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Re-arrangements of language and Space in Oswald’s Pau-Brasil poetry

To talk about re-arrangement does imply first of all that a previous arrangement existed. Before the modernists, the conception of both language and space was attached to conventions, as a result, the work of art was restraint to follow ready- formulas. Poetic language had to be defined by rhyme and metric. The notion of spatiality was related to symmetry and well delimited borders. 
Language and space are intrinsically related. Particular combinations or pronunciations of words are peculiar to certain spaces (a social class, an immigrant group, etc). Language can then be defined according to the space it results from. The latter influences the former. Space, however, cannot have one definition because social classes from different places would always temporarily overlap or adapt their spaces according to the circumstances. Language is therefore adaptable to space, a language expression from a specific space can be used in other contexts. 
Throughout the history of Brazil, language became mingled through the affectionate relationship between individuals from different social classes. Gilberto Freire describes the re-adaptation of the Portuguese cantigas into a slang Brazilian-Portuguese by the black wet-nurses in the casa-grandes.
 He also depicts the ‘intimacy’ between masters and slaves that, non surprisingly, results in sexual intercourse between ‘ioiôs’ and ‘mucambas’ or, more rarely, ‘sinhás’ and ‘moleques’, in the engenhos.
As a consequence, the language spoken by the representatives of the casa-grande is not so different than the one spoken by the slaves (despite the pinches of the Fathers on the sinházinhas and nhonhôs in order to make them pronounce good Portuguese).
  Nonetheless, in an environment other than the engenho, the language used by the masters and their kinship would change into an erudite one. Language has, alike identity, a shifting quality, which tunes itself with space – what Saussure defines as ‘parole’.

Hence, it can be said that the relationship between individuals from different social groups made the perception of private space overlap, such as in the senzala and casa-grande of colonial Brazil. After the slavery emancipation, non-rarely the now freed slaves would continue to work for their masters, by sometimes even living in the previous casa-grande with them. Into a certain extent, those illegitimate relationships blurred the conventionality of space division at that time. 

Ironically, in early XX century, with the beginning of urbanization in Brazil and the arrival of immigrants from Europe and the country-side to the cities, the flood of vocal sounds and accents sharing the same urban space would not necessarily cause change on the parole of each group. Although the city space is condensed in its limits of territory, the contact between social classes is minus – the urban space fails in its will for unification; individuality raises as part of this failure.
 As a result, space becomes fragmented and its borders blurred.    

Now, how all this relates to the Brazil-wood manifest and poetry?  Oswald not only managed to dislocate the paroles from its original context in order to relocate them, not without irony, into literature but also have incorporated the essence of the urban. The dislocation/relocation process is what I have defined as ‘re-arrangement’ based on Schwarz’s idea that modernity consists in ‘purifying elements of the past and arrange them in a contemporary perspective’. 
  I have then resumed the process in one word because relocation cannot exist without a previous dislocation. In the next pages, I have assessed the re-arrangement of language and space in Brazil-wood poetry and used the poem ‘Pero Vaz Caminha’ to exemplify my argument.
The written word
Literature, the medium through which art expresses itself in written language, has an elitist history. Literature has taken for granted a sense of superiority in its use of language, as a consequence, literary language when verbalised becomes suppressive. Roland Barthes gives examples of this in his insights into literature in everyday life.
 He describes in ‘Dominici’ the case of a judge who accuses a rural labour of homicide using plenty of literarian clichés that causes some misunderstandings in the tribunal and in the press. Barthes highlights the oppressive literature of the ‘Bourgeois establishment’ deliberately transposed into spoken language. Brazilian society incorporates this same discursive gap between the social classes. At the time of the modernists, the gap was even greater. The language commonly spoken remained completely unaware of academic language, and the latter would be used to dupe and suppress the lower social classes. The Brazil-wood manifest proposes to extinguish the non-understandable discourse: ‘ A poesia anda oculta nos cipós da sabedoria’ .
 The claim is that language should be freed from its ‘doutores’ and ‘bachareis’
 because they restrain language to be exercised in its pure form.
On this subject, Saussure argues that the written form puts language in danger by ‘ossifying’ its structure.
 Language becomes ‘unnaturally stable’ with its grammar rules and morphological forms. It becomes contextualised within a particular literary space, but uncomfortable with the language out there, in the mouths, in the streets. In Pau-Brasil, Oswald de Andrade is gluing what could be called ‘destabilized languages’ (of different historical or social spaces) on the pages of his time – and in accord with the modernists that want to make art that reflect the conflicts and novelties of industrial Brazil. Oswald then appropriates the modernist idea and formalizes it into a manifest, into a written form, that in turn, would be contradicting the ‘stabilised’ status of written language. He permits language to be freed from the theoretical apparatus of jargons and ornaments, praising a somehow primitive and even irrational form.
. Brazil-wood is about throwing language into the mandibles of urban life, transforming it into ashes in order to go back to basics: ‘A língua sem arcaísmos. Sem erudição. Natural e neológica. A contribuição milionária de todos os erros’.
 
Such a need to break academic rules in literature comes from the fact that those rules are no more in alignment with the context. As indicated Paulo Prado, it seems ridiculous to talk about modern life with a sonnet.
 Then how is it possible to assess what should be adopted by modern writing? Should the urban reality emphasize only cars, photographs, machines, films? Oswald elucidated these questions by proposing a backward movement towards what would be the Brazilian roots –which he sees the Indians as the most representative. Dangerous to think that he means to go back to Brazilian origins and deny the colonizer process, rather, he proposes to assess the idiosyncrasies of Brazilian culture and make use of it in written language.  He proposes the definition and acceptance of brasilidade as part of the national identity to then create poetry that could be for the first time exported and not the contrary.
 Fragmented spaces
According to Lebfevre, urban spaces reveal social disparity in the ‘negation of space’. As a result of this ‘negation’, the urban develops into an ‘indifference to all the differences it contains’.
 I stated at the beginning of this essay, that space does not have a static nature as commonly presumed. Means of production and interactions between social groups have continuously re-moulded space throughout history.
 But in the city, there is a particularity: instead of having interactions moulding space, it is the ‘negation of space’ that moulds space. In turn, to negate space to a social group raises ‘policentrality’. 
  

Although the urban is indifferent to its differences, it disrupts the notion of one unique centre by permitting policentrality. Thus, the latter ends up as a consequence of the failure of the desire for centrality in the city. Policentrality is twofold: 1-brings the possibility of any space to become central, even marginalised spaces 2- gives a microcosmic quality to the spaces of the city, thus permits independence for each centre. Policentrality is the result of the indifference of the urban space.
As commonly known, there is an irrevocable relation between the city and the making of modernism (São Paulo mainly, in the case of Brazil). The modernists are sensitive to the differences that the urban gathers and take them into account when making art. Yet, they only make attempts to find new ways of expressing it, there is no true rupture from previous models. Mário de Andrade for example, pioneer in emerging the fragments of the city in his book ‘Paulicéia Desvairada’, drags Parnassian leftovers with his over-sentimentality, excessive use of adjectives (‘arlequinal’) and made up adverbs (‘intermitentemente’). When Oswald introduces the Brazil-wood manifest, as opposed to Mário and the others, he is not merely recognizing the differences emerging with the urban but incorporating the idea of urbanity in the process of making poetry. Brazil-wood could not be possible without the urbanization process, and it is less due to the historical context than to the fragmentation of the urban spatiality. 
The city was swallowed by Oswald’s creative process, so he could apply the principle of policentrality to poetry, no matter what subject was involved in the poem. Moreover, he does not, by any means, need to refer to the city in order to apply it (as  demonstrated in the next section of this essay). One of his distinctive features, the synthesised snapshot, is not a mere consequence of the emergence of cinema as commonly stated. More than that, they are fragments of an urban concept, kind of ‘policentres’, which are the very essence of what the urban represents. Each snapshot is an independent space.   
So, going back to that dislocating/relocating issue, Oswald is, throughout his work (not only in the case of Brazil-wood) taking both languages and subjective spaces from the historical, urban, rural, literary, social contexts and relocating them in a written framework. In poems like ‘o capoeira’, ‘o gramático’, ‘escola berlites’  for instance, the poet is juxtaposing the subjective space of those particular paroles to literature. By doing that, literature becomes less suppressive, more engaged with Brazilian reality: ‘we were doing a literature of the poor’.
 But, as usual, not by or for the poor. Nevertheless, the possibility was there.   
Pero Vaz caminha on Brazil-wood
I have selected the first poem of the book ‘Poesia Pau-Brasil’ (Brazil-wood poetry) as an example of Oswald’s re-arrangement of space and language.  The poem is a reproduction of some passages of the letter that Pero Vaz de Caminha, after his arrival in Brazil, sent to the king of Portugal.  
By relocating the letter to his poem, Oswald firstly reproduces the urban process he had incorporated, secondly, liberates written language from its stability by making the pomposity of the historical event look banal. He then takes a fact from the Brazilian history (after all, ‘poetry exists in the facts’
) and transposes it in a less formal form, which permits criticism through humour and playing.

Throughout the poem, passages are dislocated from the original text and relocated under headings that synthesize a subject. Through this process he is summarizing the facts of the discovery that, in his opinion, are most relevant. In the remaining extracts, prepositions or pronouns are sometimes taken out, other times, one or two words are changed from the original text. In the title for example – even if it is a coincidence, it does not erase the supposition- the occultation of the preposition ‘de’, transforms the surname ‘Caminha’ into a verb (to walk). In the literal sense, Pero Vaz is ‘walking’ on the new land. 
As Treece points out, the poem is a kind of ‘rediscovery’ of Brazil, it gives a ‘new significance’ to the written historical facts by gathering them under ‘anachronic headings’. However, although the poem is a quasi-direct copy of some passages of the letter, Oswald is not merely reproducing the first text. Rather, he is writing about the effect of perceiving this historical document in an urbanizing country, as a result, he makes minimal changes to emphasize the meaning he wants to give to the passages.
In two snapshots that according to Treece are the most representative of the contrast between the Indigenous and the Portuguese,
 we see examples of how Brasil-wood proposes to play with language. Firstly:
Os selvagens                                                              
Mostraram-lhes uma galinha                                 
Quase haviam medo dela                                      
E não queriam por a mão                                    
E depois a tomaram como espantados            
(The savages/They have shown them a chicken/They were almost afeared of it/And would not lay a hand upon it/ And then they took it as though in fright)

This is not only about the surprise of the Indians in front a chicken, an animal they were seeing for the first time. The last line invites to interpret that the ‘savages’ had taken the chicken because they were forced to do so. They first did not want to touch the chicken then they take it ‘as though in fright’, which relates here both to the surprise and the fear. To emphasize this point, the heading ‘the savages’ also suggests that the arrangement of language in the extract stands for power relation: the superiority the colonizer believes to have when describing the episode of those ‘savages’ afraid of a chicken. 
About the second extract: 
As meninas da Gare

Eram três ou quatro moças bem moças e bem gentis

Com cabelos mui pretos pelas espáduas

E suas vergonhas tão altas e tão saradinhas

Qua de nós as muito bem olharmos 

Não tínhamos nenhuma vergonha

(The station girls/ There were three or four maids of maiden years/ With hair right dark down their backs/And their shames so upstanding and so well-kempt/That we took no shame/From looking well upon them)

The full passage was taken from the original letter with a few alterations, some words were removed in order to synthesise the subject of the heading. As identifies Treece, the heading ‘the station girls’ induces to compare the first Portuguese with the modern image of the sailors grabbing the local prostitutes on the port.
 Going further, Oswald’s intention in allocating that heading in the passage could also be to satyr the guilt of the greed of the western conqueror, which is (the guilt) transferred to the female Indians, who make their uncovered and pretty ‘shames’ available to sexual desire. 

Therefore what Oswald is doing in ‘Pero Vaz Caminha’ is to highlight the subtext left out of the traditional language by putting irony and criticism in what was not said in the letter, but is underlined in the gaps of the text and in history. In the first snapshot, he shows the Europeans interpretation of Indians as innocents nevertheless savages creatures. In the second, the Western repressive culture towards the body through the allegory of the sexual greed of the sailors towards the Indian maid – quite a shocking thing to do in poetry under the eyes of the traditional bourgeoisie of that time. In both extracts, there is a criticism on the suppression of the ‘conquistadores’ over the indigenous people. In the whole poem, the language of the letter written in traditional Portuguese is re-arranged in order to fit the heading and the subtext. That happens in the relocation of the original text into a new spatiality and in the occultation of some words in the lines.

By permitting his own interpretation on the ‘discovery’, Oswald is giving way to a critical approach to the whole history of Brazil. Nine years later Gilberto Freire would publish ‘Casa-grande e Senzala’ and three years after that, Sérgio Buarque de Hollanda, ‘Raízes do Brasil’, both works that would change, at least theoretically, the deterministic view on the relationship between black, white, Indian.
Conclusion
Brazil-wood poetry have not merely made rupture with past conventions and started a new aesthetics of language and spatiality. Rather, it had re-arranged language outside the academic formulas Brazilian poets used to copy from the French school.
Such re-arrangements happen through the dislocation of paroles from various spaces and their relocation into the literary framework.

On one hand, this process brought the possibility for language to abandon stability, which is the cause of suppression when transposed to rhetoric. 

On the other hand, only the ‘possibility’ was there. Since the access to the written language is limited to the elite, language becomes, once more, academic and/or repressive.

Poetry, however, was able to disrupt from the conventions of rhyme and metric.
Such a re-arrangement was only possible due to the urban phenomena. Living in a urban space, have urged modernists to make art that responds to the fragmented space of the city, to the urban policentrality. Additionally, they want to identify a common sense of brasilidade among the different social groups. Hence, they want to assess the paroles from the city and other places of Brazil.
Oswald de Andrade with the Brazil-wood manifest formalized the Brazilian modernist desire. But more than that and unlike the other modernists:

1-he proposes to relocate the history and actuality of Brazil in written language and understand it as part of a national identity.
2-he incorporates the policentrality of the urban in the poems that accompanies the manifest. How:
a-through the process of creating fragments of spaces (snapshots) 
b- through synthesis: by limiting language to elementary (the facts and the subject/critic ). In his poetry the subject/critic is summed up by the heading. 
c- by a straighforward approach. No adjectivization, no sentimentality. Experiment and irony instead.
According to Oswald process 1 would create a ‘poetry of exportation’.
An example of a re-arranged poetry to be exported: ‘Pero Vaz Caminha’
Oswald’s intention in synthesizing the letter of ‘Pero Vaz de Caminha’: to play with language, to desmistify the historical fact and somehow in paradox to the latter, to approach a sense of identity.  

Process 2 offers the tools to attain process 1:
Policentrality in poetry made possible identity expressiveness.

As illustrated in this paper:

Brazil-wood brought re-arrangement of language: permitted disengagement from academicism and the inclusion of paroles in literature. It would influence later a new aesthetic. 

Brazil-wood brought re-arrangement of space: took paroles specific to fragmented spaces and glued them on the pages of a book. 
Therefore, to talk about re-arrangement does imply first of all that a previous arrangement existed.
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