamente evocativos de distantes visoes ou apaixonadas idolatras da
plasticidade verbal. Mas, por invejavel privilégio, temos poesia da mais doce e

tocante feminilidade [...] A nossa poesia feminina de hoje tem, em geral, um vago
cunho de humildade e uma toada de prece: tem a religiosidade das oracoes que nao

75Quoted in Fernanda de Castro, 70 Anos de Poesia (Porto: Fundagio Eng®
Antonio de Almeida, 1989), p.l15.
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vém nos catecismos e sobem directamente do coragdo a boca, sem que a inteligéncia
e a cultura queiram vesti-las de deslumbrantes ouropéis palavrosos.’6

Leitdo de Barros' comment shows that she was fully aware of the thematic
limitations of her contemporaries, but she managed to turn these limitations into a strength,
by asserting that it made their poetry more feminine. What is noteworthy here is the
underlying assumption on Barros' part that femininity is the ultimate source of value for
women's poetry. Furthermore, not only does Leitdo de Barros use femininity as a value to
make up for the lack of breadth of subject-matter in women's poetry, she also uses it to
praise the lack of sophistication of their poetry, which becomes viewed positively as natural
rather than artificial (it is a sincere 'oracao que sobe directamente do coracao' rather than a
contrived discourse made up of 'ouropéis palavrosos').

Indeed, however critically perceptive, it is clear that Leitio de Barros had
internalized a male critical discourse which primarily praised poetesses for their femininity,
even if she regrettted in passing their lack of thematic spread. And one can only repeat once
more at this point that femininity, and its corollary, modesty, were extolled as the supreme
virtue which all women, including poetesses should strive for, and that the price to pay for

departing too openly from the norm was extremely high.

The women poets so far examined are the ones who received critical acclaim, and it
would not be unreasonable to think that the young Florbela would have been likely to have
been influenced by some of their poetry. I have, however, been unable to trace any direct
influences. This may partly be explained by the fact that until October 1917, unlike the
poetesses discussed, she did not live in the capital, but in the remoteness of the Alentejo,
and therefore had no opportunity to meet other female poets (or indeed male poets). The
only contact she would have had with the poetry of her contemporaries would have been
through a few isolated poems, published in newspapers. Under these circumstances,
Florbela's early poetry, as the next chapter will show, was primarily shaped by authors

belonging to the literary canon, and that meant male authors, such as Antdnio Nobre.

76Teresa Leitio de Barros, vol.2. p.361.



38

Furthermore, after October 1917, once she went to live in Lisbon, her main influences, as
will be discussed in Chapter 3, were her University colleagues, and once more these were
men.

There are however thematic resemblances between Florbela's poetry and that of her
female contemporaries: in particular, the idea of love as suffering and as the poet's sole
reason for living, even if in her treatment of love Florbela was to distance herself from
virtually all other female poets by exploring, from Livro de Soror Saudade onwards, the
theme of sensual love. Another major difference between Florbela and her contemporaries
was that she was able to project, thanks to various stylistic devices, a strong image of the
self into her poetry, even when it remained the image of a passive sufferer, as in Livro de
Magoas.

In terms of form, Florbela's changing preferences mirror what was happening in
women's poetry during those years. Her early poetry, that of Trocando Olhares, was
influenced by popular forms, with many poems written in quadras or quintilhas, and
usually using a popular metre, the redondilha maior. Only in the later part of Trocando
Olhares does the sonnet begin to be widely used, and even then Florbela still hesitates in
terms of metre between the alexandrine and the decasyllable. Her initial adoption of popular
rather than learned forms of inspiration is something that can be found in other female
poetry of the period, particularly in its early days, as was stressed, although some male
poets, such as Augusto Gil and Anténio Correia de Oliveira, also favoured these popular
forms. Florbela's subsequent predilection for the decasyllabic sonnet form echoes that of
her female contemporaries, but it must be noted that sonnets were also firm favourites
amongst all her (male) contemporaries at the University of Lisbon.

Although the best known contemporary women poets seem to have had little direct
influence on Florbela, the indirect importance of their existence must not be
underestimated, for it paved the way for her. And what Florbela did undoubtedly learn
from her female contemporaries was that, as a woman, writing was one of the few means

open to her to achieve intellectual recognition.
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1.3.2. THE POETRY OF JUDITE TEIXEIRA

Havirig analysed the poetry of those poetesses of the first quarter of the twentieth
century mentioned in literary histories, one must not lose sight of the fact that this only
gives us an incomplete picture of the female poetry of the period. For, since the main
measure of quality seemed t6 have been femininity, any poetry dealing with unfeminine or
socially unacceptable, taboo subjects, would have been likely to be excluded from the
mainstream. This did indeed happen, and it is possible to discover female poets who do not
comply with a 'genteel’, feminine poetry. Politically committed writers, such as the
Republican Angelina Vidal (1853-1917) or writers talking openly about female desire, such
as Judite Teixeira. Both these poets illustrate the fact that society could suppress the voice
of women who did not conform with 'feminine' behaviour, and therefore deserve further

analysis, but, for reasons of space, I shall only look at Judite Teixeira, with whom Florbela

H

seems to have some points in common.

A closer look at Teixeira's poetry becomes doubly exciting when one realizes that
Florbela collaborated in 1925 in the third issue of the magazine Europa, directed by
Teixeira herself, with the sonnet 'Charneca em Flor'77. This legitimizes the attempt to trace
the possible influence of Judite Teixeira on Florbela's later poetry, since it confirms that
Florbela had access to and, in all likelihood would have read, some of Teixeira's poetry.

Judite Teixeira published Decadéncia (1923) (which had two editions) Castelo de
Sombras (1923) and Nua (1926). Decadéncia was apprehended by the Governo Civil de
Lisboa on the grounds that it was immoral at the same time as Boto's Cangdes and Raul
Leal's Sodoma Divinizada. This is hardly surprising when one becomes aware that in her
poetry Teixeira, under the guise of Decadent poetry, makes clear references to sensual love,
perverse attractions, inciuding lesbian ones. In Decadéncia, several poems have lesbian
undertones. for instance 'A Estdtua’' (pp.15-16). describing a female statue whose marble
body makes the poet fantasize, or 'Perfis Decadentes' (pp.31-33), which describes the

embrace of two 'corpos subtilizados, / femininos'.

7TEuropa. n°3. 25 June 1925, p.31.
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In these two poems, the encounters either take place in the imagination of the poet
or are presented as a dreamlike vision, and therefore could pass off as a decadent literary
attitude. By contrast, the poem 'A Minha Amante' (pp.61-62) is brutally direct in its very
title and reads as a praise of a relationship with a female lover as the only remedy against
the poet's all-pervasive suffering. Although the title of the poem immediately leads to such
a reading, another interpretation of the poem is possible, if the quotation that follows the
title is taken into account. The quotation, 'a dor / S6 lhe perco o som, e a cor / em orgias
de morfina!', comes from an earlier poem in the collection, 'Fim' (p.39), which is about
drugs, and thus the female lover Teixeira had in mind might in fact have been drugs. This
is the interpretation of the poem offered by Antonio Manuel Couto Viana, in the only article
about Teixeira that seems to exist’S.

Teixeira's second collection, Castelo de Sombra, is much more subdued in tone.
But in her third work, Nua, Teixeira continues to write poems about her attraction to other
women ('Tlusao' (pp.21-23), 'A Bailarina Vermelha' (p.29-31) and 'A infanta das maos
palidas' (pp.49-50) and, perhaps significantly, chose as an epigraph for Nua a line from a
French lesbian writer, Renée Vivien: 'Je réve d'amour et je dors solitaire'’?. But in the
majority of poems, she now appears to be addressing a male lover.

The most striking aspect of Nua is its constant references to sensuality. For
instance, in the poem 'Rosas Palidas' (pp.63-4) the poet challenges pale, virginal roses (a
metaphor for virginal women), to allow themselves to live and love:

Deixai que o sol fecunde o vosso seio...

e que o vento vos beije
em convulsoes brutais,

78 Anténio Manuel Couto Viana, Coragdo Arquivista (Lisbon: Verbo, [19737)),
pp.198-208, p.202. Indeed, although there were a few reviews when Judite
Teixeira's poetry first came out, her work has been almost completely ignored
since, beginning with her frequent omission from anthologies of women's
poetry. Of the four such anthologies that exist, two by Albino Forjaz de Sampaio
and two by Anténio Salvado. only one includes Judite Teixeira: it is Albino
Forjaz de Sampaio's, As Melhores Pé4ginas da Literatura Feminina (Lisbon:
Livraria Popular de Francisco Franco, 1935). She is however mentioned in
Cecilia Barreira's recent doctoral thesis published under the title Histérias das
Nossas Avos. (Lisbon: Colibri, 1992).

79For further details about this poet, see Jeanine Moulin, La poésie féminine

(Paris: Seghers, 1963), pp.120-122.
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em convulsoes pagas!
A luxiria, ¢ palidas irmas,
é a maior forga da vida!

This constitutes a progression in relation to the earlier collection, Decadéncia, where
sensual love was still perceived as a derangement, a view that had been expressed
particularly powerfully in the poem 'A Outra' (pp.41-42), where the poet had described
another self, living within her, whose song tried to lure her to acknowledge:

A estridéncia da cor,

a ansia do momento...
A rubra dor

do sensualismo

no ardor
de cada paroxismo

But, to the poet, all that the other self sought was but an illusion:

E é sempre a mesma dor angustiada
em cada sensacao realizada...

In Nua, this self-division is left behind and sensuality is much more readily evoked,
and female desire is openly expressed, with a vocabulary that brings to mind that used by
Florbela in some of her later poems from Charneca em Flor, such as rubro, ardente,
chama, ansia, oiro, sangue, brasa. Teixeira, however, more so than Florbela, describes
mutual desire and love scenes ('A Cor dos Sons', pp.33-35, 'As Tuas Mios', pp.37-38,
'Sinfonia Hibernal', pp.47-48, 'Volipia', pp.65-66, 'Schéhérazade', pp.67-8, 'Mais
beijos', pp.69-70). Despite this obvious difference, there are several thematic
convergences between the two poets.

A poem like 'A Vida' (pp.15-19), which opens Nua, in its praise of life and love
and rejection of sadness, in its acknowledgment of the fact there can be more than one love

in a woman's life, brings to mind Florbela's famous (and scandalous at the time) statement

in 'Amar!'. Let us compare the two:

Acaba-se um amor...
ha outro. outro ainda,
€ outro e outro apos! (Teixeira)
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Quem disser que se pode amar alguém
Durante a vida inteira € porque mente!
(Amar!, vol.2, p.189)

As well as describing moments of fulfilled love, Judite Teixeira acknowledges
moments of sexual frustration ('Incoerencia’, pp.57-8), a theme with which Florbela also
deals (for instance in 'Realidade’, vol.2, p.169). Furthermore, Teixeira even evokes the
excruciating pain of desiring an unresponsive male lover in a poem like 'Dominio (pp.43-
45), a theme to which Florbela too would devote a poem, 'Soneto IIT' (vol.2, p.216):

A chama do meu querer
tem a violéncia

da garra que se crava,
fere e despedaca [...]

— Lava escaldante
onde se nao abrasa o teu amor!...

However, on the whole, what is highlighted in Teixeira's poetry is the power of the
woman poet over her male lover (although, unlike Florbela, Teixeira never suggests that
this power is partly derived from poetry). This power leads Judite Teixeira to claim in
"Podes ter os amores que quiseres...' (pp.89-90), that her lover will never be able to forget
her, an assertion of her own worth, which brings to mind Florbela's 'Supremo Enleio'
(vol.2, p.183), despite obvious differences:

Podes dizer que me ndo amas,
sim, podes dizé-lo,

e o mundo acreditar,

porque s eu saberei

que mentes!

Eu estou na tua alma

como a flama

que devora sob a cinza

as brasas dormentes...

On the whole, there are enormous stylistic and thematic differences between the two
poets, but they have in common a theme which distinguishes them from virtually all other

women poets of the period in Portugal, the acknowledgment of female sexuality. Since
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Judite Teixeira's collections came out well before Charneca em Flor, and since Florbela had
collaborated in a magazine directed by Teixeira, one may put forward the hypothesis that
Florbela is likely to have come across Teixeira's poetry and to have been influenced by the
daringness of her tone. Since, on the other hand, however, in Florbela's second book,
Livro de Soror Saudade, which was published just before Teixeira's first collection, the
theme of sensual love was already present, it may well be that the thematic convergences
just highlighted are mere coincidences. But even if they are not, there is no doubt that the

influence of Teixeira could only have taken place because Florbela was ready to absorb it.

Elaine Showalter called the early stage of female novelwriting the 'feminine' stage,
for it was the most subdued one, in which women had internalized male assumptions about
female nature$0. Perhaps this term can be appropriated here to say that, in the first quarter
of the twentieth century, the first generation of women poets in Portugal were mostly at the
'feminine stage', for they too had intermalized many male assumptions about female nature,
adopting a 'feminine' style and 'feminine' themes. Yet their poetry should not be
dismissed out of hand. Firstly, because at the very least it draws attention to the
constrictions placed upon them. And secondly, because their poetry is not as
homogeneous as male critics have tended to portray it: 'poetesses' did not just write the
'genteel’ and conventional poetry which has come to be associated with that derrogatory
label, but were able to devise strategies to overcome the constrictions they faced. At its
best, the female poetry of that period, particularly that of Judite Teixeira alongside that of
Florbela Espanca, shows that it need not reflect the self-effacing stance that society had
traditionally fostered in women, but could produce, to recall Gilbert and Gubar’'s statement,

lyric poems which are 'in some sense, the utterance of a strong and assertive I'81.

80Elaine Showalter, 'Towards a Feminist Poetics', in Women Writing and
Writing about Women, edited by Mary Jacobus (London: Croom Helm., 1979),
pp.22-41.

81§, Gilbert and S. Gubar, Shakespeare's Sisters. p.XXIL



CHAPTER 2

FLORBELA'S READINGS AND HER EARLY WORK

The last chapter outlined the emergence of women poets in Portugal at the turn of
the century, against the background of which Florbela's poetry must be read. This chapter
will look in more detail at Florbela's poetic beginnings. The first part will discuss evidence
of her determination to be a poet. The second part will then attempt to trace the authors to
whose writings Florbela was exposed during her formative years and the aspects of their
work which she assimilated when, more than at any other time, she would naturally have
been susceptible to external influences. One author in particular, Ant6énio Nobre, helped her
to crystallize her poetic vocation, and Florbela's interaction with his work will be discussed
in some detail. Finally, the third part will consider signs of identification with female
suffering in her early poetry.

Until 1983, only about two dozen of Florbela's early poems were known. They
were the poems published by Guido Battelli in Juvenf{lia, by Costa Ledo in Poetas do Sul
and by Ammando Gusmao in A Cidade de Evoral. Needless to say, the poems were
difficult to come by since the books and the review in which they had appeared were long

since out of print. But in 1983, when Florbela Espanca’s espdlio came to light, valuable

IFlorbela Espanca, Juvenflia, ed. by Guido Battelli (Coimbra: Livraria
Gongalves, 1931), Costa Ledo Poetas do Sul (Lisbon: Portugdlia, [1947]) and
Armando de Gusmio, 'Algumas Poesias Juvenis de Florbela Espanca', A Cidade de
Evora, 45-46 (1962-63). 235-243. Regarding the provenance of these poems,
Battelli tells us that the ten Juvenflia poems were given to him by Jidlia Alves.
This seems unlikely, however, in the case of ome of them, 'Liberta’, since the
manuscript of the poem was in possession of Florbela's third husband who
donated it to the Grupo de Amigos de Vila Vigosa, suggesting that the poem
belongs to a later period. The poems from Poetas do Sul were given to Costa
Ledio by someone who wished to remain anonymous. Finally Armando de
Gusmio claimed that the poems transcribed in A Cidade de Evora had been
published in Noticias de Evora, but I was unable to find in that newspaper any
trace of the following four: 'A uma Saudade', 'Crepisculo’, 'Desdenhando’ and 'O

Meu Amor'.
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new manuscripts were made available. The manuscripts concerning Florbela's early period
are two exercise-books, entitled Trocando Olhares and Primeiros Passos, the first made up
of one hundred and fifty-five poems and three short stories written between 1915 and
1917, the second consisting of a selection of eleven poems from the former. This new
material has been published as vol.1 (poetry) and vol.3 (prose) of the recent edition of
Florbela's collected works, already mentioned in the Introduction, Obras Complezas, edited
by the non-academic Rui Guedes?. Maria Liicia Dal Farra, in a critical review, has quite
rightly drawn attention to the enormous shortcomings of this edition, particularly the fact
that it alters the order in which the poems were originally to be found in Trocando
Olhares3. Despite its many inaccuracies I shall be quoting from it since, for the time being,
it is the only edition of Trocando Olhares available in print. A new edition of Trocando
Olhares by Dal Farra is hopefully forthcoming this year. In the meantime, Appendix 1 lists
the poems in the order in which they appeared in the manuscript.

2.1. THE MAKING OF A POET

2.1.1. FLORBELA'S EDUCATION

The last chapter traced women's fight to gain access to education at the turn of the
century. Florbela was amongst those who benefited from the slow change of mentality
which led to the admission of women to secondary schools, since she went to the Liceu de
Evora from 1908/9 onwards. Antonio Bartolomeu Gromicho, one of Florbela's fellow-
students at the Liceu de Evora, reminds us that she was one of the first to do so, being
'uma das dez alunas que tiveram a coragem inaudita de se inscreverem num liceu de

frequéncia tradicional masculina'. Indeed only three other women had ever enrolled

2Florbela Espanca, Obras Completas, edited by Rui Guedes, 6 vols (Lisbon: Dom
Quixote, 1985-1986).

3Maria Lacia Dal Farra, 'A Primeira Edigdo do Manuscrito de Trocando Olhares’,
Cadernos de Teoria ¢ Critica Literaria, 15 (1988), 93-106.
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previously. Gromicho also recounts the headmaster's unwillingness to let women in and
one of his favourite depreciating comments: 'menina ndo tem bossa para os livros, va para
casa fazer meia e aprender a preparar uma agorda'4. Undeterred by such biased attitudes,
Florbela carried on with her studies. But in June 1913, she failed the exam of the last year

of secondary school, the 7° ano and gave up her studies, marrying soon after, on 8
N

December 1913. Three years‘later, however, in September 1916, she resumed studying,
completing her 7° ano in July 1917.

In an attempt to establish what Florbela's readings had been during these school
years, Celestino David, one of Florbela's first biographers, went through the borrowing
register of the Biblioteca Piblica de Evora, tracing the entries for the books that she had
asked for>. When I went through the registers, however, it became apparent that the list

David had drawn up was not exhaustive. The revised list is as follows:

Historia Trdgico-Maritima, 12 January 1911, :

Guerra Junqueiro, A Morte de D. Jodo, 11 February 1911 (and again 8 April 1911)
Balzac, O Lirio do Vale, 15, 16 and 18 February 1911,

Dumas, Os Trés Mosqueteiros, 18 February 1911 (and again 4 March 1911)
Dantas, A Ceia dos Cardeais, 4 March 1911,

Camilo Castelo Branco, Amor de Salvagdo, 16 March 1911,

Dumas, A Dama das Camélias, 1 April 1911,

Histéria da Literatura, 30 November 1911,

Portugaliae Momumenta Historica, 15 April 1912,

Gongalves Crespo, Miniaturas, 27 February 1913,

Teofilo Braga, Garrett e o Romantismo, 11 April 1913,

Eca de Queirés, Os Maias, 2,4, 5, 7 and 9 May 1917.

This list, which in all likelihood only represents some of the books that Florbela

would have read in adolescence, shows that she enjoyed reading®. Most of the titles from

4 Anténio Bartolomeu Gromicho, 'Florbela, Estudante Liceal', Jornal de Evora, 17

May 1964, pp.l1-2. ’
S5Celestino David, 'O Romance de Florbela', A Cidade de Evora, 15-16 (1948), 41-
100 (p.59).

6Confirming this. Celestino David recounts that he often saw Florbela

browsing through the books in the bookshop in Evora during those years. in 'O
Romance de Florbela'. 15-16 (1948), 41-100, (p.58). Florbela's taste for books is
vividly captured in the photograph of her reading, featured on the cover of
vol.1 of Obras Completas. The photograph was taken by her father around 1910.
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1911 (when she was doing the 52 ano) indicate that Florbela was reading for pleasure and
that her taste did not differ much from that of a typical adolescent: she chose predominantly
Romantic love-stories. As for the later titles, read in 1913 and 1917 (both of these were the
years when she was studying for the 72 ano), Garrert e 0 Romantismo was probably read to

help her with her work at school, and Os Maias may have been a set text.

2.1.2. FLORBELA'S ENDEAVOURS TO BECAME A POET

At the beginning of 1916 Florbela was 21 and had been married to Alberto
Moutinho for two years. During that period they had been living in Redondo®, where they
supported themselves by teaching and, according to Celestino David, 'nas horas de 6cio
formavam. com os intelectuais da terra, uma tertiilia em que se conversava, discutia,
recitava’®. It was sometime towards the end of those two years that Florbela started to
write poetry in all earnestness and decided she wanted to be a poet. By 1916 she had
acquired a new poetic awareness and one can follow throughout that year her attempts to
have her work printed in newspapers and magazines and even in book-form, the latter
pointing to the fact that she had began to think in terms of a poetic 'macrostructure’.

Right at the beginning of 1916, in January, Florbela wrote to the director of the
Suplemento Modas e Bordados of O Século, Mme Carvalho, offering under the name of

her godmother, Mariana Espanca, some of her poems for publication10. In the course of

7According to the Programas para a Instru¢do Secundéria (Aprovados por
Decreto de 3 de Novembro de 1905) (Coimbra: Imprensa da Universidade, 1914),
the modern authors set for study for the 4¢ and 5% ano were Garrett, Herculano,
Rebelo da Silva, Arnaldo Gama, Jalio Dinis, Camilo, Jodo de Deus, Antero do
Quental and Ega de Queirés. In the 7¢ ano, they were no prescribed authors or
set texts as such. It was stated that 'o professor escolhe 0s autores e as obras,
sem deixar de estudar os autores indicados para a 4* e 5* classe.' (pp.9-10).

8In Acerca de Florbela (Lisbon: Dom Quixote, 1986), Rui Guedes states that in
September 1915, Florbela and her husband had moved back to Evora (pp.38-9).
This is a mistake on his part, since he uses as supporting evidence a letter from
Florbela to Jalia Alves which was only written in September 1916.

9Celstino David. 'O Romance de Florbela', A Cidade de Evora, 15-16 (1948), 41-100
(p.66).

10This fact can be inferred from the existence of a letter by Mme Carvalho
answering Mariana Espanca (alias Florbela), in Obras Completas, vol.6, p.223.
The letter is dated January 1915, but I subscribe to Guedes' view that 'O papel,
como ji tinha o ano impresso, foi utilizado em Janeiro sem se lembrarem de
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1916, five of her poems did appear in Modas e Bordados but often with terrible alterations
and misprints!l. This women's supplement, started in 1912, aimed to give all sorts of
advice to its readers: predictably, beauty counselling and fashion hints, but perhaps less
predictably, it also gave guidance to readers on how to improve their handwriting, and
furthermore seemed to act as an advisory board for women with literary aspirations,
suggesting changes, encouraging (or sometimes discouraging) aspiring young poets. Both
in the columns of the paper itself and in private correspondence, Florbela was always
encouraged to continue writing poetry. But more of that in a moment.

In all likelihood, it was also in early 1916 that Florbela began to copy out into
Trocando Olhares the poems she had been writing since May 1915. The date on which she
started this exercise-book is difficult to ascertain since the poems were not copied out in
chronological order. Maria Licia Dal Farra suggests early May 1916 because, according to
her, Florbela's primary aim in copying her poems into Trocando Olhares was to send a
sample of her poetry to Mme Carvalhol2. Dal Farra bases her hypothesis on two
arguments. The first is that up to the poem 'Os Meus Versos', the exercise-book is
'cunhado por caligrafia esmerada, sem borroes, sem rasuras' and has an internal unity,
which Florbela achieved 'por meio da funcdo de "cadre" que concede ao primeiro e ao
Gltimo poema, que se comunicam € interagem', while subsequently the exercise-book
acquired 'a feicdo de uma intimidade de oficina literaria' (pp.99-101).

The second argument is based on Dal Farra's interpretation of two letters, one from
Florbela to Mme Carvalho, the other from Mme Carvalho to Florbela. The first letter, dated
23 April 1916, shows Florbela asserting: 'a meu ver € uma indigmdade revoltante firmar,

com o proprio nome, versos alheios'13. Dal Farra reads this as an answer by Florbela to

alterar o ano' (Obras Completas, vol.6, p.258) and that the letter was in fact sent
in January 1916. Indeed. the two poems submitted to Mme Carvalho, 'O teu
Olhar and 'Poetas' are only dated mid-1915 in Trocando Olhares and could not
therefore have been discussed in early 1915.

I1For the titles and dates of the poems printed, please refer to Appendix 2. I
have also transcribed one of the poems published in Modas e Bordados omitted

by Rui Guedes from Obras Completas, in Appendix 3.

12Da]l Farra. 'A Nascente Poética de Florbela Espanca', Estudos Portugueses e
Africanos. 17 (1991), 97-108, (pp.99-101).

13This letter is published in Obras Completas, vol.5, pp.115-117.
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accusations of plagiarism that Mme Carvalho might have levelled at her, accusations which
would be explained by an understandable mistrust on Mme Carvalho's part, since
Florbela's poetry had first been sent under the name of her godmother Mariana Espanca.
Florbela tone is so indignant that Dal Farra believes she sent Trocando Olhares to dispel
Mme Carvalho's mistrust (pp.100-101). In evidence of that, Dal Farra cites a subsequent
(although undated) letter by Mme Carvalho, where the director of Modas e Bordados gives
her support to a 'book’' Florbela had submitted to her appreciation, but without committing
herself to helping her to publish it14.

Dal Farra's observation about the contrast between the presentation of Trocando
Olhares up to 'Os Meus Versos' and thereafter is extremely pertinent, as is the suggestion
that during the first part of Trocando Olhares Florbela would have been thinking in terms of
a poetic macrostructure. However, while Dal Farra's hypothesis about the manuscript
being submitted to Mme Carvalho makes sense in the light of the information available up
to now, it has to be revised in the light of a completely new set of evidence, examined here
for the first time: the advice that was given to Florbela in the columns of Modas e Bordados
during that period.

In Appendix 2, I have attempted to reconstitute the dialogue between Florbela and
Mme Carvalho, showing that Florbela's letters are replies to suggestions made in the pages
of Modas e Bordados. These indicate that by May 1916 Florbela had indeed sent Mme
Carvalho details of a project for which she was seeking publication. But a close reading of
the columns in parallel with the available correspondence makes it absolutely clear that the
book in question must have been a different literary project, that of Alma de Portugal.

The fact remains that Mme Carvalho's advice was of paramount importance in
Florbela's poetic development. But Florbela also benefited from advice from other sources.
In June 1916, the assistant editor of Modas e Bordados, Jilia Alves, took it upon herself to
approach Florbela to seek her collaboration for a paper she wanted to start, giving rise to an

epistolary friendshipld. Florbela's twenty-six letters to Jalia Alves, which run from 16

14This letter is published in Obras Completas. vol.6, p.225.
15This can be inferred from Florbela's first letter to Jalia Alves, Obras
Completas. vol.5, pp.123-125.



50

June 1916 to 5 April 1917, provide priceless information to the critic, despite being
incompletel6. They record Florbela's thoughts on literature, include some of her poetry!’
and discuss her literary projects, in particular the elaboration of a project entitled O Livro
d'Ele, following the loss of an earlier manuscript (probably that of Alma de Portugal).
These letters will be examined in greater detail in the second part of this chapter.

It was also during the course of 1916 that Florbela discovered that one of her
father's friends, Luis Proenca, was the brother of the famous Raul Proenca. Through this
contact, she was able to send Raul Proenca a sample of her poetry to which she gave the
title "Primeiros Passos', consisting of eleven poems selected from Trocando Olhares. Raul
Proenga's comments were favourable!® and it appears that it was with his help that she
was able to publish Livro de Mdgoas two and a half years later.

Further highlighting Florbela's urge to be published, Costa Ledo refers to the
existence of a later sample of her poetry, entitled 'Primeiros Versos', dating from 1917:
'organizou a Poetisa um caderninho com 16 sonetos e o poemeto Riistica, que entregou a
pessoa amiga para lhe conseguir editor. Mas este nao apareceu... € 0 manuscrito [...] ficou
em poder dessa pessoa que ainda religiosamente o conserva'l®. In his book, Costa Ledo
transcribed nine of these poems. They are all different from those included in "Primeiros
Passos', making it certain that 'Primeiros Versos' was indeed a different attempt on
Florbela's part to establish contacts in the literary world with a view to publication.

In the meantime, the Modas e Bordados section of O Século was not the only paper
to print Florbela's poetry in the course of 1916: she also contributed to two regional

papers, Noticias de Evora and A Voz Piblica, from July to September 1916, with

16Since there are no known manuscripts for them, Rui Guedes' edition is based
on Carlos Sombrio's work Florbela Espanca (Figueira da Foz: Ed. Homo, 1948),
where some letters appear to have been edited, with rows of dots separating
unrelated sections. Sombrio explains that Jalia Alves gave him these letters
(p.22), but it is not clear what subsequently happened to the originals.

17Most of the poems Florbela sent to Jalia Alves were published after her death
by Guido Battelli in Juvenilia.

180bras Completas, vol.l, pp.257-261.

19 pperas do Sul: Bernardo de Passos e Florbela Espanca, p.46.
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respectively fifteen and ten poems20. This must have been particularly important for
Florbela, since both these were local newspapers, whose readers would almost certainly
know of, and perhaps even know her. So much so that one of her poems in Noricias de
Evora, 'Estudantes’ (vol.1, p.61), was addressed to her former classroom friends.

From all that has been said, the importance of the year of 1916 as the central point
of Florbela's early career will no doubt have become apparent. Two articles by Maria Liicia
Dal Farra draw attention to the exercise-book Trocando Olhares, which 'encerra, por assim
dizer, uma verdadeira paleografia da poética de Florbela', yielding information about
Florbela's elaboration of successive projects and about the shaping of her poetic style
during that year2l. To build a complete picture of Florbela's early poetic career, however,
it is equally important to examine her own thoughts on the poetic persona and on literature
and of course her own literary preferences, in order to assess to what extent her conception
and perception of literature influenced some of the poetry of Trocando Olhares. Florbela's

thoughts on these matters are recorded in her correspondence with Jilia Alves.

2.1.3. FLORBELA'S LITERARY PREFERENCES AND THE IMAGE OF THE
ROMANTIC POET

Florbela's letters to Jilia Alves, in spite of their occasional literary affectation, are
important on several counts: firstly because of their pledge to reveal a true image of the self
and secondly because of Florbela's comments on literature. Both of these are subjects she
promises to address in her very first letter to Jalia: "Prometo para si despir a minha capa
vermelha, farfalhante de guizos, com que me mostro ao mundo', and '"Preleccionaremos

sobre poesia no proximo ndmero”. Dir-lhe-ei o meu modo de ver, as minhas tendéncias,

20Although Rui Guedes mentions Florbela's collaboration in Noticias de Evora
in Acerca de Florbela, p.120, he seems totally unaware that her poetry was also
published in A Voz Puablica. 1 have listed the poems published from both in
Appendix 4.

21pDal Farra. 'A Nascente Poética de Florbela Espanca', p.98. See also
'Especulagbes em Torno da Reconstitui¢io de um Projecto Inédito de Florbela
Espanca', Actas do Congresso da Associagdo Internacional de Lusitanistas
(Coimbra: Associacdo Internacional de Lusitanistas, 1992), pp.319-324.
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0s meus gostos sobre o assunto'?2. One of the most interesting aspects of her
correspondence, in fact, is to see how her thoughts and feelings on these two matters are
interlinked, that is to say how her personality conditioned her literary preferences and,
conversely, how her literary preferences influenced the way in which she perceived herself

and the image of the self she sought to project.

2.1.3 a. Florbela's readings

In these letters, there are isolated references to a few foreign authors, usually
cultural icons, like Goethe (vol.5, p.129) or Victor Hugo (vol.5, p.170), although Florbela
also referred indirectly to Daudet, by describing herself as a dreaming Tartarin (vol.5,
p.163). On the whole, however, it is Portuguese authors that are at the forefront of her
mind. References to them and their work usually, though not exclusively, appear in a
context where she is giving examples to Jiilia of the authors she most admires.

To begin with non-poetic works, there are three (more or less faithful) quotations
from Jalio Dantas: 'uma ternura casta, uma ternura sd' (vol.5, p.130), 'Esse ainor que "em
sendo triste, canta, e em sendo alegre, chora" ' (vol.5, p.130), 'Bonita nio seria... Ah! ndo
talvez nao fosse! Mas que profundo olhar e que expressao tao doce!' (vol.5, pp.139-140).
These were such well known lines at the time that Florbela assumed that Jalia wouild know
their source: they come from the immensely popular play A Ceia dos Cardeais, a play
which was written in 1902 and nine years later, in 1911, when Florbela read it, was
already in its eleventh edition. The play constitutes an attempt to portray the characters of
three different peoples, the Spanish, the French and the Portuguese, through the figures of
three bishops, Rufo, Montmorency and Gonzaga, who tell each other a love episode of
their youth. All three quotations come from Gonzaga's long tirade, where he describes his
childhood love with intense feeling. Gonzaga, who embodies the Portuguese way of love
(it is he who utters the line that subsequently became so famous '‘Como € diferente o amor

em Portugal’), is a dreamer. haunted by that particularly Portuguese feeling, saudade: he

220bras Completas, vol.S, pp.124-125. In Obras Completas, ' com que me mostrou
ao mundo' (sic).
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becomes a priest after the death of his beloved cousin. a kind of Purinha. who was his
childhood sweetheart.

The conception of love as a pure and ethereal feeling, which can survive all
obstacles, even the death of the loved one, pervaded the poetry of the period in Portugal,
and Florbela was not alien to it. Throughout Trocando Olhares. poems dwell on a similarly
unconsummated love, often blended with death and saudade.

Florbela was responsive to the love and tragedy of Gonzaga described in A Ceia
dos Cardeais. Her receptivity to romantic love and suffering is also revealed by her
mention of Antero de Figueiredo's Doida de Amor, again a major literary success at the
time23. The narrative, in letter form, is a heart-breaking account of the story of Gabriela, a
young married woman with a child, who has an affair. Gabriela gives herself for love but
is then abandoned by her lover, Rui, who marries someone else. As a result of this, the

distraught Gabriela is struck by madness. The author's style is rhetorical in the best

1
i

romantic tradition if rather dated on occasions, but the book is redeemed by the fact that he
is sympathetic to the heroine's predicament. This might unconsciously have struck a
sensitive cord with Florbela for both her letters and some of her poetry;' particularly the two
sonnets entitled ‘A Mulher', reveal what she saw as women's lot: a situation of constant
vulnerability because society severely constrained the expression of inner feelings,
punishing those who strayed?4.

More unexpectedly, the writer from whom she quoted at most length is a largely
forgotten one, Silva Pinto, author of Neste Vale de Ldgrimas, but mainly known nowadays
as the editor of Cesdrio Verde's poetry23. In a letter to Julia. Florbela quoted, sometimes at
length, from Neste Vale de Ldgrimas. The book is made up of numerous short sections,
mostly self-contained. Significantly, the passages that retained Florbela's attention come
almost exclusively from three sections. The first passage comes from 'Os Suicidas’, an
apology of suicide cast in the form of an Indian parable, which Silva Pinto wrote following

the reaction of dismay amongst the public at the suicides of two well-known novelists.

230bras Completas, vol.5, p.154. Doida de Amor (Lisbon. 1910).
24These two sonnets will be analysed in the last part of this chapter.
250bras Completas, vol.5. pp.151-156. Neste Vale de Ldgrimas (Lisbon. 1896).
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Camilo Castelo Branco and Jiilio César Machado. The second passage quoted (from 'Per
Umbras') consists of a romantic description of the death of a minor poet, Barros de Seixas:
the hero dies, and following this, his loved one succumbs to tuberculosis, which enables
them, following the example of the paradigmatic 'Noivado do Sepulcro’, to meet in the
grave: 'mo dia seguinte contou ao Poeta como o procurara inutilmente, e ele contou-lhe
como a tivera esperando’ (vol.5, p.154). The third passage quoted, taken from the section
entitled 'Cesario Verde', is an account of the grief of Cesdrio Verde's mother at the poet's
death. It is telling that Florbela should have been drawn to these particular sections of
Neste Vale de Lagrimas, for despite the ultra-romantic suggestions present in the title, most
of the others sections that make up the book are quite different in tone, being much more
picaresque.

These three works by Dantas, Antero de Figueiredo and Silva Pinto share important
similarities: all three portray characters who suffer because they are immensely sensitive,
they have souls of 'artists'. It may came as a surprise, therefore, that another non-poetic
work for which Florbela expressed great admiration was Os Gatos by Fialho de Almeida
(vol.5, pp.170-171). However, the terms in which she recommended its reading to Jilia
explain how she reacted to him: 'Se ndo leste, I€... e extasia-te, e ri com ele, e enraivece-te
com ele, e aprende a amar o simples e o complicado, 0 bom e 0 mau que ha naquele peito
heréico de lutador antigo' (vol.5, p.171). By describing Fialho as a 'peito herdico de
lutador antigo', Florbela is suggesting that he was distanced from the society in which he
lived, like a romantic hero; more importantly, he shared with the other writers she admired
the ability to express intense feelings and bare his soul.

Feeling thus was of paramount importance for Florbela. Turning to poetry, the
poets she mentions confirm this: Guerra Junqueiro, José Duro, Cesério Verde, Correia de
Oliveira, Augusto Gil and, last but not least, Anténio Nobre. Of Guerra Junqueiro,
Florbela appears to have retained the romantic side, as we can see from what she quoted of
him: ‘o peito que o sente [0 amor] é um sacrério estrelado’ (vol.5, p.130). The lines she
quoted from Augusto Gil, which come from his famous poem 'Noiva', are Gil's definition

of his verses 'Tdo pobres, tao ingénuos, tao sentidos, / que o povo humilde os acolheu e os
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canta’, which Florbela appropriated to qualify her own verses, in what could perhaps be
described as an unconscious gesture on her part to glorify her poetry, by praising its
sincerity and lack of sophistication (vol.5, p.156).

Correia de Oliveira's name comes up as a reply to Julia who, we may infer, had
asked Florbela whether she knew his work (vol.5, p.170). José Duro and Cesdrio Verde
are mentioned in connection with their descriptions of 'dor’ (vol.5, p.154). But the poet on
whom Florbela bestows most attention is Anténio Nobre (vol.5, pp.154, 170, 173, 177
and 186). He was by her own admission her favourite poet. It is therefore essential to look
in detail at what she had to say about Nobre in order to find out how she read him and what
it was about him that so appealed to her.

It is instructive first, however, to compare the names of the authors mentioned by
Florbela against the entry 'Contemporaneos’ in Jacinto Prado Coelho's Diciondrio das
Literaturas Portuguesa, Galega e Brasileira?%: the entry is an attempt to establish who were
the most influential ‘contemporary' authors, from the publication of Orpheu (1915) up to
the time when the entry was written (around 1965). With reference to poetry, the article

states that:
Ao redor de 1920, todos se mostram bastante enfeudados a tradicdo, quer pelas
formas, quer pelos temas: navega-se muito nas dguas de Junqueiro e de Anténio
Nobre, persegue-se de quando em quando o rasto de Ceséario Verde, ensaiam-se

voos a sombra de Pascoaes. Mas os poetas de maior audi€ncia continuam a ser
porventura Anténio Correia de Oliveira e Augusto Gil. (p.198)

For prose the names that come up are, amongst others, that of Jilio Dantas and Antero de
Figueiredo (p.198)27.
The remarkable overlap between the names mentioned by Florbela and those

featured in the entry shows that Florbela was a representative average reader, aware of the

26Diciondrio das Literaturas Portugugesa, Galega e Brasileira. 2 vols (Porto:
Livraria Figueirinhas, 1968), vol.l, pp.197-203.

27A survey published in the paper ABC, in 1928, listing the names of the ten
most popular writers at the time, showed that at the end of the twenties Antero
de Figueiredo, Jilio Dantas, and Augusto Gil were still widely read. Virginia
Vitorino, the female bestseller, also featured in the list. This survey is
discussed by José-Augusto Frang¢a in 'Sondagem nos Anos Vinte: Cultura,
Sociedade, Cidade', in Andlise Social, 19 (1983), 823-844.
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main cultural references of her day. Yet she was conscious that the breadth of her culture
was only average, at one point in the correspondence even describing herself to Jilia Alves
in the foHowing depreciative terms: 'sou uma criatura vulgarmente educada, vulgarmente
inteligente e vulgarmente cultivada; tudo vulgar, querida, tudo!' (vol.5, p.186). One feels
that she was perhaps being too hard on herself, for it was aiready an achievement, given
the context, to have the (limited) culture she had.

Florbela was undoubtedly reflecting the taste of the period in her marked preference
for Nobre, but it is still important to assess what it was about him that so struck her. The
very first mention of his name occurs in her eleventh lettter to Jilia, which is the first to
discuss writers and their work in depth. There Florbela argued to her friend that 'a Ginica
coisa que consola os tristes € a tristeza; ndo te parece?' (vol.5, p.151). To back up her
argument, she quoted extensively from Neste Vale de Lagrimas. But then, as if she needed
more authority to make her point irrefutable, she told Jilia: 'Lé os versos de Antdnio
Nobre, 0 meu santo poeta da Saudade. L& o Fel de José Duro, o malogrado poeta
esquecido e desprezado. L& a Doida de Amor de Antero de Figueiredo, e depois dize-me se
eles te irritam!..." (vol.5, p.154). According to Florbela, these works described such
depths of suffering that, by comparison, the reader's own suffering becomes derisory:
'Esta dor, assim descrita, compara-a com a tua, se te queres rir do teu sofrer’ (vol.5,
p.154).

From this passage, it becomes clear that Florbela had a romantic conception of
literature. Great literature for her was of a confessional nature, a pouring out of the naked
soul into writing. Furthermore, she had a romantic conception of the poet (further seen in
the fact that throughout these letters, more often than not, she capitalizes the word Poet):
for her, the true poet is a superior personality, misunderstood, isolated, in other words, a
figure endowed with romantic characteristics. While in this letter Florbela names several
writers (or their characters. for she confuses the two) as examples of 'dmes sensibles', in a
later letter she stressed that for her Nobre represented the Poet par excellence: 'Eu confesso

que em matéria de versos o unico que me faz chorar, o inico que € para mim Poeta [notice

the capital], é Antonio Nobre' (vol.5, p.177).
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Her theory that comfort can be found in the reading of sad works is repeated in
letter 15, probably as a reply to Jilia's comments made in the intervening time on the
passage just discussed. But in this later letter Florbela accepted that there might be two
different reactions to sad works, as she contrasted her reaction to that of Jilia: 'a ti
entristecem-te e a mim alegram-me. Para os verdadeiros desgragados, € sempre motivo de
felicidade a desgraca dos outros' (vol.5, p.165). By differentiating herself from her friend
and including herself amongst the truly miserable, Florbela was implicitly viewing herself
as an 'ame sensible', isolated from the crowd and only able to find solace in the company
of kindred souls28,

A pattern of contradiction thus emerges: on the one hand, Florbela claimed that she
was consoled by reading sad works, particularly S6, because they made her aware of the
insignificance of her own suffering, but on the other she insisted on associating herself
with the truly miserable, thereby giving significance and greatness to that suffering. In
fact, one of the most immediately striking facts about her correspondence to Jilia Alves is
the way in which they attempted to convey an image of Florbela as a typically romantic

figure, predestined to be unhappy, misunderstood by the world.

2.1.3 b.Florbela's portrayal as a Romantic Poet

In her very first letter to Jilia, Florbela claimed she had two defects, both of which
would ensure her identification as a Romantic heroine: the first was sadness, 'sou triste,
imensamente triste' (p.123) and the second a tendency to dreaminess, 'o sonhar, sonhar
muito, olhar muito além' (p.124). Still in that first letter, her pledge to give Jilia an
authentic image of the self, mentioned earlier, is laden with Romantic topoi: 'Prometo para
si despir a minha capa vermelha, farfalhante de guizos, com que me mostrou [sic] ao
mundo; prometo-lhe conversar muito, tagarelar muito consigo de todas as coisas onde nos,
mulheres, possamos bordar a flor azul do sonho' (pp.124-125). Her outward social being
(capa vermelha farfalhante de guizos') is thus described in terms of the Romantic figure of

28In spite of the contrast which she established in this letter between herself
and Jalia, in other letters Jalia is included amongst the élite of the 'dmes

sensibles’.
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the fool, and then contrasted with her inner being, which dreams of the 'flor azul do
sonho'. The blue flower itself is even more readily identifiable as a romantic topos,
running from German Romanticism through to Nerval, representing dreams, ideals and
poetry.

Many other letters convey the image of Florbela as a romantic being, predestined to
unhappiness. Furthermore, the Romantic image of the self is also conveyed in the poetry
and poetic prose included in the letters. For instance the sonnet 'O Espectro’ (Florbela's
first collaboration in the Noticias de Evora, dedicated to Jilia) describes the poet as

someone constantly haunted by a ghost which in the last stanza discloses its identity:

Embora eu lhe suplique: "Faz-me a graca

De me deixares um' hora ser feliz!
Deixa-me em paz!" Mas ele sempre diz:

"N3o te posso deixar, sou a Desgraca!"  (vol.5, p.144)29

Thus Florbela presents herself as chosen by destiny to suffer. More strikingly, in her piece
of poetic prose, 'A Oferta do Destino' (vol.5, pp.149-150), sent to Jilia a few days after
'O Espectro', she described herself as being the victim of a ruthless Destiny, forced to wear
iron shoes until they broke. Only then would her tribulations end and she would find 'os
olhos perturbadores e profundos, a boca embriagante e fatal que hé-de prender-te para todo
o sempre', symbolizing at once love and death (p.149) 30.

Although Florbela depicts h?rself as a victim of Destiny, the sense of superiority
derived from it is always subliminally present, since suffering turns her into an exceptional
being. Hence, in some passages, the pride she takes in her suffering and her cult of spleen:
'O spleen torna-nos criaturas a parte, de quem os outros se ririam se nos conhecessem um

pouco mais do que ndés consentimos que nos conhegam' (vol.5, p.174).

T

29A slightly different version of this poem was copied into Trocando Olhares. It
can be found in Obras Completas, vol.1, p.193.

30A slightly different version of this piece was copied into Trocando Olhares. It
can be found in Obras Completas, vol.3, pp. 27-8.
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Throughout these letters, Florbela constantly portrays herself in the same way.
Further highlighting her 'dme sensible', one occupation sets her apart: reading. In letter 21
for instance, Florbela, imagining herself and Jilia as kindred souls, constructs a Romantic
image of them reading poetry together, an activity which would set them apart from the
crowds: 'Haviamos de ler juntas, os nossos poetas queridos. Eu havia de ensinar-te a
amar o mais suave de todos: o meu poeta da Saudade, o meu triste Anténio Nobre!' (vol.5,
p.186)31.

But the passage which most clearly reveals the importance of reading in the
construction of a Romantic image of the self comes in letter 16. In this letter, Florbela
contrasts herself with the female world at large, claiming that while other women found
fulfilment in traditional female occupations such as needlework, she was in that respect
'unfeminine’ as she was fascinated by books, something which those of her own sex (she
implied) usually found tedious:

Que desconsolo ser assim, minha Jilia! Ter apenas paciéncia para penetrar oS
arcanos duma alma que se fecha nas paginas dum livro; ter apenas gosto em chorar
com Ant6nio Nobre, pensar com Vitor Hugo, trocar com Fialho de Almeida e rir
suavemente, deliciosamente, com uma pontinha de ironia onde as vezes ha
lagrimas, com Jalio Dantas! Eu n3o devia ser assim, nao é verdade? Mas sou...

Tive os melhores professores de tudo na capital do Alentejo {...], de bordados, de
pintura, de musica, de canto, e afinal sou uma eterna curiosa de livros e alfarrabios,

e mais nada. (vol.5, p.170)
By showing that she was by nature distanced from traditional female occupations (which in
those days were still often perceived as incompatible with intellectual achievement) and by
rejecting the traditional female education she received, Florbela was reworking the concept
of the Romantic hero into a female version. The Romantic hero, feeling he could not fulfil

the role society expected him to, isolated himself in reading and was therefore

31 A similar image is present in various other letters, such as letter 14, where
Florbela, wishing that Jalia was with bher, builds up the following picture of
them, ambling in the countryside: 'Seriamos enfim dois Tartarin....[....] um
livro de belos versos debaixo do brago, um livro que nos fizesse sonhar, um
livro que nos fizesse sorrir... (vol.5, pp.163-164).
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misunderstood32. Likewise Florbela, unable to conform to what society expected women
to be like, retreated into the world of books, proudly aware of her difference.

Yet to be a woman and to enter a traditionally masculine realm, poetry, (both as a
reader and as a writer, for in her mind one led to the other) was full of pitfalls. In this
connection it is important to stress that Florbela had internalized prevailing double
standards in evaluating literary works, distinguishing between male and female
achievements. Hence, she contrasted Outrora, the work of the poetess Virginia Aguas33,
sent to her by Jilia, with those of male authors:

Li o livro e ndo me desagradou, embora aquela poesia seja tudo quanto ha de menos
artistico e literario; € como a minha, talvez, e como a de dezenas de mulheres na
nossa situacao. Poetisas por instinto, sem mestres, sem escola, sem método, nem
norte, podemos apenas cantar, sonhar e chorar, nunca fazer versos! Versos chamo
eu aos de G. Junqueiro. aos do Augusto Gil, aos do Anténio Nobre. Sdo 14 versos
aquilo que nos escrevemos!... (vol.5, p.173)

As it turns out, Qutrora was unremarkable, and it may be that Florbela was truly
unable to quote a single first-class woman poet, in the league of Nobre and the other male
poets she revered; hence the polarity she established between male and female poetry.
Interestingly, the sentence beginning with 'Poetisas por instinto' was not entirely her own:
she was making hers the words of the preface to Outrora, by Cindido de Figueiredo,
where the sentence originally read 'Sem mestres, sem escola literaria, poetisa por instinto,
deixou nos seus versos a nota espontinea da simplicidade, da candura [...]34. It is telling
that, while Candido de Figueiredo had not made any direct comparison between male and
female poetry, Florbela made the comparison explicit, showing that her points of reference
were the great canonical (male) writers. Yet despite the fact she ostensibly regarded poetry

by men as inherently superior, on a deeper level the sentence can also be read as a

condemnation of women's limited access to the realm of culture 'sem mestres, sem escola’,

32See for instance Antonio Nobre's description of his nanny, the old Carlota,
not understanding his interest in books, in 'Viagens na Minha Terra' and
'Males d'Anto’'., S6 (Porto: Livraria Civilizagao Editora, 1983) p.78 and p.186
respectively.

33Florbela did not name the poetess, but her identity was easy to establish with
the help of the title ot the collection.

340utrora (Porto, 1913). p.9.
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thus explaining the lack of sophistication of female poetry. Such lack of sophistication
itself is less negative than might appear at first sight, since it is depicted as 'cantar, sonhar e
chorar’, suggesting that women's poetry is heartfelt, and, given the importance Florbela
attached to sincerity, this subliminally redeems it33.

Once more a pattern of contradiction emerges: although on the one hand, as a
reader, Florbela regarded herself as an 'ame sensible', thereby indicating that she was on
the same wavelength as Nobre (and other poets) and like them in essence, on the other, as a
writer, Florbela emphasized her awareness of the distance between femalg poetry,
including her own, and that of the greatest (male) poets, citing again Nobre as an example.
But as had happened in the case of Nobre's sufferings, which she proclaimed so great as to
render her own insignificant, while later attempting to put herself on the same level as him,
her unconditional admiration of Nobre is coupled with the unspoken urge to emulate him as
awriter. As aresult her poetry during the period develops in dialogué with his, as she tries

to find her own space and her own identity.

2.2, THE DIALOGUE WITH NOBRE AND OTHER MALE POETS

2.2.1. THE PRESENCE OF MALE POETS IN THE BACKGROUND OF TROCANDO

OLHARES

In Trocando Olhares, there 1s a sonnet addressed to Nobre, entitled 'A Anto!'
(vol.1, p.198). The wholé poem is a cry of empathy, attempting to show how completely
Florbela understood him. The first three stanzas dismiss Nobre's fear that his book could

35An earlier comment. however, leaves no doubt as to her inability to see
women as producers of great poetry: 'Mas a proposito de versos: visto que o seu
jornal s6 com cem paginas por semana poderia conter a por¢cdo de coisas boas e
mas que metade das mulheres de Portugal para 14 envia numa febre de
escritoras, literatas, poetisas e cozinheiras, eu mandei publicar num jornal
daqui uns sonetos' (vol.5. p.129). It is important to note, nevertheless, that in
later years Florbela would alter her view of female poetry, expressing
admiration in her correspondence to Guido Battelli for poets such as the
Italians Ada Negri and Sibila Alerano (a name which Rui Guedes misreads and
writes as Abramo in Obras Completas, vol.6, p.147) and the Uruguayan Juana de
Ibarbourou. to whose poetry she had been introduced by Guido Battelli.
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have a harmful effect on his readers, a fear he had expressed in his second introductory
'Meméria': 'Mas, tende cautela, ndo vos faga mal / Que é o livro mais triste que ha em
Portugal!' (p.20), by stressing that it had on the contrary been an unrivalled source of
comfort for those readers who shared his sufferings:
Pensaste nos que liam esse teu Missal,
Tua Biblia de dor, o teu chorar sentido,
Temeste que esse altar pudesse fazer mal
Aos que comungam nele a solugar contigo! (vol.1, p.198)
Woven 1into this poem is the view expressed at various points in Florbela's letters that, for
the truly wretched, the suffering of another person is a solace, not a further cause of
distress. The religious imagery in this stanza 'missal’, 'biblia de dor, 'altar’, 'comungar’
shows the admiration and fervour Nobre's poetry roused in her: reading him was viewed
as a quasi mystical experience. Although this is an extreme reaction to Nobre, it is an
extreme reaction that many readers did display, justifying the plural 'aos que
comungam'36,
But in the concluding stanza. Florbela's love for Nobre becomes embodied in a
totally unexpected necrophiliac image37:
Amo-te como nio te quis nunca ninguém
Como se eu fosse 6 Anto a tua propria mae
Beijando-te ja frio no fundo do caixio! (vol.1, p.198)
This image indicates that Florbela had seen that the absence of a mother was one of the
causes behind the distressing loneliness of Nobre in §6. On one level S0 is indeed a quest
for maternal love, from the introductory poem 'Memdria' where Nobre laments the death of
his mother to the concluding one, 'Males d'Anto', describing the warmth and

protectiveness of the maternal womb found in the grave, where his mother is awaiting

36This delirious admiration can be exemplified by a book such as the Visconde
de Vilamoura's, Anténio Nobre (Porto: Edi¢do da Renascenga Portuguesa, 1915).
371 am using here the word 'mecrophilia’ as defined by Alfredo Margarido in

his article 'Necrophilia in Portuguese Literature', in Portuguese Studies, 4

(1988), 100-106.
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him38. But on another level, the image of Florbela kissing Anto has wider implications as
Anna Klobucka has shown in her perceptive analysis of 'A Anto!": the kiss given to a
Nobre neutralized by death symbolically releases Florbela from the unequal relationship
between admirer and poet into one which gives her a semblance of 'horizontalidade
igualitaria'. Firstly because of the possible catalytic effect that 'a elaboragio artistica do
motivo da morte masculina [...] teria tido para o desenvolvimento da imaginagéo liter4ria
feminina', and secondly because the 'reversao genealdgica (a "filha" poética transformada
em mae)' which takes place in the poem, dislodges the categories admirer / poet39.

Florbela's need to find her own voice and identity against the background of male
poetry is also woven into the fabric of other poems. In particular Anna Klobucka draws
our attention to the sonnet 'Errante’ (vol.1, p.204), which is a reworking of Antero do
Quental's 'O Palicio da Ventura'. Klobucka convincingly shows that, while the speaker in
Antero's poem 'consegue que se abram para ele as suas portas de ouro [do paldcio
encantado da Ventura], e s6 entdo depara com o vazio abissal’, Florbela never even reaches
the palace; instéad her sonnet is built around her desdobramento into a (masculine)
'corag@o' that seeks the Paco da Ventura while the despondent (feminine) 'Eu’ is aware of
the difficulties inherent to the quest and unbelieving about it ever being successful. Thus
the sonnet functions as an illustration 'da prépria bifurca¢io (sexualmente polarizada)
enquanto agente sonhador'40 and as a commentary on the almost insurmountable problems
facing an inexperienced female writer writing in a male literary tradition.

But 'A Anto!' and 'Errante’ are not the only sonnets of that period where Florbela
attempts to situate herself in relation to male poets. In two of the last sonnets of Trocando
Olhares,'A Um Livro' and 'Maior Tortura', later to be included in Livro de Mdgoas with

changes of varying degree of importance under the titles 'A Um Livro' and 'A Maior

~

38The image of a grieving mother embracing her dying son may well have
been suggested to Florbela by Silva Pinto's account of Cesdrio Verde's funeral,
described in a letter to Jilia Alves and previously mentioned (vol.5, p.155).
This letter, though undated, seems to have been written in July 1916, the very
same month of the composition of 'A Anto’, dated 21-7-1916.

39'0n ne nait pas poétesse: a Aprendizagem Literdria de Florbela Espanca',
Luso-Brazilian Review, 29 (1992), 51-61 (p.58).
40Anna Klobucka, p.55.
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Tortura', Florbela addresses herself to a male Poet, drawing a comparison between herself
and him. Inexplicably, in his edition, Rui Guedes did not publish these two sonnets as part
of Trocando Olhares, but only as draft versions of their counterparts in Livro de Mdgoas
(vol.2. pp.72-3 and 80-81 respectively).

In'A Um Livro' Florbela addresses an unnamed Poet, describing her reaction to
his poetry. She feels she can identify with it so completely that, metaphorically speaking, it
is as if it had been given to her:

No siléncio de cinzas de meu Ser

Agita-se uma sombra de cipreste,

E uma sombra triste que ando a ler

No livro cheio de magoa que me deste! (vol.2, p.80)
Florbela's identification with the Poet's work is highlighted by one small detail: his was a
'livro cheio de magoa' (line 4) and, as if to mirror it, Florbela was later to entitle her first
collection Livro de Mdgoas, while changing this line to make it read 'A esse livro de
magoas que me deste' (my italics), thus making the link between his work and hers even
clearer.

However, if Florbela identifies herself with the Poet, like Bocage's famous sonnet
drawing a comparison between himseif and Camaes, it is to throw into relief the fact that
they differ in one important aspect: talent.

Poeta igual a mim, ai quem me dera
Dizer o que tu dizes! Quem soubera
Velar a minha Dor desse teu manto!

There can be no certainty as to the identity of the poet that so impressed Florbela.
At first sight, one would be inclined to think that Florbela had Nobre in mind, since the
unconditional admiration she displays for the Poet is similar to that she had expressed for
him both in her letters to Jilia Alves and in 'A Anto!'. However, a close examination of
Trocando Olhares yields another possibility, completely lost on the reader because of Rui

Guedes' idiosyncratic editing. In Trocando Olhares,'A Um Livro' comes almost at the
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end, in a section entitled 'Sonetos' consisting of 'Desalento'4!, 'A Um Livro', "Maior
Tortura', 'Cegueira Bendita' and the last sonnet of the manuscript 'Noivado Estranho'.
'Desalento’ is addressed to 'Ao grande e estranho poeta A.Durao'. This lends some weight
to the idea that the 'Poeta’ in the two sonnets that immediately follow it -- and which are
precisely 'A Um Livro' and 'Maior Tortura' — might be Durao.

This however preserits a problem. Américo Durdo, who coined the name Soror
Saudade subsequently adopted by Florbela in the title of her second collection, was her
contemporary at the University of Lisbon. But Florbela only started as a first year Law
student in October 1917, while the last poem of Trocando Olhares, 'Noivado Estranho' is
dated 30 April 1917. The section entitled 'Sonetos' may of course have been copied into
Trocando Olhares at a later date or the dedication may have been added later, but if not, one
can only speculate about Florbela having read Durdo before meeting him in person at the
University of Lisbon42,

'"Maior Tortura' is similar in theme to 'A Um Livro', but begins by drawing in the
quatrains a picture of Florbela as a poére maudit, an outcast. Only in the tercets does she

address the Poet, comparing her suffering to his:

Sou como tu um cardo desprezado,
A urze que se pisa sob os pés,
Sou como tu um riso desgragado! (vol.2, p.72)

But, as in 'A Um Livro', the comparison is there to stress that if the two poets have
similarly unhappy destinies, they differ in talent:
Mas a minha Tortura inda € maior:

Nazo ser Poeta assim como tu és
Para falar assim da minha Dor! (vol.2, p.72)

41 Again Rui Guedes did not publish this sonnet as part of Trocando Olhares,
choosing instead to include it in Livro de Magoas, next to its reworked version
entitted 'A Minha Tragédia' (vol.2, pp.90-1).

42This idea was put to me by Maria Licia Dal Farra in a letter dated 4 June 1992.
An article presenting the case for it is forthcoming in Coldquio-Letras.
Florbela's relationship with Durdo and his influence on the poetry of Livro de
Mdgoas will be discussed in greater detail in Chapter 3.



66

Despite Florbela's recognition of her limitations, the ending of the sonnet is
unobtrusively subversive because, while she is on the one hand humbling herself before
the real Poet (notice the capital), on the other she is setting up herself as one, if not because
of talent, at least because of suffering: ‘Mas a minha Tortura inda é maior' (my italics). As
in the correspondence with Julia, then, Florbela is here looking up to a male poet as a
model (whether Nobre or Durdo, the argument remains the same), yet at the same time
affirming that by virtue of her suffering, she too is an 'dme sensible', and consequently a
Poet. In fact, here, going for the first time a stage further than in the letters, she claims
supremacy for her suffering with the argument that she cannot even alleviate it by
expressing it.

These two poems, although later included in Livro de Mdgoas, originally belong in
their primitive form to Trocando Olhares. The fact that they are relatively close in time to
Florbela's letters to Julia Alves may help to account for their exploration of the same
contradiction that runs through the correspondence, where Florbela was simultaneously
proclaiming her admiration for Nobre, her role model, and portraying herself a way that
would ensure her recognition as an 'dme sensible’. But Florbela's need to think with
reference to male poets was not to be over for some time. As a result, Nobre continues to

be an important reference in Livro de Mdgoas.

2.2.2. THE PRESENCE OF NOBRE IN LIVRO DE MAGOAS

A structural analysis of the collection makes it apparent that, despite her ostensive
claims to be unable to express herself, Florbela is in fact attempting to set herself on the
same level as Ant6énio Nobre.

The opening poem, 'Este Livro' (vol.2, p.59), constitutes a reflection about the
collection. It takes up the theory, put forward by Florbela earlier in her letters to Julia
Alves and in 'A Anto!', about the power of a sad book to console those of its readers who
are on the same wavelength as the author. But here, there is a reversal of roles, for

Florbela formely at the receiving end as a reader, has now become the author whose work
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1s invested with the power to soothe the suffering of those readers attuned to its message:

Biblia de tristes... O Desventurados,
Que a vossa imensa dor se acalme ao vé-lo!
In her new role, Florbela is still unconsciously looking up to Nobre as her model,
a fact apparent if we bear in mind that in the earlier sonnet 'A Anto!', one of the periphrases
used to designate So was 'Biblia de dor’, a periphrase now echoed in her description of her
own collection as a sacred book, a 'Biblia de tristes'.
By establishing a communion in suffering between reader and author, Florbela

could then more readily acknowledge that her book might be lacking in other respects:

Este livro € pra vos. Abencoados

Os que o sentirem, sem ser bom nem belo!
'Bom' and 'belo’ look back to the traditional Platonic concepts of the good and beautiful,
with which works of art are often assessed. Florbela thought that her work could not meet
these criteria. but placed the value of her book in its sincerity of feeling (hence the emphasis
on verbs of feeling such as 'chorar’ and 'sentir’, both in this sonnet and throughout the
collection). Her sincerity is forcefully conveyed through the metaphor of pregnancy:

Vai pelo mundo.... (Trouxe-o no meu seio...)

In this metaphor, Florbela was probably once more looking back to Sé as a reference-point

for there, Nobre's first introductory 'Memoéria' read as follows:

Trouxe-o dum ventre: nao fiz mais do que o escrever...
(80, p.19) (my italics)

If the shadow of Nobre is present in the opening poem of Livro de Magoas, in the
rest of the collection his presence becomes more diffuse: many sonnets have thematic
affinities with Nobre's poetry, but it is almost impossible to ascertain whether Florbela was
directly looking back to him or whether the obvious thematic echoes are better explained in

terms of the fact that such themes pervaded all the poetry of the period, and not only
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Nobre's*3. For example, both poets characterized themselves as 'poétes maudits', singled
out by destiny to suffer. Thus, in 'Sem Remédio', Florbela evokes a personified figure,
Grief, who takes her over and becomes almost an alter ego, as if she were possessed:
Nao sabem, que passou, um dia, a Dor,
A minha porta e, nesse dia, entrou. (vol.2, p.92)
This personification of Grief brings to mind Nobre's poem 'Anténio’, in spite of the
enormous difference of form between the two poems:
E Antonio crescendo, sdozinho e perfeito,
Feliz que vivia!
(E a Dor, que morava com ele no peito,
Com ele crescia...) (80, p.24)

As well as differences of form between these two poems, there are underlying
thematic differences: 'Anténio’ dwells on one of Nobre's favourite themes, that of
childhood as a Golden Age from which the poet is now forever exiled (a recurrent theme in
S0, but expressed particularly forcefully in the limpid sonnet 'Menino e Mo¢o'), a theme
which did not find much echo in Florbela. Suffering for her seemed to have existed almost
since time immemorial.

Livro de Magoas has other thematic affinities with Nobre, although it is hard to
determine whether they are more than just affinities. Nobre's name does however occur
twice within the collection. In 'Languidez’' (vol.2, p.86), Florbela conveys the spirituality
of Portuguese afternoons by describing them as 'tardes d'Anto’. But the sonnet which
crystallizes tangibly Nobre's direct presence in the book, is the one closing the collection,
'Impossivel' (vol.2, p.96). This is significant for, as a result, the whole book is brought

under the sign of the poet of S, as his figure looms over the collection from beginning to

end.

43Seabra Pereira has established the characteristics of the style of the period
immediately preceding Florbela's, in Decadentismo e Simbolismo na Poesia
Portuguesa (Coimbra: Centro de Estudos Romanicos, 1975). More importantly
for our purposes, he has shown how Florbela was influenced by the
predominant turn-of-the-century styles, in his preface to vol.2 of Obras
Completas. 'De Rastros, com Asas’, pp.3-43.
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'Impossivel' starts by reporting a comment made to Florbela:

Disseram-me hoje, assim, a0 ver-me triste:

"Parece Sexta-Feira de Paixao.
The image of 'Sexta-Feira de Paixao', used to designate Florbela herself, immediately links
the poem with Nobre's famous sonnet (sonnet 1), ending:

Mocos do meu Pais! vereis entdo

O que € esta Vida, o que é que vos espera...

Toda uma Sexta-Feira de Paixdo! (S0, p.131)
Nobre's presence becomes even more direct in the last tercet of 'Impossivel’ where
Florbela actually evokes his name, drawing a comparison between her sufferings and his.
Unexpectedly, although she had extolled Nobre's suffering in her letters to Jilia Alves,
arguing that by comparison with it all others (including her own) would pale into
insignificance, now she bitterly complains that the aura that surrounds his name blinds

people to her own very real agony:

Os males d'Anto toda a gente os sabe!
Os meus... ninguém... A minha Dor nio cabe
Nos cem milhoes de versos que eu fizera!...

It is clear that, above anything else, what attracted Florbela in Nobre's poetry is the
fact that he turns himself into a myth. He is the Poet with a capital 'p', with whom she
unconsciously identified, even if on a conscious level Livro de Mdgoas dwells on her
anguish before her inadequacy to verbalize her own feelings, an inadequacy expressed in
the poems where she compares herself to the great Poet (whether Durdo or Nobre, the
argument remains the same) but also in others ('Vaidade', "Tortura', 'Neurastenia’).

But if Florbela used Nobre's mediation in an attempt to build up an image of herself
as a poet, she was far less sensitive to many other aspects of $9, in particular its innovative
technique. And even in the means which the two poets use to convey suffering, one finds
marked differences: there is a wealth of images in Nobre, as he evokes a world of ruins,

misery and hideous illnesses, consumptives, cripples, a world of death punctuated by the

tolling of bells. None of this is present in Florbela's poetry. When she described the
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suffering of others (and even then it was usually to draw a comparison with her own), it is
as a rule that of Nature, often a personified Nature, like in the sonnets 'Noite de Saudade’,
'Mais Triste', 'Alma Perdida’, 'Desejos Vaos' and 'Ao Vento', a process which would
reach its highest form in the justly famous 'Arvores do Alentejo', from Charneca em Flor.
Amongst the sonnets which draw a comparison between herself and Nature, 'Mais
Triste' deserves special attention as it sets up a conventional pathetic fallacy in the two
quatrains, only to emphasize that, however great Nature's suffering might be, Florbela's
own suffering is on a greater scale:
E triste e dilacera o coracio
Um poente do nosso Portugal!
E nio véem que eu sou... eu... afmal,
A coisa mais magoada das que o sao! (vol.2, p.93)
This poem relies on an identical technique of comparison to that used by Nobre in 'Males
d'Anto’ when he compared himself with the most exalted mythological figures:
O Dor! O Dor! O Dor! Cala, 6 Job, os teus ais,
ue os tem maiores este filho de seus Pais!
O Cristo! Cala os ais na tua ignea garganta,
O Cristo! que outra dor mais aita se alevanta... (S0, p.176)
As he cries out that his suffering is greater than any other, Nobre reaches the borders of
heresy, not only a religious one in his comparison with Christ, but also a literary one, so to
speak, in the way he uses Camoes' line from Os Lusiadas. Although it is impossible to
ascertain whether Florbela was looking back to 'Males d'Anto’' when writing 'Mais Triste',
one thing remains certain: overall, it is precisely Nobre's attempt to establish himself as the
most wretched person ever that struck such a sensitive cord with her, and through this
mediation, she was able to build an unusually powerful image of the self, which
differentiated her from nearly all other women poets of the period.
In Livro de Mdgoas. Florbela is still testing her voice and her poetic persona against
that of male poets. In her letters, on the whole, as a reader, Florbela's communion with
male writers had enabled her to reach a semblance of equality, but when it came to poetic

production. she was painfully aware of the asymmetry between herself and her male role
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models. It is clear that she did not attribute this merely to the fact that she was a beginner
and they were not, but that to a large extent her gender intervened in the process of trying to
reach the poetic authority of her role models. This is because in the society in which she
lived, there were almost insurmountable obstacles to a woman's poetic authority.
Florbela's awareness of the limitations facing women poets is apparent from the passage
where she contrasted the work of the poetess Virginia Aguas with that of male poets. The
next chapter will discuss the tensions between gender and poetic persona in Livro de
Magoas in more detail, but first the last part of this chapter goes back to her correspondence
and to the early poetry of Trocando Olhares to examine some passages where Florbela
emphasizes the constraints women faced when they attempted to express themselves not

only as poets but also as human beings.

2.3. FLORBELA'S IDENTIFICATION WITH FEMALE SUFFERING

Both in Florbela's correspondence and in her early poetry, there are some instances
where she complains of society's accepted codes of behaviour which are oppressive to
women. The poet's letter to her friend Beatriz Carvalho, dated 30-09-1916, is a point in
case. In this letter, answering her friend's confidences about the fact that her marriage was
breaking up because her husband had betrayed her, Florbela asserts that 'Ele nao era para te
compreender porque, digam o que disserem, minha querida, sobre os absolutos direitos
dum homem nesse campo, 0 que & certo é que tanto pode sangrar a magoa dum homem se
ver traido como duma mulher se ver traida' (vol.5, p.179). Florbela thus supported her
friend in her decision to leave her husband, unequivocally reacting against the prevalent
view that made it acceptable for men to have extra-marital affairs while expecting women to
put up with them.

In two sonnets entitled 'A Mulher' (vol.1, pp.160-1), written six months before
this letter, on 13 March 1916, Florbela had already made clear that she viewed the

behaviour patriarchy expected of women as oppressive and mutilating. 'A Mulher I'
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describes women as 'Um ente de paixao e sacrificio', forced to repress their inner feelings,
because of the high price of being considered a 'fallen' woman:

Esmaga o coragio dentro do peito,

E ndo te doas coracao, sequer!

The two tercets highlight the fatal consequences if women allow their feelings to
become apparent. Firstly men take advantage of them: 'Essa brancura ideal de puro
arminho / Eles deixam pra sempre maculada’. Secondly, although men are responsible
from making women swerve from the path of virtue, they then distance themselves from
the part they took in the woman's fall, and are singularly ready to condenin their victims:

E gritam entdo os vis: "Olhem, vejam
E aquela a infame!" e apedrejam
A pobrezita, a triste, a desgracada!

While 'A Mulher I' highlights the plight of women who fail to keep a hold on their

feelings and give themselves for love, 'A Mulher IT' focuses on the plight of women who

successfully manage to suffer in silence:
Como sabes fingir quando em teu peito
A tua alma se estorce amargurada!
Quantas morrem saudosas duma imagem
Adorada que amaram doidamente!
Quantas e quantas almas endoidecem
Enquanto a boca ri alegremente!

The predicament of women who have to silence their hearts is also vividly
described in 'Cemitérios' (vol.1, pp.157-159), a poem written only three days before this
pair of sonnets. The poem's departure point is Florbela's wish to rest in her village
cemetery. She then describes the confidences of the inhabitants of the cemetery, who,
significantly, are all women. They all died of 'dor’, having suffered from loss, lack of
understanding or loneliness. This again highlights society's stifling repressiveness, which
drives women to literal death.

But whatever the costs of self-mutilation, in her early poetry Florbela advocates that

it is safer to silence one's heart and pretend to be content. The most striking illustration of
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this conviction is the sonnet 'Anseios’, dedicated to Jilia and dated 26 June 1916 (vol.1,
p.192). The poem consists of a dialogue between Florbela and her heart, with Florbela
trying to convince the heart to give up its desire for freedom and its dreams:

Meu doido coracio aonde vais,

No teu imenso anseio de liberdade?

Toma cautela com a realidade;

Meu pobre cora¢ao olha que cais!

She uses the argument that dreams are mirages 'lindas quimeras irreais', and

concludes by asking the heart to suffer in silence:

Nao 'stendas tuas asas para o longe...

Deixa-te estar quietinho, triste monge,

Na paz da tua cela, a solugar...
Her friend Jilia, obviously struck by the tone of sincerity of this sonnet, discussed these
verses in her following letter, to which Florbela replied: ‘A propdsito dos meus 'Anseios’,
que impossivel conselho o teu!... Deixar voar o cora¢ao!... Que sublime e doida utopia!

(vol.5, p.145). And again in a later letter:

Porque é impossivel o teu conselho acerca dos meus 'Anseios'? Porque é
impossivel!... Pois entdo nao vés que € um sonho, uma mentira atroz a liberdade do
coracao? Nao o sentes tu bater, enraivecido e louco, pelo cativeiro? E podes tu, por
acaso, solti-lo? Que irrisao! E se o soltasses, se lhe abrisses de par em par as portas
do teu peito, que faria ele em liberdade, pobre ledozito cego?... Como ele lastimaria
o fofo e quente ninho do seu tristissimo cativeiro! Um coragio perdido pela lama do
mundo, pelo pd dos atalhos... Que desgracado coracdo seria esse! E bem melhor
té-lo como eu digo: 'Na paz da tua cela a solugar...' (vol.5, p.158)

If in these letters Florbela showed herself profoundly wary of desire, fearful of
straying from the narrow path of virtue, by the following year there had been a change in
her thoughts. This is documented in 'Errante’, dated 23 April 1917 (vol.1, p.204), a poem
to which attention was drawn earlier because of its implications as a reworking of Antero's
'O Palicio da Ventura'. In 'Errante’, while Florbela is still painfully aware of the
potentially illusory nature of freedom and its pitfalls, she knows that her heart's need to
escape is irrepressible. But significantly, by then, that to which the heart aspires is no

longer primarily love, but a poetic quest: 'Meu corag¢é@o o mistico profeta, [...J/ Que sonha
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ser um santo e um poeta'. It is as though Florbela was struggling on two fronts for self-
expression: as an artist and as a woman. And only by finding self-expression as an artist
would she then be able to also do so as a woman.

In the meantime, if in 'Anseios' Florbela attempted to convince herself of the
dangers of unbridled passion, Trocando Olhares is to a large extent about love, with an
overwhelming number of poems describing her unconditional allegiance to the loved one
and revealing her willingness to suffer in order to prove her love (for instance 'Oragio de
Joelhos' (p.237) and 'Siplica’ (IIT) (p.244)).

However, a few poems such as 'Stplica’' (IT) (pp.181-2) and 'Humildade' (p.236),
while continuing to proclaim that allegiance, already exhibit hints of the sensuality that was
to become the hallmark of the mature Florbela:

O meu colo é arminho imaculado

Duma brancura casta que entontece;

Tua linda cabega loira e bela

Deita em meu colo, deita e adormece! [...]

Os meus bracos sdao brancos como o linho

Quando os cerro de leve, docemente...

Oh! Deixa-me prender-te e enlear-te

Nessa cadeia assim etermamente!... 'Stplica' (II)

But at this early stage, sensuality is always defused, either by death (Stplica' (I)), or by

the lover's indifference (Humildade'). Significantly, it appears that only in one instance
can sensuality go unpunished: in girls close to nature (O Meu Alentejo' (p.174) and
'Ristica’ (p.241)) and in nature itself ('Noites da Minha Terra' (p.183) and 'Noivado
Estranho' (p.207)).

The poetry of Trocando Olhares thus reveals Florbela's awareness of the dangers
and problems of female self-expression, inscribing in her poetry both the problems of a

female poet writing in a male tradition, and the inextricable links between love and

suffering. In Livro de Madgoas, the question of female identity was to become a central

motif,
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CHAPTER 3

LIVRO DE MAGOAS

The previous chapter examined Florbela's early poetic 'career. It showed how
Florbela's awareness of herself as a poet began to shape itself against male reference-points
in the poetry of the early exercise-book Trocando Olhares, mainly written in 1916-17, and
how this continued in Livro de Madgoas, published in 1919. This chapter focuses in more
detail on Livro de Mdgoas. In the first part, there is a discussion of the literary influences
that shaped the collection (with the exclusion of Nobre who was dealt with in Chapter 2)
and in the second part an analysis of the main themes of the collection, to throw into relief
the progressive emergence of two issues that feature prominently in Flobela's later works:

the problematic identity of the female poet and her contradictory attitudes towards love.

3.1. LITERARY FRIENDSHIPS AND LITERARY INFLUENCES

Livro de Magoas was Florbela's first book of poetry to be published. It was also
the first to be written exclusively in sonnet-form and had a thematic unity which made it
quite different from the poetry of Trocando Olhares. The incipient poetic maturity that this
collection reveals can be partly accounted for by the changes of circumstances in Florbela's
life: in July 1917, she finished the 72 Ano in the Liceu de Evora as an external student and
three months later, in October, she moved to Lisbon, enrolling as a student of Law at the
University of Lisbon!l. This enabled her to come into contact with several aspiring poets,

her contemporaries at the University, who, to a greater or lesser extent, had some influence

I1ittle is known about the background to that decision. However, in her
letters to Jalia Alves. Florbela had expressed her wish to live in Lisbon and, on
two occasions. had contided her dream to enrol in the 'Curso de Letras'.
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on the poetry she was writing at the time. This must have been profoundly significant for
her since, for the first time in her life, she had the opportunity to meet poets face to face.

Florbela progressed through the first three years of the course taking advantage of
the 'Reforma de 1911', a reform which enabled students not to sit exams until their final
year. According to various accounts, instead of attending classes, she was often to be
found in the 'Jardim da Faculdade'. with other fellow students, poets like her2. But before
looking more closely at these accounts, it is necessary to mention a few details about
Florbela's life during those three years.

Half-way through her first year, in the spring of 1918, she was forced to interrupt
her studies because of a serious illness, provoked by a miscarriage, from which she went
to recover in the Algarve3. Although she was in convalescence, poetry was still at the
forefront of her mind, as is clear from a letter she wrote to Raul Proen¢a, which shows that
she was still relying on his help to publish her poetry. The letter informs us that she had
previously sent him thirty-five poems, and one may speculate that they may have
constituted an early draft of Livro de Mdgoas (the final version of the collection had thirty-
two sonnets). This 1s all the more likely since in that same letter, dated May 1918, she
included her two most recent compositions, 'Mais Triste' and 'Casteld’, which were indeed
to be incorporated into Livro de Mdgoas*.

Florbela's overriding preoccupation with her poetry, her illness and her self-
absorption, not to mention her new life at the University, must have been increasingly
difficult for her husband to understand. By September 1918 the tensions in their marriage
were such that a separation became irrevocable, as Florbela makes clear in two letters to
Alberto Moutinho. the first dated 13 September 1918, the second without a date>. Florbela

seems to have taken the estrangement in her stride. Years later, comparing her second break

2 Florbela's lack of assiduity is recalled by a contemporary of hers, Dr. A de
Magalhides Bastos: 'Era o tempo dos cursos livres e poucos eram os estudantes
que seguiam regularmente as aulas [...] Florbela, ja com fama de Poeta e com
Lenda. aparecia pouco na Faculdade', in Lopes Rodrigues, 'Noétulas
Florbelianas'. Boletim da Biblioteca Municipal de Matosinhos, 3 (1956), 3-53
(p.20).

30bras Completas, vol.S. pp.211-212.

4+0Obras Compleras, vol.5, pp.207-209.

50bras Completas. vol.5, pp.217-218 and p.219.
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up with the first, she was to say 'Da primeira [vez], nada me custou’é. She carried on with
her life at the University, continuing to mix with fellow-poets. In June 1919, Livro de

Mdgoas came out’.

3.1.1. FLORBELA'S RELATIONS WITH OTHER POETS AT THE UNIVERSITY
Américo Durdo, who was in the year above Florbela, is perhaps the fellow-student
with whom she has been most often linked. There is an obvious reason for that since
Florbela entitled her second collection, Livro de Soror Saudade, after a sonnet by Durio, a
fact to which she herself drew attention by using a stanza from it as an epigraph to the
collection®.
Durao evoked Florbela in an interview published in 1963, but revealed little about
his relationship with her. He did inform us however that she mixed with a crowd of poets:
Andava quase sempre rodeada de um grupo de poetas de que, entre outros, faziam
parte: Mario Alves Pereira, Jodao Boto de Carvalho, José Schmidt Rau e, se ndo me

engano. José Gomes Ferreira. A Faculdade nesse tempo era um viveiro de poetas.
Do meu curso destacavam-se Joao Cabral do Nascimento, Alfredo Guisado e

Antdnio Ferro.?

Although Durdo was at that point very discreet about his relationship with Florbela,
highlighting instead the attention that many of Florbela's colleagues bestowed on her, a
year later, in 1964, he allowed her biographer Maria Alexandrina to publish a letter Florbela
had written to him, which makes clear both the fact that they had had some sentimental
involvement and the fact that Florbela felt that his collection of poetry (which she does not

60Obras Compietas, vol.6, p.26.

7The Biblioteca Nacional does not have a copy of the first edition of Livro de
Mdgoas. There is therefore no 'deposito legal' date available to help ascertain
when exactly in 1919 the book came out. I am putting forward the date of June
1919 because it is the one given by Boto de Carvalho, a University colleague
and friend of Florbela about whom more will be said in the next section, in his
article 'O Sr A. de A. e as Poetisas Portuguesas' (BN N10/36).

8Since Durdo's poem is of difficult access, I have reproduced it in Appendix 5.

9Américo Durio, 'Florbela', A Esfera, 1, February 1963, pp.3, 4 and 27 (p.3).
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name but which, for chronological reasons, must be Vitral da Minha Dor (Lisbon, 1917))

had influenced her Livro de MdgoasO.

While the influence of Durao has been acknowledged, no one has yet looked in

detail at which aspects of his poetry found an echo in Florbela's!!. Vitral da Minha Dor

has several poems expressing the poet's uncertainty about his identity which bear close

resemblances to some of Florbela's sonnets. For instance, the ending of her sonnet 'Eu’

shows affinities with the following stanza from a poem by Durdo, also entitled 'Eu'":

Mas nao existo.
-- Sonho errante de Alguém que muito amou,
Sou a sombra nostalgica de Cristo,

Sou tudo o que hi-de vir, e j passou! (Durdo)12
Sou talvez a visao que Alguém sonhou,

Alguém que veio a0 mundo pra me ver,

E nunca na vida me encontrou! (Livro de Magoas, p.61)

Likewise there is little doubt that Durdao's opening sonnet, 'Existo?’, in which he

portrays himself as a lonely monk, inspired Florbela's compositions on the same theme,

'Castela da Tristeza' and 'A Minha Dor'":

No meu convento desolado e frio,
Ecoa pelo claustro um som vazio:
Apalpo-me... procuro-me... tateio...

Alongo os olhos pela sombra fora...
-- S30 os passos de Alguém que Se ignora,

E sempre 0 mesmo nada, o mesmo anseio! (Durao)
Nesse triste convento aonde eu moro,
Noites e dias rezo e grito e choro!
E ninguém ouve.... ninguém ve... ninguém...
(Livro de Magoas, p.67)

10Maria Alexandrina, A Vida Ignorada de Florbela Espanca (Porto: [n.pub],
1964), pp.84-102. This letter is published in Obras Completas, vol.5, pp.221-227.

11As previously mentioned. an article by Maria Licia Dal Farra on this subject

is forthcoming in Coloquio-Letras.

12As Durio's collection does not have any page numbers, it is only possible to

refer to the poems by their titles.
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But there are even affinities between poems from Vitral da Minha Dor and some of
Florbela's later poetry. She may have had in mind Durdo's sonnet, 'Da Agua', which
makes use of the anaphora 'Eu fui / Eu fui', when she was writing 'O Meu Mal' from

Livro de Soror Saudade:

Eu fui a sombra a converter-se em luz,

E fui a névoa a transformar-se em cor,

E fui o pranto a consagrar a Dor,

Quando brilhei nos olhos de Jesus. (Durao)

Fui tudo o que no mundo ha de maior:
Fui cisne, e lirio, e aguia, e catedral!
E fui, talvez, um verso de Nerval,
Ou um cinico riso de Chamfort...
(Livro de Soror Saudade, p.125)
And Durdo's sonnet 'Das Arvores', despite being set in the winter, may have
inspired the famous 'Arvores do Alentejo’ from Charneca em Flor:
Nuas. despidos os mirrados bragos
Que erguem ao Céu em prece desvairada,

As arvores, nostalgicas de abracos,
Morbidamente enlacam a geada... (Durao)

As arvores, sangrentas, revoltadas,
Gritam a Deus a bén¢do duma fonte! [...]

Esfingicas, recortam desgrenhadas
Os tragicos perfis no horizonte! (Charneca em Flor, p.203)
Durio's influence on Florbela's poetry is undeniable. But other accounts of her
time at the University suggest that it was far from being the only one. Durdo himself had
linked her with several other poets. Another of Florbela's contemporaries, Noberto Lopes,
in an article published in Didrio de Noticias claimed that Florbela had a deep emotional
involvement with a fellow-student. José Schmidt Raul3. Noberto Lopes re-asserted his

claim in a subsequent article. dismissing the importance of Durdo's sentimental relationship

13'Florbela Escolar de Direito’, Didrio de Noticias, 14 November 1981, pp.2 and 9.
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with Florbelal*. This later article gives us in passing precious insights into what Noberto

Lopes remembers as Florbela's circle of friends:

Florbela conviveu com Américo Durdo (ignoro se ja se tinham conhecido antes)
numa tertilia que se reunia no velho café Martinho do Largo de D.Jodo da Cimara,
de que faziam parte, além dela e de Américo Durao, José Gomes Ferreira, Vasco
Cameélier (também poeta), Chianca de Garcia, Humberto Peligio, Jodo Boto de
Carvalho e eu proprio. Florbela manteve com Américo Durdo aquilo a que se pode
chamar um 'flirt' poético, que teria ido porventura mais longe se 0 Américo nao
estivesse, nessa altura, embei¢ado por uma conhecida poetisa que aparece na

correspondéncia de Florbela designada pelas iniciais F.C.15

It is of course almost impossible to ascertain the truth of Noberto Lopes' claims
about the involvement of Florbela with Schinidt Rau, nor it is relevant to do so here. What
should instead retain our attention are two other details: firstly Florbela's presence in the
termilia must be highlighted. since the presence of a woman in café literary discussions
would have been exceedingly unusual at the time. Secondly, both Florbela's alleged
emotional involvement with Schmidt Rau and her participation in the rernilia beg the
question of the possible influence of male University colleagues in her poetry19.

There are thematic affininties between Livro de Magoas and the works of all the
poets with whom she was in contact during those years: José Gomes Ferreira's Longe
(Lisbon: [n.pub], 1920), Jodo Boto de Carvalho's Sol Poente (Lisbon: [n.pub], 1919),
José Schmidt Rau's Iantha (Lisbon: [n.pub], 1918) and Rosas de Alnaluar (Lisbon:

[n.pub], [n.d.]) and Vasco Camélier's Livro de Horas das Princesas Doentes (Lisbon:

14Em Desagravo de Américo Durdo’, O Expresso, 10 August 1985, p.9. This article
was a reply to an article by Clara Fereira Alves, who had suggested that
Américo Durdo's relationship with Florbela had ended because he was a
homosexual, 'Florbela: o Espolio da Mulher Fatal', O Expresso, 27 July 1985, pp.
30R-32R.

15The 'conhecida poetisa' is Fernanda de Castro. In her recently published
memoirs, Fernanda de Castro indirectly confirms the fact by recalling a
proposal of marriage Durdo made to her, Ao Fim da Memoria, 2 vols (Lisbon:

Verbo, 1986-7), vol.l1, p.137.

16Florbela herseif, in her Didrio., made a brief reference to her circle of
friends, and it is interesting to see that she omitted the names of both Ameérico
Duriao and José Schmidt Rau. and indeed most of the names with whom Durio
and Noberto Lopes associated her: 'Como me lembra hoje o jardim da Faculdade!
Maria Albertina, Tarroso. Regado. Camélier, Fontes, tantas, tantas sombras!'
(Obras Compleras, vol.4. p.129). Was it a case of deliberate omission, or did she

only mention those who truly meant most to her?
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[n.pub], 1919)17. All these collections adopt a characteristically pessimistic fin de siécle
tone. But two of the poets, Camélier and Boto de Carvalho, deserve closer attention.

Camélier's collection seems to have affinities with Florbela's in its treatment of
female figures. In Livro de Horas das Princesas Doentes, unlike the other collections
which describe mainly angelical female figures, there appears the image of the aloof
princess which is also to be found in Florbela's poetry. The existence of a close literary
relationship between Camélier and Florbela is further supported by the existence of the
manuscript of a sonnet dedicated by Cameélier to Florbela in 1919, owned by the Grupo de
Amigos de Vila Vigosalé.

Jodo Boto de Carvalho dedicated a poem from his collection, Sol Poente, 'Para a
Senhora Dona Florbela Dalma'. a fact which I have never seen mentioned before
anywhere, leading to the false impression Durdo was the only poet to ever dedicate a poem
to Florbela. Boto de Carvalho's poem is entitled 'A Princesa Incompreendida'l®. It
describes a princess 'Eternamente incompreendida e misteriosa’: aloof, aristocratic, yet
deeply melancholic, and there is no doubt that this is precisely the image of herself that
Florbela sought to project in Livro de Magoas.

The literary friendship between Boto de Carvalho and Florbela is further underlined
by his supportive stance, discussed in Chapter 1, when in 1923 a reviewer of Livro de
Soror Saudade accused her of imitating the manner of Virginia Vitorino in Hlustracdo
Portuguesa: Boto de Carvalho wrote an article, signed B. de C., dismissing such
accusations as nonsense20. This was not the only occasion where he recorded his
conviction about Florbela's literary merits: the Grupo de Amigos de Vila Vicosa owns the
manuscript of a piece, dated 1922 and signed Boto de Carvalho, in which he contrasts

Florbela's talent in Livro de Mdgoas with the mediocrity of some of the female poetry of

17Chianca de Garcia, Humberto Peldgio and Mairio Alves Pereira, who are the
other colleagues mentioned either by Américo Durdo or by Noberto Lopes as
belonging to her circle of friends. do not appear to have published any poetry,
or. to be more precise. there is no record of any collections of poetry by them
in the catalogues of the Biblioteca Nacional.

181 have reproduced this sonnet in Appendix 5.

19Since this poem is of difficult access, I have reproduced it in Appendix 5.

20'0 Sr. A. de A. e as Poetisas Portuguesas’. BN N10/36.
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the period?!. There is no evidence as to whether they remained in contact after their
University years, but this friendship stayed alive in Florbela's memory. Indeed her sonnet
'Panteismo’ from Charneca em Flor is dedicated to Boto de Carvalho.

There is no doubt therefore that Florbela's University colleagues were important in
the shaping of her poetic consciousness through literary interchanges. But they were also
most probably an important force in the shaping of her poetic persona. On an everyday
level, she must have been made aware of being special, because she was one of the very
few women reading law. and by all accounts she seemed to have been the only one who
mixed with her male colleagues?2. But her colleagues furthermore appear to have put her
on a pedestal. Noberto Lopes recalls how, right from the first day of the course, the
strangeness of her name. Florbela Dalma da Concei¢do Espanca, provoked curiosity,
turning her into a poetic figure23. José Gomes Ferreira, another of her contemporaries,
recounts how, as a fresher. he was forced by his friend Boto de Carvalho to kneel before
her and present her with a lock of his hair24. This typical sign of allegiance from a male
admirer to a remote idealized lady, devised as a joke, nevertheless encodes the way in
which Florbela was perceived and worshipped as an inaccessible female figure by her male

colleagues.

Nowhere is the projection of Florbela as a spiritualized and remote female figure
more obvious than in the poems Boto de Carvalho and Durao dedicated to her. The first
describes her as a princess. the second as a nun. Both these images appear in the poetry of
Livro de Magoas and subsequently in Livro de Soror Saudade. 1t is difficult to establish

whether Florbela's portrayal as a nun or princess in Livro de Mdgoas is the cause or the

211 have reproduced this piece in Appendix 6. I have been unable to discover

whether it was ever published.

22The Anudrio da Universidade de Lisboa (Lisbon: Imprensa Nacional, 1920)
describes the composition of the years 1917-18. In 1917-18, amongst a total of
313 students of law spread over five years, there were only seven female
students in all, an average ot only one or two per year.

23'Florbela Escolar de Direito', Didrio de Noticias, 14 November 1981, pp.2 and 9
(p.2). There is no doubt that her unusual name struck her colleagues, so much
so that both Boto de Carvalbo and Vasco Camelier dedicated their poems to

Florbela Dalma.
24A Memoria das Palavras. 3d edn (Lisbon: Portugalia, 1972), p.76.
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consequence of her colleagues' poems. But even if her portrayal of the self in Livro de
Magoas preceded her colleagues' poems (as seems likely at least in the case of Durdo's,
which was only published after the publication of Livro de Mdgoas, though not in the case
of Boto de Carvalho, since Sol Poente came out before Florbela's collection25), her
portrayal of the self, while inscribing the way in which she sought to present herself to the
world, must at the same time have reflected the way in which her male colleagues saw her,

that is to say as a poetic figure and poetic material.

3.1.2. FOREIGN INFLUENCES

While Florbela's years at the University provided her with an unique opportunity to
come into contact with several young poets, and confirmed her awareness of being special,
they also enabled her to discover new authors, particularly the French symbolists. José
Gomes Ferreira, commenting on Florbela's poetry, stressed Durdo's enormous impact on
her poetic development. But he also suggested that three French poets had exerted some
influence on her, namely Baudelaire, Verlaine and Samain, 'o preciosissimo Samain de Au
jardin de l'Infante e de Le chariot d'or, [...] o Samain de 'Mon ame est une infante en robe
de parade'?6.

It is difficult to point to any direct similarities between Baudelaire and Florbela. By
contrast, it is easy to see what Gomes Ferreira had in mind when he mentioned 'Mon dme
est une infante en robe de parade’, the opening poem of Samain's Au jardin de I'Infante?’.
In this poem. Samain describes his soul as an aloof princess, who bears striking
resemblances to Florbela's own portrayal of herself in Livro de Magoas, and incidentally,
also to the portrayal Boto de Carvalho gave us of Florbela in his poem 'A Princesa

Incompreendida’, a fact that should not surprise us since in all likelihood he too would

have been familiar with Samain's poetry.

25801 Poente came out in April, Livro de Mdgoas in June 1919,

26José Gomes Ferreira. 'Encontro com Florbela', in A Memoéria das Palavras,
pp.-233-240. (p.237).

27 Albert Samain, Oeuvres. Au jardin de l'Infante (augmenté de plusieurs
poemes) (Paris: Mercure de France. 1919), pp.7-10.
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Of the three French poets evoked by Gomes Ferreira, however, Verlaine was the
most influential in Portugal. It is known that Florbela had read him, because the Biblioteca
Nacional owns two undated manuscripts in her own handwriting, consisting of three
poems by Verlaine: 'Mon réve familier, 'Lassitude’ and 'N'est-ce pas, en dépit des sots et
des méchants?' (the first two from Poémes saturniens and the third from La bonne
chanson)?8. Florbela must have been particularly struck by them to copy them out, and,
moreover, to use a stanza from the last of these as an epigraph for Livro de Magoas.

Of course in so doing she was partly reflecting the taste of the period, for Verlaine
was perhaps the most popular of the French Symbolists in Portugal?®. His famous poem
from Romances sans paroles, '11 pleut dans mon coeur', whether overtly ackowledged as a
source or not, inspired an entire generation of poets. Amongst others, Pessanha and
Augusto Gil used it as epigraphs: Pessanha for 'Agua Morrente' and Augusto Gil for his
well-known 'Balada da Neve'. A decade later, Pessoa, for whom the influence of Verlaine
was also important, made a wry reference to 'Il pleut dans mon coeur in his sonnet 'Cai

chuva do céu cinzento', almost as a retrospective clin d'oeil30:

E a chuva cai levemente
(Porque Verlaine consente)
Dentro do meu corac¢ao.

It is interesting that Florbela did not choose a stanza from Tl pleut dans mon coeur’

as an epigraph for Livro de Magoas, especially since on the surface it would appear to fit in

better with the tone of the collection than the lines she did choose. But of course she was

28'Mon Réve Familier' and 'Lassitude' were copied on the front and the back of
the same sheet. Although the manuscript bears no date, the sheet has the
words Livro de Magoas written in larger letters and in a different ink. This
suggests that the Verlaine poems were copied during the period when Florbela
was composing Livro de Mdégoas. a hypothesis further confirmed by the fact
that she used a stanza from 'N'est-ce pas, en dépit des sots et des méchants?' as
an epigraph to the collection.

29 See Maria de Lourdes Belchior. 'Verlaine e o Simbolismo Portugués',
Brotéria, 90 (1970), 305-331. The article puts foward the hypothesis that
Verlaine's popularity in Portugal stems from the fact that he is 'o poeta da
passividade'.

30S¢e Jacinto Prado Coelho's discussion of the influence of Verlaine's poem on
Pessanha and Pessoa's poems in his article 'De Verlaine a Camilo Pessanha e a
Fernando Pessoa', in Ao Contrario de Penélope (Amadora: Bertrand, 1976),

pp.209-214.
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fully aware that it had been emblematic for a whole generation of poets, as revealed in the
sonnet written several years later 'A Voz da Tilia' (p.199), from Charneca em Flor:

E a minha alma vibrante, posta a nu,

Diz a chuva sonetos de Verlaine..."

But because the poems by Verlaine she did copy were not 'emblematic’, they
indicate a personal preference and consequently are much more telling about her tastes: in
'Mon réve familier' Verlaine describes an imaginary woman who would understand him
completely, but is not of this world, thus stressing the difficulty for him to find a twin soul,
a difficuity which Florbela also felt particularly acutely. As for Lassitude’, the next chapter

will discuss how its vision of what female love ought to be like presents many parallels

with the love described in some poems from Livro de Soror Saudade.

3.2. LIVRO DE MAGOAS

The first part of this chapter outlined how during her University years Florbela had
the opportunity to move in student literary circles noting, firstly, that she absorbed many of
the symbolist / decadent influences that were in the air and, secondly, that her male
colleagues perceived her as a special female figure. Both are reflected in the poetry of

Livro de Magoas.

As its title suggests, the collection is pervaded from beginning to end by a fin de
siécle pessimism. This pessimism is highlighted by the choice of Eugénio de Castro's

famous lines as one of the epigraphs:

Procuremos somente a Beleza, que a vida
E um punhado infantil de areia ressequida,
Um som d'agua ou de bronze e uma sombra que passa...

Throughout the collection. a key word recurs, 'Dor’, present in eleven poems out

of thirty-two, and nearly always capitalized. If one adds to that its recurrence through the
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presence of its many semantic equivalents (migoa, tortura, amargura, ldgrimas), the
overriding impression the collection gives is that Florbela's world is indeed a world
inhabited by suffering, and by its by-products, darkness and solitude. The collection
expresses the belief that the only reality is suffering: dreams and illusions are necessarily
folllowed by desillusion as in "Torre de Névoa' (p.66) and 'As Minhas Ilusoes' (p.69).
The passing illusion of love too soon desintegrates, as in 'Em Busca do Amor’ (p.95) and
'Para Qué ?!" (p.87). Even nature, which on the surface appears to be devoid of feeling in
fact suffers as well, as 'Desejos Viaos' (p.79) and 'Ao Vento' (p.88) illustrate. Other
echoes of fin de siécle topoi present in Livro de Mdgoas are the theme of premature ageing
('Velhinha' (p.94)), attraction to death ('Dizeres Intimos' (p.68)) and the wish of being
spared thought (‘Angistia' (p.76))31.

There is, however, one sort of pessimism that does not seem to have been derived
from fin de siécle poetry: Florbela's feeling of being unable to achieve the status of a great
poet. This feeling of powerlessness accounts for an important nucleus of poems within
Livro de Mdgoas: 'Vaidade' (p.60), "Tortura' (p.64), 'Neurastenia' (p.70), as well as the
three poems discussed in the previous chapter, 'Maior Tortura' (p.72), 'A Um Livro’
(p-80) and Tmpossivel' (p.96). Given the number of poems where Florbela expressed this
fear, there is no doubt that this was a very real preoccupation for her and it must be read as
an expression of the poet's painful awareness of the difficulty of being a woman writer in a
culture where traditionally women had no voice.

In Livro de Mdgoas, Florbela's awareness of the contradictions inherent to her
peculiar position as a female poet manifests itself, even when she seeks to project herself as
a poet, a superior being. The next three sections of this chapter will show how on the one
hand she adopts an universal mask, that of the Romantic poet, choosing to be seen as a
poet and accepting that she is a 'freak’ in terms of a traditional image of women but how,
on the other hand, her suffering is described in a way that makes her plight a singularly

female plight, sometimes linked to love.

31For a detailed analysis of fin de siécle and neo-romantic traits in Florbela's
poetry. see Seabra Perreira 'De Rastros, Com Asas', in Obras Completas, vol.2,

pp-3-43.
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3.2.1. POETRY, GENDER AND PREDESTINATION
3.2.1.a. The Myth of the Poet

In several poems Florbela portrays herself as a Romantic poet, something she had
already done in her early poetry and in her correspondence to Jilia Alves, discussed in
Chapter 2. The Romantic poet is misunderstood because of his heightened 'sensibilité’,
ostracized by the vulgus, and undergoes intense suffering. But he derives greatness from
his suffering because of the certainty that his life is ruled by an omnipotent Fate: he was
predestined to be a poet and to suffer32.

In line with this Romantic idea, Florbela attributes her isolation and unhappiness to
an omnipotent Fate. The word 'destino’ or its semantic equivalents often recur throughout

the thirty-two sonnets that make up the collection:

O neve, que destino triste o nosso!  (p.70)
O meu Destino disse-me achorar:  (p.95) .  (my italics)

Two poems in which Florbela describes Destiny taking over her life in ways that
ensure her identification as a Romantic poet are 'A Flor do Sonho' (p.74) and 'Sem

Remédio’ (p.92). The first stanza of 'A Flor do Sonho' depicts the birth of a mysterious

flower, the Flower of Dream, inside her:

A Flor do Sonho alvissima, divina
Miraculosamente abriu em mim,
Como se uma magnolia de cetim
Fosse florir num muro todo em ruina.

The flower described is an allegorical flower, something marked straightaway by the use of

capitals. For the reader familiar with Romanticism, it is reminiscent of the blue flower of

32The deliberate use of the masculine (the poet. he) he<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>