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A Interferéncia do Portugués Cologquial como uma das Fontes de Erros

no Aprendizado de Relfative Cfauses que contenham Prepositional Obfect.

Carlos Alberto Gohn

Pressupostos Teoricos

Partimos do principio que em An3lise de Erros ndo se traba-
lham os erros unicamente do ponto de vista da interferéncia da lingua
materna: "Interferéncia Interlingual® (SELINKER, pp. 31-55) seria um
termo mais abrangente. A interferéncia entre a lingua materna e a 115
gua-alvo estaria al presente mas jogaria lado a lado, sem condigdo de
superioridade, com outros tipos-de interferéncia tal como aquela exis-
tente entre a lingua materna e outras linguas estrangeiras conhecidas
pelo aluno, e ainda com a interferéncia dessés linguas estrangeiras
entre si. Contudo, podemos enfatizar, a interferéncia da lingua mater-
na também & considerada e para explicd-la devemos utilizar principios
da Analise Contrastiva. Como outras fontes de erros poderlamos ainda
enumerar: a Interferéncia Intralingual, isto &, a generalizagado indevi-
da de regras que existam na lingua estrangeira e que tenham sido apren-
didas anteriormente sendo, agora, generalizadas através de uma transfe-
réncia negativa. Tambem os fatores sociolinguisticos, os fatores fisio-
psicologicos, a idade (o adulto seria mais suscetivel 3 interferéncia
da lingua materna), a modalidade de exposigdo a lingua e, finalmente,

o tipo de método de ensino empregado.

O enfoque do presente trabalho sera o de uma analise linguis-
tica do material produzido pelos alunos (no nosso caso, corrigido pe-
los alunos). Para tanto devemos jogar com (A) sentengas na lingua mater-
na dos alunos (B) sentengas da lingua-alvo produzidas por falantes nati
vos da lingua-alvo; e (C) sentengas da lingua-alvo produzidas pelos alu
nos (SELINKER, p. 35).

Para obter (A) baseamo-nos num trabalho de PIZZINI

_pos de oragdes relativas em portugués como:

1 sobre ti-

1Utilizaremos neste trabalho autores que oferecem uma descrigdo em ter-
mos da gramatica gerativa para as oragoes relativas. Fica aqui a ressal
va de que o emprego de tal descrigdo nao implica em maiores compromis-_
sos de nossa parte com o modelo gerativo.



1. EU VISITEI O HOMEM QUE VOCE FALOU.
Para obter (B) nos valemos da descrigao das Relativas Clauses por
JACOBS e ROSENBAUM (1968) que permite sentengas como:

2, THIS IS THE MAN THAT I SPOKE TO.

(C) foi obtido por uma rapida amostragem de sentengas corrigidas pelos
alunos.

(A) Oragdes Relativas no portugués coloquial

PIZ2INI discute a possibilidade da an3lise de oragbes rela-
tivas em portugués coloquial como:

1. EU VISITEI O HOMEM QUE VOCE FALOU
3. A CIDADE QUE MORO £ GRANDE

Tais sentencas contrastariam com sentengas do portugués formal como:

4. EU VISITEI O HOMEM DE QUEM VOCE FALOU
5. A CIDADE EM QUE MORO E GRANDE

As caracteristicas destas sentengas seria as seguintes: (a) as formas
qual, gquem, e cujo n3o ocorrem, e onde tem um emprego reduzido. (b) se
ha uma preposigdo precedendo a frase nominal correferencial na estru-
tura profunda essa preposigdo desaparece. A justificagdo disto estaria
no fato de que em portugués, dependendo do registro, hd frases com pre-
posigﬁo-mais-fraseJnominal deslocadas juntas, ou frases com frase nomi
nal deslocada e preposigdo omitida, mas nunca frase nominal deslocada

e preposigao deixada na sua posigdo original:

6. JOAO E O HOMEM DE QUEM EU FALEI
7. JOAO £ O HOMEM QUE EU FALEI
8. *JORO £ O HOMEM QUE EU FALEI DE

Assim, como base de

4. EU VISITEI O HOMEM DE QUEM VOCE FALOU (Portugués formal) terlamos
a estrutura intermediaria:



Aceitando-se que o complementizador, neste estadgio de derivagdo, esta presen
te, pode-se indicar a derivagao de 4: Primeiro, uma regra de deslocamen
to leva o SN o homem, ou melhor dizendo, o seu proncme ele, junto com a
preposigao de, 3 posigao do domplementizadqr. Nesta posigdo o _homem se
converte em pronome relativo; sendo humano e precedido de preposigao,
torna-se a forma gquem.

Ja a derivagao de

1. EU VISITEI O HOMEM QUE VOCE FALOU. (Portugués coloquial)
seria explicada pela redugao total do elemento correferencial ao antece-
dente da oragao relativa (com desaparecimento, neste caso, também da

preposigao). A palavra gue nestas oragoes relativas seria o complementi-
zador.

(B) Sentencas na lingua-alvo (por falantes nativos)

ROSENBAUM (1968) ao descrever as Relative Clauses (capitulo

N0 presente estudo ndo serdo levadas em conta sentengas .do portugués
coloquial tipo:

Este @ o homem que eu falei dele.
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25), enumera exemplos em que O sintagma hominal preposicionado esta
separando de sua preposicgdo:

11. THE BOY WHO(M) I SPOKE TO.
12. THE BOY WHICH I SPOKE ABOUT.
13. THE BOY THAT I SPOKE TO. (p. 203)

Seguindo seu racioclnio, para derivar 11, teriamos de passar pela es-
trutura intermedidria:

NP
NP’///,\\\\\\b
w0 e
]
PP
A
Ll

Uma regra de movimento aplicada faz duas coisas:

“it adds the features + WH and + pronoun to the noun segment in
the identical noun phrase of the relative sentence and it moves
this noun segment to the front of the sentence" (p. 201)

O movimento do NP deixa a preposigdo no final e assim derivamos:

1l1. THE BOY THAT I SPOKE TO.

(C)- Sentencas com Relative Clauses corrigidas pelos alunos

Optamos por um teste onde foram enumeradas nove sentengas-
alvo e trés sentengas."distractor®, i1sto &, sentengas que "distraiam"”
os alunos quanto aos objetivos do teste. Um pequeno grupo de vinte
alunos de Universidade (Estudantes de Letras da UFMG) deu sua colabo-
ragdo fazendo o teste. Os alunos estavam no seu terceiro semestre
de inglés e ja haviam estudado Relative Clauses. Pediu-se aos alunos
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para efetuar a corregao, quando necessirio, na construqio das Relative
Clauses. A corregdo, em portugués, apareceria (ou ndo) na tradugdo que
também foi pedida. Esperdvamos chegar assim a alguma conclusao quanto
a "inabilidade dos alunos em separar as duas lInguas®” (RICHARDS, p.
173) no uso de certas Relative Clauses. Tal "inabilidade" produziria
sentengas tipo:

12. *THIS IS THE MAN THAT HE TALKED

As sentengas de niumeros 2, 4, 6 e 7 (ver quadro I) teriam uma tradugao
correspondente (sem a preposigdo) no portugués coloquial (ver PIZZINI
acima). Na medida em que as sentengas "passassem” e sua tradugdo coin-
cidisse com as sentengas descritas por PIZZINI, teriamos evidéncia para
postular que este tipo de estrutura do portugués coloquial estaria ten
do interferéncia na construgdo de Relative Clauses com Prepositional

Object.

1. He is the man sold me these books. (distractor)
2. This is the best present that we could think.
3. This is the house that he gave me. (distractor)
4. The dog that you were telling me yesterday died.
5. The knife that we use to cut the bread is this. (distractor)
6. The girl you were speaking died in 1920.
7. The house that they are looking is my house.

8. The girl whose mother I was talking has left.

9. I appreciate the kind words you have welcomed me.

10. That's the knife and fork that I eat.
11. The people that you were living in London are here.
12, The man that I pointed out you in the street is Martin.

Quadro I

As sentencas de nimeros 8, 9, 10, 11 e 12 ndo poderiam ter uma tradugdo
sem a preposicdo, sob pena de termos sentengas como:

13. *ESTA £ A FACA E O GARFO QUE EU COMI.

Estas sentengas serviriam como uma espécie de "grupo de controle” para
averiguar-se o tipo de interferéncia em agdo. Caso as sentengas de 8

a 12 "passassem” (ou aparecessem corrigidas na tradug¢ao). haveria uma
indicagdo no sentido de que os alunos ndo estariam sofrendo de interfe-
réncia interlingual, mas de algum outro tipo de interferéncia (corio
reducdo de sistema: "Help me lift the box", ao invés de "Help me to
1ift the box"; ou entao transferéncia de treinamento, caso em que os
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professores ou o livro-texto estivessem sempre apresentando drills com
Relative Clauses, mas sem Prepositional Object (SELINKER, p. 37 e JAIN,
p. 191).

Como se pode ver pelos resultados (Quadro II), as sentencas
com correspondéncia no portugués coloquial (sem a preposigdo) nao foram
corrigidas de maneira significativa. As quatro corregdes nas senten-
¢as 4. e 6. indicam que naqueles alunos foi estabelecida anteriormente
uma ligagd@o entre o verbo tell e a preposigdo about (também entre speak
e about), ao menos em certos contextos. Com think of e look at ndo acon-
teceu a mesma coisa (sentengas 2. e 7.).Um aluno, mesmo usando a pre-
posigdo at (sentenga 7.), traduziu sem usar a preposigao (o que, ao
menos neste caso, invalidaria a hipdtese de transferéncia da lingua
materna). Nas sentengas que em portugués ndo podem vir sem preposigao
os resultados indicam, para 8. e 9., haver uma falta de elementos para
a interpretagdo semantica das sentengas (ndo foram traduzidas), o que
se repetiria em menor proporgao, também com 10., 11. e 12. A senten-
¢a 10. foi corrigida em inglés (6 alﬁnos).que também traduziram com
a preposigao. Nove alunos gég corrigiram em inglés, mas traduziram u-
sando a preposigdo. A sentenga 11. fol corrigida por dois alunos em
inglés e a preposigao pareceu na tradugdo de sete alunos. A sentenga
12, foi corrigida por-dez alunos em inglés e por doze em portugués.

NAO-CORRIGIDAS CORRIGIDAS NAO-TRADUZIDAS

Inglés Portugués Inglés Portugués

1. (Distractor)

2. 20 20 0 0 0
3. (bistractor)
4, 16 16 4 4 0
5. (bDistractor)
6. 16 16 4 4 0

7. 19 20 1l 0 0

(8. a 12.: sentengas nao-traduziveis sem a preposigao)

8. 20 20 0 0 20
9. 20 20 0 0 20
10. 9 - 6 15 5
11. 5 - 2 7 13
12, - 10 - 2 12 8

Quadro II
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A analise destes dados ja pode nos levar a algumas conclusoes:
As sentengas 4. e 6. “"passaram" como corretas para dezesseis em vinte
estudantes. A sentenga 7. "passou" por dezenove e 2. por vinte estudan
tes. Tal fato poderia indicar uma interferéncia da lingua materna nes-
tes casos. As sentencas de nimero 8. a 12. na@o foram, em alguns ca-
sos, compreendidas. Para as sentengas 10. 11l. e 12, o fato delas nao
terem sido sempre corrigidas em inglés mas aparecerem com a preposigao
em um nimero de tradugdes, parece indicar que houve uma "transferéncia
de treinamento" (SELINKER, p. 37), isto &, os alunos foram exercitados
em Relative Clauses sem preposigao e nao foram exercitados o bastante
naquelas com Prepositional Object.

Apresentamos algumas consideragbes sobre a interferéncia de
sentencas do portugués coloquial na produgado de sentengas do tipo:

12, *THIS IS THE MAN THAT HE TALKED

por parte de estudantes brasileiros. Vimos também a possibilidade de
uma “"transferéncia de treinamento” na produgdo destas mesmas sentengas.
Estudos posteriores, feitos com um maior nimero de alunos, poderao
aclarar mais o(s) tipo(s) de interferéncia involvido(s) na questdo.

No pé em que estao, os resultados ja obtidos nos parecem ter alguma
aplicagao para o ensino de inglés como lingua estrangeira no Brasil.
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_Divergéncia Interna e Externa na Classificacao

de Erros em Inglés como Lingua Estrangeira.

Fernando José Rodrigues da Rocha

O presente trabalho constitui-se numa apresentagao parcial
de um tema desenvolvido no V Congresso da Associagdo Internacional de
Linguistica Aplicada. Seu objetivo & o de, através da detecgdo das
areas de divergéncia na classificacdo de erros em Inglés como lingua
estrangeira, contribuir para uma metodologia da Analise de Erros onde
a interferéncia da subjetividade dos pesquisadores nao venha por em
jogo a fidedignidade dos resultados obtidos.

] O experimento realizado baseou-se em um corpus composto de
135 composig&es‘pscritas por alunos brasileiros de lingua inglesa, co
mo parte do "Lower Cambridge Exam". O total de 2007 frases foi introdu
zido em um computador e suas partes automaticamente referenciadas. Um
programa especial imprimiu este material num formato adequado a uma
enquete linguistica. Esta consistiu em solicitar a 14 professores de
linguistica ou de ingl@s das universidades inglesas de Reading,
Birmingham e Edimburgo para testar a aceitabilidade das frases do
fragmento do corpus que lhes foi confiado. Aquelas julgadas compreen-
siveis, mas nao aceitdveis a um falante culto deveriam ter um trata-
mento especifico. Elas deveriam ser corrigidas e os erros encontrados
classificados em: (1) sintadtico, (2) léxico-semdntico ou (3) morfold-
gico, incluindo-se a grafia. Em casos de co-ocorréncia de erros numa
mesma palavra, os dois cddigos respectivos deveriam ser colocados.

Obteve-se através da enquete um corpus de 1.800 frases con-
tendo 3.238 palavras erradas e, por conseguinte, codificadas. Cada
erro foi entdo analisado linguisticamente e classificado dentro de 42
descritivas, com nimeros variaveis de sub-categorias, perfazendo um
total de 354 cddigos. Novamente, em casos de justaposigido de erros
numa mesma palavra, codigos distintos foram atribuidos.

Uma vez o fichdrio atualizado, isto &, quando todos os da-
dos foram registrados em fita magnética, o computador forneceu median
te um programa de selegdo, uma listagem na qual os codigos de descri-
¢@o linguistica dos erros foram agrupados dentro dos fragmentos ana-
lisados por cada um dos corretores. Deste modo, pode-se constatar
ndo somente as areas de divergéncia entre os diversos corretores
(divergéncia externa) mas também as areas de flutuagao de cada um de-
les individualmente (divergéncia interna).
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Na tabela a seguir o grau de divergéncia interna foi obti-
do através do calculo da percentagem de corretores, dentre os 14,que
atribuiram mais de um cédigo de tipo de erro para um mesmo fendmeno
linguistico, ou seja, para um mesmo cédigo de descrigdo linguistica
do erro.

Para o estabelecimento da divergéncia externa, foram cal-
culados os coeficientes de variagao através das formulas seguintes:

X =EH s VE(Ri-%)?

T w1

n
cv:_sr—-
x

sendo o grau de divergéncia externa o contrario do coeficiente de va-
riagao ( 1- cv).

Dentre os resultados obtidos, destaca-se a relag@o dos dez
casos onde o maior {ndice de divergéncia externa foram encontrados,
acompanhada dos fndices de divergéncia interna e da distribuigdo dos
codigos de erros atribuidos pelos corretores (o cédigo zero indica
erro detectado, mas ndo codificado).

TABELA 1

Graus de divergéncia na classificagao de erros

Distribuicao dos oddigos arau de divervéncia
de erro

Descricao do erro

/ 0 /1 / 2 / 3 / externa interna

1.Substituicdo Subst/adj 33.3% 33,38 33.3% 1,00 7.1%
2.Separacdo de halavras 41.6% 1€.8%  41.6% 0,71 7.18
3.0miss3o de determinante 0.7% 44.8% 41.8% 13.5% 0,67 7.1%
4. Forma verbal inexisterte 46.1% 15.4%  38.5% 0,57 14.3%
5. N.do determin. :sing/plural 10,08 40.0%8 50.0% 0,52 0,0%
6.N.do. substant. :sina/plural. 37.0% 15.8¢ 47.2% 0,52 14.3%
7.Substituicdo det/det 44.4% 33.3% 22.2% 0,40 14.3%
8.Substituicdo adv/coni 31.38 25.0% 43.7% 0,37 7.1%
9.Substituicdo rrer/oren 14.3%  47.0% 28.4% )4.3% 0,28 50.0%
10.Substituicdo rassado 4,48 54.0% 4.4% 35.0% 0,00 14.3%

simples/presente
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Com base nos dados acima apresentados foi conclufdo que,

mesmo se preparada por um grupo de pesguisadores, nenhuma taxonomia de
erros em termos de niveis da lingua pode ser considerada isenta de
subjetividade. Isto porquanto as nogdes de sintaxe, léxico, semantica
e morfologia sdo passiveis de interpretagdes ambiguas. Constatou-se
que a imprecisa@o das fronteiras destas areas & tal, que dois ou mais
codigos foram atribuidos & cerca da metade (49.8%) das 354 categorias
descritivas examinadas pelos corretores. Por outro lado, & também im-
portante verificar-se que as restantes categorias descritivas (51-18%)
3s quais somente um codigo de erro foi atribuido tém caracteristicas
especiais. A maioria delas (57.4%) & composta por estruturas que
ocorrem somente uma vez no corpus, deixando, desta forma, nenhuma mar
gem para eventuais flutuagdes. Em outras palavras, o Indice de diver-
géncia aumenta a medida em que a frequéncia de cada cddigo descritivo
cresce,isto &, quanto mais uma estrutura errada aparece no corpus,mais
possibilidade ela tem de ser classificada de modo divergente. Este
truismo aparente tem suas consequéncias. A partir dele pode se inferir
que a nao-divergéncia na classificagdo de erros, segundo os niveis
linguisticos classicos, & primordialmente um produto da baixa frequén-
ciados itens e ndo oriundo de um consenso geral entre os corretores. .

Fol constatado que em certas areas nao ha uma tendéncia ni-
tida quanto & classificagdo de erros em Inglés como lingua estrangei-
ra. A tabela 1 mostra que, no caso da substituigdo de um substantivo
por um adjetivo, um nimero igual de ocorréncias foi classificado como
pertencentes aos grupos 1, 2, e 3 o que significa que as opinides dos
corretores dividiu-se em trés partes equitativas. No quarto caso; em
que formas verbais ndo existentes na lingua deveriam ser classificadas,
uma divisao em duas facgdes foi observada. Uma optando pelo nivel sin-
tatico, enquanto a outra preferiu considerar o erro como pertencente
ao nivel morfoldgico.

Nos demais casos delineia-se uma tendéncia em diregdo a um
ou outro cddigo. No entanto, um outro tipo de ocorréncia merece ser
chamado & ateng@o: quando um determinante foi substituido por outro
determinante com valor lexical e semdntico distinto, 14.3% dos cor-
retores detectaram o erro, mas aparentemente ndo lograram decidir-se
quanto ao codigo a lhe atribuir e, assim sendo, preferiram ndo codi-
ficar, deixando o espago em branco.

A analise dos graus de divergéncia interna mostra que foi
a classificagdo da substituicdo de uma preposigao por outra, indepen-
dentemente da regéncia verbal, que causou maiores problemas a decisao
dos corretores. Metade destes codificou, em varias reprises, de forma
distinta o mesmo tipo de erro.
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Foi também observado que, exceto o caso da substituigdo de
preposiqaeg, todos os demais tém algo a ver com a forma das palavras,
também éue € o uso indevido de determinantes (nitmero, omissdao e subs-
tituigdo) que causam maior dificuldade & classificagdo. Os substanti-
vos (substituigdo por adjetivos e mudanga de niimero) e os verbos
(formas inexistentes na lingua e troca de tempos) constitutem o se-
gundo maior foco de problemas quanto d diversidade de classificagdo,
nao sendo levadas em conta a frequéncia de suas ocorréncias no
corpus.

Como consideraqﬁo final sugere-se que mais atengdo seja
dada a questdo da validade e utilidade da classificagdo de erros em
lingua estrangeira dentro de niveis descritivos que podem ser postos
em quest@o e, sobretudo, tornar infrutifera a comparagdo dos resul-

tados de pesquisas distintas.
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Sobre a Origem da Nomenclatura Alema na Mineralogia Brasileira

Hedwig Kux

A lingua dos mineiros & uma das mais interessantes entre as
linguas técnicas em geral. O criador mais competente da nomenclatura
da mineralogia & o homem do povo. Johann Friedrich Henke, Bergrat na
Saxonia, dizia no seu livro: "Kieshistorie" em 1725,%"der vornehmste
Erfinder der Bergsprache ist der gemeine Mann." O mineiro que mal sa-
bia ler e escrever ndo usava 0s nomes gregos, latinos ou &arabes. O ci
tado Bergrat Henkel dava mais valor aos nomes simples e curtos, pois
é facil distinguir "Glanz", "Blende" e "Spath". O carater internacio-
nal que a nomenclatura mineraldgica vem adquirindo recentemente faz
com que nomes de minerais expliquem melhor as suas qualidades do que
as suas formulas quimicas. O comércio e a indastria preferem os nomes
originais. E evidente que, por exemplo, o nome Quartzo & mais claro e
compreensivo que sua fdrmula. Naturalistas muitas vezes foram criado-
res geniais de nomes. Os problemas de nomenclatura nao sao tao simples
no campo da mineralogia como na zoologia ou botdnica. Sao os nomes
alemaes que foram assimilados por todas as linguas germd@nicas e euro-
péias.

Sendo substantivos, os nomes alemaes tém género gramatical,
ou masculino ou neutro e até feminino.0 autor do livro "Die Namen der
Steine"”, Hans Liischer ,conta cerca de 1000 nomes masculinos e incluin-
do os compostos )p. ex. com -erz) também acha um nimero consideravel
de nomes neutros. Os femininos sao os mais antigos como "Grauwacke,
Kieselguhr, Blende" e também "Pechblende" e "Hornblende". Die
Kieselguhr passou a ser masculino em portugués enquanto "Der Gang"
virou a ganga. Os mineiros comparavam os minerais com seres vivos.
Esta visdo perde-se com o avango da nomenclatura cientifica. O cobal
to & um exemplo. No inicio "der Kobold" hoje & "das Kobalt", em por-
tugués "o cobalto". Com a introdugao de designagOes gregas e latinas,
o0 género gramatical perdeu a importancia. Hoje os nomes de pedras e
minerais sdo usados sem artigos. Obras cientificas alemaes nao escla-
recem nada sobre o género gramatical. Deste fato surgem dividas a
respeito do artigo. A Gltima edigao do "Duden”, de 1973, atribui ao
Wolframio "Der Wolfram” o género neutro, embora Knaurs Rechtschreibung,
do mesmo ano, muito certo considera Spath ( o espato) masculino.
Wolfram e Wolfruss sao esquecidos como substantivos masculinos.

2.1. Do antigo alemdo passaram ao alemdo moderno entre outros:
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"Der Gneis, der Spath, die Blende, der Fels, die Druse , der Gang,
der Torf, der L8ss , die Wacke,” - Substantivoes ¢que as outras lin-
guas germadnicas conhecem. Nao sao muitos, mas todos se encontram na
nomenclatura mineraldgica brasileira.

2.2, 0s nomes mencionados como outros do antigo alto alemdo se
distinguem por serem curtos. Outros nomes pertencentes a esse grupo

e, comuns nas‘'linguas germanicas, porém nao existentes em portugués,
sao: "das Salz, das Silber, der Ton, der Flint, das Blei, der Kies,
die Erde, der Lehm." Mais tarde foram acrescentados os nomes do voca-
bulario técnico dos mineiros como por exemplo: "Glanz, Quarz, Fluss,
Spiess ." Ainda no século XIX estes nomes curtos sdo mencionados entre
os melhores de todas as classificagles. A sua brevidade & uma grande
vantagem em comparag@o aos nomes modernos, o que veremos adiante. A
sua sonoridade faz com que eles se distinguem, facilmente uns dos outros,
como por exemplo: "der Fels, die Wacke, der Gneis, der Quarz". Para
comparar aos nomes mais recentes. Antimonsilberblende ou Adamin, Al-
mandin, Alabandin. Os trés Ultimos sd@o frequentemente confundido pelo
estudante e leigo. A qualidade principal dos nomes germénfcos, a bre-
vidade, deve ser uma das razdes pelas quais eles foram assimilados
pelas outras linguas, fazendo desta maneira, parte também da nomencla-
tura mineraldgica brasileira. Outra qualidade dos nomes mencionados,
gue facilitava a sua assimilagdo & lIngua portuguesa & que eles nao
oferecem dificuldade de pronlincia, com excegdo da pechblenda e talvez
da potassa. O iltimo nome foi bem assimilado do alemdo "Pottasche".
Pequenas modificagdes sofreram "der Gang" para a "ganga", mudando
também o género e "o espato" do alemao "Spath".

2.3, Interessante & o capitulo de certos nomes dados por mineiros
alemdes, pois s@o apelidos pejorativos. Desde grupo, o portugués
selecionou: colbalto, mispiquel, niquel, volframio e blenda. Os minei-
ros da Saxonia xingaram um certo grupo de rochas, (eles ndo os consi-
deraram minerais), de nomes de diabos e demdnios germdnicos

A presenca deles, a principio, impediu a fundigdo do cobre. Também

n3o eram facilmente distingulveis e como enganadores do mineiro rece-
beram os nomes mencionados. Com a exceg¢do de trés achamos em portugués:
die Blende - a blenda ‘(também horneblenda) -, Vem do verbo "blenden®

o que significa enganar, como também os compostos horn e blenda e pech-
blenda. Foram eliminados da nomenclatura alemd e nao se encontram em
portugués: "Katzensilber", Katzengold" é "Gansek8tig", considerados
indecentes. A pechblenda, como outros, as vezes mostrava um aspecto
brilhante prometendo ser um bom minério , mas era sem valor..Os minei
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ros rezavam:
"Verwandle Glanz, Kies, Blend und Querz (Quarz)
Herr, durch dein Wort in gutes Erz!"

Somente Deus podia transformar Blende ou blenda num minério valioso.
A prece foi atendida. A valorizagdo de fato ocorreu com a Pechblenda
quando Klapproth, em 1789 tirou dela o urdnio, achando que Pechblenda
nao merece mais esse nome indecente. O cobalto, "das Kobalt", vem de
"Kobold"”, como niquel de Nickel. Ambos der Kobolt und der Nickel sdo
demdonios. Especialmente o Kobold fez com que certas rochas, de vez
em quando, brilhassem igual 3 Prata, transformando-se em fumaga vene-
nosa na fundigdo, (era o arsé&nico, somente Gitil para matar moscas).
Um minério de arsénico também & o mispiquel - em alemdo "Mispickel®.
A origem: Pickel ou Buckel nd@o & bem clara, mas significa algo desa-
gradavel, mal cheiroso e produz vapores venenosos. Niquel vem de
Nickel. Este demdnio ou Benngeist também & chamado Nikolaus. No prin-
clpio nickel & usado s6 na composigdo Kupfernickel. Este Nikolaus,
por maldade, deu a certa rocha mais peso e uma cor vermelha prometen-
do assim cobre. Mas n@o contém cobre.

Em 1751, foi encontrado no Kupfernickel um metal. Desta vez
o nome nickel ndo fol mudado, nem tampouco o de cobalto. Talvez os de
monios ja tivessem perdido o seu poder. O volframio, em alemdo "der
Wolfram"™ e mais tarde "das Wolfram", era considerado um forte inimigo
dos mineiros até a descoberta do valor de volframio. Quarz, em portu-
gués o quartzo, & documentado em alemdo a partir do século XIV.
O dicionadrio de Grimm deriva Quarz do antigo alemdo quarx, querx-zweng,
isto &, anao, também um demdnio. Oltimas pesquisas derivam quarz do
tcheco. Como o quartzo & o mineral encontrado com mais frequéncia na
superficie, tem também muitos compostos que, em analogia ao alemado
sao traduzidos: Rauchquarz, Milchgquarz e Rosenquarz - Quartzo de
fumaga, quartzo de leite e quartzo de rosa respectivamente.

3.2, Existem também minerais nos escombros que nao podem ser ex-—
plorados. Alguns porém indicam o caminho para o bom minério nas suas
proximidades, sa@o eles: Wacke, (vaca ou vaqua), Gneis (ou gnaisse),
Horn (ou horna) e Spath (espato ou Spato). Grauvaca ou na ortografia
recomendada por Antenor Nascentes grauvaqua. Grauvaca nao & uma raga
bovina (talvez importada pelos imigrantes alem@es do Rio Grande do
Sul?). Die Wacke oder Grauwacke antigo alto alemao "waggo” & apenas
uma rocha redonda e firme e a mais frequénte nas idades da nossa
terra. Spath em portugué@s o espato e feldspato, vem do verbo "spalten”.

= partir, fender, separar.



3.3. Grande influéncia sobre a nomenclatura internacional tomou
o pai da geologia alemd Abraham Gottlob Werner (1749-1817), professor
em Freiburg na Saxonia. Entre os seus alunos se encontravam Alexander
von Humbolt, José Bonifacio e Manoel Ferreira da Camara, em Minas co-
nhecido como Intendente Camara. A colegdo mineraldgica comprada na
Alemanha pelo conde da Barca, pouco antes de 1810 tem mais de 3000
pegas classificadas e descritas por Werner. Seus alunos seguiram seu
sistema. Ele sempre deu preferéncia aos nomes simples pois achou que
sio mais ficeis de serem decorados pelos estudantes.

3.4. Inovagbes propostas por Werner sdo os nomes:feldspato,horn-
blenda, kieselguhr, pechblenda - hoje assimilados na nomenclatura bra
sileira. Eles sdo compostos de elementos do vocabuldrio técnico de
mineiros alemaes.

3.5. Um grande grupo de nomes indicam os locais onde o respectivo
mineral foi encontrado, outros receberam nomes em homenagem a pessoas,
como por exemplo: Spessartite (local: spessart), goethita (pessoa).
Spessartite e spessartita existem em portugués paralelamente como
também Goethita e Goetite. Segundo Celso Cunha o sufixo nominal ite
designa inflamag@o, doengas como por exemplo gastrite, ou meningite.
Na mineralogia - "ite" - & reservado para designar fosseis. Grafite &
um mineral.e felsite uma rocha. Tampouco espessartite e goethite sdo
doengas. Da goethita existem seis lindos exemplares fotografados na
obra "Minerais do Brasil® de Rui Roberto Franco. Todos os seis foram
encontrados em Minas Gerais, & claro!

3.6. E reciprocamente nomes brasileiros também participam da no-
menclatura alem3 como por exemplo: Amazonit, Andradit (de José Bonifa-
cio de Andrada), Brasilianit, Itacolomit, Itabirit.

3.7. E para terminay, uma observagdo sobre as forcgas magicas de
certos minerais desconhecidos até no momento de suas descobertas. O
cobalto pode criar forgas além do imaginavel, também o urdnio. Quando
Klapproth extraiu da pechblenda o novo elemento uranio deu-lhe este
nome da mitologia, pois no mesmo ano foi descoberto o planeta Urano.
Uranus o soberano da mitologia grega, procurou matar os filhos, pois
temia que eles poderiam combater o pai. Mas Klapproth nao sabia que
do uranio pode-se extrair elementos capazes de extinguir a vida na
terra. Na época os nomes da mitologia grega eram muito apreciados,
lembramos os poetas do classicismo alemao - a poesia de Goethe:Parzen-
lied.
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A muitas pedras foram atribuidas forcas magicas. A superstigdo sempre
acompanha o mineiro, pois o seu oficio & penoso e muitas vezes peri-~
goso. As pedras chamadas "Zaubersteine", pedras magicas, tinham mui-
tos sindnimos. A alguimia tratou os verdadeiros nomes como segredos,
procurando esconder a verdadeira substancia. Este grupo de nomes de-
sapareceu por completo da nomenclatura oficial. O comércio aproveita
os nomes de pedras que dac felicidade de qualquer tipo que se deseje.
Mais convence a forga magica da famosa opala do drama de Lessing. A
sua forga magica & ameacgada de extingao no momento em que a Opala &
copiada duas vezes, de maneira perfeita n3o podendo se distinguir as
duas pedras falsas da pedra original. Mas o juizo do drama convoca os
" trés irmdos a praticar as virtudes humanas, as mesmas virtudes que a
pedra original promete ceder ao seu portador. Assim Lessing consegue
conservar a forga magica da pedra que intima o homem a seguir a vonta-
de divina. Ela agora serve apenas para lembrar gey portador dos deve-
res humanos. E o aspecto adequado ao iluminismo alemao.
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O_Emprego do Perfeito Composto em Inglés e Portuqués:
" Estudo Comparativo

Maria da Conceigdo Magalhdes Vaz de Mello

I. Introducao

A idéia de se fazer um estudo comparativo do uso do perfei-
to composto em inglés e portugués surgiu do fato de termos verificado
que existe grande dificuldade, por parte de alunos brasileiros, em
aprender a empregar corretamente em inglés esse tempo verbal. Para
a descrigdo do inglés utilizamos a obra de G. Leech, intitulada
Meaning and the English Venb que, na nossa opinido, apresenta um es-
tudo bastante completo do assunto. Com relag@ao ao portugués, fizemos
uma pesquisa em um niimero bastante grande de gramaticas e verificamos
que sdo poucos os autores que estudam o assunto. Entre esses, desta-.
camos Thomaz da Silva Branddo, M. Said Ali, Epiphanio da Silva Dias,
Claudio Branddo e Celso Cunha. Segundo o primeiro autor aqui citado,
o pretérito perfeito composto & usado "para exprimir repetigdo ou
probabilidade de continuagdo de uma coisa inteiramente passada.” Pa-
ra E. Dias, "o pret. indefinido exprime a continuagado ou repetigid
d'uma agdo desde certo momento até o momento em que falamos." Para
Claudio Branddo, o mesmo tempo serve para significar "o que, tendo-
se iniciado no passado, dura ou se vem repetindo‘até o presente, pro
metendo ou n3o continuar no futuro®. E, finalmente, para Celso Cunha,
a forma composta do pretérito perfeito "exprime geralmente a repeti-
¢do de um ato ou a sua continuidade até o presente em que falamos."
Se analisarmos essas descrigbes, podemos verificar que, em todas,
estdo presentes as idéias de continudgdo e repetigdo. M. Said Ali faz
uma distingd@o importante entre atos durativos ou iterativos e atos
momentadneos. Ele diz o seguinte: "Em portugués porém entendemos vir
a proposito o presente perfectivo — e esta distingdo ndo se faz nos
demais tempos — se o ato & durativo ou iterativo, como: Tenho passa-
do _ou vivido bem; tenho lido muitos romances; mas nao diremos ele tem
morrido, tenho recebido a carta, porque siao atos momentaneos, sem
continuidade nem repetigao”. Um aspecto importante do uso do perfei-
to composto em portugués com relagdo as outras linguas romanicas &

mencionado por Celso Cunha e E. Dias. Sequndo o primeiro, "ao contra-
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rio do que ocorre em algumas linguas romanicas, hda em portugués cla-
ra distingdo no empreto das duas formas do pretérito perfeito: a sim-
ples e a composta.” O segundo afirma que "a significagao_do pret. in
definido &, como se vé, menos lata em portugués do que nas outras
linguas romadnicas. Diz-se por ex. em francés: Je vous ai écrit (escre-
vi-vos) il y a une guinzaine de jours.” Ainda com relagdo a essa dis-
tingdo entre a forma simples e a composta, ha um detalhe importante

que & a ligag@o do passado com o presente. Segundo Celso Cunha, "o
pretérito perfeito simples, denotador de uma agao completamente con-
cluida, afasta-se do presente; o pretérito perfeito composto, expres-
sdo de um fato repetido ou continuo, aproxima-se do presente. "Jesper-
sen faz uma distingdo semelhante para o inglés. Segundo ele, "the
difference between the Preterit and the Perfect is in English observed
more strictly than in the other languages possessing corresponding
tenses. The Preterit refers to some time in the past without telling
anything about the connection with the present moment, while the
Perfect is a retrospective present, which connects a past ocurrence
with the present time, either as continued up to the present moment
(inclusive time) or as having results or consequences bearing on the
present moment".

" No final de nossa pesquisa, chegamos as seguintes conclusdes:

1. Ha uma diferenga nitida no uso, das formas simples e composta do
perfeito, tanto em inglés quanto em portugués;

2. Em ambas as linguas , o perfeito composto serve para ligar o momen-
to passado com o presente.

3. O perfeito composto & usado nas duas linguas para indicar uma agdo
ou estado gque comegou no passado mas, continua ou se vem repetindo
até o presente.

4. Além do significado apresentado na conclusao anterior, o perfeito
composto inglés possui outros que correspondem, em portugués, a
tempos verbais diferentes.

II. Import@ncia da an3lise contrastiva no ensino de Linguas Estrangei-
ras.

Quando ensinamos uma lingua estrangeira, muitas vezes esque-
cemos que & importante fazer um pararelo entre o processo de aquisigdo
da lingua materna por uma crianca e o processo de aprendizagem de uma
lingua estrangeira por criangas maiores e adultos. Estudiosos e pes-
quisadores desse assunto concluiram que, apesar de existir uma semelhan-
Ga basica entre os dois processos, existem muitas diferengas, das
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quais algumas podem ser consideradas como vantagens e outras, como
desvantagens. As prihcipais vantagens de um estudante de lingua es-
trangeira com relag@o a uma crianga aprendendo sua lingua materna
saos

1. O aluno que aprende uma lingua estrangeira & mais maduro intelec-
tualmente e, por isso mesmo, ter@ mais facilidade em aprender concei-
tos. Isto o ajudarda muito no dominio de campos semdnticos da lingua
estrangeira.

2. Ele ja aprendeu uma lingua e pode, por isso mesmo, aprender as sen
tengas padrGes da lingua estrangeira com uma rapidez muito maior.

As principais desvantagens sdo as seguintes:

1. Na maioria dos casos, os estudantes que aprendem uma lingua estran-
geira ja ultrapassaram o ciclo maturacional do cérebro. Esse ciclo
constitui o periodo mais importante na aquisigdo da lingua materna e
termina em torno dos oito anos de idade. Uma crianga que aprende uma
segunda lingua antes dos oito anos tem pouca dificuldade, por exemplo,
em dominar o sistema fonoldgico dessa lingua enquanto que num adulto
ou crianga mais velha a interferéncia dos padrdes fonoldgicos da lin-
gua materna & tdo grande que quase nunca se consegue sucesso completo
nas tentativas de ensinar esses padroes numa lingua estrangeira.

2. A motivagao de um estudante que aprende uma lingua estrangeira &,
quase sempre, bem menor do que a de uma crianga aprendendo sua lingua
materna.

3. Uma séria desvantagem estd relacionada com a falta de experiéncia
intensiva do aluno com a lingua que estd aprendendo. Uma crianga apren
dendo sua lingua materna esta constantemente em contato com ela, fa -
lando ou ouvindo. Por outro lado, o aluno que estd estudando uma se-
gunda lingua fica limitado a um determinado nimero de aulas por semana
que, normalmente, & muito pequeno. Consequentemente, um dos maiores
problemas do professor de linguas estrangeira & fazer com gue o aluno
consiga o maximo de experiéncia intensiva da lIngua estrangeira dentro
do tempo restrito que lhe & concedido, dentro da estrutura do seu
curso.

4. Outra desvantagem que o professor deve levar em conta esta relacio-
nada com a influéncia dos habitos -linguisticos da lingua materna, que
ja estdo enraizados. Esses habitos prejudicam a atuag3o do aluno e se
manifestam de varias maneirag, como por exemplo, quando o aluno tenta
aplicar as regras de sintaxe da sua lingua materna nas estruturas sin-
taticas da lingua estrangeira.

Perguntamos agora: Qual seria entao o papel do professor de
linguas? Pelo que foi exposto até agora nesse trabalho, podemos tirar
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a seguinte conclusdo: ele deve tentar aproveitar ao maximo as vanta-
gens apresentadas por seus alunos e, ao mesmo tempo, minimizar as des
vantagens.

A analise contrastiva pode ser considerada como um dos meios
utilizados no ensino de linguas estrangeiras para minimizar as des-
vantagens de que falamos acima. Robert Lado, no seu livro Lingudistics
across Cultunes (1957), falando sobre ela, apresenta as seguintes
proposigoes:

1. Os materiais didaticos mais eficazes s3o os baseados numa descrigao
cientifica da lingua a ser aprendida, comparada cuidadosamente com
descrigdo paralela da lIngua materna do aprendiz.

2. Na comparagao entre a lingua materna e a lingua estrangeira esta
a chave para a facilidade ou dificuldade no. aprendizado de lIinguas
estrangeiras. Os elementos semelhantes aos da lIngua materna do
aluno serdo faceis para ele e os elementos diferentes serdo difi-
ceis.

3. O professor que ja tiver feito a comparagdo da lingua estrangeira
com a lingua materna dos alunos sabera melhor quais sdo os problemas
reais da aprendizagem e podera tomar medidas para ensind-los de um
modo melhor.

Essas proposigGes foram aceitas por muitos professores de
linguas estrangeiras durante muito tempo. Entretanto, S. Pit Corder,
em seu livro Introducing Applied Linguistics (1973), questiona a pro-
posicdo de Lado que apresenta diferenga e dificuldade como sindnimos.
Para ele a analise contrastiva serve para mostrar que algumas lInguas
sao mais, ou menos, dificeis para falantes de uma determinada lingua.
Podemos ent@o dizer que ndc existem linguas dificeis. Dificuldade &
fungdo das relagGes entre as linguas e ndo & inerente a uma sd lingua.
Para o mesmo autor ha evidéncia de que uma coisa totalmente nova ou
diferente pode ser muito mais facil de aprender do que uma coisa que
€ somente um pouco diferente. Além disso, o estudante deve apxender nao
somente as diferengas entre as duas linguas, mas também descobrir as
semelhangas que existem entre elas. Estd também & uma tarefa da apren-
dizagem.

III. Metodologia

Ao se fazer uma andlise contrastiva & preciso explicar por-
que o assunto escolhido pode servir de base para um estudo comparati-
vo entre duas linguas. Ora, podemos em primeiro lugar dizer que
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"present perfect" e perfeito composto sdo tempos verbais, pois exis-
te o conceito tempo verbal em inglés e portugués e os dois se enqua-
dram dentro desse conceito. Além disso, esses dois tempos yerbais
apresentam estruturas idénticas: ambos sdo formados por um verbo au-
xiliar que tem o mesmo sentido nas duas linguas (ter e "have") segui
do do verbo principal no participio passado.

Um dos problemas mais dificeis desse tipo de analise & sa-
ber qual o modelo de descrigdo lingulstica que deve ser usado e qual
a metodologia a ser seguida. Deve a descrigdo da liIngua materna ante-
ceder ou seguir a da lingua estrangeira? Deve-se apresentar descri -
¢Oes completas do assunto escolhido em ambas as linguas e depois fa-
zer uma comparagdo das duas ou deve-se descrever apenas a 1ingua es-
trangeira, passando-se em seguida 3 comparagdo com a lingua materna?
Quanto ao modelo de descrigdo linguistica, seguiremos o mesmo adotado
por G.N, Leech, no seu livro Meaning and the English Venrb (1971) , mo-
delo este puramente semantico-descritivo. A vantagem de se usar essa
obra como base para a descrigd@o do uso do "present perfect" em inglés
estd no fato de que, para compreendé-la ndo & necessario conhecer
henhum modelo de descriqéo linguistica moderno mais sofisticado. Quan-
to d metodologia, adotaremos o seguinte procedimento: serd apresenta-
da, em primeiro lugar, a descrigdo do uso do "present perfect" em
inglés e, em seqguida, sera feito um estudo comparativo com o perfeito
composto do portugués. Esse procedimento sera adotado porque, desse
modo, economizaremos trabalho considerando que ndo ha necessidade de
se apresentar uma descrig@o completa do assunto na lingua materna,que
ja @ conhecida do aluno, mas sim da lIingua estrangeira que & aquela a
ser aprendida. _

Tentaremos mostrar nesse trabalho que, analisando o emprego
do perfeito composto em inglés e comparando-o com o portugués, podere-
mos descobrir ndo apenas as diferengas apresentadas pelas duas linguas,
mas também as semelhangas. E interessante lembrar aqui o que H. Wein-
rich diz no seu livro Estrutura y Funcion de £Los Tiempos en ef Lenguaje
(1964) . Segundo ele o “"perfect” inglés ndo & equivalente ao “"perfekt"
alemdo do mesmo modo que nenhum tempo verbal de uma determinada lingua
pode equiparar-se a outro. tempo verbal de outra lIngua. Acrescenta o
autor que o "perfect".inglés tem sido objeto de frequentes polémicas
na ciéncia da linguagem. Ainda sobre o perfeito, M. Said Ali, no seu
livro Dificuldades da Lingua Portuguesda (1930), observa o seguinte:
"sérias dificuldades oferece 3 teoria e d pratica o perfectivo do pre-
sente com sua propensdo para designar uma agdo pretérita, e tdo obscu-
ras sao as regras de seu emprego nas diversas linguas, que facilmente
naufragam os que passam a utilizar-se desta forma verbal de um idioma
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para outro”. O termo perfectivo do presente empregado por Said Ali
corresponde ao termo perfeito composto, usado por autores mais moder
nos.

IV. Descrigao do Inglés

Passaremos agora para a descrigao do uso do "present perfect”
em inglés. O termo perfeito sera usado para indicar o "present perfect"
e o perfeito composto em portugués e o termo passado simples sera usa-
do para indicar o "simple past” inglés e o perfeito simples do portu -
guds. No seu livro, Leech faz um estudo sistematizado da relagdo entre
o emprego de tempos verbais e seu significado. Segundo ele ha duas
maneiras principais de indicar tempo passado em inglés por meio de
um tempo verbal: o "past tense” e o "perfect aspect”. Esse tUltimo &
usado para designar um acontecimento passado relacionado com um acon-
tecimento ou tempo posterior. Por isso mesmo, o autor chama o "present
perfect” de tempo passado relacionado com tempo presente. Existem tam-
bém duas maneiras distintas de se relacionar um acontecimento passado
como tempo presente usando-se o perfeito:

1. ele pode incluir um periodo de tempo que dura até o momen

to presente; '

2. ele pode ter resultados que persistem até o momento

presente.

Para Leech, entretanto, esse tempo tem nao somente dois, mas quatro
significados diferentes, que sao os seguintes:

1. Estado até o presente. Com verbos de estado, este se extende até
um periodo que inclui o momento presente. Exemplo: "We've lived in
London since last September". Esta frase implica que ainda estamos
morando em Lodres. O periodo mencionado se extende até o momento
presente, mas como verbos de estado n3c tém duragao definida, o es-
tado pode se extender ao tempo futuro. Exemplo: "We've lived here
all our lives, and mean to live here for many years to come". Esse
uso do perfeito & quase obrigatdorio acompanhado de um advérbio indi-
cando duragdo. A auséncia de um advérbio ou locugao adverbial (por
exemplo: "We have lived in London") normalmente indica um aconteci-
mento ocorrido no passado indefinido.

2. Passado indefinido. Com verbos de agdo o perfeito pode se referir
a um acontecimento indefinido no passado. Exemplo: "Have you been to

America?". Frequentemente o sentido indefinido & reforgado adverbial-
mente, especialmente por "ever" e "before". O fato do acontecimento
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ser indefinido significa duas coisas aqui: primeiro, o niimero de ocor
réncias nao estd especificado — pode ser um ou mais de um; segundo,
o tempo também n3o estd especificado. E verdade que o numero de vezes
pode ser mencionado adverbialmente. Exemplo: "I've been to America
three times". Mas, se ha um advérbio de tempo para especificar o
tempo exato, o perfeito torna-se inapropriado e deve ser substituido
pelo passado simples. Exemplos: "*I've been to America last year".

"I went to America last year". X primeira vista, parece que ndo ha
nenhum elemento de envolvimento presente nesse uso do perfeito, do
mesmo modo que n3o ha nenhum no uso do passado simples. Mas, se con-
siderarmos os seguintes exemplos: “"Have you visited the Gauguin exhi
bition?" e "Did you visit the Gauguin exhibition?", notamos que a pri
meira sentenga implica que a exposig¢do ainda estd acontecendo enquan-
to que a sentenga com o verbo no passado simples mostra claramente
que a exposigdo ja terminou. As sentengas que contém um verbo no per-
feito indicando um passado indefinido podem conter outros elementos
que indicam que esse passado & recente, como por exemplo os advérbios
"recently", "just®”, "already", e "yet". Exemplo: "I have just seen
Mary". Em sentencas como "Have you seen my slippers?" essa proximida-

-

de & percebida de uma maneira menos determinada.

3. Habito num periodo que se extende até o presente. O uso habitual

ou iterativo do perfeito com verbos -de agdo ("event verbs") & ilustra-
do por "Mr Philips has sung in this choir for 50 years" e "I've always
walked to work”. Ja que um h3bito & um estado consistindo de aconteci-
mentos repetidos, este uso se parece muito com aquele ja mencionado

de estado até o presente, Como ja foi dito, o estado pode continuar
através do momento presente até o futuro e um advérbio de duragido &
geralmente exigido. Frequentemente a idéia de habito & enfatizada por
meio de um advérbio de frequéncia. Exemplo: “"The machine has been

serviced EVERY MONTH since we boﬂéht it".

-

4. Passado resultativo. O perfeito & também usado em relagdo a um acon

tecimento passado para mostrar que o resultado ou os resultados des-
se acontecimento ainda operam no momento presente. O estado final e
presente mostrado pelo perfeito estd indicado entre parénteses nesses
exemplos tipicos: "The taxi has arrived" (0 tdxi esta aqui agora).
"I've recovered from my illness" (Estou bem novamente). "Someone has
broken my doll" (A boneca estad quebrada). Em outros exemplos a infe-
réncia resultativa ainda estd presente apesar de ndo ser tdo clara.
"I've had a bath (Estou limpo agora) e "He's cut his hand with a
knife (O corte ainda n3o sarcu). O sentido resultativo ndo requer

a ocorréncia de advérbios. Algumas vezes & dificil distingui-lo do
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uso do passado indefinido. B importante acrescentar aqui uma observa-
¢do de Leech a respeito do verbo "go". Hia duas formas do verbo "go"
no perfeito: "have been" e "have gone". A diferenga de sentido entre
eles @ que o primeiro & indefinido ou habitual, enquanto o segundo

é resultativo, indicando transigao para um estado de auséncia. "He
has gone to Ametica” implica que ele ainda estad 1a e "He has been

to America" implica que ele ja voltou.

Outro item referente ao uso do perfeito em inglés se refe-
re ao tipo de advérbio empregado com ele e com o passado simples. Se-
gundo Leech, como consequéncia do fato de o passado simples ser usado
para indicar tempo-passado e o perfeito ser usado para ligar o tempo
passado com o presente, os advérbios de tempo que combinam com o per-
feito ndo sdo os mesmos que combinam com o passado simples. Como re-
gra geral temos o seguinte: os advérbios empregados com o perfeito de-
vem, de algum modo, estar relacionados com o tempo presente enqguanto
que os adveérbios empregados com o passado simples devem estar relacio-
nados com o tempo passado. Alguns advérbios podem ocorrer com qual-
quer um desses dols tempos verbais. Isto acontece porque esses advér-
bios, como veremos mais adiante, podem ter, pelo menos, dois signifi-
cados diferentes. Apresentaremos agora a relagdo dos advérbios de tem-
po em inglés agrupados de acordo com o tempo com 0 qual eles ocorrem.

1. Advérbios relacionados com o passado simples:

yesterday."

a week/month/year ago."

last Monday/week/morith/year."”
"I saw him on Tuesday."
at one o'clock.”
the other day."
then."”

after breakfast."
2. Advérbios relacionados com o perfeito:

since 1971/Christmas/Sunday/last week."
so far/ up to now. "

lately."

for two years/the present/the time

"I haven't seen him

being."

3. Advérbios que se combinam com o perfeito ou o passado simples:



saw today.”
"z hin this morning/week/month, "
have seen g *
recently."
always
"He never forgot his wife's birthday."
always
"He's forgotten his wife's birthday."
never

Segundo Jespersen no seu livro A Modean English Gramman
(1949), usa-se o passado simples 'com os advérbios “today, this month®,
etc, se alguma parte definida passada desse pericdo estd sendo desig-
nada ou estd implicita. Exemplo: "Did you see her today?" (= quando
vocé estava vindo para o trabalho). o uso do perfeito com esses ad-
vérbios -se justifica pelo fato do periodo de tempo a que eles se re-
ferem ainda nao estar terminado no momento da fala. Exemplo: "I have
seen him this morning” que implica que a manhd ainda ndo acabou. O
mesmo autor também declara que a escolha do perfeito ou passado sim-
ples estd intimamente ligado ao tipo de advérbio que ocorre na mesma
sentenga.

V, Estudo comparativo com o Porxtuqués

Tendo terminado a descrigdo do emprego do perfeito em in-
glés, passaremos agora para a parte mais importante desse trabalho
que & a compa:aqﬁo com o portugués. Como ja fol dito anteriormente,
ndo apresentaremos uma descrigdo do emprego do perfeito em portugués.
Além do motivo j@ exposto, existe outro que & preciso considerar.
Depois de fazer uma pesquisa em varitas gramdticas da lingua portugue-
sa, verificamos que sb tratam do assunto autores mais antigos, a sa-
ber, M. Said Ali, Epiphénio Dias, Claudio Branddo e outros. Como esses
autores utilizam quase que exclusivamente exemplos de autores classi-
cos portugueses e os exemplos do inglés foram tirados da linguagem co



loquial, a nossa analise ficaria prejudicada pois ndo estariamos com-
parando as duas linguas num mesmo nivel. passaremos entdo ao estudo .
comparativo com o portugués, através da tradugdo dos exemplos da lin-
gua inglesa. Como vimos, o primeiro significado do perfeito em inglés
fol estado até o presente. O exemplo dado para ilustrd-lo foi:

(la.) We've lived in London since last September.
Em portugués temos:
(1b) Moramos em Londres desde setembro Gltimo.

Em (1b) o verbo morar estd no presente do indicativo e indica duragao
até o presente momento. Outro exemplo do inglés é&:

(2a) John has studied French for two years.
Essa sentenga em portugués corresponde a:
(2b) Jodo estuda francés ha dois anos.

Em (2b) o verbo estudar também estd no presente do indicativo e indica
duragdo até o momento presente. Podemos concluir entd@o que, com locu-
¢oes adverbiais, iniciadas por desde e ha, usamos o presente do indica-
tivo para indicar duragdo até o presente.

0 segundo significado do perfeito em inglés & passado indefi-
nido e um dos exemplos citados foi o seguinte:

(3a) Have you ever been to America?

onde a ocorréncia do advérbio “"ever" & opcional.
Em portugués temos: :

(3b) Vocé ja foi a América?

Em (3b) o verbo ir estd no passado simples e ha ocorréncia do advérbio
ja. Esse uso do passado simples com o advérbio j& & citado por Epipha-
nio Dias no seu livro Sintaxe Historica Pontuguesa (1933), na primeira
observagdo sobre o emprego do pretérito perfeito definido, que trans-
crevo em seguida: "Quando a enunciagdo de que um fato se deu, se quer
apresentar como simples negagdo de ele ainda ndo se ter dado, a lin-
gua portuguesa, se o contexto ndo deixa ver claramente a intengao de
quem fala, ajunta o advérbio j& ao pret. definido (ao passo que ou -
tras lInguas nomeadamente a inglesa, empregam o pret. indefinido):

J3 foi a Sintra? ( = ja esteve em Sintra?) (em inglés: Have you been
at Sintra?)". Cabe fazer aqui uma pequena observagdo sobre a sentenga .
inglesa. No inglés atual teriamos "Have you been to Sintra?", com a
preposigio't&bno lugar de”at? Se acrescentarmos a forma afirmativa

de (3a) uma locugdo adverbial indicando o niimero de vezes que O acon-



tecimento ja ocorreu, teremos:
(3c) I've been to America three times.
Em portugués teremos :
(3d) Ja fui 3 América trés vezes. .

Em (3d) a ocorréncia do advérbio jd & opcional. Como ja vimos, em in-
glés, se usarmos um advérbio indicando o momento em que o acontecimen

to ocorreu, o perfeito & substituido pelo passado simples e o verbo
da sentenga passa a ser "go".

(3e) I went to America last year.
Em portugues:

(3£) Fui & América no ano passado.

£ importante observar que, enquanto no inglé@s a ocorréncia dos' verbos
"go" ou "be" nos exemplos (3a), (3c) e (3e) & indicada pelo sentido
da sentenga, em portugués a ocorréncia de ir ou estar &, pelo menos i

.primeira vista, opcional. Poderiamos, entdo, ter em lugar de (3b):
(3b') Vocé ja esteve na América?

Em lugar de (3d):
(3@') Ja estive na América trés vezes.

Em lugar de (3f):
(3£') Estive na América no ano passado.

Ainda com relagdo ao sentido de passado indefinido vimos que, em in-
glés, o perfeito e o passado simples podem ocorrer numa mesma senten-
¢a, mas com significados diferentes.

(4a) Have you visited the Gauguin exhibition?
(4b) Did you visit the Gauguin exhibition?

(4a) implica que a exposig@o ainda estd acontecendo, enquanto que (4b)
indica que ela j& terminou. Em portuqués (4a) e (4b) correspondem a:

(dc) Vocé ja visitou a exposigdo de Gauguin?

(4d) Vocé visitou a exposigdo de Gauguin?

Podemos observar que, nas duas sentengas do portugués, ©O teTPO
usado & o passado simples, mas o advérbio ja sd ocorre em (4c). Ar-
riscamos aqui atribuir significados diferentes a (4c) e (4d). A pri-
meira implica que a exposigc@o ainda ndo terminou e a segunda nao apre
senta essa implicagdo. Comparando (4a) com (4c) notamos que, mais
uma vez, uma sentenga com o verbo no perfeito em inglés corresponde

a uma sentenga do portugués com S verbo no passado simples e o advér
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bio ja. Além de "ever" sado usados com o perfeito outros advérbios,
como por exemplo, "just, already, yet". Analisaremos agora o exemplo
visto na descri¢ao do inglés onde ocorre o advérbio "just” pois vamos
ter, em portugués, uma estrutura diferente.

(5a) I have just seen Mary.
corresponde em portugués a:

(5b) Acabei de ver Maria.
(5a) e (5b) indicam o que Claudio Brandao, no seu livro Curso de Ven-
nacufo (1940), qhama de aspecto terminativo. Em portugués, como vimos
em (5b), usa-se o verbo acabar no passado simples seqguido da preposi-
¢ao de e do verbo principal no infinitivo. Isso nao ocorre em senten-
g¢as do portugués que correspondem a estruturas do inglés com os advér
bios "yet" e "already". Exemplos:

(6a) Has the dustman called yet?
Em portugués temos:

(6b) O lixeiro ja passou?

(7a) I have already seen him
Em portugués:

(7b) Eu ja o vi.
O advérbio “"lately", apesar de nao ter sido citado na descrigao do
inglés, também & usado com o sentido de passado indefinido.
Exemplo:

(8a) I haven't seen him lately.

A sentenga correspondente em portugueés e:
(8b) Nao o tenho visto ultimamente.

Podemos observar entdo que, tanto em (8a) quanto em (8b) o tempo ver-
bal empregado @ o perfeito. Temos entao, pela primeira vez, uma
coincidéncia de significado e tempo verbal nas duas linguas.

O terceiro significado assinalado por Leech para o perfei-
to em inglés @ habito num periodo que se extende até o presente. Esse
uso do perfeito foi ilustrado com os exemplos:

(9a) Mr ?hilips has sung in this choir for fifty year.
(10a) I've always walked to work.

Em portugués temos:

(9b) O Senhor Philips canta neste coral hd cinquenta anos.
(10b) Vou sempre a pe para o trabalho.



36

© Ja vimos que esse significado do perfeito, em inglés se parece muito
com o de estado até o presente. Em portugués acontece a mesma coisa,
pois os verbos cantar e ir estdo no presente do indicativo e nas
sentengas (1b) e (2b) os verbos também estdo nesse tempo verbal. Se-
gundo Leech, a idéia de hdbito pode ser enfatizada por meio de um
advérbio de frequéncia, como se pode ver no exemplo:

(1la) The machine has been EVERY MONTH since we
bought it.
A correspondente de (lla) em portugués é:

(11b) A maquina tem sido usada todo més desde que a compra-
mos.

Mais uma vez, ha correspondéncia de tempo verbal e significado nas
duas duas linguas. E interessante observar aqui cue alguns gramaticos
da lingua portuguesa, tais como M. Said Ali, Thomaz da Silva Brandido
e Claudio Branddo, assinalam o uso do perfeito com esse significado,
isto &, estado ou habito que, através do presente, pode continuar
até o futuro.

O quarto significado do perfeito em.inglés @ o de passado
resultativo. O exemplo que foi dado para ilustra-lo é:

(12a) The taxi has arrived.

Em portugués temos:

(12b) © taxi chegou.
Outro exemplo do inglés com esse mesmo sentido, mas onde a idéia de
resultado ndo esta tdo clara é&:

(13a) He's cut his hand with a knife.
A sentenga correspondente em portugués &é:

(13b) Ele cortou a mao com uma faca.

-

Como podemos notar, o passado simples & usado tanto em (12b) quanto
em (13b) e ndo hd diferenga nitida de sentido entre as duas sentengas.
Em nota referente ao sentido de passado resultativo do perfeito, assi-
nala Leech que o verbo "go" possui duas formas de perfeito: "have.+
been" e "have + gone”. Segundo ele, a diferenga de sentido entre as
duas & a seguinte: a primeira indica passado indefinido ou habitual

e a segunda, passado-resultativo relacionado com transig¢do para um
estado atual de auséncia. Os exemplos vistos foram os seguintes:

(14a) He has been to America.
(15a) He has gone to America.

(14a) indica que ele foi e ja voltou enquanto (15a) indica que ele ain
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da estd 13. Seria interessante repetir aqui a sentenga (3f).
(ef) I went to America last year.

Veremos agora as sentencas do portugués correspondentes a (14a), (15a)
e (3e):

(14b) Ele esteve na América.

(15b) Ele foi para a América.

(3f) Fui 3 América no ano passado.

ou
(3£') Estive na Améri¢a no ano passado.

(3f£) seria entdo sindnimo de (3f£'). Se usarmos a preposigdo a no
lugar de para, obteremos:

(15b') Ele foi a América.

Podemos verificar que essa troca de preposigdo muda o sentido da sen-
tengca. Enquanto (15b) indica que ele ainda estd 13, como acontece com
a sentenga inglesa (15a), (15b') indica que ele ja voltou, como acon-
tece em (1l4a) e (14b). As sentengas do portugués (14b) e (15b') seriam,
entdo, sindnimas. .
Faremos agora um estudo comparativo do uso de advérbios com
o '‘perfeito e o passado simples nas duas linguas. Como ja vimos, em in-
glés, advérbios de tempo que combinam com o perfeito té&m um significa-
do relacionado com o tempo presente, e aqueles usados com o passado
simples tém um significado relacionado com o tempo passado. Entretan-
to, existem outros que se combinam tanto com o perfeito gquanto com o
passado simples, notamos que, em portugués, os ‘advérbios corresponden
tes também s3o usados com o passado simples. Tomemos, como exemplo,
a sentengd inglesa:

(16a) He wrote the letter yesterday.
Em portugués temos:

(16b) Ele escreveu a carta ontem.
Outro exemplo do inglés é&:

(17a) She read the book last week.
(17a) corresponde em portugués a:

(17b) Ela leu o livro na semana passada.
Passando para o quadro dos advérbios que se combinam com o perfeito
em inglés, podemos observar que, em portugués, os advérbios correspon
dentes se combinam com tempos verbais diferentes. Vamos, entdo, com-
parar alguns exemplos do inglés com seus correépondentes em portugués:

(18a) I haven't seen him since 1971.
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(18b) N#o o vejo desde 1971.

(19a) I haven't seen him for two weeks.
(19b) N3o o vejo hd duas semanas.

(20a) I haven't seen him lately.

(20b) Nao o tenho visto ultimamente.

Veremos agora alguns exemplos do inglés com advérbios que se combinam
com os dois tempos verbais, com 08 seus correspondentes em portugués.
A seguir apresentaremos nossas conclusGes, com relagdo ao portugués.

(2la) 1 saw him this morning.
have seen

(21b) Eu o vi esta manha.

(22a) I saw him recently
‘have seen

(22b) Eu o vi recentemente.

(23a) He always. forgot his wife's birthday.
never ’

(23b) Ele sempre} ‘esqueceu o aniversdrio de sua esposa.
nunca

(24a) He's always} forgotten his wife's birthday.
never

(24b) Ele sempre-} esquece o aniversdrio de sua esposa.
nunca

(25&) I've seen him already.
(25b) Eu ja o vi.
(26a) Have you eaten yet?

(26b) Vocé ja comeu?
As conclusdes que podemos tirar para o portugués sdo as seguintes:

la.) Os advérbios que incluem a idéia de presente sa@o usados com o pre-
sente do indicativo. Os exemplos (18b) e (19b), que tontém locu-
¢oes adverbiais iniciadas por desde e ha, est@o nesse caso.

2a.) O advérbio ultimamente e locucdes adverbiais do tipo nestes Gl-
timos meses aparecem em sentencas com o verbo no perfeito. (20b)
ilustra esse caso.

3a.) O advérbio recentemente s pode ser usado com o passado simples
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4a.) O advérbio ja, que corresponde em inglés a "already, yet, ever",
etc., e os que indicam tempo passado, como por exemplo, ontem,
na_semana passada, aparecem em sentengas com o verbo no passado
simples.

Seria interessante analisar também algumas sentengas do inglés com o
verbo no perfeito e que nao contém advérbios.

(27a) It has been hot.
Em portugués, temos:

(27b) Tem feito calor.

-

Podemos verificar que em (27a) e (27b) o significado & estado até o
presente e o tempo verbal & o mesmo. Com o significado de habito num
perlodo que se extende até@ o presente, também vai haver coincidéncia
de tempo verbal e auséncia de advérbio nas duas lInguas.

(28a) I've read good books.
(28b) Tenho lido bons livros.

VII. Sugestdes para o ensino do perfeito inglés a falantes do portu-
gués

Antes de finalizarmos este trabalho, gostarlamos de apresen-
tar algumas sugestdes relacionadas com o ensino do empredo do perfei-
to em inglés a alunos cuja lingua materna & o portugués. Segundo A.
Valdman, no seu artigo “L'interrogation en frangais et en anglais:
considérations comparatives et pédagogiques”, a andlise contrastiva
permite ndo somente prever erros de alunos, como também orientar a se
legao dos elementos estruturais a serem ensinados e sua apresentagao
numa ordem pedagdgica adequada. De acordo com um conhecido principio
didatico, devemos ensinar um ftem novo de cada vez. Sugerimos, entao,
ensinar em primeiro lugar, o perfeito em estruturas cujo significado
seja o mesmo em portugués. Por exemplo, deve-se apresentar inicialmen-
te estruturas do tipo "He's had a lot or work to do lately", que cor-
responde em portugués a: Ele tem tido muito trabalho ultimamente. As
estruturas com o verbo no perfeito em inglés que correspondem a estru-
turas do portugués onde aparece um tempo verbal diferente seriam apre-
sentadas aos alunos numa fase posterior do ensino do perfeito.



VIII. QUADRO COMPARATIVO

1. Ocorréncia do ggrfeifo em inglés e presente do indicativo em portugués:

(la) We've Lived inLondon since last September.

(2a) John has studied French for two years.

(9a) Mr Philips has sung in this choir for fifty years.
(10a) I've always walked to work.

(18a) I haven't seen him since 1971.

(1%a) I haven't seen him for two weeks.

(1b) Moramos em Londre:
(2b) John estuda francé
(9b) O Senhor Philips [
(10b) Vou sempre a pé |}
(18b) Nao o vejo desde
(19b) Nao o vejo ha du:

2, Ocorréncia do perfeito em inglés e passado simples em Egrtuggés:

(3a) Have you ever been to America?
(3c) I've been to America three times.
(4a) Have you visited the Gauguin exhibition?
(5a) I have just seen Mary.

(6a) Has the dustman called yet?

(7a) I have already seen him.

(12a) The taxi has arrived.

(13a) He's cut his hand with a knife.
(14a) He has been to America.

(15a) He has gone to America.

(21la) I have seen him this morning.
(22a) I have seen him recently.

(26a) Have you eaten yet?

3. Qcorréncia do perfeito em inglés e portugués: -

(8a) I haven't seen him lately.
(10a) The machine has been serviced every month since
we bought it.

(27a) It has been hot.
(28a) I've read good books.

(3b) Vocé ja_ fol & Amé:
(3@) J& fui a América |
(4c) Vocé ja visitou a
(5b) Acabei de ver Mar
(6b) O lixeiro ja passc
(7b) Eu ja o vi.

(12b) 0 tdxi chegou.
(13b) Ele cortou a mao
(14b) Ele esteve na Am
(15b) Ele foi para a A
(21b) Eu o vi esta manl
(22b) Eu o vi recenteme
(26b) Vocé ja comeu?

(8b) Nao o tenho visto

(10b) A maquina tem sic
a compramos.

(27b) Tem feito calor.

(28b) Tenho lido bons

1Nesta estrutura aparece a sequencia acabar de + infinitivo. O verbo principal e:

que seria um verbo auxiliar, estd no passado simples.
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The Teaching of English as a Foreign Language to

Children: Aspects of Teacher-Training

Solange Ribeiro de Oliveira

One learns to walk by walking. One learns to
swim by swimming. One learns to drive by driving. It seems ob-
vious that one should learn to teach by plunging straight in -
to a guided practice of teaching, or, at least,of watching otk

ers teach in real classroom situations.

True, such practice must be guided . It must also
be connected with general pedagogical principles, as well as
with underlying linguistic and psycholinguistic teory. In the
case of teaching English to children, there is the added fact
that, psychologically as well as bioiogically,the child
is not the adult in miniature: some information on child psycol-

ogy is therefore called upon.

It seems not unreasonable to suppose, however,
that the theoretical or technical knowledge needed may and should
be rooted in the practical observation of what happens in the
class. All knowledge that can be derived from books or lectures

should spring from facts observed in actual teaching situations.

So far as my experience goes, syllabuses in
teacher training colleges do not seem to conform to such neces-
sities. Most often prospective teachers are crammed with theoret-
ical information on the problems and techniques of foreign lan-

guage teaching. Sometimes,elements of applied linguistics are



also taught. Educational psychology may likewise be tackled but
then usually turned to the adolescent rather than to the child.
Not unfrequently, an attempt at teaching practice is added. This,
however, is seldom adequate:the future teacher is generally 1led
to give or attend make-believe classes,that is, lessons given
by one of the group to his own colleagues,under the supervision
of the instructor. The teacher-to-be thus falls in the absurd
situation of "teaching" prospective teachers elementary patterns
and vocabulary that they already know. He has no chance to test
whether, if he were teaching actual and absolute beginners,they

would understand or in any way respond to his teaching.

A slightly better approach is sametimes adopted:
students undergoing teacher-training are sent to local schools
for training periods.

Even then, the solution can hardly be called a
very happy one. For several reasons, control of what happens to

the trainees in such schools completely escapes the instructor
responsible for the teacher training at the university.To start
with, different groups of trainees attend different schools,with
different teachers.In such experience there is no common denom-
inator which the instructor at the university may refer to. Nor

- can he ensure that the experience is of a desirable kind. The
practice the trainee observes in local schools may deviate from,
or even contradict, sound teaching principles. Besides, he |is
seldom able to watch more than a few classes. He gives still

fewer. His training therefore lacks continuity.

Moreover, there is rarely any chance for him
to observe the process from the very first class. This oroves to be a
serious defficiency. The first classes are of crucial importance.

It is then that the foundations of the young pupils' habits of



study are to be laid. It is then that their interest must be
aroused or dulled.It is then that they must be led to understand
and'accept the method adopted. If the young learner does not do
all this at the beginning, or if, on the contrary, he does get
used to procedures which will hardly take him anywhere, the dam-
age may well be irreparable. For all these reasons the first les-
sons to absolute beginners are among the most difficult to teach
Only an experienced and enthusiastic teacher should be allowed
to give them. No trainee should be allowed to graduate withouwt
proper guidance on the subject. However, these crucially signif-
icant initial lessons are precisely those which the teacher-to-
be almost never watches. When the turn comes for him to give them

he is left to.find for himself.

In order to eliminate all these shortcomings
and to give the future teacher a reasonable introduction into
the practice of his craft, a different procedure from those de-

scribed above is required.

With this goal in mind, I'll discuss a proce -
dure we might call "the class within the class": a technique to
launch future teachers of English into the heart of the teachingy
process, while at the same time providing the kind of theoreti-
cal background needed. This background, however, is always set
in function of the teaching process actually experienced by the
trainee.

The procedure consists basically in the follow
ing: trainees watch, and later on 1m1ta£e, a single exﬁerienced
instructor teaching an absolute beginners' class, following an
ordered sequence. This instructor can, and perhaps ideally should
be, the person simultaneously responsible for the teacher-train
ing process. He starts teaching children at the very first clas

of English and moves on to the several kinasvof activities and
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steps needed for the .acquisition of the basic skills. The begin-
er's group constitutes what is here called "the class within the
class": the young learners are placed in.front of the classroom.
The trainees sit at the back, observing the lesson without inter-
fering with it. In this way, two learning processes go on at
the same time: that of the young students, who are being taught
the elements of English, and that of the future teachers, who

are learning an approach to teaching.

It is essential that the group of young pupils
should form a regular class, operating at fixed times, so as to

ensure the unity and continuity of the process.

The organization of this class may create a
practical problem. A solution which I have attempted with a fair
amount of success is to have an agreement with some neighbourirg
elementary school, which "lends” the university one of its reg-
ular classes. In this way it is ensured that the trainees have
the chance to watch as homogeneous and realistic a group as pos
sible. There are several advantages to this sort of students :
tp start with, none of the young pupils knows any English; then
they are of approximate ages; they are already used to working
together as ‘a group in normal leéming situations; in the fimt
grades, most of them are barely literate in the mother tongue ;
'so lessons have invariably to concentrateon the listening and
speaking skills only. (If the children have already had a satis-
factory introduction to reading and writing, they may be given

elements of these skills in English) .

This is a further advantage: it gives the pro-
spective teacher the chance to observe lessons concerned mostly
with listening and speaking-precisely the ones he usually finds

the most difficult to tackle.
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The fact is that the practical contact with ac-
tuval children in real classroom situations with a sequence in
time proves the best way to make future teachers not only intel-

lectualy grasp but,most important, feel, the problems involved.
Before each session with the class within the

class, the instructor tells the trainees what he intends to
teach to the children, which tecnniques he is going to adopt ,
and why. So, as the future teachers watch the class, they know
exactly what the instructor is about. (Even occasional deviations
from the original plaﬁ will be useful to the trainees: they will
be able to see how often the pupils' interestsor difficulties -
give the class an unexpected turn. They begin to feel the need
for the flexibility and skill, as well as the speed in decision-
making-which any teacher needs, to deal with these eventually

necessary changes in the strategy of his lesson.)
After the session, the class should likewise be

commented on by the instructor and the trainees: the results
achieved, the alterations made, the techniques adopted may all

be discussed in as objective and simple a manner as possible.

To complement the process, it is indispensable
that each trainee, after watching a given number of classes .
should give a few himself, continuing the work done by the in -
structor up to that point. These classes can be planned with

the help of the other trainees and of the instructor.
Thus, from actual practice and observation, the

first broad foundations for teaching EFL are laid. From these ,
the underlying psychological, linguistic and pedagogical theo -
ries can later be drawn. The discussion of the work done after
each session is intrumental in this respect. Of course, the theo-
retical aspects will most probably be better dealt with by spe-
cialists. But the first general principles can, and perhaps should

be, acquired from the instructor. The future teacher must see,
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integrated in the unbroken whole of the practical lessons, all the
theoretical and methodological principles which it is unfortu -
nately only too easy to atomize under the names of different ac-
demic subjects. Having watched and given a number of lessons ac-
tually taught to young pupils, the teachers-to-be will find the
theoretical backround, when it comes from the instructor or from
a specialist in connected matters, firmly grounded on their ac-
tual experience. Such information may then become of the only
kind that is not immediately forgotten after exams. Here, as in

several learning situations, the inductive method is the best .

The class within the class technique has been
used in my college several times, with myself as the instructor
responsible for teaching the children and for the teacher-trainm
ing-course. The circumstances varied. Thetrainees, for instance,
were sometimes undergraduates taking a teacher-training-course to
get a licence for teaching. Just as often they were elementary
and secondary school teachers of English, with varying back -
grounds and different degrees of ability, taking summer crash
courses to brush up their language didactics. With both kinds of
trainees the class within the class proved the most sucessful in
itiation I have experienced so far. Not the least thing it did
was to convince trainees that it is possible to teach a lot of
English even in the most adverse circumstances - and that they
themselves were able to do this teaching.

Having by now outlined the general ideas and
practice underlying my experience with teacher-training, I feel
in a position to discuss the more specific points of the teaching
to children to which it seemed most necessary to draw the pro -
spective teacher's attention. Each of these points was sucessively
dealt with in comments and discussions before or after the

children's class.



From this point of view, students undergoing
teacher-training had to realize that they were not'only teaching
English ;they were teaching children English. Before any English
_ was taught, the way had to be carefully paved, and in a manner
which suited the children. In the very first class, thre§ things
had to be done:

- to convince the children of their abiliﬁy to
learn spoken English, while at the same time enjoying it ’

- to arouse their interest

~ to make them accept the method used.

To start with, the trainees' attention had to
be drawn to the fact that nothing can be done that has no roots
in the children's own experience. In order to learn, the child,
even more than the adult, has to "live" the situations associated
with the material taught. And this has to be done in an atmos -
phere which is as cheerful and affectionate as- possible.

The materials used with the pilot classes I
menticned belonged to a conventional audio-visual course, similar
to those made popular by the early Didier courses or those of
the Hachette "Passport to English" series. Slides, film strips
and flannelboard cut-outs were then to be among the main wehiclks
of instruction.

As a first step, the pupils were shown £film
strips that had nothing to do with English. They only contained
the elements of a story. The class was asked questions about what
was "happening” in each picture, then asked for a sketch of the story.
After this had been successfully §one, the children were asked
how it was possible for them to understand the story, if nobody
had told it to them. The obvious answer was given: they knew
what was "happening", because they saw it in the pictures. It

was then suggested to them that, if they could understand a
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story without any words, they would also be able to understand
one told in a foreign language.

A first few points were thus made to the cbservw-
ing trainees: nothing can be taught to young learners that bears
no relation to their experience. In the case in point, this re-
lating bridge was their familiarities with "silent stories" in
cartoons, comics, etc. On the other hand, something essential
was to convincé the young learners of their ability to learn the
foreign language. With the pilot class mentioned here, the con-
vincing was done by reminding them of their capacity to under -
stand stories through pictures alone, so that the pictures could

act as interpreters for what was said in the foreign language .

The third obvious point was to make the children
1nterestéd in learning. This was also done in the first class.’s
the material to be used had to do with the story of a trip to
‘the moon, pupils were shown pictures of the characters in the
story: a robot and two children. After the names of the three
"heroes" were given, the children were asked what they knew about
robots, space-ships, astronauts, actual trips to the moon, etc.
Then they were asked if they wanted to learn 'English while at
the same time being told a story about the children and the robot

going to the moon. All this, of course, was done in the mother
tongue. After a time, the children were genuinely interested in
‘the story - if not yet in the English. With the prospective teach-
ers, a comment was made, later on, as the necessity to. use only
materials that really interest the young learners and appeal to
their imagination. An allusion was made to experiments of teaching
English through well-known stories. The chief one mentioned was
Frank Baum's The Wonderful Wizard of 0z. This famous story,which

is now shown on tele{rision inthe USA every succeding Christmas in the Judy

Garland film version, is reported to have found its way into
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the teaching of English in at least two countries: India and the
Soviet Union.(FORUM, Vol VI, n® 6, 11-12/68, To PLease a Chdild.
Amendicana: Behind The Language The People Speak)

Only, this time, the story is closer to the in-
terests of modern children: the story of how man first set foot
on the moon-and the disillusion associated with it - may well
become the modern myth. Like the children of Miterlink's . The
BLue B.i_n.d,- we had to travel a long way in order to discover that
happiness may well be at home.

The next step, to.which the trainees'attention
was called, was to make the young pupils accept the method to
be used. They were told that they were going to be shown a series
of pictures. Only, this time, the pictures talked. Which lan -
guage would they talk in? The children themselves answered: En-
glish! Did they think they were going to understand what the
pictures said? Yes, the children answered. And why? Because: ©f
the pictures.Well, then, the first time they were going to be
shown the pictures only to have a' general 1déa of what was hap-
pening. Then the pictures would be shown again, one by one.This
time, each picture would be "explained". By explaining,the chil
dren were told, was meant doing something, or making a gesture,
which would make the meaning clear. For instance,they were shown
the“ picture of a girl pointing to herself and saying I'm Pam .
Suppose the teacher pointed to herself, with a similar gesture
and said I'm So and So. What would she be saying? Her name,the
children answered. Well, something like this would be done for
every picture. If they had only a vague idea of what some of
the pictures was saying, it did not matter. It was not necessaly
for them to understand every word, but only to have this gen -
eral idea. Later on, many things would become clearer. After evw

ery picture had been "explained”, it would be shown again.Tis



time, the children would listen even more carefully to what the

character in each was saying, in order to repeat it. Would they

like to repeat in chorus or individually? The class answered:

in chorus. So this would be done. Next the pictures could be

shown again. Would any of the children like fo

repeat individually? A few volunteers presented themselves.Others
wereé called upon to repeat. Well, the children were then told,

now we can talk in English a little, using only the things you
learned in this class. You are going to be asked questions, or

be told to ask one another similar questions, etc.

At this point, one can see that very simple
language, close to that of the children themselves, had been
used to make them acceot‘the initial steps of a classical audio-
visual method: introduction, explanation, group repetition, in-
dividual repetition, fixation, exploitation, etc.

Then, the young class was dismissed, and
the prospective teachers were led to the conclusion or the
review of what had been done:

a) Children's interest had been .aroused.

b) They had been convinced of their ability to

understand spoken English,

c)The had been led to understand the way and

the sequence in which material was going to
be presented - in short, to accept the method
used.

Chiefly, they had also become active in the
teaching-learning pracess by understanding why one thing rather
than another was done.For instance, once older children , who
had already been introduced to reading, asked why no book was
going to be used in the first class. They were told that
English spelling is quite different from Portuguese:if they saw

the written English words, they would have a tendency to mis-
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pronounce them all.
After this initial, preparatory,class, the chil-
- dren were introduced to a series of normal English classes using
a traditional audio-visual method. The future teachers would
watch the introduction, explanation, and repetition of dialogues;
of drills based on them; of the first exploitation of material

learned, etc.
To start with, the important thing was to make

them grasp the general approach underlying the whole teaching
process, not specific techniques for each activity. The trainees
must realize, from the very beginning, that the approach is
structural, in the broadest sense: nothing is introduced for its
own sake, but for its place in a wider whole; no activity = is
taken by itself, but always connected with all steps and procedwes
used; all activities thus relate to one another, and one leads
to the next; in every kind of activity, children must be. introdwal
to the whole first, which is then broken down into its related
parts. To give a concrete example:suppose the children are going
to start a dialogue. The initial thing is to let them see the
pictures illustrating it. Thus, just by looking at them, and by
listening to some language bits wich may be already known, the class
gets an idea of what the story is about. It may be, for instance, that very
dramatic part of the story which is the vehicle for teaching :
two children and a robot have flown to the moon. As there is
something wrong with their rocket,they find themselves stranded
there. It so happens, however, that they have met a moon-man who
is a very nice person. The moon-man feels sorry for the children,
and gives the robot his space ship so that everybody can £ly back
to the beautiful blue earth. The robot is so moved when he gets
this present, that he cries. When he does so, he suddenly finds

that he has become a man. Only a man cries, onfy a man Loves ,
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I'm a man now, he says.

Within the wider whole of story sequence, this
is the first whole the children have to grasp: the understanding
of the episode. They understand it because of the pictures . As
this is the 19th lesson in the course, it has bits of 1language
material already learned and intensively practised.

The future teachersmust be made to realize
that, exciting thouqﬁ'it may be for the children and even for
themselves, this first whole - the story - is only the on-l1lin -
guist vehicle for the introduction of linguistic material . The
young pupils should be wholly immersed in the situation: the ex-
citing episode. But the teacher's business is to use this as a
jumping board to make hisdass dive into the linguistic material.
So, within the initial whole, which is the story, other wholes
must be placed: the connected semantic, syntactical and phonological

structures.
The semantic seems the most important layer of

this union: the children, having grasped the first general mean -
ing of the episode, because of the pictures, must be made to in -
terpret the more specific meaning of individual sentences . ILet
us have a look at the dialogue we mentioned. Here, the only com -
pletely unknown lexical unit is the sentence Thank you very much.
It can easily be explained. The teacher drops some object. As a
pupil picks it up for her she says Thank you very much. Similar
situations may be provoked, for the teacher to say the same sen -
tence again or to elicit it from tﬁe children. The other sen -
tences of the dialogue contain only known lexical items, which
must now be reviewed and understood in the new context. The teacher
' acts each sentence, showing the appropriate flannelboardcut outs:

the space - ship, Pam crying (for the verb to cay), a heart (to



. suggest fove ), etc.

In the syntactical area, the new item presented
is that of questions and short answérs with do or does. This ,
of course, also conveys meaning:In the children's mind, as in
language, the separation between syntax and semantics does not
exist. So the use of do and does will come through in sentences
which are obviously interrogative, with the respective affirmatiwe
or negative short answers. The teacher points, for instance, to
the picture of a plane, and asks; Does a plane §Ly? Sheherself
answers: Yes, it does. The same for a space-ship and for a rocket.
Then shemay point to a car, repeat the question, and answer B
No, it doesn't. The important thing is that the future teachérs
should grasp that both in thé semantic and the syntactic field
the approach is global: it does not matter if the pupil does nct
understand each individual word in the sentence Thank you very
much. What he has to get, at the beginning, is the meaning of
the whole, and its relation to the appropriate circumstances.So
also, no explanation is needed, and, with children, indeed,pos-
sible, about the function of do or does as grammatical tools .
The thing is to make the class see that do and does are used
in certain kinds of questions and answers. Later on, as the
teaching expands, other texts will lead the students to under-
stand the meaning and function of separate items: the whole will
slowly break into parts, which can be put together into  new
wholes again.

The global, or structural approach, remains

uppermost.
It is the same in the phonolagical area.It this,

as in the other areas, it must be emphasized to the trainees that
what matters is the whole, not the parts, or rather, that the whole, not the

parts, are to be made the starting point, and the initial focus
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routine of the classes, and the sequence of the various steps -
presentation, explanation, repetition, etc. - of an auvdio-visua

course. ‘
After this general outline has been sketched ,

specific tecniques can be illustrated and then discussed: how to
teach vocabulary, 1;troduce new patterns, drill and review themn,
conduct elementary conversation and oral composition, etc.

In all of these aspects, it must be insisted
upon that the young learner should be kept always busy and in -
terested. Above all, that everything should be taught in such
a way that the student "lives" what he is learning. And the on-
ly way to live 12 is to learn it as communication. The impor -
tance of pictures, real situ;tions in the class and similady
concrete resources cannot be over-emphasized. The young learner
must be vitally involved in everything done. For instance,as the
teacher shows the cut-out of the space-ship, to review §£y (mak -
ing the adequate gestures and even noises), the child must be
allowed or even required to repeat the miming, and even to touch
the picture. (A toy would even be better.) For the same reason
individual questions should be introduced as soon as possible :
D& yoy §Ly? Does yourn father fLy a rocket on a space - ship ?
Do you {Ly when you go to Rio? Etc.

The prospective teacher must be made especially
wary of introducing or practising patterns in a mechanical way.
He must not let himself be tempted to do pattern drills by simply

repeating or changing disconnected sentences in such a way
that the class often ignores or even fails to understand their
meaning. So, for instance, if short affirmative answers
with do are to be drilled, the young learner may be asked: Do
you sdee a space-ship in that picture? Do you see a nrockel in

that one? Do you see a moon-man near the nocket? Do space-ships
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of attention. So, intonation, not i:he pronunciation of individwl
words or phonemes, must be correct in the first place. In the came
of the dialogue presented, the rising intonation of the yes-no
question deserves attention. The connected problem of stress al-
so calls for special care in questions with do and does. The teadr
er has to see to it that the main verbs see, gy, cry get the
stronger stress, and not do, does, which Brazilians tend to stress
wrongly. The dialogue presented also gives the teacher the chance
to point to the children the difference between connected speech
(1llustrated by the moon-man) and non-connected speech (illus -
trated by the robot). She can comment éspecially on the fact that
the robot speaks in a suitably mechanical and toneless way,pro-
nouncing every word in isolation - which nobody would normally
do. Then, as the robot changes into a man, he changes into con-
nected speech, which leads him to stress strongly only certain
words in the sentence. Thus, without anytechnicalities,and in
very simple language, important phonological points are made.
The trainées must be made aware of the deliberate simplicity of
the explanation, and try to imitate it when they start giving
lessons to the pilot class. It is generally tli‘:Ls very simplicity
that the young teacher has most trouble in attaining. For this
reason, the person responsible for the teacher-training must
not be afraid to insist on the need to translate technical in -
formation into language children can understand and which does
not distort linguistic facts, even though their full range can -
not be properly presented at this stage.

' The first step, is then, to make the prospec -
tive teachers grasp the necessity and importance of the struc -
tural approach, as well as its applicability to all aspects of
the teaching process. This, of course,is pointed out in the very

first classes, when the trainees are still learning the broad
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§8y? Do nochets fLy? Do astronauts {8y nockets? Do children cy?
Do men and women cry?etc. The future teacher must realize the impor-
tance of doing drill in this living, situational way, not even
letting the class know that the aim of the activity is to drill
a specific pattern. Children must always keep the impression tha
they are communicating with the teacher, not doing a grammatical
exercise The atténtion of the trainee must be called to the fact
that the teacher must develop. the skill to frame, or make the
students frame, sentences which require always the same struc -
ture in the response elicited, but without letting the students
feel that they are doing a mechanical exercise. With this aim
in view he uses every opportunity the situation in class gives
him to devise structural drills on the spot, when the need for
them is felt. The trainee should realize that the ability to
improvise drills as the opportunity arises is something that de-
pends largely on practice and that can be developed. He should
also see the splendid opportunities given by games and songs
to practice the same patterns over and over again without letting
the class realize that they are doing drills. This will also
prevent the future teacher from teaching children songs or games
that bear no relation to what is being taught, whén the same
activities could be used to reinforce or even introduce teach -
ing points. In all this, the important thing is not to feff the
prospective teachers what to do. This has been done often enowgh .
The vital thing is to make them see it done before their eyes ,
discuss how it was done, make them do it themselves, following
their own ideas but guided by the person responsible for the
teacher training.

The class-within-the-class procedure gives the
instructor every chance to drive home another important point :

the similarity between teaching the mother tongue and teaching
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a foreign one. This happens in almost every aspect: the global
.principlé involving the phonological, syntactic and semantic.areas;
the introduction and drilling of new vocabulary or grammatical.
patterns; the tfansition from the oral to the written stages ;
the use of songs and games; oral composition, reading, etc.From
the point of view of each of these items, the similarity can be
emphasi;ed and exploited.

To give only one eéxample mention may be made
of the use of workbooks. In fact, workbooks, are one of the
points in which the teaching of the mother tongue and of a foreign:
language offer striking similarities. The future teacher should
be made to analyse the exercises most frequently used. They can
have a look, for instance, at one of the simplest types:identi-
fying a picture according to a sentence said aloud. The pupil is
shown a picture, for example, of several characteres facing dif
ferent objetcs. As the teacher says, for instance, Pam {48 going
to eat an apple, the pupils draw a coloured line linking the
girl and the fruit. The opposite can be done: the pupil draws
the line, then he himself, or another pupil, says the corre -
sponding sentence.

Another type of exercise one can concentraté on
is matching items on the left hand column with those on the rigt.
Once can have, for instance, pictures of people on the left and
of objects on the right.The child has to say the sentence suggested
by the teacher's gesture. If he points to the boy Keith, and to
a rocket, the expected sentence is Keith {4 going to {Ly the rock-
et. Even a small number of pictures, combined with one another,
will yield a reasonable number of sentences.

Another kind of exercise uses pictures of two
children with the respective pieces of clothing. The pictures am

to be cut out by the pupils at home and pasted on cardboard. Then,
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for instance, as the teacher points to a-girl and a dress, the
child says: Pam {8 going to put on her dress. The teacher says:
Make her put it on. As the pupil does so, he says: Pam {8 put -
4ing on her dress. When he finishes, he says: Pam has fust put
on her dress. The teacher may then ask: What {8 Pam wearing now?
to elicit .She is wearing her dress.. Similar sentences can be built
With;take off§. This exercise provides an excellent way to reviev
and contrast patterns with going fo, be + ing and have+ participle.

A third type would remind one of hide and seek.
The child looks at a picture where several items have been dis-
guised. Then the teacher goes on:How many cats are thenre?!The
pupil answers: There is only one. The next question may be:Where
48 the cat? Etc.

Such exercises, always done orally, cannot real-
ly be separated from games and songs, which serve similar pur -
poses, and which are very close to those used to teach the mother
tongue. In all cases, one can hardly insist too much with the
novice teacher that, even though children enjoy such activities
enormously, their aim is not so much to afford some pleasurable
activity, but to drive home a syntactical pattern. The examples
cited have obvious structural aims. In the enthusiasm which is
indispensable to the future teacher he must not be so much car-
ried away that he loses control of the situation and forgets that the
goal he has in mind is to teach a strugtural patfern. The sim -
ilarity with parallel activities in the mother tongue should be
insisted upon. The prospective teacher must be able to make his
future students feel the connection between what they do in the
English class and what is done when they are engaged in activi-
ties meant to improve the command of their native language. In.
both cases, the basic aim is communication. This fact must not

be lost sight of whenever children or teachers are engaged in



any activity meant to develop language skills,in the mother tongue
or in a foreign one.

Someﬁhing else should be remembered here:whenew
er the prospective teachers are introduced to some new procedure,
they should be made familiar with its technical and. mechanical
part immediately. All the seemingly unimportant technical details
such as how to make, handle or store cut-outs, slides, film-strips
posters and other visuals should be taught as soon as the train-
ee has seen them used. The same applies to handling a tape recorder
or a projector properly. :‘Otherwise, one will be launching into
the teaching profession young professionals who are gadget-shy.
We are all probably familiar with the kind of. new-fledgedfemﬂer
who is terribly frigtened of using a tape recorder or a magn -
etboard because he thinks, he cannot handle themproperly.The momert
to learﬁ how to do so is that when they have first seen them usal.

The use of the workbook is only one of the many

points in which the teaching of a first and of a foreign lam
guage obviously converge. Others, and probably more important
ones, have already been mentioned: the development of the skills
leading to fluent, connected speech; reading comprehension;the
transition to writing, etc. These will not, however,be discussed
here. Our aim, in this paper, is a more modest one: to show that,
by using the class-within-the class procedure, it can act as a
sort of organizing centre from which every important point con-
nected with the teaching of English to children may easily be

made to flow.
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Walt Whitman and the Week of Modern Arts in Brazil

Alita Socdré Dawson

Edith Sitwell, English poet, critic and novelist, in her
Poetry and Criticism (1926) says:

Every hundred years or so it becomes necessary for

a change to take place in the body of poetry, other-
wise the health and the force that should invigorate
it fade. When a fresh movement appears -and produces
a few great men, and once more the force and vigour
die from the results of age; the movement is carried
on by weak and worthless imitators, and a change
becomes necessary again.l

In English Literature a significant change took place in
1798 originated by William Wordsworth and Samuel Taylor Coleridge who
in Lynicaf Ballfads broke with the reigning school of Pope and the
spirit of the 18th century to achieve a new art freer in form and
suited to the spirit of their time: Coleridge with poems of romantic
wonder, Wordsworth with poems of nature and simple humanity. The new
poetic tradition established by them and later romantic poets
remained in authority in America until 1855 when the revolt of Walt
Whitman, breaking away from the past, proclaimed a new age for
America's poetry. Whitman considered himself - and was to some extent
for his time - a literary radical, and as such he did not hesitate
to write essays, poems, or utter remarks which among other things
anathematized the poetry of his day.

Yet we cannot fully appreciate whitman's rebellion unless we
examine the literature against which he rebelled. He found fault with
several specific phases of the literature of his day, the most important
of these being what he called "the beauty disease"”.

The "beauty disease®” characterizes a type of poetry popular
in contemporary magazines of Whitman's day and best described by a
commentator on the Good Gray Poet, Langdon Mitchell, as follows:

Poetry is beautiful imagery connected with a high
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degree of verbal music. Poetry, therefore, does
not convey truth: it affirms nothing; it has no
relationship to life. The "ideas" are of no
importance. Poetry is a game of Images, an art of
Euphony. Enjoy it as such.

Whitman used to describe poetry afflicted with the "beauty
disease" as artificial, warped, sentimental... as having neutral
tints, unable to use first hand materials - the earth and the sea
Furthermore, Whitman placed E.A. Poe in the category of "beauty
poets”.

Another characteristic Whitman opposed was the morbid -
literature which teaches pessimism and lassitude, a literature "which
exerts a certain constipating, repressing, indoor, and artificial
influence."3 ’

One element of morbid literature which he particularly
despised was pornography. Whitman was of course known as the poet of
sex, and wanted to be known as such, but of sex only as a healthy
expression. He objected to the contemporary variety of "dirty stories”
and "suggestive writing", and to "euphemistic, gentlemanly, club-house
lust“.4 These, then were some of Whitman's major enemies: romantic
beauty, effeminate romance, morbidity, especially if they were
imitated from European sources. For their servility in imitating
continental letters, Whitman's disgust for his contemporaries
increased. Thus he says in his poem "Thou Mother With Thy Equal Brood:"

The conceits of the poets of other lands

I'd bring thee not

Nor the compliments that have served their turn so
long,

Nor rhyme, nor the classics, nor perfume of foreign
court

or indoor l:l.brary.5

Having thus spoken, Whitman assumed the task of creating a
new literature which would "breathe life" into the new America. 1855
was the year to witness such poetic upheaval, while Henry W. Long-
fellow was publishing “The Song of Hiawatha", and Romanticism was
predominant in America. Whitman did not hesitate to present a small
volume of 12 poems and a lengthy Preface entitled Leaves oﬂlGuabé,
a volume which would become the great poem of America after having



been enlarged, re-written, and re-printed during the next 35 years or
so of his life. As expected, this publication of Leaves of Grass was
a shock to the conservative critics. The public simply ignored his
book. Yet the book found an echo in some poets and writers, like
Ralph W. Emerson who foresaw "the beginning of a great career" for
Whitman. Emerson thus realized that what he himself had written in
1837 in "The America Scholar" - "Your day of dependence, your long
apprenticeship to the learning of other lands draws to a close", had
at last found a response almost 20 years later.

It is relevant to notice that another American poet, William
C. Bryant, in his lectures on Poetry in 1825 calls for a free and
native literature. The central idea in Bryant's third lecture is the
same as in Emerson's and later in Whitman's Preface of 1855 - namely
that America is a free new country with materials for a poetry which
should be liberated from the poetry of the 0ld World. This concept,
stated too quietiy and too sedately by Bryant some 30 years earlier
is repeated with enthusiasm in the startling phrases of Emerson and
reaches its culmination in the paradoxes of Whitman.

Whitman accepted the challenge Bryant and Emerson proposed,
yet it would take years for him to be understood and loved in his
own country. That is whyin a projected preface to Leaves of Grass,he
says about his great poem: "Of such a song I launch the novice's
attempt and bravas to the bards who, coming after me, achieve. the
work complete."6

Whitman considered himself important mainly as a precursor
of later and greater poets who would accept his poetic creed, but
surpass him poetically. In a poem entitled "Poets to Come" he says:

Poets to come! oraters, singers, musicians to come!
Not today is to justify me, and answers what I
am for;
But you, a new brood, native, athletic, continental,
Greater than before known,
Arouse, arouse - for you must justify me - you must
answer...

The poets Whitman looked for did not appear suddenly; time
was needed for his message to be understood and followed. In 1912
the United States was ripe for such a kind of poetry. With the poetic
revival of that year Whitman became the master of the ﬁoets of our
time: they did surely arocuse, they did justify the man who sought
justification; they at last answered his call. Among these are Carl



Sandburg, Hart Crane, Edgar L. Masters, Vachel Lindsay, and, in prose,
Thomas Wolfe.

In Brazil a similar revival of poetry took place starting
in S3o Paulo in 1922. It was The Week of Modern Arts which brought
Modernism into existence. Whitman's name was equally acclaimed as a
forerunner of the new movement, and some of his poems, like "The
Last Invocation" and "My Legacy", appeared in Portuguese translation
made by Vinicius de Moraes in a magazine called Pensamento da Ameri-
ca.

It is pertinent to notice that Mario de Andrade with his
Paulicea Desvairada in 1922, a book of poems with a preface - Prefa-
cio Interessantissimo - did to Brazilian poetry exactly what the first
edition of Leaves of Grass had done to American poetry in 1855. Both
authors were engaged in a cause; both attacked what they called
devitalized traditions. In Mario de Andrade's Preface Whitman's name

is mentioned:
Vocé ja leu Sdo Jodo Evangelista? Walt Whitman?

Mallarmeé? Verhaeren?8

If then modern American poetry dates from the first edition of Leaves
0§ Grass, modern Brazilian poetry starts with Paulicea Desvairada.

Yet there are two other Brazilian poets whose indebtedness
to Whitman is obvious: Ronald de Carvalho (1893-1935) and Felipe 4'Oli
veira (1891-1933), more particularly in the years that followed the
Week of Modern Arts: Ronald de Carvalho in a volume entitled Toda Ame-
nica and Felipe d'Oliveira in his exuberant "Magnificat”.

Let's remember here that the main purpose of the young
Brazilian poets who led the poetic revival in 1922 was intense natio-
nalism, especially during the first phase of the movement. They
discovered in Brazil the material for fresh poetry. This is exactly
what Whitman had discovered in 1855 when he emphasized in his Preface:
"The United States themselves are essentially the greatest poem."

Some of the poetic tenets which Whitman so vigorously expounded
are the same our poets presented in their manifests "Pau Brasil®” and
"Verde Amarelo" such as:

The emphasis upon a free and native poetry:;

The importance of nature in poetry:;

The heroic portrayal of the common man, the working
people;

The validity of the city and industrial life as
material for poetry:



The placing of substance before form and meter;

The view of great poetry as serving to arouse and stir,
rather than to soothe and comfort.

No imitation is here implied, just parallel enthusiasm and
a strong urge towards change, towards emancipation.

In his poem "I Hear America Singing" we find Whitman evoking
his country and a whole group of industrial people:

I hear America singing, the various carols I hear,
Those of mechanics - each one singing hisg, as it
should be, blithe and strong;

The carpenter singing his, as he measures his plank
or beam, )

The mason singing his, as he makes ready for work,

or leaves off work;

The boatman singing what belongs to him in his boat -
the deckhand on the steamboat deck;

The shoemaker singing as he sits on his bench - the
hatter singing as he stands;

The woodcutter's song - the ploughboy's on his way in
the morning, or at the noon intermission, or at
sundown;

The delicious singing of the mother - or of the young
wife at work - or of the girl sewing or washing -
Each singing what belongs to her, and none else;

The day what belongs to the day - at night, the party
of young fellows, robust, friendly,

Singing with open mouths, their strong melodious
song.

The same idea is found in Felipe d'Oliveira's poem
"Magnificat" - section 2:

O homem mogo, cantando, contou que a terra

tem riso de sol na boca e perfume de mato no halito,
tem fulgor de estrela e veludo de noite morna nos
olhos,

tem todas as forgas nos misculos e todas as sementes
nas entranhas.
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O homem mogo, cantando, contou que viu outros homens
retorcendo rios,
achatando montanhas,
comprimindo florestas,

" rasgando Istmos,
fendendo promontdrios,
plantando torres de ago,
derramando outros rios, rios de asfalto e de ago.
puxando para cima outras montanhas de cimento e de
ago,
ferindo no ventre o chdo de fartura (pungGes de petrd
leo, raspagens sonoras de minerais),
ferindo nas veias o corpo da terra (sangrias de dleos,
resinas e seivas).
O homem mogo, cantando{ contou e contou e contou e o
seu canto ficou sendo o Canto da 'I'erra.10

Ronald de Carvalho was not less vibrant in his ample verses
to sing his country. In his poem "Brasil” there is a passage which
says:

Eu ougo todo o Brasil cantando, zumbindo, gritando,
vociferando!

Redes.que se balangam,

sereias que apitam,

usinas que rangem, martelam, arfam, estridulam,
ululam e roncam,

tubos que exploden,

guidastes que giram,

rodas que batem,

trilhos que trepidam,

rumor de coxilhas e planaltos, campainhas, relinchos,
aboiados, e mugidos,

repiques de sinos, estouros de foguetes, Ouro Preto,
Bahia, Congonhas, Sabari,

vaias de bolsas empinando nimeros como papagaios,
tumulto de ruas que saracoteiam sob arranha-céus,
vozes de todas as ragas que a maresia dos portos joga
no sertao!

Nesta hora de sol puro eu ougo o Brasil.11
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In these passages we notice, first of all, a very sensuous
kind of writing with emphasis upon verbs like see, hear and 8ing
with a predominance of visual and auditory images. Most of the verbs
in these passages express movement, listing the various activities
of young working people in long catalogues which Leo Spitzer calls
"chaotic enumeration” and our poet Mario de Andrade "versos harmdni-
cos"”. '

The break with poetic convention is shown in stanzas with
different number of lines, in lines with different lengths, and no
rhyme at all. As for rhythm, these poems seldom present the convention
al rhythm, that is, the interplay of stressed and unstressed syllables.
Yet the repetition of ideas or thoughts is also rhythm, and this
technique is frequently used by Whitman and his Brazilian counter-
parts. In section 18 of "By Blue Ontario's Shore" we have a good example
of initial, central and final reiteration, i.e., anaphora, mesodiplosis,
and epiphora or epistrophe:

will confront these shows of the day and night,
will know if I am to be less than they,

will see if I am not as majestic as they,

will see if I am not as subtle and real as they,
will see if I am to be less generous than they...

HOoH - O

Ronald de Carvalho in a poem entitled "Entre Buenos Aires
e Mendonza® presents an example of initial and final reiteration:

Oh a emogdo da forga em face dos elementos que vao
ser dominados!

O espirito que se faz forga,

o amor que se faz forga,

o direito que se faz forga,

a forga que se faz aspiragao e fecunda todos os de-
sejos e cria todos os movimentos:

o movimento que gera e aniquila,

o movimento do semeador que enche o teu corpo de
germens, América,

O movimento do mecinico,...13

In "A Backward Glance o'er Travel'd Roads", which was the
Preface to the last edition of Leaves of Grass, Whitman says:

For grounds for Leaves of Grass as poem, I abandon'd



the conventional themes which do not appear in it:
none of the stock ornamentation, or choice plots of
love or war, or high, exceptional personages of 0ld
World song; nothing as I may say, for beauty's

sake - no legend, or myth, or romance, nor euphemism,
nor rhyme. But the broadest average of humanity and
its identities in the now ripening 19th century, and
especially in each of their countless examples and
practical occupations in the Uniteé States today.l4

It is interesting to remember that in a passage of a speech
the poet Menotti del Picchia delivered during the Week of Modern Arts
he saye-

Queremos libertar a poesia do presidio canoro das
formulas académicas, dar elasticidade e amplitude
aos processos té@cnicos... Queremos exprimir a nossa

- mais livre expontaneidade dentro da mais expontanea
1iberdade.15

By putting into practice what they preached in their
prefaces and utterances, Whitman as well as the Brazilian innovators
created a poetry that arcuses and stirs. The first lines of "Song of
the Open Road" convey this idea:

Afoot and light-hearted I take to the open road

Healthy, free, the world before me,

The long brown path before me leading wherever I
choose.

ssecvoescs

Henceforth I ask not good-fortune, I myself am good

fortune;
Henceforth I whimper no more, postpone no more, need
nothing,
Done with indoor complaints, libraties,'querulous
criticisms,

Strong and content I travel the open toad.16

The same vitality is found in verses like these by Ronald de
Carvalho from his poem "Entre Buenos Aires e Mendoza",

Onde estdo- os teus poetas, América?
Teus poetas n2o sdo dessa raga de servos que dangam



69

no compasso de gregos e latinos,

Teus poetas devem ter as maos sujas de terra, de
seiva e limo,

as mdos da criagao!

E inocéncia para adivinhar os teus prodigios.

e agilidade para correr bor todo o teu corpo de fer-
ro,

de carvao, de cobre, de ouro, de trigais, milharais,
e cafezais!

Teu poeta sera inocente, América!

a alegria sera a sua sabedoria,

a liberdade serd a sua sabedoria,

e sua poesia sera o vagido da tus prdpria substancia,
América, de tua propria substdncia lirica e numero-

sa.

Or in these by Felipe d'Oliveira from sections 3 and 4 of
"Magnificat”

O canto da Terra embalou meus sentidos, o canto da
Terra tocou os meus olhos e ouvi com os olhos a sua
eloquéncia.

O canto da Terra mostrou toda a Terra coberta de en-
xames ,fervendo de vidas,

vertendo uma vida diversa das outras,

e que sabe no gosto do sonho com gosto de mel,

mas mel destilado de flores agrestes

abertas nos limbos agrestes dos campos agrestes,das
matas agrestes,

o Canto da Terra mostrou toda a Terra.

And he starts section 5 of this poem:

A hora da aurora do mundo criangca - a América toda.18

This as we see is a poetry of noble individualism, of
national expansion, a crusading poetry pointing the way to a broader
art. This is the prophecy announced in Whitman's Preface to the 1885
Edition of Leaves of Grass: "The proof of a poet is that his country
absorbs him as affectionately as he has absorbed it.

Something of Whitman's irresistibility may be felt in the
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tribute by another great poet, Ezra Pound. Pound acknowledges a debt
which any honest American poet today must, to some extent, share. In
his nine-line poem entitled "A Pact", Pound says:

I make a pact with you, Walt Whitman -
I have detested you long enough.

I come to you as a grown child

Who has had a pig-headed father;

I am old enough now to make friends.
It was you that broke the new wood,
Now it is time for carving.

We have one sap and one root -

Let there be commerce between us.zo

In conclusion I wish to say that no poet today - in America
or in Brazil -.would argue very much with Ezra Pound's acknowledged
veneration.
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Virginia Woolf's To the Lighthouse the concept
of androgyny

Ana Licia Gazolla

] The purpose of this paper is to present, in the novel To
the Lighthouse, the development of one of Coleridge's concepts: "The
truth is, a great mind must be androgynous.”

In A Room of One's Own, Virginia Woolf comments on this
famous quotation. It is important to see in which way she interprets
it, because this will constitute one of the essential elements of
To the Lighthouse. First, she assumes that there are two sexes in
the mind, and they must be reconciled or united, acting in a constant
intercourse to achieve complete satisfaction. Only the androgynous
mind is naturally creative: it is transformed into a fountain of
creative energy after the reconciliation of opposites that coexist
in it. The interdependence of the two forces, or of the two approaches,
constitutes the harmonized “"whole."

Mr. and Mrs. Ramsay, as some critics point out, would re -
present the masculine and feminine approaches to life. The masculine
approach would be associated with sterility, rationality, abstract
and logical reasoning of facts, while the feminine approach embodied
by Mrs. Ramsay is associated with creativity, intuitive search,
imaginatiqn, sensibility to things and people, and the search for some
thing permanent in the multiplicity of experience. There is no doubt
that Mr. and Mrs. Ramsay represent two different approaches to life:
the two poles are the emotive and the intellectual. It is also clear
that Mrs. Ramsay is the one that has, in a higher degree, the
experience of reality, finding, more constantly than the others,some
glimpses of "eternity".

However, their sexual roles should be taken only as
metaphors for the difference of approaches to life. The idea of one-
sidedness that we seem to find in the beginning of the novel is
gradually overcome as we perceive that both characters present, in
different degrees, the desirable reconciliation of opposites. The
initial and negative perception of Mr.Ramsay is given to the reader through James'
point of view,and this is due to his sense of being deproved by his father's constant
demands on his mother. However, there are many hints that Mr. and
Mrs. Ramsay share the same qualities, although in different degrees,
and so do almost all characters in the novel. There is a bi-polarity
in the two characters. Although Mr. Ramsay's pole is established in
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‘terms of analysis and separation of things (as expressed, for example,
through the metaphor of the alphabet), and Mrs. Ramsay's pole is to
blend things, to see the whole, we find a duality in both of them.
For example, in pp. 160-161, Mrs. Ramsay thinks that "in active life
she would be netting and separating one thing from another..." The
incongruity found in all characters also adds to this idea of
duality. We have, for example, Mr. Ramsay who is a great philosopher
and yet so petty and with a tendency to dramatize himself; or Mrs.
Ramsay, who allies beauty and the wish of being flattered, and so on.
To the degree the characters achieve a reconciliation in
themselves, they are able to reconcile the inner and outer views
of reality and achieve their visions. Both Mr. and Mrs.Ramsay evolve
towards this fusion. There is a constant tension between the two
types of reality - the perceiving subject and the perceived object,
and the goal is a kind of understanding in which both are contained.
The novel, thus is constructed in terms of the cbjects as material and the subject's
respcnse to it. The search for a wholeness of vision is the search for the moment of
reconciliation of perceptions and feelings, or cuter and imner reality, into a whole.
The vision each charater has of the objective reality is
influenced by his emotions, feelings,and mind. It is not a mechanical
copy of the outside world; rather, it constitutes an organic perception
in Coleridge’s sense. It is an interiorized imitation of the object
that is filtered through the characters' inner reality. The mind
combines all these perceptions into a unity, a whole, and this is,
according to Harvena Richter, "a process that corresponds to what we
loosely term imag:l.nat:lon".l This unity, however, depends on a complex
relationship of emotions, and on the inner tension of the characters.
When all this is synthesized and the character achieves unity in
himself and with the world outside of consciousness, he acquires his
vision.We can conclude from this that all characters are potentially
"viewers”. Depending on this reconciliation of opposites inside
and outside consciousness, they achieve the moment of total experience.
Each perception, then, becomes an act of creation, and to this
extent all characters become artists of their own experiences. We can
relate this to Coleridge's concept of primary and secondary imagina-
tion in a loose way. All characters possess the secondary imagination;
some, however, are better viewers than others, and are able to achieve
moments of integration, of wholeness, that are almost like "a work of
art.” The objective material and the subjective response to it become
fused in these moments, and the viewer in a way dominates the chaos
of experience.
Mrs. Ramsay is the character that achieves these visions
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more often. She is often associated with the image of a fountain

from which creative energy emanates, being the best viewer of all.

To suggest the reconciliation of tensions in her, we can quote a
very significant passage in which she is described in terms that
suggest the image of a male sexual organ: "Mrs. Ramsay... seemed to
raise herself with an effort, and at once to pour erect into the

air a rain of energy, a column of spray..." We see then that it

would be a very limiting statement to establish the opposition or the
tension of the two different views of life in terms of masculine and
feminine roles, since the description itself points to the idea of
combined opposites in the same person. Mrs. Ramsay is, in this
section of the novel, (the same as Lily, in Part 3), the best viewer,
whose aim is to triumph over the chaos of experience, bringing things
into unity, putting them in terms of a whole. She is constantly striv
ing to establish a harmonized relationship among people,~between
subject and objeci, between herself and the outside world (life is
sometimes seen by her as an antagonist). She wants to absorb this
external world and achieve balance with it. The best example of this
attitude on her part is the dinner. The dinner is her creation, is
her work of art: she wants to unify, to organize, to take something
out of the flux, the confusion,and the chaos, and she achieves this
in this moment. In the dinner, the characters are brought into a har-
monious whole as if "they had their common cause against that fluidity
out there” (p. 147). And Mrs. Ramsay understands that "nothing needs
to be said... There it was, all round them. It partook... of eternity:
as she has already felt about something different once before that
afternoon; there is a coherence in things, a stability; something

is immune from changes and shines out (she glanced at the window

with its ripple of reflected lights) in the face of the flowing,

the fleeting, the spectral, like a ruby;... Of such moments, she
thought, the thing is made that endures” (p. 158).

Mr. Ramsay, in spite of his presentation of a "masculine”
approach to life, is another example of the androgynous vision. He is
not as developed a character as Mrs. Ramsay. He remains too much a
type, but in some moments we realize that there is an integration
between him and Mrs. Ramsay. During the dinner scene, for example,
when Mr. Carmichael asks for another plate of soup, "they looked
at each other down the long table sending those questions and answers
across, each knowing exactly what the other felt" (p. 144). A better
example is found on page 57. After his intellectual search expresséd
through the image of the letters of the alphabet (suggesting the
fragmentation of reality as he analyses and separates its parts),
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having had no success, he goes back to his wife, "bending his
magnificent head before her - ,,, he does homage to the beauty

of the world." After that, at the end of the section "The Window",
although they don't talk, there is complete communication between
them. He knows she loves him, and she knows thar his words about
the weather are correct: it won't be fine the next day, which
proves that his approach to life also has elements of truth. This
emphasizes the idea of polarity and reconciliation found throughout
the novel. At the end of the novel, Mr. Ramsay undertakes the trip
planned by his wife ten years before. In this trip, communication
is established between him, Cam, and James, as he tries to make them
both happy. As he conciliates for a moment his inner thoughts and
preocupations with the outside world (in this case represented by
cam and James), he reaches the Lighthouse.

The movement towards the Lighthouse is then the search for
a balance with the world outside oneself, and Mr. Ramsay, Cam, and
James achieve it in the trip. The world of the mind and external real-
ity are finally reconciled and harmonized, an adrogynous relationship
is established. Lily solves the problem in her painting and the others
reach the Lighthouse.

Lily's painting parallels not only Mrs. Ramsay's visions
but also the novel itself, and it constitutes an example of androgyny.
The painting and the novel converge to the same point and end together.
Mrs, Woolf's concept of the novel, of the creative process, and of the
artist's mind finds a good expression through Lily's words and
search. She thinks that "in the midst of chaos there was shape; this
eternal passing and flowing (she looked at the clouds going and the
leaves shaking) was struck into stability” (pp.249-250). In the novel
there is a constant transposition of what is still and what is moving,
and Lily thinks that through the art of painting she will exchange
the fluidity of life for something stable.

In the painting, Lily tries to relate and reconcile two
opposite masses into a unity, and at the same time she tries to under-
stand the relationship that existed between Mr. and Mrs. Ramsay. Both

questions are resolved together, as she wishes, after having her
vision of Mrs. Ramsay, to share it with him. Only after gaining
insight into those human beings and their relationahips is she able
to balance the "mass.on the right® with the "mass on the left",
resolving the problem of formal relationships she was faced with.
Similarly, an act of creation for Virginia Woolf is brought about
through the creative power of the androgynous mind: it is based,
according to Susan Bazin, on a "dual vision of the evanescent and
the eternal and the need to bring the two into 'emﬁlﬂmﬂum".z It is
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important to note, then, that Mr. Ramsay's pole was often associated
with the awareness of the "shifting", the evanescent aspect of life,
while Mrs. Ramsay searched the "solid,"” the "permanent,” the
"eternal.” Throughout the novel, as we have already pointed out, there
is a constant tension or contrast between flux and eternity, or the
chaos of life and the moment of experience, which is eternal and time-
less. When Lily balances her feelings between Mr. and Mrs. Ramsay, she
has her vision, thus showing the dualistic aspect of reality.

At the same time Lily, Cam, and James understand that our
view of people and things depend on our perspective, and, as James
points out, "nothing was simply one thing" (p. 273). James realizes
that as a child he saw the Lighthouse from land as a "silvery , misty-
looking tower with a yellow eye, that opened suddenly, and softly
in the evening" (p. 276). Now he sees it, from a closer perspective, as
a "stark tower on a bare rock," and he realizes that both are the
Lighthouse, both are true. Cam goes through the same experience, as
she sees the island from the sea; so does Lily. She realizes that
"so much depends upon distance: whether people are near us or far
from us; for her feeling for Mr. Ramsay changed as he sailed further
and further across the bay" (p. 284). This gaining of insight recon-
ciles, then, subject and object in a moment of equilibrium.

All these similar experiences are summarized in visual
terms at the end of the novel, when Lily is trying to achieve "that
razor edge of balance between two opposite forces: Mr. Ramsay and
the picture; which was necessary" (p. 287). In her mind she
establishes the balance between the triangle that represents Mrs.
Ramsay (who is seen through her memory since she is remote in time)
and the shape of Mr. Ramsay sailing towards the Lighthouse (and he
is remote in space). As her perspective of both of them changes,
she reconciles them, and "with a sudden intensity, as if she saw it
clear for a second, she drew a line there, in the centre. It was
done; it was finished. Yes, she thought, laying down her brush in
extreme fatigue, I have had my vision” (p. 310).

The understanding that reality is dual is what allows them
to have their visions. Lily's painting is an androgynous work of art,
and so is the novel, because both try to apprehend the dualistic
nature of reality. ";

Bazin points out that Mrs. Woolf "saw the evanescent in
terms of color, transparency, or movement, and the eternal in terms
of shape, heaviness, or durability."3 Lily expresses this idea when

she thinks that "beautiful and bright it should be on the surface,
feathery and evanescent, one colour melting into another like the
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colours in a butterfly's wing; but beneath the fabric must be clamp-
ed together with bolts of iron." The artist and the writer must
reconcile both aspects: they must see the parts,but also the "invisible
underlying whole.” That is why, when she is painting, Lily thinks
that she is exchanging "the fluidity of life for the concentration

of painting ," as she pursues the truth, the unity behind appearance.
That is also why Mrs. Ramsay looks for "the still space that lies
about the whole of things." The perception of this whole is the
moment of which "the thing is made thar remains for ever after.”

As we are ablée to grasp these moments, we are artists, we "partake of
eternity ," as ~'Mrs. Ramsay puts it. This eternity, of course, does
not refer to the physical aspect of things. Mrs. Ramsay dies, the
canvas will eventually be destroyed, and the novel itself will be
forgotten (as Mr. Ramsay says, one day nobody will read Shakespeare).
Also, interestingly enough, Lily's vision takes place in her mind,
not in the canvas, which shows that the vision is a state of mind,
not a thing in a concrete level. It is not the actual picture that
remains, but rather the vision .achieved in the mind.

Having the vision, Mrs. Ramsay, Lily, and the others grasp
the permanent shape, the reality that exists beneath change. Expe-
riencing the whole, in a way, men‘repeat, as Coleridge has said,

"in the finite mind the act of creation of the infinite I am."

We can also establish a comparison with Coleridge in the
importance given to the creative process and to the concept of the
work of art as a whole. Mrs. Woolf once wrote that "painting and
writing have much to tell each other: they have much in common. "as
we saw, the process of painting the canvas and resolving the tensions
involved in it parallel the process of development of the novel. In
p. 32, for example, Lily refers to the "flight between the picture
to her canvas" and to the problem of passing "from conception to work."
It is thus interesting to notice that the percepfipn of reality is
expressed by Mrs. Woolf through visual imagery: the line that Lily
draws in the center of the canvas; the triangle; Mrs. Ramsay's
perception of herself as a “"wedge-shaped core of darkness, something
invisible to others"” gp. 95), etc. Mrs. Ramsay's own perception of
herself agrees with Lily's idea of her as a triangle, and is expressed
through a visual image. The novel itself becomes an image: the reader
must perceive the whole of its design, and his interest, as Mrs.
Woolf once pointed outr should be in "the effect of the book as a
whole in his mind." The reader must be conscious of the unity, of
the pattern which lies behind the complexity of the novel.

The structure of the novel, or its "design", becomes
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extremely important. The sense of wholeness is also expressed through
the structure, since in Part III the trip to the Lighthouse, suggest-
ed in Part I, is finally accomplished. The novel evolves towards

the Lighthouse, as the title suggests, and it becomes an element of
unity. Also in the third part, Lily completes her painting. Although
it is not the same canvas used by her in Part i, she tries to solve
the same problem of formal relationships that .she faced before.

‘Both things, the trip and the painting, are completed simultaneously.
Parts I and III are also similar, as they are long, expanded presen-
tations of a few hours, ten years apart, while Part II covers those
ten years in an abbreviated, contracted form. In Part III scenes of
Part I are recalled. The central events of the two long parts, the
dinner and the trip to the Lighthouse, become moments of vision as

a sense of oneness is achieved by the characters that ﬁndergo the
androgynous experience.
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Cage: A sense of imprisonment

Pope shouting 1951 oil on canvas by
Francis Bacon
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Albee and the Absurd Drama

Cleuza Vieira de Aguiar

This paper attempts to use The Zoo stonyl as a way of
evaluating Edward Albee's degree of commitment to the Theatre of the
Absurd. This aim might not appear very novel as Martin Esslin has
already included Albee in his list of well known absurdists. However,
regardless of how famous Martin Esslin's The Theatre of the Abéuadz
it has never curtailed the critical Babel surrounding absurdist drama,
for the term 'absurdism', despite Esslin, has been used in many
different ways. C.W. Bigsby3, for instance, by developing a predo-
minantly thematic approach to the subject, and to Albee in particular,
has charged Esslin with a lack of rigour for having included The
200 Story amongst the absurdist plays. His disagreement with Esslin
stems from his view of Absurd Drama as a revelation of nihilistic
viewpoints. Thus, he maintains that in The Zoo Stoay, Albee, unlike
the absurdists, is formulating an affirmation of man's ability to
face reality.

The implication of Bigsby's two assertions regarding Albee's
The Zoo Stony will be fully investigated here. It will be shown that
although Albee's positive thinking is indeed important for the under-
standing of the play, it does not necessarily exclude The Zoo Story
from the ambit of Esslin's definition of absurdism. This is because
Esslin has broadly defined absurd subject-matter as man's metaphysical
angst and sense of bewilderment in the face of inneffective ideological
systems. However, the purpose of this essay is not only to apprehend
the playwright's vision of the world. It also purports to show that
Bigsby failed to grasp that it is the form in which this sense of
bewilderment expresses itself that is the essential aspect of the
theatre of the Absurd. In other words, what is said in Absurd Drama
is indissolubly linked with the manner in which it is said, and
cannot be said in any other way.

Because the content of The Zoo Story is successfully a
function of its form, it will be labelled an absurdist play. But while
trying to evaluate how effectively Albee works out his vision of the
world, it becomes apparent that Albee is not a fully committed
Absurdist. In his attempt to compel the audience to partake of his
vision, Albee refuses to dehumanize his characters, a pre-requisite
for absurdism.
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The Theatre'of the Absurd

The New form of theatre that Martin Esslin has called Absurd
is a form of poetry, a concretized metaphor yielding a presentation
of the anguish of a world cut off from a basis of solid logic and
religious precepts. It is a poetic theatre in‘' the sense that, like
poetry, it is founded on the belief that to state is to destroy and
to suggest is to create. It is a form of poetry but not of lyrical
poetry for its mood is violent and grotesque. Its language and
images do not rely on "a rich web of verbal association"4, but on the
contrary it tends towards a devaluation of language. It renounces
“"arguing about the absurdity of human condition, it merely present$
it in being, that is, in terms of concrete stage images of the
absurdity of ex:l.stence"5 . These images embody the whole dialectic
of the limitation of human knowledge as viewed by the philosopher
and are articulated by the Absurdist playwright so as to fulfil the
aesthetic ideal of unity between form and subject matter, In other
words, if the sense of irrationality of the.human condition is to be
presented, the form in which it is expressed must be illogical as
well. New content demands new form and. if the philosopher no longer
believes, as Plato did, that a human being is endowed with a core
of immutable essence, ‘the characters in a drama must not be wholly
consistent. Similarly, the assumption that logical discourse as a
possible means of conveying trustworthy solutions is invalid cancels
out the need for the well constructed plot of the well-made play in
its regular movement from introduction and exposition to climax and
dénouement. Generally speaking, if the Absurdist writer rejects what
he considers philosophical fallacies, it implies that he must also
reject the aesthetic principles that support them. To express the
various "isms" of the modern world under the tyranny of traditional
theatrical conventions is to share with Camus and Sartre the blame
for a contradiction the Absurdist writer urges us to avoid.

It is this striving for the achievement of harmony between
the new forms suitable to their subject matter that made the
Absurdists base themselves mainly, though not éssentially, on the
revolutionary techniques of Artaud and the French avant-garde
movements. The theatre of the Absurd should not be understood as a
'school.' As Esslin says:

"It is a basic mistake to assume that all the works
that somehow come under this label are the same or
even very similar; and it is nonsense to try to attach



a value judgement to the whole category."7

The theatre of the Absurd is "intended as a generic concept of a large
number of extremely varied and elusive phenomena" concentrating "on
certain important elements that make them-in other respects, quite
different from one another."8
The theatre of the Absurd cannot be defined in ideological
terms and the fact that it mainly portrays a sense of bewilderment
at the lack of any ideological system does not necessarily mean it
embodies a nihilistic viewpoint. What is far more important to the
" concept of the theatre of the Absurd is the form is which this sense
of bewilderment and mystery expresses itself: the devaluation or
even downright dissolution of language, the disintegration of plot,
characterization and final solution, (which had hitherto been the
hallmark of drama) and the substitution of new elements of form -
concrete stage imagery, repetition or intensification. In sum, a
whole new stage language”.

The Zoo Story

In their attempt to avoid the aura of well-made drama, the

Absurdists favoured the one-act play. Although The Zoo Story is in
this mould, it has not being chosen here simply because of its
compactness. The choice relies, more importantly, on the fact that
the play gives an insight into Albee's understanding of the theatre.
The 200 Stony can be seen to be both metatheatre as well as an instance
of the absurd. This is made clear when Albee creates a duality of
"roles for Jerry. That is, Jerry is at the same time a character and
the creator of his own play. He is as much the madman that comes
" to the park and unreasonably causes his own death as the mad poet,
the creator caught in the very act of his creativity, conjuring up
the play 'The 200 Story' which his audience, Peter, is later going

to watch on TV. To distinguish one from the other is difficult, for
Jerry-character and Jerry-creator overlap in an almost indistinguish-
able way throughout the play. However there is a moment where Jerry-
creator emerges quite distinctively from Jerry-character, which
justifies the stress laid on this duality. Jerry, thinking of his
visit to the zoo and still wondering about Peter says:

Jerry: I'll start walking around in a little while, and

eventually I'll sit down. (Recalling) Wait
until you see the expression on his face.(italics
mine)
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Peter:What? Whose face? Look here, is this something

about the zoo?10

The pronoun 'you' is certainly addressed to the audience,
and the adjective 'his' is a reference to Peter, his interlocutor at
the time. By doing this, Jerry places himself out of the play and
reveals that he deliberately intends to create a 'play' with Peter as
his private audience.

Jerry: (Distantly) The what?
Peter: The zoo; the zoo. Something about the zoo.
Jerry: The zo00?
Peter: You've mentioned it several times.
Jerry: (Still distant, but returning abruptly) The 2zo00?
Oh, yes; the zoo. I was there before I come
here..."11
The interpretation of the former quotation is reinforced by Jerry's
subsequent absentmindedness as revealed in the latter quotation. He
is removed from what is happening on the stage which suggests that
his play is not clearly delineated in his mind. From this moment on,
Jerry becomes an actor-creator in search of a play. The idea that
Albee, either, consciously or not, wanted us to assume Jerry's role
as a creator is made more explicit in Peter's words:

“I... I don't express myself too well sometimes (He
attempts a joke on himself) I'm in publishing, not
writing.”

What Peter puts forth as a joke suggests that Jerry, being the one
who could express himself so well, should be taken as a writer.

To accept Jerry as a creator has also the further advantage
of demonstrating Albee's desire to involve the audience's attention
to the extreme. One may also say that what he develops on the stage
is a kind of didactic process that brings the audience to an awareness
of what modern theatre is. The audience, represented by Peter in
The Zoo Stonry is, in an Artaudian way, involved in an atmosphere of
hypnotic suggestion in which the mind is affected by direct pressure
on the senses. This hypnotic trance into which Jerry puts his
audience is revealed by Peter's excitement when listening to the
tale of the dog, and his shift of mood from apathy to a crescendo
of madness. This shift of mood has the final merit of leading Peter
(audience) into a state of deepened and keener percéption, thereby
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compelling him to murder Jerry. Jerry's death, therefore, should not
be. considered a melodramatic ending, for his murder is aimed at
transforming Peter's (the audience's) happy evening of idle enter-
tainment into an unbelievable burden of quilt, for a crime he did

not plan to commit. In theatrical terms, this means the total
negation of the cathartic effect of purgating Peter's (the audience's)
emotions and , instead, making him return home with the painful
awareness of what he really is.

The fact that Albee (Jerry) wanted his audience to develop
its perception towards his art is conveyed by Jerry's recurrent
postponement of his narration of the zoo story. Through his constant
testing, Jerry implies that he wants to know whether Peter is ready
for a full understanding of the story. One is first led to this
interpretation when Jerry submits Peter to a continuous questioning
and gets to know hip as an 'educated man' who cannot perceive and,
thus, accept relativity of meaning ("What's the dividing line between
upper-middle middle class and lower upper middle class?“)lz. A Man who
is patronizing when bewildered, and who is bound to a conventional
labelling of his favourite writers, is not a man who is ready for the
absurd 'Zoo Story' as is unravelled at the end of the play.

Jerry's first hints about the right way to perceive a work of art are given
is some of his apparently disconnected statements: "Sometimes a
person has to go a very long distance out of his way to come back a
short distance correctly"la. By ‘going out of his way', Albee implies
that Peter should risk his established pattern of thinking by being
forced to abandon his simplistic one-to-one correlation of concept
and object. This is corroborated by Jerry's other antagonising
comments: "What were you trying to do? Make sense out of things?
Bring order? The old pigeon-hole bit? Well, that's easy."”

What Jerry means is that Peter should not transfer his
plain comprehension of logical thought to the interpretation of the
'Zoo Story'. He should not take what Jerry sayS ]1jterally but try to
get at what is left unsaid, for meanings in Jerry's art are of imagi-
native or emotional kinds and not rational ones. The imaginative
'Zoo Story', built on seemingly unrelated levels of meaning would
communicate nothing to people who are open only to a rational approach.
For this reason, he points out what a creative interpretation should
be like: "What I wanted to get at is the value difference between
pornographic playing cards when you're a kid and pornographic
playing cards when you're older. It's that when you're a kid you use
the cards as a substitute for a real experience and when you're
older you use real experience as as substitute for the fantasy."
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The grown-up man, Peter or the audience, should try to recapture the
child's creative imagination for this is the essential condition for
the process that transforms the imaginary and self-sufficient world
of art into a metaphor of the real world.

But because he knows Peter has been conditioned net to put
his imagination to work and is therefore, incapable of creating
new meaningful relationships out of the free associations derived
from his 'Z00 Story', Jerry decides to tell the tale of the dog.
He also seems to imply that he is going to do with Péter what he
has already done with the dog: "First I will try to kill the dog
nicely then I will just kill him"!®. What he means is that he will
first lower himself to the level of Peter's inappropriate approach
to art and tell him a well-engendered and moving story built up
through understandable logical sequences of events, providing all
the necessary descriptions with his mimetic abilities. One could
say that through his vivid narrative language he has peopled the
stage with characters performing a play within a realistic setting.
In a way, it suggests a 'play’', framed according to naturalistic-
realistic conceptions, which Jerry, the creator, then mocks by
transforming it into the parody that greatly contributes to the
hilarious effect of the 'Zoo Story'. Though Jerry has succeeded
in leading Peter into an almost Artaudian trance, Jerry knows that
his art is not successful enough to achieve Peter's (the audience’'s)
identification with his art. It can only get from Peter the same
"free passage” he had with the dog. Though Peter is impressed by
Jerrys's realistic description, he still maintains a detached posi-
tion towards art: "It's so... unthinkable. I find it hard to believe
that people such as that really are".17 The fact that Peter can
still set a limit between fact and fiction and that he is still only
patronizing towards,and bewildered by, the strangeness of the theme
conveyed in the tale of the dog means failure to Jerry ("I... I don't
understand what... I don't think I... Why did you tell me all this?"18
As the story was framed in accordance with naturalistic-realistic
theatrical conventions, it might be inferred that Albee (Jerry)
recognized the need to discard them. Again he mocks them by saying
that as Peter is in the publishing business, he could make, 5 couple
of hundred bucks (selling) the story to the Reader's Digest"lg.

In his eagerness to make a true contact through his art.
Jerry tickles Peter. By watching Peter's hysterical laughter, his
subsequent reaction of calling him "Jerry"” for.the first time and his
sincere confession that he had his "own zoo there for a moment“zo,
Jerry learns that he should affect the audience's mind by direct
pressure on the senses. Peter is ready for Jerrys's 'Zoo Story'.
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own death. The idea of death in this context is associated with the
idea of success and leads us to believe that Jerry considers the
absurdist 'Zoo Story' a :succesful play in the sense that it permits
a full expression of his new form of drama. The fact that he wants
to emphasize the belief in his art and at the same time his trust
in the newly converted Peter makes him insist that Peter pick up his
book, quite sure that Peter will no longer use the 'book' (that is,
art) as a form of escapism as Peter had intended on coming to Central
Park.

In his recollections of his past Jerry is recognizable as
a character and shares with Peter sexual impotence, inability to
love, the same loneliness and the inability to communicate. He is
still the one who, confined in his limitations, somewhat laments the
fact that he doesn't know why he lives in such horrible, 'laughable’
dwellings. Jerry is more of a character and less of a creator in
curtailing the detachment from his art to the point of feeling sorry
for the anguish he himself is causing Peter21. Jerry, more creator
than a character, is identified by his detachment from his
'character's' (Peter's) feelings. This is his intention of pursuing
his ideal art regardless of the means he might use, including the
idea of giving up his life. Jerry, as author, is aware of his creation
and dominates the whole play, controlling Peter's action at will and
bending him to the utmost involvement. Jerry-creator reveals not
only his concern with his technique for affecting the audience, but
also, as we have seen before in the episode with the dog, his
rejection of a logical discursive narrative for his new drama. The
latter i{s far from his ideal of art as metaphor for the senselessness
and cruelty that he sees in real life. Throughout the play we see
him collecting from his real experience the raw material for his
absurd 'Zoo Story' which, by embodying that necessary disintegration
of plot, recalls Dillon's definition of plot in Absurdist dramas:

"... a series of actions and episodes related only by
position complemented by unrelated words, phrases and
sentences, leading to an impression of a ritualistic

burlesque of life, whose climax is usually either

a ritualistic burlesque of life and death or a

repetition of the unrelated actions and episodes"22
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Such a plot is the result of Jerry's creative flow of imagination,
revealed at work in correlating the apparently different situations
he has experienced in real life. Once we put them in a chronological
order as they appear on the stage, we first imagine Jerry coming
to Central Park wondering why in a zoo, animals are imprisoned in
separate cells, as it were. Subsequently, Jerry recurrently brings
together hisg visit to the zoo with his exploratory concern about
human life. This implied correlation leads to Jerry's conclusion
that people, by 1living in 'laughable' rooms, separate from their
neighbours even when in the same dwellings, or in their confinement
to a self-centred life, are like zoo animals living in cages.
Jerry-creator is seen in the imaginative metaphorical
process of correlating all these repetitive and truthful situations,
valid at different levels of existence and experience: birds in
cages, people in flats, people rooted in the conformist apathy of
bourgeois life, lions in different cages. He is identified as someone
who comes Onto the stage with an image of imprisonment which is
extended and given a new dimension with each added association in an
increasing progression from concreteness to abstractness; that
life itself is an imprisonment, a cage, an escape from which leads
inevitably to death. At the same time, what he attempts to create is
a spectacle that offers "a marvellous complex of.pure imagery, a
poetry in space wherein lanquage becomes one of a complex of
expressive media"23. Concomitantly, he tries to bring spontaneity to
the stage by composing and improvising a play directly on the stage.
If this reading is right, Albee has achieved that necessary
coherence the Absurdist playwrights want to achieve in the form of
drama they create. He succeeds in producing a metaphor for an
existentialist vision of experience by presenting Jerry as without
any preconceptions of precomitments in his exploratory attempts to
achieve conceptualization in the 'void'. This conceptualization
comes only after a bracketing of phenomena and experience, if at all.

A positive attitude towards imprisonment.

The cage and its implicit idea of imprisonment is evidently
the chief image of the play. As the drama progresses the audience
increasingly feels that Albee's cage is the last bullwark agé&nsé
a hostile environment. It appears that Albee is dealing with the
Artaudian notion of cosmic crueltv where "the sky can still fall on
our heads”, a "kind of higher determinism" where "evil is permanent"”
(24). The image of the cage is one of Rlbee's main devices to achieve
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the dominant mood of fear and menace that culminates in violence
and cruelty. '

For Peter's - a true representative of the status quo -
the cage stands for a safe place in a vaguely defined void, where
people can feel secure. But as Jerry tries to prove cage is not
a place of refuge at all, but is in fact a replica of the insecurity
of the outside world, As we have seen, Jerry's action of breaking
the bars of the cage in The 200 Story inevitably leads to death.
Therefore, whatever bars may mean they definitely stand for some-
thing negative for they make man unable to se€¢ 8 wworld from which
he is excluded. If we assume that beyond the bars of a cage Albee
intends the existence Qﬁ a world of ultimate truth never to be
attained by finite human knowledge, we can also assume that, for him,
man can never be absolutely free. But despite the inevitability of
man's imprisonment as the natural condition of his own human nature,
Albee also seems to imply that, ironically, man still has free choice
in setting the dimensions of his own prison. In The Zoo Story he is
dealing with two kinds of prisons: the limited prison of those who
easily conform to their human limitations and the larger prison of
those who try to find out who they really are. Albee seems to believe
that those who choose the limited dimension of the first kind of .
prison, like Peter did, lose their human qualitiés and are therefore
more like vegetables. Those who search for true knowkedge are
necessarily suffering chéracters, for they are afflicted with a
despalr for which they cannot find any logical explanation. The
reason for their inability to find the real cause of their affliction
is that it 1lies in the unattainable outer world, beyond the cage
and beyond any comprehension . Jerry is a suffering character of
this kind and the search for a logical explanation for his despair
is the very motif for the metaphorical journey he makes "to the good
old North". However these suffering characters can have a positive
attitude towards their forever frustated attempts to find absolute
truth. Jerry has this kind of attitude. He is, as he calls himself,

a transient man, who sets himself on a journey he does not want to
stop even when he knows,beforehand, that he will never reach his
destination. The very vagueness of his possible metaphorical journey
reinforces the uncertainty of getting to his desired destination.

As he ;ays, “I'm going northerly... to the good old North". It seems
that in this metaphorical journey, Jerry is brought to the ultimate
knowledge of his limited nature and with that, the realisation that
death is the only way to transcend his human finitude.


