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Preface

This book is the result of collective work. My name is on the spine, but it
has been authored just as much by those who have suffered through and
enjoyed the listening /writing process with me. This process began for
my family and me on December 26, 2008, when we landed, so to speak,
in the United States. Suffered is perhaps not the most precise term, but
[ will use it here as a kind of placeholder for something deeply felt but
perhaps less melodramatic in nature. [t & no stretch to say that this book
began with an act of sacrifice for me and those closest to me: to leave
one's home and language is a rupture, and it requires one o undergo
a sometimes painful (and always awkward) second birth in another lan-
guage and place. Listening, [ discovered over the process of writing this
book, is inseparable from birth and death.

The present book is the result of many experiences of hearing and
mishearing, of listening and misunderstanding, of being lost in transka-
tion and found anew in unforeseen transcreations. [t is also the result of
a focused taking-into-account of the subtle nuances that occur between,
below, and above languages (and other meaningful sounds) and that
continually shape people’s diverse ways of being, communicating, and
quite literally making sense.

l indexed my dislocation from Brazil to the United States in my first
book, Maranhdo-Manhatian (2008), through the hyphen, which acts as a
bridge and a passage not only from one word to the next, but ako from
the Global South to the North. From the first moment of my arrival, [
began to inhabita foreign country and a distant hemisphere; [ swapped
the Southern Cross for Ursa Major, and my home became a place o be
missed, far away in a South that gradually became my new North. Lalso
discovered through this process that one indeed must leave Brazil to
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wii  Preface

resencounter it (a recurrent topic in Brazilian lite rature and history). There
is no fixed itinerary, but there are key signposts and stopovers: Latin
America, Latny/ Chicanx culiure, African American culiure, the Pacific
Rim, the United Staies and Canada in all their wild and diverse immen-
sity. In the end, one comes to imagine or envision an America prior to
continental or national divisions: Amerindian, Asian, and beyond, all
echoing through these spaces and our time,

English, it must be said, is not my language. In producing and listen-
ing to a foreign tongue, [ began to notice the vast canyons of echo-
ing difference between English and my native Portuguese. Here it is
not so much the meaning of words alone that matters. The problem
is muscular and sensory, manifesting itself in the way in which one has
to move one’s tongue so as o enunciate ceriain phonemes or difficult
consonantal clusters. An example (one that became a favourite for my
Brazilian-born but American-educated kids) is the English word world -
it remains for me a word-world that my tongue refuses to circumnavigate,
Like Fernio de Magalhiies before me, [ come up short (so my kids tell
me), ending my word-journey on some tropical island, far from home,
shipwrecked.

There are also advaniages if one wishes to remain attentive to them.
The nearly constant presence of English in my ears has made me notice
a certain singularity present in works written in Brazilian Portuguese, a
production that revolves around a particular listening stance. This obser-
vation, for which I at first had no words or means of formal expression,
serves o explain my excitement upon rediscovering — in the spring of
2010, and in the context of a course [ was then offering - the follow-
ing passage from Clarice Lispector’s final novel, The Hour of the Star
“The question is: how do [ write? | can verify that [ write by ear, just as
[ learned English and French by ear” Since its first inscription, writing
by ear thus finds iself connected to the presence of multiple languages
and soundscapes, a sonorous world (that word again) that informs and
makes possible a certain writing practice based primarily on acoustics
and listening,.

Looking back, it becomes clear to me that [ lived my arrival in North
America nearly a decade ago as a double movement. Moving in one direc-
tion (the Portuguese word seatido is closer to what I mean, and [ strain
not to reach for it), I found myself immersed in a foreign soundscape,
one that has often been characterized more by inexplicable silences than
by sound itself. At the same time, | had been invited to the United States
to teach and reflect on literature and cultural expression in my own
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Preface  xiii

language, to contemplate and somehow loe Brazil from my new, Northern
Californian circomstances. By interacting in English, Portuguese, and
Spanish, and all held in place by unmistakably Anglo-Saxon notions of
decorum, [ was born again as a listener. The result of this prolonged
escula s a study that operates at and attempis o map the intersection
(that hyphen), where writing meets the ear and the ear meeis writing,
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Note on Copyright and Translations
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the English translation. The page numbers refer, first, to the cited ver-
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complete information on the editions used i found in the list of Works
Cited. Unless otherwise indicated, the translations of the exiracts of criii-
cism and other sources from the Portuguese are my own,
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“Sugababe” is reproduced with permission of the artist Diemut Strebe. My
article *"Writing by Ear’: Clarice Lispector, Machado de Assis, Guimaries
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maodifications, in chapters 1 and 2, with the permission of the editors,
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Escuta: eu te deixo ser, deisa-ine ser entao

(Listen: [let vou be, solet me be)
Lispector, .»‘igua T
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1 Introducton: A Certain Intimate Sense

. aprofundando-se o que nela havia de docura e de escuta — pois esta era a sua

rature.

[-.. deepening what there was in her of sweetness and listening —for this was her
nature. )

Lispecior, A cidade sitioda

If we listen closely, we can hear the pube of a uniquely auditory mode of
writing in the work of several authors of the modern period, and specifi-
cally at the heart of Brazilian literature. In the present book, | examine
the broader significance of the explicit articulation of a writing by ear
found in the work of Brazilian novelist Clarice Lispector (1920=77). If
listening, and awdition more generally, can be examined within fields as
diverse as ethics, law, medicine, physiology, anthropology, folklore stud-
ies, philosophy, politics, rhetoric, music, and psychoanalysis, | argue in
this study that there s a Ssfening in writing. What it implies, first of all, is
amaode of writing that has as its foundational image the “orelha i escuta,
grande, cor-de-rosa e moria” (“ear listening, large, pink and dead”) that
appears at the beginning of Lispector’s first novel, Near to the Wild Heard,
published in 19435 (13; 31.! This image woukd return only slightly altered
in the final novel she published in her lifetime, The Howr of the Star (1977),
in the guise of a male narrator, who quite perfunciorily claims: “escrevo
de owido” (T write by ear”) (18; 10). This is an idea that suggests a
reframing of authorship as a form of active and fertile aural reception.
[t also recasts the written text as a mute sign that nonetheless resonates
and echoes within the mind (and body) of the reader. Throughout this
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B Wating by Ear

book, I read Lispector’s ear, “dead” and separate from any body and
yet active and listening, as a figurative and eminently modern theory of
writing. My goal is to come o an adequately theorized undersianding
of what it means to “write by ear,” and how such resonance, fashioned
in the silence of writing (and reading) fiction, comes to have its power
and produce its effects. Lispector is a point of departure insofar as she
persistenily proposed throughout her career a concepiualization of writ-
ing by ear and opened a path for such writing and analysis, which finds
representation in the work of other writers, both within and beyond Bra-
zil. T argue that Lispector’s “ear” is connected to her experience with a
range of languages (e.g., Brazilian Portuguese, English, French, Hebrew,
and Yiddish). This ear also situates us within a third space beyond the
traditional binaries of speech //writing, orality/Titeracy, activity /passivity,
and sound Ssilence. Such a stance has far-reaching implications in Latin
America and the Global South; however, it likewise matters a great deal
for texis produced in a wide range of cultural settings and frameworks.
Lispector was, afier all, a writer deeply attuned to forms of liste ning and
verbal faesthetic practice in Brazil and in the world at large. It is this
“Tlistening-to” the workd that ultimately constitutes the central focus of
the present book,

In what follows, [ unpack the notion of listening in writing, an idea
that I break down into three constituent parts or concepts: 1) writing by
ear; 2) the aural novel; and 3) echopoetics. In addition, I offer a kind
of précis of Lispector’s biography. Finally, I describe the structure of the
book, its style, and its scope.

Listening in Writing: Between Orality and Literacy

For some time, historical, philosophical, literary, linguistic, and anthro-
pological studies have discussed the relation between literacy and orality,
above all in the context of Latin American literature. Imporiant exam-
ples include the work of Angel Rama (1982; 1998), Antonio Cornejo
Polar (1994), Carlos Pacheco (19920, and Mariin Lienhard (1991),
among others. These studies consistently call attention to the relation, at
times conflictive and at times complimentary or even magnetic, between
these two poles. In this line of research, the proposed divide between
speech and writing amounis to a “rhetorical device” used not to inscribe
an essentialized orality but to create an effec! of orality that helps to dis-
place the written system itself (Millay 2005, 19). In the end, it serves o
contest the ideology and power atiributed to literacy, and in this context,
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Introducton: A Certain [ntinate Sense 7

writers effectively position themselves as cross—cultural mediators. In
these foundational sindies, one can say that the focus resis, above all, on
the way in which European literary forms were adapted and transformed
within the colonial and postcolonial context. Witing Iy Earinserts itself
into the tradition of these studies, but it proposes that critics include a
third term between writing and orality: listening in writing. The pres-
ence of hearing/listening in writing calls on its readers to contemplaie
asense that has been left largely (if paradoxically) unexplored in previ-
ous discussions on the relationship between orality and writing. [t is my
intention to show that the inclusion of the ear changes the panorama of
the discussion.

Despite the differences between speech and writing, both are mani-
festations of language. But what does it mean to think about the rela-
tionship between the ear and the process of writing? The ear does not
produce language: the ear is mute, it does not speak, and it has no
voice. Although it occupies a fundamental position in the cycle of spo-
ken language, the ear is basically a receptive organ, the channel and
the labyrinth through which the sounds of the outside world enter and
communicate within our body. Unlike voice and writing, which produce
speech and texts, listening is silent and receptive. From this receptivity,
the following questions arise: What is the specific aesthetic for which
listening in writing calls? What is the relation that listening in writing
establishes with silence, echo, and the sounds of the world? How are we
to understand authorship when writers present themselves as objects of
reception rather than subjects of production? What is the relation that
exists between the book — a mute text — and the verbal practice of the
world that surrounds it? What is the relation between written literature
in Brazil and the significant perceniage of Brazil's population that does
not possess alphabetic literacy? In which ways does the robust oral and
aural culture of Brazil shape literary genres and forms with unmistakably
European roots?

Throughout Writing Iy Ear, Lam concerned at once with shedding light
on the narrative representation of listening and with a broader recon-
ceptualization of fiction through listening, considering it an auditory
practice that transcends the dichotomy of speech and writing. The main
point of the argument is that listening, as a third term, takes part in
both poles: listening s part of the oral dimension of speech, and it is
likewise part of the silent dimension of written words. Listening, as we
will see (or hear), is not merely sonorous but is also steeped in silence, At
first, one might think that the auditory question might just be another
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B Whating by Ear

way of linking writing to orality, since audition would signify the awdi-
tion of voices. Taking into account Lispector’s work, however, it becomes
clear that theorizing the relation between listening and writing requires
a differentiated approach: listening in writing necessarily refers not to
audible sounds alone but to silence as well. This is not about an opposi-
tion between written silence and orality, or between text and speech,
or between silence and sound; rather, it is the conjugation of these two
moments — their friction. [t is a writing by ear; that is, a text that is the
result of the hearing of sounds that remain in writing, as silence.

A Listening Literary Turn

Writing by Ear approaches Lispector’s work through the notion of listen-
ing in writing. In this sense, this s not only a critical reading of Lispec-
tor's work; my aim is rather to show readers how to wse Lispector as a
thearetical source capable of helping one to rethink fiction in general as
an awral practice. For this reason, | make we of Lispector's fiction to
theorize listening in writing through her own words, a fact that explains
why direct quotations from her work form an important part of the main
argumentation and of my close readings. What does it mean to write by
ear? This is the question at the centre of the present book. To answer it,
[underiake “a close listening” (Bernstein 1998) of Lispector’s voice as it
emerges from the silence of her writing. In the interstices that lie between
voice and silence, one finds listening: a place of speaking through muie
silence, a place of writing through voice that allows one to hear silence,
the final vibration of language,

Lispector is at once a writer and the principal theorist of what she
refers to as “writing by ear.” That this is a theory of language and lit-
erature authored by a woman adds to the feminist appeal of the pres-
ent book. That Lispector is a writer working within the betweenspace of
twentieth-century Riode Janeiro and incorporates within herselfa host of
subjects —she is a Judeo-Brazilian woman born in the Ukraine, and from
her position of unquestionable whiteness, she chooses to incorporate a
Brazil that is at once black, Indigenous, Catholic, animist, umbandisia,
and formed through candomblé while also taking in the accents acquired
during her long sojourns outside of Brazil — is what makes her writing so
amply pluralist and multiversal.

José Ameérico Mota Pessanha’s seminal 1965 study on The Passion
Awording lo G.H. provides an early signpost for the theoretical potential
of Lispector’s work. As he puts it, her writing “has the iconoclastic force
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Introducton: A Certain [ntimate Sense 9

of philosophy's beginning” (Pessanha 1965, 184). Pessanha also points
out that Lispector’s fiction presents silence as a “source of language”
(186). Benedito Nunes (1989), a central figure of Lispector scholarship,
underscores the failure of language as a theme of her writing and poinis
to the link she mainiains with improvisational music and with *a kind of
schizophrenic mode of writing” (68), both important aspecis in a discus-
sion of writing by ear, as [ show over the course of the following chapters.
Nevertheless, it s Plinio W, Prado Jr's 1989 analysis of the “sublime fail-
ure” at the heart of Lispector’s fiction that indicates quite specifically the
importance of listening for understanding her work: "To write, accord-
ing to C.L., is first to listen, it implies an attempt to capiure that which
speaks by means of what is said” (Prado 1989, 26). This is a fundamentally
important observation: however, Prado’s goal is not to theorize listening
but rather to focus on what he refers to as the “unnamable.” This, he
argues, s achieved through the failure of language, a “vertigo or defect”
(26). As a text that acts through subtraction (and through amputation,
as [ discuss in chapter 4), the ineffable is expressed negatively, as if it
were pronounced through mute silence. This formulation is crucial for
the present book, which relates listening and writing through muieness
and silence. Earl E. Fitz, a pioneer in Brazilian studies within the United
States, has likewise pointed out the importance of silence in Lispector’s
work and the development of the “lyrical novel,” a term that [ adapt and
refashion as the “aural novel ™

Considering Lispector’s fiction as a case study and a source for theory,
Writing by Ear presents a theory of the novel derived from listening and
based on readings of Near to the Wild I—.{mﬂ (1943), The Besieged City (1949),
The Passion According lo G.H. (1964), Agua Viva (1973), The Howur of the Star
(1977), and A Brealh of Life (1978), as well as the literary columns (erdni-
cas) brought together in The Discovery of the Wordd (1984 . With the terms
“writing by ear,” the “aural novel,” and “echopoetics,” my broader aim is
to offer new vocabularies for the study of literature focused on the act of
listening in writing. [ am particularly interested in describing what I call
the “aural novel,” which corresponds to a certain configuration that the
novel has acquired in Brazil at least since the work of Machado de Assis
in the late nineteenth century. I consider both “writing by ear” and the
“awural novel” o be part of a broader poetics of listening that I refer o as
“echopoetics.”

“Echopoetics™ is a term that refers to a poetics of resonances that con-
siders the aesthetic, ethical, and ecological reverberations of the imagi-
nary. It is through an echopoetics that we might begin to attend more
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10 Writing by Ear

adequately to the semantic spirit of words as echoes of the material pres-
ence of voices, ramours, and noises that surround writers in their ime
and life, and that resonate with each reader. A written text founded on
listening is first a recefving text rather than a producing one. By “echopo-
etics,” [ refer to such a receptive capacity as an unconditional openness
to the outside, and as a result of being completely inside in the sense of
belonging, of being part of something that can be the womb, the world,
and/or the planet itself, as Lispector articulates it.

Rather than astudy of sound and sense (to recall José Miguel Wisnik’s
magnificent 1980 book () Som ¢ o senlido), the present book is an invita-
tion to construct a relatively new field of study: the study of listening in
writing. In dialogue with philosophical notions of listening articulated
by Jean-Luc Nancy, Jean-Francois Lyotard, Peter Sloterdijk, Way Chee
Dimock, and Adriana Cavarero, and in parallel to the field of sound stud-
ies, voice, and poetry (discussed in the works of Charles Bernstein (1998),
Craig Dworkin (2001), and Antonio Sergio Bessa (2000), among others),
this book can fairly be considered part of a "listening turn” in literary
stuclies. This turn is close to what Ana Maria Ochoa Gautier describes in
her study Awrality. Listening and Knowledge in Nineteenh-Century Colombia
(200475:

S0 what s happening when we @mlk about an “aural turn” s not necessar-
ily that suddenly hearing has emerged on the scene today, As historians of
sound increasingly show us, the archive ells us on the one hand, that many
practices and disciplines central w moderniy have o do with hearing and,
on the other, that the history of glolalismton needs o mke into account
histories and undesandings of lisening that come from radically different
regions, that point to different onwlogies and politics of life and cannot be
sulsumed under the epistemic formations of Western modernity, Rather,
what is crucial & that the changing relation between nature and culiure
regarding questions about hearing implies a reorganization of our own

guestions and disciplinary divisions around sound, (215}

Whereas my focus is the ear and the literary text, the focus of Ochoa’s
study s the relation between the ear and the voice, between practices of
listening and vocalization, i.e., the acoustics involved in several practices
(from popular music to Afro<descendant religions, from Indigenous
sonorities o the “vocal pedagogy of the nation-siate” [212]). In my case,
the focus rests upon silence, muteness, resonances, and echoes,
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Inroduction: A Certan Intimate Sense 11

Ifwriting is silent, listening to what is written does not simply imply an
ability that has to do with sound. In addition to the sounds of the world
to which it points, there are sounds inside the reader’s mind, which
emerge when we repeat the words we read in silence. Garret Stewart,
in Reading Voices (1990), has shown the magic of this internal noise that
so affects ws at the embodied level in silent reading. Addressing the
“reading body,” Stewart argues: “This somatic locus of soundless recep-
tion includes of course the brain but must be said to encompass as well
the organs of vocal production, from diaphragm up through throat o
tongue and palate. Silent reading locates itself, that is, in the conjoint
cerebral activity and suppressed muscular action of a simultaneously
summoned and silenced enunciation” (1), The practice of what Stewart
defines as phonemic reading (processed in silence by the * fstening reader”
[278]) “has to do not with reading orally but with aural reading”™ (2).
Aural reading resonates internally within our body, as the muted inte-
rior sound never fully ceases to be sound, even if itis never lowder than
the faintest whisper. Writing by ear involves these two dimensions: sound
and silence. If on the one hand acowstics maiters in this discussion, the
presence of listening in writing involves hearing non-sonorous sounds —
in other words, sounds that are not audible. We call them “silence” for
lack of a better term, since we tend to think of silence as opposed to
sound, even if we are aware that sound 15 audible, and silence vibraies.
As Lispector herself has presented this idea, in her best-known novel,
The Passion According lo G_H.:"a respiracio continua do mundo € aquilo
que ouvimos ¢ chamamos de siléncio” (“the continual breathing of the
workl is what we hear and call silence™) (98; 99). This approach cor-
responds to one of the critical questions proposed by Jean-Luc Nancy
(2007): “Is even listening itself sonorows?” (98). Not necessarily, as it
turns out. Deafness, partial or not, is an imporiant aspect to be consid-
ered in a theory of listening in writing,.

This is also a way to escape the fate of sound studies and its oblivious-
ness to the “noncochlear ear,” to call to mind Seth Kim-Cohen’s expres-
sion (2008). Kim-Cohen's book distinguishes sonic ant from music and
the audible with the aim of conceptualizing non-sonorous sound inorder
to consider an expanded field of artistic experiments from the 19505
onward: “The expanded situation of sound is the idea that | have been
trying to bring into play - ... so that the implications of thinking sound-
beyond-sound and /or sound-withoutsound might take root” (xix). The
sonic arts that Kim-Cohen studies are contemporary with Lispector’s first
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12 Writing by Ear

novel: “Pierre Schaeffer’s initial experiments with musique concréte, John
Cage’s first silent composition, and Muddy Waters’s pioneering electric
recordings — all occurred in the same year: 19487 (xix) .

Visnality has until now received the lion’s share of the attention in
critical works on Lispector written in Brazil and ebewhere. Among the
studies focused on the eye and the poetics of seeing in Lispector, one
might turn to the important readings of Wisnik (1988) and Regina Pon-
teri (1999}, Carlos Mendes de Sowsa’s 2012 siudy, based on the uses
of the term “figural” (according Jean-Francois Lyotard’s definition), is
also predominantly concerned with images, i.e., with vision but also with
blindness. However, Sousa’s “figures” can be adapted to the notion of
reverberation that [ adopt in my own reading, as a study that follows the
Sfigurations of listening in Lispector’s writings.

At the same time, it is important to state that a focus on listening
does not mean any backgrounding of the sense of vision. In my own
approach, I make ample use of the visual arts = especially painting and
photography = to speak of sound art. By privileging a verbivocovisual
approach to literary texts, Lavoid the “audiovisual litany” (Sterne 2003,
15}, ie, the clear division between sound and sight as opposing poles
(similar to the division between oral speech and written texis discussed
above). In The Audible Past: Cultural Origins of Sound Reproduction, Sterne
shows that sound, hearing, and listening are central aspects of moder-
nity, but, similar to Nancy's critique of the oculo-centric character of
philosophy, Sterne signals the predominance of a visual terminology in
the theoretical domain. If the culiure of listening/hearing is predomi-
nant as the culture of seeing in modernity, philosophical knowledge
is predominantly ocular. As Sterne has put it, there is “a disjuncture
between the aurality of a practice and the ocularcentric language used
to describe 17 (127,

In this way, a listening in writing (and its resonant silence, its muie
shrieks, its vibrant muteness) is the central theme of the present book.
For this reason, [ focus on bearing and e sar as processual synonyms
that constitute a third way beyond the conventional dichotomy beiween
speech and writing. In fact, hearing produces an affinity between writing
and orality, and it helps us to think of a new distribution and mobiliza-
tion of the senses: listening in writing, visual awdition, silent but resonant
reading, mute but speaking writing, and s0 on. The result, [ argue (fol-
lowing Lispector’s conception), is a writing by ear, with the novel as an
eminently aural space and authorship as a locus of reception more than
production.
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[nroduction: A Certain Intiimate Sense 13
Lispector’s Ears

When most European readers still had litfle knowledge of Lispector’s
work, Heléne Cixous would offer a series of siartling comparisons:

If Kafka had been a woman, If Rilke had been a Jewish Brazilian born in
the Ukmine, If Rimbaud had been a mother, if he had reached the age of
fifiy. If Heidegger had been able wo stop being Gennan, if he had writen
the Romance of the Earth, Why have [ cited these names? To oy o sketch
out the geneml vicinity, Over there s where Clarice Lispector writes, There,

where the most demanding works breathe, she makes her way, ( 133)

Even more suggestive than the genuine pathos and enthusiasm of this
passage, however, is what Cixous affirms directly afterward: “But then,
at the point where the philosopher geis winded, she goes on, further
still, further than all knowledge. After comprehension, step by siep, she
plunges trembling into the incomprehensible shuddering depth of the
world, the wlirasensitive ear, tensed to take in even the sound of the stars,
even the minimal rubbing of atoms, even the silence between two heart-
beais” (133, my emphasis). Cixous is here attuned, one might say, to
Lispector’s writing; she echoes it and it resonates with her' And one
should not lose sight of the fact that while she points to Lispector’s simi-
larities to Kafka, Rilke, Rimbaud, and Heidegger, she also gestures to
what is different in her work, a fiction that moves forward when philoso-
phy falls silent o listen to that which exceeds reason’s grasp.

Lispector’s “ulirasensitive ear” i the most precise unit of analysis
within the present book. It is through this ear that [ work to understand
(to hear) the theory of listening that Lispector develops in her writing.
Here it is helpful to turn to a point made by Jean-Luc Nancy, namely that
to create a philosophy of listening, it is necessary to learn from poeis
and writers of fiction. For Nancy (2007}, and the philosophical tradi-
tion io which he belongs, listening represents an escape from the domi-
nance of language and signification, and in order to think it, one must
bend language a bit so as to hear and give sense to the extrasemantic
maodes of signification, to that which makes sense primarily as sound, tim-
bre, and tone.” Reminding his reader that there is quite possibly “more
isomorphism between the visual and the conceptual,” Nancy criticizes
the vision-centric character of philosophy from Plato to Lacan (30).
Instead of terms (metaphors) such as accend, fone, thnbre, vesonance, sound,
amplitude, density, vibration, or undulation, philosophical knowledge has
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14 Writing by Ear

instead drawn from terms associated with the visual domain: form, idea,
refresendation, aspect, and plenomenon = all of which serve o maintain the
dominance of the visual rather than that of “acoustic penetration” (3).
If listening is what escapes theorization, it is because it is also what quite
naturally escapes the gaze. Nancy reminds his reader that one cannot
se¢ what one fears, and that it is thus necessary to move from an eye-
oriented phenomenology to an ear-oriented ontology, which also implies
“surmounting, outsmarting [déouws], or displacing the ‘impossibility of
circumscribing the esence of istening” within a theoretical system” (78).
What if, as a thought experiment, we were to imagine the allegorical
cave in Plato’s Republic as a space of echoes instead of shadows? Can it be
done? Might one, for instance, theorize listening (and timbre) by undo-
ing the “primacy of language and signification™ (307 Would the result-
ing “negative semantics or paradoxical hermeneutics” provide enough of
a foundation upon which to build (34)7

According to Nancy, a philosophy of listening must satisfy three
demands. First, it needs to consider resonance as a special particularity
of hearing that can serve as the foundation of all senses. Second, it must
foreground the “listening body”™ as a resonant chamber: From the first
cry of a newborn to the last murmur, a listening body releases “something
produced in the throat, a borborygmus, a crackle, a stridency where a
weighty, murmuring matter breathes, opened into the division of its reso-
nance” (27). Third, it must frame the subject as a “diapason-subject,” by
which Nancy means a presence that ocours not "in view of” but rather in
a process of constant referral, an echo (16). Such a framing effectively
transcends the subject-object distinction and goes back “from the phe-
nomenological subject, as intentional line of sight, to a resonant subject,
an intensive spacing of a rebound that does not end in any return to self
without immediately relaunching, as an echo, a call o the same self” (21).
The subject here is reverberation itself,

Writing by Ear and Multilingualism: “I Live by Ear™

The expression “I write by ear,” which appears in Lispector’s The Hour of
the Star, is the fictional version of a personal note that Claire Varin found
in one of Lispector’s notebooks, and which became a point of departure
for Varin's smdy: *Vivo de ouvido. Vivo de ter ouvido falar™ (*I live by ear.
[live by having heard [others] speak”™) (2002, 26). This was perhaps not
by chance. It i in fact striking that Varin, a native of Canada who had
travelled to Brazil to study Lispector’s work and learn Portuguese, could
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[nroduction: A Certain Intiimate Sense 15

capture the importance of voice and listening in Lispector’s writing, or as
Varin has so beautifully put it, the “ecstasy of the voice before all appre-
hension™ (69). Varins study opened possibilities for new work in this
area, such as the present one, which focuses specifically on understand-
ing the term “writing by ear” (something not analysed in Varin's work)
and its possibilities for wider application.

The question of lateracquired languages affecting the maternal
one is fundamental o consider when defining writing by ear. Inter-
viewing Lispector’s eldest sister, Varin discovered that their parents
spoke Yiddish at home, a language that Clarice heard but never for-
mally learned or spoke: *Final truth, or first hidden truth: Yiddish, a
language wandering among other languages” (61). Another writer,
Grace Paley (1989), also a foreigner to Brazil, has made a keen and
acute observation in this regard: "Clarice Lispector spent the first two
months of her life in the town of Chechelnik in the Ukraine. This is
asmall short fact. The interesting question, unanswered in the places
I've looked for it, is — at what age did she enter the Portuguese lan-
guage? And how much Russian did she bring with her? Any Yiddish?
Sometimes [ think this is what her work is about ... one language try-
ing to make itself at home in another. Sometimes there’s hospitality,
sometimes a quarrel” (ix).

The daughter of Yiddish-speaking Jewish immigranis, Lispector was
born on December 10, 1920, and she would die the day before her fifiy-
seventh birthday, on December 9, 1977, of a cancer that was diagnosed
far oo late for effective treatment. She was born in Ukraine, in the vil-
lage of Chechelnik, precisely when her parents were leaving Russia in
order to escape the growing persecution {rfjev.'s." Afier a long process,
Lispector’s parents along with Clarice and her two older sisters managed
to board a ship in Hamburg that was headed to Brazil. They arrived in
1922, when Clarice was about one year old. They disembarked in the
Northeast, in Maceio (Alagoas), where her father had family. Her father
would initially work as a peddler, and the family was inarguably quiie
poor. Lispector’s experience of Northeastern Brazil would expand when
her family moved to Recife (Pernambuco). Besides hearing Yiddish at
home, Lispecior attended a Hebrew school in Pernambuco, the Colégio
Hebreo-Idisch-Brasileiro:

In the third grade, before her mother died, she went to a new school, the
Colégio Hebreo-ldisch-Brasileiro, on the Rua da Gléria, a block or so away

from the Praca Maciel Pinheim. As the name indicates, the school taoght
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16 Writing by Ear

Hebrew and Yiddish in addition to the wsual disciplines .. There ane no
references o Hebrew in her work, but the child with the gift for words
apparently made up the gap quickly, for she was chosen to give one of the
three yearend discourses the students presented o the faculty and parents,
in Hebrew, Yiddish, and Poruguese, The small Clarice gave the Hebrew

discourse, which means she was at the top of the class, (Moser 2000, 65)

When she was fifieen years old, the family moved to Rio de Janeiro.
Lispector’s mother, who suffered from a chronic paralysis, would die
in 19307 Afier studying law, acquiring Brazilian citizenship, starting a
career as a journalist, and publishing her first novel (1843), Lispector
woukd marry the young Brazilian diplomat Mauricio Gurgel Valente and
undertake aseries of travels that would keep her out of Brazil for sixteen
years. It was then that other languages, especially English and French,
would insinuate themselves upon her ears. As Varin argues, on the bilin-
gualism and even multilingualism of Lispector’s fiction:

Yiddish rests within her almost as a stowaway, as she would never learn
to express herself in the language of her mother, who had died when
Clarice was only nine years old, Mothered in Yiddish, she would assimi-
late the Portuguese of the and chosen by her parents . She would
constan tly cultivate a binary mental structure through the acquisition of
other anguages (French, English, and Ialian doring her residence in
[ealy (194446}, Switredand (1946—49), England (1951}, and the United
States (1952-59) and thanks to her activities as a translator over the Last
fifteen vears of her life . Raised with the insability of a limited bilingual-
isim, she worked, guite naturally, in the margins. Her syntax, which sue
reptitionsly translates a singular mix of languages, emerges like a kind of

foreign accent. (27)

This particular “mix of languages” makes Lispector an exemplary case
of someone who writes language as a foreigner, making her especially
responsive to hearing nuances, timbres, and intonations (material that
precedes semantic comprehe nsion ):®

Pois, como en disse a palavea wem de se parccer com a palavea, instrimento
men. Ou nao sou um eseritord Na verdade sou mais ator porgue, oom
apenas wm modo de pontuar, faco malabansmos de entonacao, obrigo o

respirar alheio a me acompanhar o texto, (1998, 29-30)
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[nroduction: A Certain Intiimate Sense 17

[(Since as [ said the wond has o resemble the word, my instnument. Or am
not a writer? Actally, F\im more of an actor because with only one way to

[ not terd Actally, ' f tor | ih only it

punctuate, [Hugele with intooation and foree another’s breathing to accom-

pany my text.) (2011, 14)

To Yjuggle with intonation” is to write by ear like a foreigner who
mentally repeats the sonority of the language she hears to learn how to
play with it and manipulate it into meaningful if idiosyncratic shapes.
It follows logically from this that the punctuation of Lispector’s text
seeks to capture a particular intonation, which in turn makes it very
difficult for her to write, as she constantly makes clear in her fiction
and non-fiction. Anyone who has read Lispector knows that her writing
serves as a persistent attempt o capture a vibration — a said that strives
to inscribe what is unsaid. As a writer, Lispector is not satisfied with her
material, the words that are chosen and used: as a writer, she wants her
reader to look at the written word and be ahle to read = or, better sill, to
hear = all the words that were not chosen, which remain as non-realized
virtualities, as if it were possible to write not according to syntagmatic
axes but rather simply according to the axes of the paradigm (to recall
Ferdinand de Saussure’s and Roman Jakobson’s semiotic terminology).
This is why colours (vision) and sound (hearing) are her principal para-
digms. This is also why reading Lispector can be an experience that is as
difficult as it is pleasurable. Her words reach us first as sounds, with the
body, and they touch unexpected regions. The translator of her Complete
Stories, Katrina Dodson (2015), expresses her impressions of Lispector’s
work: “Reading Clarice Lispector & a disorienting experience” (629).
She continues:

What remains constant is the intimate physicality of Clarice’s voice — iis
strong rhyvthms and the way she seems to be whispering in vour car like
a sister, mothe r, and lover, somehow touching vou from far away, Part of
her rhythm comes from a fondness for repetition: refrains that produce
an incantatory feel or thematic crescendo, anaphoric structures that
lend a biblical tone, the slapstick effect of a repeated catchphrase, or
the compulsive reiterations of an obsessive mind, like Laura’s in "The
Imitation of the Rose.” Her words hold onto a sensory cohe rence, even
when their semantic logic threatens o come undone .. She haounts us
each in diffe rent ways, [ have presented to vou the Clarice that T hear

best, (B35)
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18 Writing by Ear
The Form of the Book and Its Chapters

[ present the form of the book through two specific notes. From the
first, | explain that the book itself possesses a rhetorical structure that
resembles the theory [ wish to develop. In this sense, this text not only
speaks aboul writing by ear, it also shows it through the very form of its
argumentation. The book has an openly paraphrastic, fragmentary, or
even kaleidoscopic structure, which operates on many occasions through
repetitions, jumps, and insights. As becomes apparent throughout the
argumentation, a theory of writing by ear presupposes a rhetoric that
questions and problematizes conventional forms of (written) reason.
Such a rhetoric is present throughout Lispector’s work, as well as in the
broader evolution of the novel in Brazil.

The second note refers to the diction that [ employ. This book is
written largely in the rich and difficult interstices of American English
and Brazilian Portuguese, and with the explicit intention of produc-
ing mutual resonances. As stated in the Preface, Weiling Iy Ear came to
be through the (strange and estranging) experience of teaching Luso-
Brazilian literature in English and in the United States. It thus has iis
origins in certain observations, interactions in my teaching and research
that came to form theoretical inquiries revolving around spatial and
linguistic dislocation.

The next two chapters situate listening in writing in the broader con-
text of Brazilian literature. The other chapiers focus, solely, on a reading
of Lispector’s novels. The chapter "Writing by Ear” starts with a com-
parison between Lispector’s “writing by ear” and Augusio de Campos’s
poetic notion of “pulsation,” in order to highlight the awal aspect of
poetry and prose, The main goal is to present a listening history of Bra-
zilian literature while also refining questions of concern to scholars of
Latin American literature related to the semantics of edges and borders,
to a semiotics of corporeality, and to a performativity directed by the
sense of hearing. In this chapter, it is also important to underscore that
“writing by ear” as a fictional framework has particular relevance for
literatures that tend to maintain an ethical, poetic, and political con-
nection with communities deeply shaped by forms of verbal communi-
cation that do not rely on the mediation of writing. It is no secret that
these communities, both within and beyond the social sciences, have
been pejoratively framed as “illiterate” or "unlettered.” As a conceit,
“writing by ear” unquestionably finds iself resonating strongly with and
in many cases travelling alongside marginalized communities in Latin
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[nroduction: A Certain Intiimate Sense 19

America, the Caribbean, and Africa = and this even if we leave aside the
wide range of ways in which this idea reverberates with Native American
thoughit.

Presented as a theoretical tool, a kind of vade wmecum concept, writing
by ear, and its extension in the aural novel and the echopodics, allows me
to disclose a particular configuration that the international field of lit-
erature acquires in and through Brazil; at the same time, it brings out
the inherently cosmopolitan character of Brazilian literature and the
omnivorous and everatientive relationship that it has to other litera-
tures and languages.” My concern is to escape, by all means necessary,
any essentialized or isolationist reading of Lispector’s work so as to grasp
a more intimate and planetary sense of writing that has taken place in
Brazil.

In chapter 3, “The Aural Novel,” [ irace out the contours of Lispector’s
“awural novel,” a rubric that brings to the forefront a neglecied aspect of
polyphony in fictional prose. [ first concepitualize the term in accordance
with novelists such as Mia Couto and Toni Morrison, to then present a
reading of Lispector’s A hova da estvela ( The Hour of the Star, 1977), in
which the notion of “writing by ear” finds its first explicit expression. |
pay special attention to the form of the aural novel in Brazil, in a geneal-
ogy that goes back to the pioneering work of Joagquim Maria Machado
de Assis in the late nineteenth century, and [ discuss the work of Oswald
de Andrade and of Joio Guimardes Rosa as important figures for the
formation of the “aural novel.” As this is a book focused on Lispector’s
work, when [ do speak of other writers, [ tend to focus on the same liter-
ary tradition within which she participated: that of the modern Brazilian
novel. My broader suggestion, not developed here, is that the work of
other modern Brazilian writers such as Mario de Andrade (1893=1945)
and Graciliano Bamos (1892=1953), as well as more recent authors such
as Hilda Hilst (1930=2004) and Paulo Leminski (1944=89), and even
contemporary novelists such as Veronica Stigger, Nuno Ramos, Evandro
Afonso Ferreira, Ana Miranda, and many others, can be profitably read
through the lens (or, more accurately, within the echoing space) of a
writing by ear, forming in this way an entire lineage of aural works.

In chapter 4, “Hearing the Wild Heart,” I offer a close analysis of
Lispector’s first novel, Perlo do coragio selvagem ( Near lo the Wild Heari,
1943). The goal is to present the first development of “writing by ear”
through an examination of the image of the “dead ear,” which appears
in the first paragraph of her first novel. There is here (hear), [ suggest,
adeep connection to Vincent van Gogh's act of cutting his ear, itself a
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2 Writing by Ear

gesture that marks modern art. This unusual comparison has required
the development of a sinuous argumentation that follows the flow of
unconscions connections, The “dead ear” offers an occasion to under-
stand a series of Lispector’s motifs that will reappear in .J‘{gm: Vivea, pub-
lished thirty years after her first novel, and narrated by a character who
is also a painter. [ describe these motifs in Lispector’s texts and, also, in
the paintings she produced in the 1970s. In my reading, the motif of
the sacrifice of the ear corresponds, for Lispector, to the sacrifice of the
voice in silent writing. At the same time, as an ear detached from the
individual body, it signals an expanded sense of listening to the workd.
Following George Baiaille’s reading of van Gogh's sacrifice in relation
to his paintings of sunflowers and withered flowers, Lalso explore other
salient motifs in this chapter: the voice of *the woman” in relation to the
figure of the mother, the link between the ear and the uterus, between
hearing and childhood, between hearing and mourning. The status
of Lispector’s presentation of her protagonist as a very clear “portrait
of the artist as a young (wo)man” is related to the force of creation as
radiation, and the solar images that appear both in Lispector and van
Gogh. Born from asacrifice, the process of writing is described through
the figure of amputation, the figure of the inaudible, the “it” language,
and its echolalias. Finally, at the end of her first novel, the body of the
protagonist expands iself to the wild world and is reborn as a horse,
a motif that will reappear in all of the subsequent chapters uniil the
conclusion.

In chapter 5, *Loud Object,” [ turn my atiention to ig“ua Viwa (19737,
which bore the working title “Objeto Gritante.” [ trace the image of this
“loud object” as being the union of the ear and the typewriter. Friedrich
Kittler’s discussion of Nietzsche and the typewriter (1999) is an occasion
to relate Lispector’s work to that mode of modernity according to which
the sacrifice of the mother’s voice gives rise to an attentive and (un)
authorial listening.

In chapter 6, “The Echopoetics of GH." [ focus on Lispector’s best-
known work, A paivdo segundo G.H. [ The Passion According lo G.H.), pub-
lished in 1964, Understiood as a study of metamorphosis, the novel, |
argue, presents its structure in and through the operation of echo. A
verbal art founded on the mythological figure of Echo, the term “echo-
poetics” serves o concepiualize and give expression to the reverbera-
tions of both sound and silence in Lispector’s prose masterpiece as well
as to the notion of authorship as a receptive (and responsive) stance. A
comparison with the myth of Echo (as presented by Ovid) also helps my
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Inroduction: A Certan Intimate Sense 21

reader to understand the development of a poetics of listening in Lispec-
tor's novel that moves in an ultimately inhuman direction and takes on
a planetary dimension.

[ begin the concluding chapter, *Hearing Horses,” with a chance
encounter, a productive fompe Doreille. It involves my sonic confusion
between “horse” and "Horace” at an academic talk that ended up giving
form to my poetic and philosophical project, and which brought me
closer o understanding Lispector’s poetics. Most dramatically, there is
the stark poetic difference between Horace and Ovid, and Lispecior’s
consistent preference for the latter. Instead of coherence and verisimili-
tude (Horatian precepts), writing by ear —and Lispector’s entire osuvre—
produces literary metamorphoses, a whole continent of fecund and
beautiful monsters. What we find in Lispector are plurivocal texis, forms
in flux, and numerous beasts — some mythological, such as centaurs and
sirens, and some woven together in novel settings of juxtaposition and
co-presence. For Lispector, it abo happens that the horse & by far (and
perhaps not incidentally for the personal anecdote with which [ begin
this chapter) the most important figure in her extensive bestiary. It is
thus of particular significance that the central event in A cidade siliada
( The Besieged Cily, 1949} is the Ocyrhoe-like transformation ofa suburban
woman into a horse, Philosophically, the horse of Lispector/Lucrécia is
related (as ina genealogy) to other horses in the history of thought, in
particular to the “philosopher-Centaurus,” Friedrich Nietzsche. Accord-
ing to the image developed by Peter Sloterdijk (1986), Nietszche, the
thinker whose gesture to protect a horse is said to have been the last one
witnessed before he entered the madness that clouded the final years
of his life, established the modern form of literatre as a hybrid text
in between philosophy and fiction. This is also Lispector: a fictionist-
philosopher, a writer-Centaurus (centaurus, one should keep in mind,
is a grammatically feminine word in Latin). Lispector attempis to unite
form and movement, thus moving past the traditional binary of form
and theme. Against the fixity of the written text, her consistent (even
obsessive) aim was to create texts able to capture the instant of time in
movement. Following the horse sign, [ compare Lispector’s form and
movement to what Eadweard Muybridge managed to do, in the late
nineteenth century, through the we of stop-motion photography. The
ear in writing thus has a relation to the non-human world, to modern
technologies of sound and image, and (above all) to the way in which
focused attention on both has shaped the production of fictional prose
in Brazl.
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22 Writing by Ear
A Certain Intimate Sense

In a famous essay, “Noticia da amal literatura brasileira - Instinto de
Nacionalidade” ("Report on Contemporary Brazilian Literature — The
Instinct for Nationaliy™) (1994 [1873]), Machado de Assis rejects the
represeniation oflocal picturesqueness or “colour” in novels and defends
the idea that writers should reveal their connection o a ceriain time
and/or country through the expression of a “certo sentimento intimo”
(804}, a “certain intimate feeling.” Machado wrote the essay with the
intention of publishing it first in the United States, which brings o the
fore a confrontation between the foreigner and the local - between a
fereand a there — that is an integral part of any definition of a “national
literature.” That i, for Machado de Assis, the question of what makes a
Brazilian author (or one of any other nationality) distinct from all other
sorts of authors & an inslinctive belonging to a certain time, to a cer-
tain lainguage, and to a certain territory. A kind of writerly habitus. The
question for us is, beyond imperfect approximations borrowed from the
social sciences, how are we o understand the maiter of “instinct,” this
simultaneously concrete and vague expression of a “certain intimaie
feeling™® My suggestion is to translate this feding or senliment as sense,
specifically, the sense of audition, which is so overwhelming and recur-
rent in Brazilian authors (and, a fertiori, Machado de Assis) that one
can seriowsly and productively talk about a “philosophy of the ear” in
Brazilian literature.

Ultimately, Writing I Earpresenis fiction writers as literary theorists. [t
15, at iis most basic level, an invitation o include within current theoreii-
cal and speculative debates regarding world literature specific conceits
with origins in the writing practices of Brazil's modern novelists, and
articulated primarily in Brazilian Portuguese. In this aspect, it is a study
that direcily responds to a statement by anthropologist Eduardo Viveiros
de Castro (2016):

ve said it elsewhere, and Pl repeat it here: Oswald de Andrade, Gui-
maracs Rosa and Clarice Lispector, after Machado de Assis, are the e
authors of a philosophical reflection that s truly Brazilian, the inventors
of an onginal acsthetic, metaphysical, and political language capable of
bringing o light the obscure conceptual potentialities of the anguage (s)
that we speak in our coun try, just as Borges or Lesama Lima did for Ameri-

can Spanish. (12)
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[nroduction: A Certain Intiimate Sense 23

When [ choose to iranslaie the intimate sense(s) of Brazlian litera-
ture through the notion of “writing by ear,” what [ am performing is
an act of invention in the sense re-given to the word by the American
anthropologist Roy Wagner (1981): not as testing something new as in
a scientific experiment, but in the ancient rhetorical sense of produc-
ing analogies. If an ethnographer translates a foreign calture accord-
ing to the terms of her culture of origin, similarly, [ am concepiualizing
the term “writing by ear” as a way to describe and to translate a culture
and language of origin after being affected by the effects of other cul-
tures and languages. As we know, it is by being outside of a place that
we recognize its particularity while defamiliarizing ourselves with itin a
process of turning foreigner and operating through barbarisms, trans-
lations, and mistranslations.

Finally, Writing by Far reflects a genuine effort on my part to speak
simultaneously within, together with, and beyond the traditional disci-
plinary and regional (not to mention national and linguistic) concerns
of Brazilianisis and Latin Americanists. That is, the theory of a wriling
ear is most directly concerned with opening up a broader dialogue on
listening and literature. Much like an act of literary and philosophical
diplomacy, one of my basic goals for the present book is for it to serve as
a conversation starter. That is, [ hope o present and analyse dialogues,
resonances, and connections in Lispector’s fiction in the Anglo-Ameri-
can critical idiom,

Here [ would like to quote James Clifford (2013), who highlights the
ways in which culture is "local, tied to blood and language, rather than
emergent, multiplex or coalitional” (147-8). For Clifford, the ten-
dency to equate “language with culiure oversimplifies more complex
affiliations” (149). These affiliations can include provisional groups
established by trade, by conflict, by kinship, or through mulilingual-
ism and dialects. For me, the question of the ear is fundamental in a
process of finding, inventing, and producing an "emergent, multiplex
or coalitional” field of relations based on multilingualism, accents,
and dialects, for the ear opens the possibility to receive all languages
as sounds even if not semantically undersiandable; that is, the ear
establishes connections that go beyond the linguistic link o accentu-
ate the musical and sonorous aspect of language. This is how the ear
comprehends the musical sphere of tones and accents that allow us to
understand the intention of a speech even if we don’t understand iis
meanings. Besides that, the ear brings the vibrating aspect, the sonic
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24 Writing by Ear

texture (Bairon 2005) of a text when it is heard in my silent reading
(Stewart 1990) or vocalized and performed aloud (Bernstein 1998) .
The notion of Weiting by Ear aims, though, to contribute to “the exis-
tence of multiple affiliations,” based specifically on listening, ie., on
a pre-language zone of murmurs and mmours, whispers and jokes,
tricksters’ puns, witticisms, translations and mistranslations populat-
ing the contact zone between locakregional-world-planetary, as well as
animal-human-earth relationships.
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2 Writing by Ear

Oigo a miisica antiga de palaveas, sin, & assim,

(I hear the ancient music of words and words, yes, that™s it}
Lispec tor, The Howr of the Star

In The Hour of the Star, published in 1977 two months before her death,
Clarice Lispector, in the guise of a male narrator, made a complex con-
nection between written words and the sense of hearing: “E a pergunta é:
como escrevo? Verifico que escrevo de ouvido assim como aprendi inglés
e francés de ouvido™ (“And the question is: how do Twrite? [ can confirm
that [ write by ear as [ learned English and French by ear”) (18; 107,
Around the same period, in 1975, Augusito de Campos wrote *0 Pulsar,”
apoem that takes the form of a telegram from the stars, part of the series
“Stelegramas” (1975-8), published in the 1979 collection VI VATA,

In the English translation by Augusto de Campos in collaboration with
Charles Perrone (2006), we read: “Wherever you may be / on Mars or
Eldorado / open a window to see / the pubar nearly mute / embrace
of light years / that no sun cheers / and emptied echoes ole)ver see.”
Visually, the words of the poem stand white on a black background with
two letters transformed into patterns: the “o” i designed as a small solar
circle, and the “e” is replaced by the image of a star, with the letters acting
as punti heminosi. In the poem, the stars threaten o become extinguished
as they become smaller and smaller on each line. Even if the poem asks
the observer/reader to “open a window” and “seethe pulsar nearly mute,”
as a message spread across the page or the sky, the pulse of the pulsar was
heard by Caetano Veloso, who in 1978 set the poem to music, traversing
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26 Writng by Ear
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Figure 2.1 Angusto de Campos’s “0O Palsac” Reprinted by permission of the

author Translated by the author in collaboration with Charles Perrone,

as part of the “ver

the connection among writing, vision, and hearing
bivocovisual” program of the concrete “poets of fields and spaces” (as
Veloso sang in “Sampa” [Veloso 1978]). In the context of the present
book, l.i‘lJL'L tor's The Hour of the Star, writien by ear, and the stars of Cam

- like a

pos’s poem — with their “pulsar nearly mute” - resonate togeil

red.

ll'll"\\.l'.!||.' L8] I:ll.' |:|.|.'|. |.|..|I.
The poem’s pulsating stars, as well as the death of the protagonist,
end of Lispector’s novel, coincide in a darkness that

"\1 el .lI le..'.l. dl [I."l.'

somehow shines and with the written word that pulses even if it remains
silent. In an interview with Jorge Luis Borges, Augusio de Campos (2013)

e word “pubar” in Port

explains to his Argentinian counterpart that tl
Euese exists as a verb and a noun to ill'\i.1'1:'..l[l' the heartbeat. The same
word has also become a neologism originating from the English expres

nsformed into an acronym, “pulsar,”

sion “pubating radio sources,” tr

his way, the beating {fnlsar)

which made him think of |.‘,'.'.'.".'.rn."-'.'.':_{ sar. In
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of the heart corresponds to the laminous pulsating of the stars. Years
later, on the back cover of his collection Despoesia (1994, Campos once
again reaffirms his use of pulsar/pulsating and its relationship to the
poetic act: “A flor flore / Aaranha tece / o poeta poeta / quer o vejam,
quer nio /ele pulsa /o pubar quase mudo” (*The flower flowers / The
spider spins / The poet poets / Seen or unseen, it pulsates / The near-
mute pubating”). That same *near-mute pubating” made its appearance
in Lispector’s writing through Macabéa, the semi-literate heroine of The
Howr of the Star *Morta, 0s sinos badalavam mas sem que seus bronzes
Thes dessem som. Agora entendo essa hisidria. Ela € a iminéncia que
hi nos sinos que quase-quase badalam” (*With her dead, the bells were
ringing but without their bronzes giving them sound. Now [ understand
this story. [t is the imminence in those bells that almost-almost ring ™) (86;
76). This “pubar nearly mute” as vibrations appears again in the descrip-
tion of another Lispector character, Angela from A Breath of Life (1978):
“Angela € o tremor vibrante de uma corda tensa de harpa depois que
€ tocada: ela fica no ar ainda se dizendo, dizendo - até que a vibracio
morra espraiandose em espumas pelas areias. Depois - siléncio e estre-
las™ (*Angela is the vibrating tremor of a tense harp=string after it's been
plucked: she stays in the air still saying, saying — until the vibration dies
spreading out in froth across the sands. Afterwards - silence and stars”)
i(4h; 363,

Connecting Lispector’s writingby-earwith Auguwsto de Campos’s fulsar
nearly mude s part of a study intended to describe a distinctive quality of
literary texts," and its specificity in Brazilian modern fiction: this fiction’s
sharp sense of hearing, in other words, the way fictional writing captures
timbres and nuances, acceniuated in a culiure where orality and musical-
ity are predominant.” Although Concrete Poetry has mosily been under-
stood as a visually oriented form of artistic production, centred on the
creation of poems appealing to the eyes, in a 1992 interview, Augusto de
Campos argues for his poetry’s intense connection to aurality, an argu-
ment framed as the response to the following question:

IV's also argued, of course, that CP [ Concrete Poewry] distorts or denies the

orality of lyric discourse. The North American poet and crtic Johon Hol-

lander, for instance, has written that "since a true concrebe poem cannot

be read aloud, it bas no full inguistic dimension, no existence in the ear’s

kingdom.” Haroldo de Campos has a poem, "o pavilhao da orelba” (“the
" g

outer ear” /Mthe pavilion of the ear™), that not only (ironically) shows the

Portuguese common usage of a phmse like Hollander's, bt as a criical
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28 Writing by Ear

proein, a kind that the Brazilian coneredistas seem o specialize in argues for
the aurality of iself and poems like it (Greene 1992, 25)

Campos’s response to this point b extremely telling:

[ our expenence, we always saw CF o a “verbivocovisual” proposition that
did not exclude “the car’s Kingdom,” but integrated it into a new concep-
tion of concretude, of the materiality of poetic inguage . And a large
number of concrete poems have involved or emphasized the anditory level,
in a way unexplored even by the traditional lyac .. Or one might recall
the many musical works that have adapted their texis from CP. All this is
empirical evidence that the general conception of CP has never implicitly
excluded the auml dimension . In the great majonty of cases, however,
we can say that the emphasis on the visual element, by means of epeti-
tion or parmonomasia, sustains a parallel emphasis on the aural level, What's
required, in this scheme, 15 a comparative rupture with the linearity of a
traditional reading: a convocation of various voices, a simultaneity or mul-
tiplicity of readings, the inroduction of the pause or silencoe as a stctaral

element. [ 26-T7)

In another interview, Campos relates not only the creation of poems
but also the act of transcreations, intensely practised by the Concrete
poets, to an acute sense of listening:

Art ranslation holds the same tension in relation o the original as the
musical interpreter does in relation to the composer. In this sense [ can
invoke the liberty that jazz singers and instnumentalisis have, for esample,
o give “their” version of classics such as Gershwin or Cole Porter, There is
a great difference between hearing “Swmme riime” sung by Billie Holiday
or Janis Joplin, each with a pesonal and anigue reading of the song, and
by a lyrical singer like Barbara Hendricks, who gives an orthodox pers
formance, Or by someone who just sings it in tune, For this very reason,
although T try o stay attuned as much as possible to the literal original, T
have no interest in keeping this literality when [ feel the desire to recreate
it, in the sense of "making it new,” to make a regenerative and differenced
interpretation in my hnguage that makes it come alive in Portuguese as
a work that “evervone wants to recite by memory,” There are no absolute
rules about this, although technigue becomes “the test of sincerity,” as
Pound said. Tt s, above all else, a question of hearing, (Translation by

Jackson 2010, 142)

Brought to you by | The Mational Library of the Philippines
Authenticated

19 10:26 PM

Download Date |10/



Writing by Ear 29

Lispector’s poetics, as Largue throughout the present book, is the result
of an analogous “question of hearing.” We can say that both authors,
Lispector and Campos (and their related poetics), appeal to readers
to perceive the vibrations or the imminence of sounds and images in
printed-mute words, in order to encounter the text as an object to be
seen and to be heard. Both authors, in this sense, are writing to escape
the fate announced once by Marshall McLuhan: “literacy gave us an
eve for an ear” (1997, 124). In his famous sentence, literacy leads o
four hundred years of silent reading. As explained by McLuhan’s editor,
Michael A. Moos: “The phonetic alphabet inaugurates purely visual
thinking because it begins to circumvent the ear ... typography silences
the ear aliogether by making silent reading possible” (1997, 154).
Distinct from literacy and “its stress on fragmentation and specializa-
tion,” the electronic age would return us to a tribalized collective sense
of hearing, for “we hear from all directions at once; this creates a unique
unvisualizable space”™ (McLuhan 1997, 123). For McLuhan, this awdi-
tory spaee is “a kind of orchestral, resonating unity” (124). In accordance
with McLuhan, but in defence of silent reading, this study argues that
the opposition between oral fwritten and aural /visual forms cannot be
applied to fictional texis as resonant objects. Printed poetry and prose in
fiction are oral Swritien aural Svisual at the same time, as verbvocovisual
products. If the analysis of sounds is mandatory in the interpreiation
of poems, the texis focused on in my siudy belong to the genre of fictional
prose. But the point is that, when we start to consider a text as a resonant
unit, the lines or the limits between genres are not as imporiant as their
hybridism, with fictional prose acting out as poems or prose poems. What
is of central importance in the present book is fiction; Le., my focus is
on written texts that create and establish an imaginary relationship with
the world, that constitute themselves in more or less deliberate ways as
objects that invent or become a workd in their own right.

Resonances

Following the beats of the *Pulsar,” [ wish to compare a fictional text to
a closed music box: each time a book is opened, one is able to hear
the pulse of its words reverberating past experiences in a writien form
while sending new resonances into the future with each rereading. Wai Chee
Dimock’s “theory of resonance” (1997) advances a similar argument.
She argues for a turn to hearing and to listening in order to redefine the
(printed) literary text as an “aural object,” which changes semantically
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with the passage of time. Resonance, undersiood as “the traveling fre-
quencies of sound,” is thus for her the key concept to apply to liter-
ary texts. Dimock reverses the traditional answer to the question, why a
printed literary text endures. [t is not because it i a fixed and completed
stylistic object, but rather because it is incomplete and has an “unstable
ontology.” This means that a (printed) literary text i affected by the
interpretive readings it receives over time, incorporating new meanings
in its materiality. This process of absorbing is a resonant effect. A literary
meaning is, then, not only multiple but ako mutable and malleable. She
argues: “The literary is not an attribute resident in a text, but a relation,
aform of engagement, between a changing object and a changing recipi-
ent, between a tonal presence and the way it is differently heard over
time” (1064). Dimock also makes the claim that our hearing has become
insensitive to perceiving such nuances, and that we need to reintroduce
the importance of the ears, which have been muted by the supremacy of
the eye in Western thought.

Similarly, in his small but fundamental book Listening, Jean-Luc Nancy
(2007) proposes that we consider resonance as the foundation of all
senses. Nancy's text helps us think the transference from the auditory,
musical fiekd to the literary, when he distinguishes between the terms
“hearing” and “listening” (endendre and éeouter in French). On the one
hand, “hearing” means to understand the meaning of the message, o
understand what is being said by means of the intellect. On the other
hand, "listening” denotes intense and special conceniration on that
which is received in terms of bodily resonance, paying attention above
all to the intonation, the timbres, the noises, and the silences. Thinking
about listening means thinking about what comes before articulated lan-
guage, like aninfralanguage (noises, babbling, murmurs, whispers), and
what comes affer; the ulirasound that outlasts and transcends language
like an extended rhythm or an echo that rebounds. Silence is a special
case, as it is as much infra- as ultra-, and is placed as easily before and
after semantic language.

In this expression, “I write by ear,” which is akin to a selfdiscovery,
Clarice Lispector opens the doors to a world that is still little explored
in the printed literary universe: the study of the auditory and acoustic
properties of writing, present not only at the moment of fictional cre-
ation, when the writer *hears” voices and inscribes them, but also during
silent reading, when an imaginary world is awakened by the vibrations
of the words’ sounds and images. Taking the expression “writing by ear”
literally, and unfolding the web of its musical and auditory metaphors,

Brought to you by | The Mational Library of the Philippines
Authenticated
Download Date [10/1 343 10:25 PM



Writing by Ear 31

the aim is to describe the form it takes in fictional prose. The doubly
implied metaphors, “playing by ear” and “learning by ear,” suggest that
“writing by ear” functions as an allegory (a metaphor of the third degree)
for the production and interpretation of fictional texts based on musical
acoustic non-writing practices. Writing by ear also requires readers who
are able to "hear” a written text, in order to capture precisely that which
passes between the lines, like the form and design of an intonation, a
tone or a timbre.

Given the robust plurivocality thathas characterized literature in Brazil
since its colonial inception, and the eminently (and explicitly) receptive
stance that many of its modern authors have adopted, | have structured
my argument in the present chapter to follow two intersecting paths. In
the first instance, Lispector’s notion of “writing by ear” serves as a foun-
dation for a renewed history of Brazilian literature, framed as a history
of active listening with the sense of hearing and specific acts of audition
as its main focus. In the second place, my goal is to offer a Luso-Afro-
Amerindian-Brazilian contribution to Latin American criticsm, turning
the semantic range of terms related to edges, margins, and borders o
a more explicit semiotics of corporeality and performativity revolving
around the ears and sound, more generally.

Notes for a Listening Literary History

The literature produced in Brazil i as much the result of colonial
encounters and misencouniers as itis the writing of a language continu-
ously emerging from contact between European Portuguese and Amer-
indian languages, especially the creolized lingua geral spoken in Brazil
for nearly two centuries along with Nheengatu in the Amazonian region,
Guarani and Latin American Spanish in the South, Bantu and other lan-
guages from Africa, and, more recently, the languages spoken by Span-
ish, Catalan, Jews, Syrian, Lebanese, ltalian, and Japanese immigranis
(among many others) who established themselves in Brazil. It would
be a mistake to consider Brazilian Portuguese a mere variant of Euro-
pean Portuguese. When working with Brazilian literature, one s always
working with multiple cultures entextualized and recontextualized by
writers looking to develop a mode of expression (each time a singular,
contingent phenomenon) capable of disclosing the multiple cultures
and languages simultaneously in play within the necessarily fictionalized
concept of nation, and always against any description or self<lesignation
based on monolingualism.
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In the Brazilian history of conquest, instead of mind-oriented subject-
hood, one finds what Roland Greene (1999) has framed as widespread
“objecthood.” Greene examines the early colonial moment during
which Brazil’s name emerges from paudrasil (brazilwood), a commodi-
fied object exported o Europe, and the land itself is transformed into
an object of desire by the fascination produced by paubrasils deep red
colour, linked both to passion and love, and to blood violence. As Greene
puts it, there is a singularity to Brazilasa cultural (and unrequited) object
of love and conquest in the Americas, a singularity that finds ample mod-
ern expression through Oswald de Andrade’s “Brazilwood Poetry” in the
19205 and the *Concrete” poetry of the 19505, Instead of reacting against
this image of objecthood (trying, for example, to proclaim Brazilian
identity as a form of unique and fully formed (national) subjecthood),
[ would like to take advantage of it for a literary and cultural analysis
of fiction produced “by ear.” What kind of authorial subject is the one
predominanily informed by the ears? My study suggests that rather than
a speaking-oriented subject, an ear-oriented author acts less as a subject
than as an object of reception (like an anthem):; hence conventionally
negative aspecis such as “belatedness” or “passivity” receive a positive
value of openness while concomitantly dealing with the historical and
socio-political constrainis of Brazil and South America as a whole. An ear-
oriented author is the one (dis)orienied by foreign tongues, by babbling
and ramowrs, erotically and unconsciously moved by that to which s/he
listens. Such perspectives, which closely approximate animal perception,
for instance, abound in Joio Guimaries Rosa’s and Lispector’s fiction,
In this sense, an earoriented author is informed by lyricism, and the
text’s message is less the result of an individual quest and more the buzz
or pulsar of a collective voice (which otherwise remains unconscious or
unheard.)

Antonio Vieira and the Linguas

The presence and importance of audition in Brazil has a long history
that, in my own earceniric approach, goes back to the fnguas (interpret-
ers), people so called because they personified the role of translators
living in between the Indigenous languages and the Portuguese spoken
by the church. Whether the Fnguas were Natives being trained by priests
or priests who were learning Indigenouws languages, they learned by ear
before becoming able to produce or o help in the production of the
first grammars of the lingua gm'z:.f."' As is well known, during the colonial
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period the focus was on the incorporation of Christianity into the Indig-
enous languages, with the idea of eliminating the *barbarians,” their way
of life, their language, and their way of thinking, and transforming them
into converts to Catholicism; later, when the slave trade began, a similar
notion was applied to the Africans considered as “bocais”™ (“obiuse™),
incapable of correctly pronouncing the Portuguese language.

The following comment on Indigenous language by Antonio Vieira, in
his 1657 sermon on the Holy Spirit, is very indicative of this process of an
ear-oriented relationship:

Por veres me acontecen estar com o ouvido aplicado i boca do dirbaro, e
ainda do intérprete, sem poder disting uir as silabas, nem perceber as vogais
ou consoantes de gque se formavam, equivocandose a mesma letra com
duas e trés semelbantes . outras @o interiones e escumas, ¢ mais afogadas
na garganta que pronunciadas na lingua; outras o curtas e subidas, outras
tao estendidas e multiplicadas, que nao percebem os ouvidos mais gue a
confusan, sendo certo, em todo rigor, que as @is ingoas nao se ouvem,
pois se nao ouve delas mais gque o sonido, e nao palaveas desarticuladas e

huwmnanas, (20, 4289}

(Ar omes [ found myself with my ear closed o the mouth of the larbarin,
and even on that of the interpreter, without being able o distinguish the
syllables or understand the vowels and consonants from which they were
formed. Id mismke one letter for two or three similar ones . othes were
s0 short and rased, and others so extended and malaple that that one’s
ears make out nothing but confusion, In all o, s correct o say that
such languages are not heard; that is, one hears in them ooly their sound

rather than discrete human words.}

Vieira’s ears could not pick up the meaning of the words being pro-
nounced. What he heard was but the sonorous “confusion” of “linguas
escuras” that lacked any divine light. As Alcir Pécora has argued in the
context of a commentary on this welkknown passage from Vieira’s exten-
sive collection of sermons, it was first and foremost the responsibility
of Jesuit missionaries in the Amazon to train (reduzir) the Indigenous
tongue in such a way that it might produce sound that was “intelligible”
to the Christian ear (2008, 70). Of course, while Vieira's description
would serve as a useful colonial tool to discard the language of non-
Christian “barbarians,” it also reveals a great deal about the limitations
of the Jesuit ear, i.e., its inability to make sense of foreign languages to

wr
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which access is not given through reading but by listening. Roy Wagner
gives an excellent description of this complex process of cross-culiural
and crosslinguistic listening/hearing. This is a process that tends to be
forgotten in a “high literate civilization”; however, it is reawakened when-
ever one needs to learn a foreign language by ear:

Consider what happens when we speak, Often it seems to me that mem-
bers of a highly literate civilizadon like our own imagine spaces between
the word they use when they @ik, rather like those that appear between
words on the prinwed page . In fact, what we produce in speech isa kind
of blumred and mumbly music, and one has w leam how w resolve this
orchestration into conventional fonms and unis if one is w0 make sense of
it, much s a rained musician learns o resolve a roar of sensuons wonaliy
into notes, chords, barmony, melodic line, and stroctural form . what mat-
ters, insofar as communication & concerned, is whether the speaker (who
is, of course, listening o his own music) and the listener make the sane

resolutions, (1981, 53)

Oswald de Andrade and the “Auwracular” World

The ethico-politico-aesthetic reversal implicit in a writing by ear would
be precisely the focal point of Oswald de Andrade’s denunciation of
Vieira and the European colonial prujecl.' With his ears pricked to the
“contribuicac miliondria de todos os erros” (M“wealthy contribution of
all the mistakes™) (2011, 61), he draws attention through his philoso-
phy of anthropophagy to an ethic/aesthetic of audition: instead of
“civilizing” the hmerindial:ls, one should listen to them: “0 homem
europeu falou demais ... E preciso ouvir o homem nu” (“The Euro-
pean spoke oo much ... We need to hear the naked man”) (1990,
286). In one of his literary columns (crdnicas), part of a series not
incidentally titled Telefonema ("Telephone Call™), Andrade acceniuates
the relation beiween the anthropophagous mouth and listening: 0
movimenio aqui em Sio Paulo desenvolvido com o nome de “Antro-
pofagia’ nunca excluiu as conguistas i€cnicas da civilizagio nem os
sonhos do momento social. Mas fazia escutar a voz barbara dos trdpi-
cos” (“The movement here in Sio Paulo developed with the name
‘Anthropophagy’ never exchuded the technical conquests of civiliza-
tion nor the dreams of the social moment. But it made one listen to the
barbarous voice of the Tropics™) (1993, 159). Andrade’s project thus
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works directly against the systematic silencing of “barbarous voices” in
writing.

Indeed, Oswald de Andrade draws attention to an ethic/aesthetic of
audition, fundamental to understanding his devouring philosophy of
anthropophagy, an aspect never fully analysed in comparison to the oral
dimension of anthropophagy. Andrade suggesis that the Brazilian posi-
tion in the international cultural arena as well as the Brazilian incorpora-
tion of European tradition shoukl be approached with a play on sounds
that is at once jocular, satirical, and parodic. This play on words and
sounds is the one that Andrade employed when he announced within
the “Manifesto antropdfago” the Amerindian-Brazilian philosophical
principle, “Tupi or not tupi: that is the question” (2011, 67), a sonic rec-
reation of Shakespeare’s verse, “To be or not to be”

Anotherfundamental sentence in the "Manifesto” is the following one:
“56 podemos atender ao mundo orecular” (689). Hélio Oiticica, a visual
artist associated with the Tropicalist movement, has translated the “Mani-
festo” into English (1972), and he renders this sentence in the following
way: “We can only answer to (care for) the (orecular) world.” In a note,
he explains: “Orecular’ must be a misspelling of oracular which could
be the same in English, translated, and makes sense in the sentence;
the sentence should definitely be: “We should only care for the oracu-
lar world™ (n/p) " This said, according to Andrade’s defence of errors
as contributions to thought and writing, we should perhaps learn from
this mistake, insofar as it productively, if accidentally, unites two words -
oracular and auricular - the enigmatic messages of oracles and the aural
process. Pedro Neves Marques offers the following translation: *We can
attend only to the auracular world.” And he commenis: “Oswald de
Andrade wses the pun, “auracular’ joining the word aural (relating to
the ear) to oracular” (Andrade 2004, 101).

A Listening Zone

For an aural history of Brazilian literature, it is fundamenial to recuper-
ate and rethink at once the matriarchy of Andrade’s anthropophagous
proposal and to highlight the importance of audition within it. In dia-
logue with Mary Louise Pratt’s notion of “Imperial Eyes,” [ would suggest
that the work of Andrade asks the reader also to consider “Native Ears” as
its potential counterpart. *Native Ears” refers to Native Americans, but it
also refers to “native languages” as mother tongues, and native as “born
in” referring to the gestational moment. If the “Seeing Man” occupies
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the place of a historical dominion, which alko means the place of the
literary language of tradition, the ear, and the gesiational body, also
blended with the earthly environment, are where an ear-oriented writing
finds its place. In her foundational study, Pratt (1992) focuses on travel
writings produced by “the European male subject of European landscape
discourse = he whose imperial eyes passively look out and possess” (7).
She analyses the “contact zone” in relation to the visual realm, and her
mainsubject s the imperial gaze. Here I borrow her coinage to rethink it
through a “contact zone" in which itis the receptive and not the produc-
tive position that occupies centre stage. Given this, [ would like to under-
score the fact that, in Brazilian Portuguese, the word zona (zone) means,
as in English, an area of interchange: however, it also refers to confusion
or wreckage, as in the common expression “Esse lugar estd uma zona”
(“This place s a wreck™). Furthermore, it is an erotically (and economi-
cally) charged term used to designate an area of prostitution, as in the
expression, “Eu vou pra zona” (*I'm going to the [red-light] district.”)
The idea of zone can indeed interact productively with the notion of -
ing by ear when we take into account all three forms of signification: 1)
interchange of languages: 2) a certain mess or cacophony resulting from
sonorouws mistakes: and 3) a sensual, erotic sphere performed through
the ear.

Indeed, what [ am referring to as “writing by ear” relates to what
Jacques Derrida (1982), in his essay “Tympan,” calls “the discourse of the
ear” (xiv). In a note, Derrida reminds the ear’s physiology and the sexual
meanings it acquires in different culiures:

Without an inventory of all the sexual invesunents which, everywhere and at
all dmes, powerfully constrain the discourse of the ear, Tshall give an exam-
ple here w indicate the opics of the material left in the margins. The hom
that is called pavillon { papillon) 15 a phallus for the Dogon and Bambara of
Mali, and the auditory canal avagina, Speech is the sperm indispensable for
insemination. (Conception through the ear, all of philosophy could sayv) Tt
descends through the woman’s ear, and s rolled up in a spiral around the

womb, [(xiv)

Derrida’s philosophical text is accompanied, on ils margins, by a poetic
essay by Michel Leiris that talks about the shape of the ear in nature and
the myth of Persephone, about the difference between what is spoken
and whatis sung, and concludes by discussing the impact of the invention
of the phonograph. *Tympanizing” philosophy, therefore, is bringing it
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closer to a hearing wisdom expressed in poetic prose —in other words, in
fiction. Therefore, [ turn my attention to the philosophy of Derrida, who
includes his text on the tympanum in a book entitled Marging of Pliloso-
Phy, signalling that the ears are at the margins, on the orillas.

An Ethics of Listening

Appropriating Beatriz Sarlo’s concept of “orillas” (Medges,” 1993}, it is
possible to propose a sonic (mis) translation of it in Portuguese, and the
result would be “orelhas” (ears). This sonorous proximity (with its dis-
tinct meanings) allows us to switch the focus from a spatially oriented
direction (edges) o an ear-(dis)oriented approach. The concepiual
group of images focused around the terms “edges,” “frontiers,” “border-
lands,” and “margins” signifies the occupation of a position on the map
of the modern world and its historical, socio-political, and cultural divi-
sions in centre and peripheries. In that spatial orientation, [ would say
that to “write at the edges” implies to stand out in the middle of this geo-
political map, and it has become a traditional image-concept for Latin
American writers, given the importance of the notion of mestizo or “in-
between” cultural descriptions. In relation to this positionality, “writing
by ear” effects a transfer: from the margins of the globe (edges) o the
bodily margins of our faces. On the one hand, one can think about Bra-
zilian/Latin American edges as being profoundly affecied by the ears,
with the directive sense of literary incorporation engendering a language
of otherness continually procreated in writings. On the other hand, in
the corporeal /bodily aspect, “writing by ear” & no more an issue of being
(or not-being) Latin American, or European, or whatever else. For it is
an eco-echocopresence, acoustic, a being-in-the-world, and in-the-body,
personal and cosmological. To "write with the ears / or by ear” is to con-
sider vibrations, reverberations, rhythmic resonances between our body
and its aleatowrs; it is alo o write in the “peripheries” of our minds,
focused on the poetic unconscious and intuitive effects. The resuli s a
complex product: a text created as a space of listening in which traces of
disappeared or minor cultures, as well as voices and histories, survive in
the weavings of writings.

Writing by ear can assume different forms in each of the writers
addressed in the present book, but it has a unique common trace in all
of them: it implies the notion that these authors write at the orillas (ie.,
in colonial and postcolonial settings) of European tradition (taken as the
model), specifically in the Portuguese enclave of South America, and at
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a cross-cultural location in between letiered and non-lettered practices.
Writing by ear, in the case of Latin America, corresponds to an ethics of
listening and of incorporating into writing the majority of a population
that is ear/orally oriented, and here [ am thinking of so-called minority
groups (which are in fact the majority in quantitative terms), which in
Brazil are largely the descendants of former slaves, black, caboclo, and
mestizo communities, together with Indigenous groups. How Latin Amer-
ican authors incorporate these people, along with their cultures and
languages, into writing forms an important part of the explanation of
“writing by ear.” But “writing by ear” also implies an intense relationship
with other languages and literatures, for the ear eliminates the hierarchy
traditionally established among different literary traditions and/or in
between writing and oral cultures.

For modernist Brazilian anthors, one finds a reversal of the catechesis
put into effect through the increasing positive value given to popular
cultural practices and to minority groups. And in so doing, these authors
brought to literature the soundscape of the streets, their rhythms, the
sambas, the religious and spiritual ceremonies and rites, and s0 on. It
is through this reversal that some of Brazil’s greatest writers de-read (or
read inside out) the legacy of colonization. With respect to narrative
fiction, in the novel and iis varianis such as the novella or poetic prose,
what one witnesses is a scriptural action that operates in sight of a dis-
domestication of orality and that includes it in order to barbarize writing
and break with the growing shutting-off of Amerindian and rural voices.
This project would develop into the politico-anarchic utopia of some of
the best prose produced in Latin America over the past century.

Haroldo de Campos and the Concrete Sense of Listening

“Writing by ear” describes the quality of a literature produced in a place
where literacy is the exception and not the rule. Although by no means
exclusive, the aural presence is thus reinforced in places where orality
dominates over literacy. “Writing by ear” is a literary response to these
conditions, produced (consciously and unconsciously) by authors who
Iive in a context where illiteracy or semi-iteracy dominates and hence
affects the forms of their writings. As expressed by Haroldo de Campos
(1081):

O “pesadelo da Histdria”, pam os pancipais escritores latinosumericanos
tem sido win barroco e obsessivo pesadelo de escnira (levado ao parosismo
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oximoresco quando se sabe em convivio forcado e doloreso com o mundo

sem letras de grandes contingentes populacionais privados de alfabeio) (22)

(For the major writers of Latin America, the “nightmare of history”™ ___ has
been a Barogue and obsessive nightmare of writing [aken toan oxyimoron-
like parostysm wheen it becomes aware thatitis inforced and painfil cobalbi-
tation with the writing-less world of the large scgmens of the population
that have no access to the alphabet] ) (H. de Campos 2007a, 175; slightly

amended).

Campos discerns the ambivalence, the simultaneously negative and
positive experiences that writing by ear refers to: in what way can an
oral tradition, predominantly spoken and performative, be transposed
into written literature? How might one create a text that incorporates
people ouiside the alphabetical order to disrupt or to produce a dis-
order in the literary writing process itself? Writing by ear, in this sense,
corresponds to an ethics of listening and to the incorporation — with-
out reduction — of the majority population oriented towards orality. The
dilemma presented by Campos will receive different answers according
to each author. Campos (1982} himself, in a text on Machado de Assis,
defends a radition of what he calls "literatura pobre,” “poor literature”
or “poetry of subtraction” that should be understood in comparison to
the Baroque style of accretion. In both cases, we are confronted with a
literature of excess in relation to a certain sense of proportion and dis-
cursive normativity.

One of the main examples of the conjunction between astyle of accre-
tion and a “poor literature” is given by Campos in his prose poem of
Galdxias, specifically in the fragment known as *Circuladd de Fuld.” Here
we have “cordel” literature united with avant-garde experimentalism
and the poetics of the neo-Baroque. After a trip to Europe during which
he met Ezra Pound, Campos came back to Brazil, stopping first in the
northeastern state of Pernambuco. One particularly sunny day, during
a popular celebration, he heard a blind minstrel singing the following,
according to Campos’s transcreation in writing: “circuladd de fult ao
deus ao demodard que deus te guie porque eu ndo posso guid eviva quem
jd me deu circuladd de fuld e ainda quem falta me dd.” Antonio Sergio
Bessa translated this difficult passage as: “rounded by flowers under god’s
under the devil’s mercy god shall guide you for I myself can’t guide god
bless those who give me rounded by flowers and those who are siill to
give” (in Campos 20074, 124). Bessa explains how the question of world
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literature itself is at stake in this “concrete prose” (in Perloff and Dworkin
2009} and the temporal and geographical connections it establishes, by
having as his starting point a textsong born from a state of misery, and
pain, although surrounded by the flowers of speech from the tradition
of the troubadours:

Like their Enropean counterparns in the Middle Ages, the Brazilian trou-
badours are itinerant performers highly admired and respecied by the
communities that guarantee their survival, Some of the works of the earlier
pocts, going back o the seventeenth cenmry, sull survive through apocry-
phal texs that to this day ciculate o Berabura de covdel ("cordel” s Portu-
guese for a rope or yarn, and the expression denotes a kind of book that is
displaved in fairs hanging from a yarn),

Campos’s interest in this Kind of lieratire s both affectionace and inwel-
lectualized,. In asense, he s “rediscovering Brazl” via Pound . Camposalso
compares the handmade insrument used by the canmdor o a shanien, the

classic Japanese instrument used in Kabuki, (Bessa 2006)

[t is imporiant to note that this poem has received a musical interpre-
tation by Caetano Veloso, a definite stretch of its verbivocovisual poet-
ics where literary text encounters musical production and vice versa. [
woukld add that, written at the edges of high and popular traditions, this
fragment of Campos is a key example of the complexities that an ear-
oriented writing can achieve.

The H of the Question

“Writing by ear” i a written “discourse of the ear,” and, in the case of
fictional prose, “writing by ear” establishes what [ suggest we call “aural
novels.” What happens is that the outer ear and the inner ear are present
in novels to such an exient that we might even speak of a “philosophy
of listening” in fictional prose. [ believe there is a hearing wisdom in fic-
tional prose in Brazil — a wisdom to be found in “aural novels” that still
need to be better heard, since they have something important to convey
about the relationship between writing and listening,

In 1926, in the first preface to his novel Serafim Ponle Grande (2007),
Oswald de Andrade announced, in his aphoristic style, a key procedure
for Brazilian fiction: “A gente escreve o que ouve, nunca o que houve”
(“We write what we hear, never what was here™ (48).° The jocular nature
of Andrade’s phrase relies on the fact that it must be written down and
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read, since the sound of the words s the same (ouve Shouve [hear /here])
but the meanings are distinct (to hear /to happen). Thus, the sentence
promoting the importance of hearing must be read to be understood,
establishing an immediate relation between the ear and the writing pro-
cess, or between the sonorous sphere and the printed-mute texis. Years
later, in 19356, Fernando Pessoa would write a leiter to Adolfo Casais Mon-
teiro explining the origins of his system of heteronyms. He states: “ouvi,
dentro de mim, as discussoes e as divergéncias de critérios, e em tudo
isto me parece que fui eu, criador de tudo, o menos que ali houve” (*]
heard within me the discussions and disagreemenis regarding criteria,
and my sense is that while [ was the creator of it all, [ was less therethan the
rest”) (1999, 343) . One reads in Pessoa’s letier the same relaiion between
hearing (owvir) and being-there (haver). In this case, it seems clear that
hearing implies a significant dispossession of the authorial *1." To hear
in the field of fiction is different from the solipsism of hearing oneself,
since itacts as an opening to the ouiside, to speak of and from something
or someone that resides somehow beyond oneself, beyond authorial con-
trol or reduction. We have here/hear, in other words, a basic principle of
fiction and its intense and intimate connection to listening,

Why is it that prose fiction enjoys a closer proximity to listening than
other types of narrative? Oswald de Andrade is acutely aware of the fact
that he is announcing a crucial difference between the writing of inven-
tion, the literary writing of “descoberta e transposicio” (“discovery and
transposition”), and the writing of history, dedicated to the ex post facto
comprehension of what happened (here). He establishes a distinction
between auditory perception (which would be characteristic of fictional
writing) and historical description, a distinction that has yet to be more
sufficiently developed. Through this listening principle, including the
incorporation of the other and of tradition, the fundamenial dilemma of
copy versus original is at stake. Refuting realist and naturalist aesthetics
as submissive copies from abroad, Oswald de Andrade suggests a fictional
production based on listening /hearing,.

In his novel Seavafim Ponle Grande, Andrade unveils (or undresses) the
artifice of literary production by exposing it in the final product. The
result is a text that exhibits iself more as a work in progress, charac-
teristic of a novel written by ear. Haroldo de Campos, in his study on
Andrade (“Serafine A Great Un-Book”), relates the latter’s technique to
the procedure of “defamiliarization,” in an explicit reference to Vikior
Shklovsky's concept of estranenie, a term defined by Campos (2007b) in
the following way: “Viktor Shklowsky, who made use of this concept in his
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1917 study [*Art as Technique™] ... ako developed the idea of ‘exposing
the technique’ (or ‘procedure’) as a measure of the work of art’s specific-
ity” (211}, The book as a work of literature is thus negated voluntarily, as
a book that denies 1is own wholeness and exhibiis 1is own creation, simi-
lar to what one finds in Lispector. The novel is listed among the author’s
“Rejected Works,” and the copyright is denied: *No rights reserved. May
be translated, reproduced, and deformed into all languages,” and one
of its chapters is in fact the result of a “Printer’s Error.” As studied by
Campos, “[t]1hese signs simultaneowsly “estrange’ the object, or “defa-
miliarize’ it to our perception, through the very act of pointing to it
or emblematizing it" (2007b, 210). Naomi Lindstrom (1980 points to
“the extreme fragmentation of the writing” (80), and she describes the
structure of the novel: “Eleven narrative segments, each lampooning a
different iype of literature, appear in puzzling juxtaposition. Each frag-
ment is a novel in polentia, for each suggests one possible mode ... for
elaborating Seraphim’s attempts to break with bourgeois cultural pat-
terns. These hypothetical novels remain, necessarily, undeveloped”™ (80).
Oswald denominates his novel an act of “invention.” As pointed out by
Campos (2007b): *On the cover of my copy of Serafim Ponte Grande, which
[ receive personally from the author, the term ‘novel” was crossed out
and replaced by the word ‘invention™ (367). If, in 1945, Antonio Can-
dido defined Serafim as “a fragment of a great book” (quoted in Campos
2007, 213), Campos, in the 1970s, would redefine it as *a great un-book
made up of book fragments” (213). Campos goes on o argue: “it is pre-
cisely through the syncopated technique and the resulting unfinished
quality that the construction becomes apparent, that the woodwork of
the traditional novel, as priem, as procedure, was exposed” (213). And he
adds: *Seraphiim is a composite, hybrid book made up of pieces or “sam-
ples’ of various possible books ... Each one of these excerpis or “trailers’
of virtual books works ... as a metonymic allusion to a certain cataloged
type of prose, be it conventional or pragmatic, that never manages to
impose itself completely on the Oswaldian book ... Instead, the excerpis
point = allusively and elusively — to a literary mode that could be but isn ¥
(2123,

Similar to Oswald de Andrade’s aural novel, Jodo Guimaries Rosa is
defined by Ana Luiza Martins Costa (2005) as a writer par excellenie of the
“mundo escutado,” the “listened-to workl.” In one of the prefaces to his
1967 novel, Tulaméia, he announces: “A estoria ndo quer ser historia. A
estoria, em rigor, deve ser contra a histdria. A estoria, as vezes, querse um
pouco parecida i anedota” (“The story has no desire to be history. The
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story should remain firmly opposed to history. The story, at times, wishes
to resemble something like the anecdote”) (Rosa 1979, 3). For Guimaries
Rosa, stories should approximate anecdotes and jokes in order to combat
the nightmares of history. This phrase ako served as a way of responding
to critics who claimed that his work was not politically engaged: what it
implies is that for fictional prose to alter socio-political relations between
the rural population in Brazil and the lettered, urban citizen, it would be
necessary not to represent these relations in line with historical narratives
but rather to alter the politics of enunciation altogether. As Rosa made
clear in an interview, “somente renovando a lingua podese renovar o
mundo” (“only renewing language can we renew the workl”) (Rosa and
Lorenz 1983, 87). For the momeni, it i important to point out that in
Andrade’s phrase as well asin the preface to Guimaries Rosa’s 1967 novel,
one finds the same differentiation between fiction {estoria) and history
based on the presence or absence of the silent & (in ouve/houveand estoria/
histarier). Here a letter that lacks phonetic sonority in Portuguese, an
absent presence or present absence, serves o mark fundamental ontolog-
ical differences. In asimilar vein, Lispector would write in The Howr of the
Star “Vai ser dificil escrever esta histdria ... Os fatos sio sonoros mas enire
os fatos hi um sussurro. E o sussurro que me impressiona” (“Its going
to be hard to write this story ... The facts are sonorous but between the
fact there's a whispering. [1's the whispering that astounds me”) (31; 1637
How might the whisper find written expression except through poetic
and fictional creation? That is, how might this be except through a text
that seeks to express, rhythmically and ideophonically, that which resides
behind thought (also an early working title for Lispector's Agua Viea),
or that which rests on the hither or thither side of language: sensations,
pulsations, reverberations, and timbres?

Each of the aforementioned authors suggesis that fictional works,
particularly novels, are creations based on the sense of hearing and on
the acts of listening rather than on an imitation of historical narratives,
ie, ona raistic model of the novel. Following their lead, I reclaim the
relevance of aurality as a central feature of fiction, present both as a
recurrent theme and as an element that gives it form. What follows isa
first description of the works of Machado de Assis, Guimaries Rosa, and
Lispector as “aural novels.”
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Polyphony, the multiplicity of voices woven into written discourse, is the
model that Mikhail Bakhiin (1990) advocates to describe the dialogi-
cal novel developed by Fyodor Dostoyevsky. In Bakhtins reflection, the
novel is the quintessential example of creolization, of conversation and
of conflict, anarena of discourses from different extractions and dialecis.
The following citations come from notes that Bakhtin wrote in 19701
for an essay on “the other’s word” that was never published.” According
to the first note, the writer'’s mouth assumes a passive position: “Existence
itself speaks through the writer, through his mouth” (Bakhtin 1986,
149). Another short reference makes clear that this model corresponds
to “another route,” distinct, although correlated with the polyphonic
model: “Quests for my own word are in fact quests for a word that is
not my own, a word that s more than myself ... These quests led Dos-
toyevsky to the creation of the polyphonic novel ... A parallel paih led
Leo Toktoy to folk stories (primitivism ), to the introduction of biblical
quotations (in the final parts of his novels). Another route would be to
cawse the world to begin speaking and to listen to the word of the world
itself (Heidegger)” (1986, 149). As we see, this model corresponds o a
receptive position of listening lo the word of the world iself. However, this
listening aspect of the theory of the novel, only briefly and parentheiti-
cally alluded by Bakhtin and related to the philosophy of Heidegger, has
remained underdeveloped in comparison to the notion of the speaking
voices in polyphony. To theorize “writing by ear” in prose fiction thus
can fairly be understood as a contribution to the rethinking of Bakhtin’s
theories of the novel aimed in the direction of echoes, reverberations,
and resonances, terms thai Bakhiin himself used in his critical texis. If
muliiple contradictory discourses are put into dialogue in the fabric of
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the novel as a democratic space of voices, in the case of “writings by ear”
we have novels created as a space of listening. This space of listening is
what I'm suggesting we call the "Aural Novel.”

At this point, [ would like to quote two fictionisis who will help us
advance the definition of the aural nevel Mia Couto (Mozambique) and
Toni Morrison (United States).” In an interview with Paulo Hebmiiller,
and titled (not incidentally, at least for the present study) “Escutas de Mia
Couto” (*Mia Couto’s Listening,” Couto and Hebmiiller 2014}, one learns
of the awditory origins of his fictional project. Essentially a very quiet child,
Couto recounts that while he was very young he learned the art of listen-
ing, an art that relates closely to the oral universe of African cultures as well
as to the inclusion of music and spoken prosody in his writing:

The Afrca in which [live s a society that listens, People listen o others
and in convesation there & a distnbution of dme: a time o speak and a
time to listen, as if people knew somehow o @mke turns, T think there was
a moment in which [ already a journalist, began trving w write the siories
that I heard. These stores were so vibrant, had such force, that they called
out to be transported from their omlity wo weiting . [ began 1o seek out
a more plastic mode of writng that allowed for the inundaton of ocality,

(Couto and Hebmiiller 2014 )

Nevertheless, the question of listening in writing involves more than just
the oral transmission of storytelling: it also entail a conscious listening
to silence:

There is a learning process that more mral societies confer upon us,
becanse in the city we get ripped up when there’s silence, and it becomes
necessary o resolve it This sense of dscomfort, in contrast, is not expe-
ricnced in rural Africa. People have in silence not some kind of absence
but rather a presence. Something s being said in these moments, It has o
do with the strong belief in the ivisible wordd and in the spinality that

revolves around the Tiving,

This art of listening in writing finds itself mixed in with Couto’s training
as a biologist, insofar as he defines biology as "uma linguagem e uma
maneira de escutar” ("alanguage and a manner of listening”):

Biology prolonged my appetiie for listening w the wodd and w under-

stand that there are voices that have been excluded due o a cerain
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anthropocentric vision according o which we are the only ones with some-
thing tosay. My manner of embracing biology has been through an atiempt
o understand lan guages and leam codes. Today, and notin a metaphorical
way, [ listen to trees, plants, and insects, becanse all of these beings wish to
say something, right? [Fs for this reason that they mke on colors and smells

and differences of fonn that please me so much o listen o,

To listen to trees, plants, and insects gives the aforementioned passage
by Bakhtin, on a listening-to-the-world through prose fiction, a meaning
beyond that of articulated, anthropocentric language.

The Aural in Beloved

Asked by Christina Davis about her “written voice,” in an interview pub-
lished in 1986, Toni Morrison answers: “[T]hat may mean that my efforis
to make aural literatire = A-T-R-A-L. =work because [ do hear it It has o
be read in silence and that’s just one phase of the work but it also has to
sound and if it doesn’t sound right ... Even though I don’t speak it when
I'm writing it, [ have this interior piece, [ guess, in my head that reads, so
that the way | hear it is the way [ write it and [ guess that’s the way [ would
read it alowd”™ (Morrison and Davis 1994, 23507,

In her novel, the aural is related to this mode: the way T hear it is the
wery I aorite it This formulation, even if related to orality, is different from
saying the way I speak it is the way I write if, for it implies also listening to
the rhythms, the flow of speech and sounds, accents and prosody, and
not only to the reproduction of oral language in a written text. Another
important aspect of the aural is the active participation of readers as lis-
teners. The aural, says Morrison, has to do “with the participation of the
otfier that is, the audience, the reader” (231). This participatory aspect
corresponds to the simile she uses of holding one hand: "One is me and
one is you and together we do that, we invent it together and I just hold
your hand while you're in the process of going there and hearing it and
sharing it” (231). Commenting on the aural aspect of Baoved (Morrison
1987), and its relation to the structure of call-and-response, to impro-
visation, jazz, spirituals, and blues songs, Jody Morgan (2008) argues:
“Belopved is dedicated to the “sixty million and more’ slaves who died and
never had a voice. These millions of voices were silenced not only by peo-
ple but also by the language that would call them inferior, objects. These
millions of voices unspeakable, unspoken cannot be heard through lan-
guage but require a different medium - the aural” (10). Finally, there is
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a last explanation of the aural by Morrison, one that touches on a very
important issue related to the ethics of listening: “An artist for me, a
black artist for me, i not a solitary person who has no responsibility to
the community. It’s a totally communal experience where I would feel
unhappy if there was no controversy or no debate or no anything - no
passion that accompanied the experience of the work. | wanit somebody
to say amen!” (Morrison and Davis 1994, 251).

I this way, it is not mere coincidence that writing by ear appears the-
matized by Lispector in a book revolving around the short life and vio-
lent death of Macabéa, a poor immigrant girl from Brazils Northeast —a
book focused on presenting the life of a woman with no voice, much
like millions of other Northeastern Brazilians who make their way o Rio
de Janeiro only o become lost in the city’s immense and cruelly racial-
ized order. Reeping in mind Morrison’s explanation of what lies behind
Beloved and her dedication in that novel, Lispector’s dedication in The
Howr of the Star seems almost an echo:

Esta histdria acontece em estado de emergencia e de calbumidade poiblica,
Tratse de liveo inacabado porgue The falg a resposta. Resposta esta gque
espern gque alguém no mundo ma dé, Vios? I wma historia em tecnicolor
para ter algum luxo, por Deus, que en mbém preciso, Ameém para nos

todos, (8)

[ This story takes place in a state of emergency and public calamiey, Tt is an
unfinished book becanse it has no answer, Lam sill waiting for someone in
this world to give me an answer, You? It is a story watten in Technicolor so
that it might provide some Tusury, by God, which T also need. Aamen for all

of us.} (xiv)

The Hour of the Star

The Howr of the Siar is a small but expansive book, a masterwork consisting
of fewer than eighty pages. The last book published by Lispector during
her lifetime, The Hour of the Star possesses an almost clairvoyant dimen-
sion, in the sense that it unites two points of view: birth and death. This
is s0 insofar as Macabéa is linked to Lispector’s childhood as well as 1o
the end of her life. In the work, Lispector morphs into Rodrigo SM.,
presented as the author of a book about the character Macabéa, a poor
migrantfrom the Brazilian Northeastliving in Rio de Janeiro. Semi-literate,
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Macabéa works as a typist. Having lived both in the Northeast and in Rio
de Janeiro, Lispector situates herself in the middle between the fictional
male author who occupies her place (Rodrigo SM.) and the character
Macabéa, whose name evokes Lispector’s Jewish origin in its similarity to
the term “Maccabees.” Thus, Clarice mixes her Jewish-Ukrainian origins
with the Northeastern life of the Everywoman, Macabéa. In this last book
of hers, published during her lifetime, she fuses echoes of Yiddish from
her chilkdhood with the sounds of the Brazilian Northeasi.' The entire
novel is in fact produced as an echo, one in which the dissonant sounds
of Bach and a radio clock, the text of the supposed male author and the
feminine voice of Lispector, echoes of Yiddish from Ukraine and Poriu-
guese from Northeastern Brazil all resonate. The double voice of Lispec-
tor and Rodrigo 5.M. serves to speak about a character without a voice:
“ela falava, sim, mas era extremamente muda” (“She ialked, yes, but she
was extremely mute™) (36 215,

The book begins with an auwthor’s dedication followed by an annota-
tion in parentheses that informs readers who has, in fact, written it “(Na
verdade Clarice Lispector)” (*(actually Clarice Lispector)™) (7: xiii).
Even if she i the real author of the book, authorship & transferred to
the male narrator named Rodrigo S M. However, Lispector cannot leave
off pointing out that "actually” she is the author, even if her authorship
is placed in parentheses and expressed only asa paratext.” [tis in thisway
that she begins a fictional play within her fiction, which gives her book
a theatrical touch of performativity in that it exposes the framework of
creation and its correlative process. Toibin (2011) has written that read-
ing The Hour of the Staris much like “being brought backstage during the
performance of a play and allowed odd glimpses of the actors and the
audience, and further and more intense glimpses of the mechanics of
the theatre - the scene and costume changes, the creation of artifice -
with many interruptions by the backstage staff” (x). As if performing
upon a theatre stage, one can say that Rodrigo 5.M., the fictional author,
echoes upon that stage (ie., the book that the reader holds) the voice
of Lispector herself (the book’s actual author), which resonates from
backstage. )

Lispector repeats the process of anthorial duplication in Agua Viea:
the main character, who is a painter, transforms herself into the writer of
the text that we read; and again in A Breath of Life, which establishes the
play between the fictional author (again male) and Angela, the book’s
protagonist, who is herself a writer.” Carlos Mendes de Sousa (2012) has
coined the term livio exposio or “exposed book” (347) to name Lispector’s
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books that expose the behind-the-scenes of creation, with writer /charac-
ters who experience and express the dilemmas, anguishes, and delighis
of writing and narrating. One might justifiably apply this same term
(“exposed book”™) to the work of Machado de Assis and Guimaries Rosa,
Authorial duplication is, in fact, part of a literary project expressed and
problematized at a metafictional level. As [ will discuss later, one finds, in
avery condensed form, a procedure that repeats the authorial meiafic-
tional procedure initiated by Machado de Assis in the Mendrias Pastumeas
de Bris Cubas nearly a century before.

The short dedication to The Howr of the Star begins with a kind of throw-
away phrase: “Pois que dedico esta coisa ai” (*So [ dedicate this thing
here™) (7: xiii). If, seen from one perspective, the book is diminished as
“this thing here,” from another it is aggrandized through its dedication
to many of the great composers of European classical music: “Pois que
dedico esia coisa ai ao antigo Schumann e sua doce Clara que sio hoje
o503, ai de nds” (“So [ dedicate this thing here to old Schumann and his
sweel Clara who today, alas, are bones™) (7: xiil). The book is also dedi-
cated to Ludwig van Beethoven, Johann Sebastian Bach, Igor Stravinsky,
Richard Strawss, Clande Debussy, Marlos Nobre, Sergei Prokofiey, Carl
Orff, and Arnold Schinberg. The reader is thus faced with a text that
mixes a high and low register with a kind of "null set,” a generic “thing
here.” One can read in this a kind of contempt for writing on one hand
and a high admiration for music as a superior art on the other: *0 que
me atrapalha a vida € escrever” ("What trips up my life is writing™) (5;
xiv). After this dedication, the reader finds the title page with the book’s
title and fourteen other possible titles or subtitles, among which appears
the name of the author herself, as if the book could also be read as a
biography or even an autobiography. In this way, before even beginning
to read the novel, the reader is exposed to the process by which the book
comes to be, to iis sketch, within which variows possible titles present
themselves,

The text itself begins in the following way: “Tudo no mundo comegou
com wm sim. Uma molécula disse sim a outra molécula e nascew a vida”
(“All the world began with a yes. One molecule said yes to another mol-
ecule and life was born™ (17; 3). From the siart of life to the birth of the
universe, The Hour of the Slarbegins as a cosmogonic book: at one point,
the narrator affirms that he i effectively creating life through his slowly
dying protagonist. In fact, the first twenty pages of the book are nothing
but the auto-exposition of the pre-process of creating a fictional life, the
life of Macabéa, and the book’s difficult gestational process carried out
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by an author who decides to write about an antiharacter. There is here
adynamic and conflictive relation between Rodrigo and Macabéa, a kind
of love-hate relationship (54 2004). The text is quite violent in its descrip-
tion of how a bourgeois intellectual might relate o a characier who lacks
soomuch; at the same time, however, Macabéa, in her extreme fragility and
ingenuowsness, stands as a kind of philosopher of nonsense insofar as she
estranges language and thus calk on the reader to rethink what discourse
infactisin relation to reality (Hansen 1989}, Her dialogues with Olimpico
de Jesus, for example, are magisterial in their mix of humour and irony.

Another important element is the novel's intertexis. At the beginning
of the narrated portion of the novel, one finds Macabéa looking at her-
self in the mirror, in a scene that is part of the modern fictional tradition
in Brazil, with two illmsirions aniecedents: Machado de Assis’s Alferes,
from the short story *O Espelho” (*The Mirror™), and Guimaries Rosa’s
story of the same title, in which the protagonist looks at himself to such
an exient that he ceases o recognize himself. Lispector also takes up
Euclides da Cunha and his famous phrase from Os serfdes: *0 sertanejo
€ anies de tudo um forte” (“The backlander is above all a strong man”).
In the case of Macabéa, one reads: “O sertanejo € antes de tudo um paci-
ente, eu o perddo por isso” (*The man from the backlands is above all a
patient. [ forgive him") (75:57). Unlike the biblical Maccabees, Macabéa
finds herself among the oppressed who lack even the strength to rebel.

The Hour of the Staris an amalgam of various interwoven plots: an auio-
biographical plot, a sociological plot, a plot of literary intertexts, a musi-
cal plot,a photographic and pictorial account, and much metafiction all
condensed within a tiny book that ends with both Macabéa’s and Lispec-
tor's death (the latier woukd die only two months after the book’s publi-
catton). The final scene of the book reads as follows:

Amorte & um encontro consigo, Deitada, more, em @o grande como wm
cavalo morto, O melhor negdeio & ainda o seguinte: nao morrern, pois mor-
rer ¢ insuficiente, nao me completa, eu que @nio preciso,

Macabdéa me matou,

Ela estva enfim livee de si e de nds. Nao vos mssusteds, morrer & wim
instante, passa logo, cu sei porgue acabo de morrer com a moca, Desculpai-
ine esta morke, [(97)

(Death s an encounter with oneself, Lying there, she was as big @ a dead
horse, The best thing is stll this: not w die, because dying is insufhcient, i

doesn 't complete me, [who need so much,
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Macabéa killed ime.
She was finally free of heself and of us, Don’t be afraid, death s an in-

stant, it passes like that, I know becanse Tust died with the gicl, Pray forgive

ine this death.) (76)
The scene i then followed by some closing paragraphs:

E agora— agorasd me resta acender wim cigarm e ir para casa, Men Deus, 56
agora me lembret que a gente morre, Mas — mas cu ambémg !
Niao esquecer que por cnguanto & empo de morangos,

Siin. (98)

[ And now — now all T can dois light a cigarette and go home, My God, Tjust
remein bered that we die. But — but ime too?!
Dron’t forget that for now it's strawherry season,

Yes.) (77)

It is thus the same “yes” that opens the novel that one finds at its very
end: birth and death folded upon one another, a fold in time and telling,

Improvisation

The duplication or multiplication of authors and voices highlights a text
that is constructed as if without control, through improvisation:

Mas ai & que esti: esta historia nao tem nenhuma iéenica, nem de estilo, ela
¢ ao dewsdard ... Durante o dia eu fago, como wdos, gestos despercebidos
por mim mesmo, Pois um dos gestos mais despercebidos & esta histria de

gue nao tenho culpa e sai como sair, (44)

(But there’s the rub: this story bas no echnigue, nor siyle, it lives from
hand to mouth . During the day T make, like evervone else, gestures
I don’t even notice myself. And one of the gestures [ notice the least
is this story of which m not guilty and which turns out however it

turns out.) (28}

In Lispector, improvisation goes so far that it is not a method but
rather a “way of life.” This s what we find in another reflection offered
by Clarice herself about the freedom found in writing: *A improvisacio
como modo de viver, Mesmo as narrativas discursivas tém em si uma
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liberdade, se nio de quebra do condicionamento, mas de improvisacio
do destino” (“Improvisation as a way of life. Even discursive narratives
have within them a freedom - if not breaking free from conditioning,
then improvising a destiny,” quoted in Borelli 1981, 44). In other words,
in improvisation, the plot structures iiself in a way that pretends not to
have a structure, as if events were developing by chance.”

The Hour of the Star calk iself a “lvro inacabado”™ (8), an "onfinished
book™ (xiv), similar to Oswald de Andrade’s Serafim Ponle Grande, dis-
cussed in the previous chapier. The whole first part is devoted o expos-
ing the process of writing the book as a meiafictional essay prior io the
action of the narrative, which then begins suddenly: *0 jeito € comecar
de repente assim como eu me lanco nadgua gelida do mar ... Vouagora
comecar pelo meio dizendo que = 7 (*The thing to do & to start all of a
sudden just as [ jump all of a sudden into the icy water of the sea ... [am
about to begin halfway saying that =7 (31 16).

“Como que estou escrevendo na hora mesma em que sou lido™ (*Just
as I'm writing at the very same time I'm being read”™) (18; 4). In this
magnificent declaration, Lispector synthesizes what will be the distinctive
feature of her last works: texts in fragments, which are later unified and
reworked, but without losing the freshness, vividness, and immediacy of
lived experience. [t is there that improvisation begins to be mentioned
more and more in her works, along with the concept of writing by ear.
Following her, [ suggest that improvisation can be defined as an act of
reaching an ideal state, in which impression (sensorial, physical, cor-
poral} can immediately become expression (symbolic and artistic), so
that (utopically) there is no separation between what i seen and what is
painted, what is said and what is written, what rumbles and what is heard.
Improvisation longs to create a symbolic expression that s the closest
possible rendition of the sensorial impression, as if it were possible for
the body not to distinguish itself from its surroundings. Improvisation
suspends or eliminates weighed, measured, and controlled thought, and
acis as the most immediate reaction to the stimuli present. The less pro-
grammed it is, and the more the performer lets him- or herself be carried
away by the stimuhlus of the moment, the better the resulis. This is what
happens with improvisation during a music or theatre show: what counis
is the immediate reaction to what is happening here and now. This reac-
tion certainly includes prior knowledge and training, but in the act of
improvisation all of this repertoire must be almost forgotien in order
to look and sound new, unprecedented and surprising - for the audi-
ence as well as for the performer. Thus, improvisation is a question of
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movement, quick or slow, but abvays in tune with the event that awakens
the concomitant and simultaneous reaction, so the thing perceived is
also the thing that is thought, said, and read.

For Lispector, like playing music by ear, writing by ear is a process that
advances by trial and error, in a living immersion that is more uncon-
scious than conscious, progressing without method: gropingly, blindly. In
this sense, Lispector’s writing by ear is similar to Reats’s verse "Darkling
[isten” (in “Ode to a Nightingale™), which in turn recalls one of Lispec-
tor's revealing expressions about her method of writing: “A procura da
palavra no escuro” (A hora da estreda, 1998e, 80) (“The search for the
word in the dark”™ [2011, 61]1) 7 Blindness, then, s a fundamental aspect
of Lispector’s wisionary writing: the deprivation accentuates the sense of
hearing, which becomes more developed in order to capture timbres
and nuances.” As the narrator of The Hour of the Star says:

As palavias saosons transfundidos de sombeas gue se entrecrueim desiguais,
estlactives, renda, misica transhigurada de drgao. Mal onso clamar palaveas
a essa rede vibrante e rica, mdrbida ¢ obscura tendo como contratom o

baixo grosso da dor, Alegro com bro, (22-3)

[Words are sounds transfused with unequal shadows that intesect, stalac-
tites, lace, transfigured organ music. T hardly dare shout out words ac this
vibrant and rich, morbid and dark web which has is countertone in the

thick bass of pain, Allegro con brio.) (8)

The Features of the Aural Novel

The aural novel can invole three mterconnected feaiures that are
repeated with variations in several authors of Brazilian literature: 1)
duplication of authorship through the creation of characters who are
themselves writers, and presented as apprentices of a form they don’t
master and that, for this same reason, they feel free to experiment with;
2) a conversational pattern establishing a direct dialogue with their read-
ers as if the book could change according to the reader’s answers and
expectations; 3) the exposure of their book as a work in progress, an
“improvised draft” being written as if at the same time as it i being read.
Listening is involed in all these procedures. As they delegate author-
ship, actual authors assume a receptive standpoint (just as an ear does).
The framing of the book as a conversation and the way it is exposed as
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awork in progress, and often as if it were an improvised one, siress the
dimension of an interaction that combines both speaking and listening.
If we agree that these techniques in Bolition or in conjunction are part
of the genre of the novel or the novella, and that they can be found in
variows literary traditions, what sirikes us is the reason for its recurrence
in prose fiction in Brazil; in other words, the reason why it has estab-
lished iself as a model that is continuously emulated. [ propose that
these techniques help to produce identification between these novels
and a broader Brazilian public used to learning “by ear.” Thus, while
these techniques could be found in different literary traditions, their
recurrence in Brazilian novels means something more and different that
we need to specify.

Machado de Assis

Machado de Assis (1838-1908) is the point of origin, the father of what I
define as modern aural novel in Brazil." In his writing we find the dupli-
cation of the writer into fictional characters who then assume anthorial
functions, a tendency that has been carefully and subily analysed by Abel
Barros Baptista (2003) . “Autobibliography” is the term that Baptista bor-
rows from Jean-Luc Nancy to refer to a book that speaks about itself as
a book, which refers to iis own birth, makes its own selfanalysis, and
sets out the rules of the game it plays. Bris Cubas, the fictional author
who writes his memories from the grave in As memarias pastumas de Brs
Cubas (1997 [18811) The Posthwmous Menoir of Bras Cubas), and Bento
Santiago, who “writes” Dom Casmurro (1997b [1900]), are two Machad-
ian characters thai Bapiisia identifies as “supposed authors.” The idea of
listening to other voices becomes important, thus creating a “scatiered
work” (“obra difusa”) in a “free form.” These are the terms used by Bras
Cubas when he defines his book: “The truth is that it's a question of
a scatiered work where [, Bris Cubas, have adopted the free-form of a
Sterne” (Assis 1997a, 5). As Bapiisia shows us, this definition is repeated
by the actual author, Machado de Assis, who quotes his character with
the voice of authority when defining this book that is, or should be, the
property of the real author, who is now deprived of the power of being
the only voice. For Baptista, the key to Machado de Assis’s worklwide
renown as a master of the metafictional process is his anticipation of what
would come to be known as the “death of the author”™ in the twentieth
century. The delegation of authorship to fictional writers makes it impos-
sible to assign responsibility for the text, since those who set out to write
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are characters. This self-exposure takes place through a dialogue with
readers, in a potential conversation that gives the impression of assigning
the responsibility for the book’s achievements or failures to the reader.
The radicalization of this self-exposure takes place when the fictional
writer says he is writing the book here and now, at the very moment it is
being read.

Throughout Dom Caswurro the reader is also informed that the book
is being written right here and right now, as if the reader were witness-
ing the moment of its creation: *T might take this out when the book is
printed” (Assis 1997b, 05): *now lLam composing this narrative” (105); “1
beg your pardon, but this chapter should have been preceded by another,
recounting anincident ... but it's a great nuisance to alter the page num-
bers; I'll leave this as it is, and then the narration will go siraight on to
the end” (220). Thus Bento Santiago i a “supposed author” who pre-
tends to be writing the book as the reader is reading it; this leads him o
define it as a “book with gaps in it” (112), gaps thatare to be filled in by
the reader. The book's “scattered,” dispersed form can also be related
to what Roland Barthes argues in “Listening” when he defines modern
listening based on the paradigm of psychoanalytic listening, attentive
to nuances of speech and intonation rather than the literal composi-
tion of the meanings of the sentences uttered (1985, 2507." In my view,
Machado de Assis’s “scattered” work appeabs 1o a kind of listening that
is also diffuse or dispersed, obligating the subject (author or reader) to
renounce his or her privacy and enter a zone of whispers and secrets in
the collective unconscious, which are now laid out and exposed to view.
It is here that the question of auditory writing in Machado de Assis is
related to the term “auditivity” and to a gestural form, a way of moving
the body, transcribed and imitated in the play of writing. As such, Bris
Cubas, who narrates his life from beyond the grave, announces one of
the principal features of auditivity in a writing that is sinuous, not follow-
ing the “regular and fluid style” preferred by readers but rather following
bodily gestures: “this book and my style are like drunkards, they stagger
left and right, they walk and stop, mumble, yell, cackle, shake their fists
at the sky, stumble, and fall” {Assis 1997a, 111).

Auditivity and “Capoeira Style™

[ consider the term auditividade or auditivily (and its constitutive ambiva-
lence, as we will soon see) fundamental for undersianding the methods
of composition particular o Brazilian letiered culture. The term was
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coined by Luiz Costa Lima, first in an article on the historical sitmation
of intellectuals in Brazil published in 1981, and later, revisited, in a piece
on Machado de Assis. In the first article, Costa Lima {1981) analyses the
situation of the lettered individual from colonial times to the nineteenth
century in relation to both a predominantly illiterate general popula-
tion and a dominant elite that always marginalized or demeaned black,
cabocdo, and Indigenouws cultural practices. In this contexi, the presence
of the auditory element in writing has a negative connotation, linked to
demagogic oratory destined to persuade the public instead of the cre-
ation of a writing intended for the difficult task of argumeniative and
conceptual convincing. In the second article (2002), auditivity takes on
positive connotations, and & connected to the incorporation of Afro-
Brazilian cultural practices into literary writing. The example, now, is
Machado de Assis. In Costa Lima’s reading, Machado de Assis’s chron-
icles are characterized by a siyle that uses evasive word play in an intel-
lectual dance, disorienting the reader while ako allowing the author to
evade the possible censorship of his perspective on the political events
of the time. Costa Lima terms this “capoeira style,” and names Machado
de Assis the “capoeira master,” establishing a previously unnoticed rela-
tionship between literary writing and the Afro-Brazilian play of the body.

According to Costa Lima, “the Machadian auditory element injects
capoeira ginga [“swing”] into the ink on the page” (2002, 335). Machado
de Assis’s word play i similar to the play of the body in capoeira, with its
dodges and feints, its driblesand negacsios. In the written text, the negaceio
or feint s carried out “by dismantling propositional logic” (332). Thus,
reversing any linear argument, a loose, constellational chain of sentences
appears, forming a “writing that s impregnated with auditivity™ (335).
Costa Lima then poses the question: *Can we understand capoeira as the
beginning of the individuation of a way of writing?" (331). Far from weak
or inconsistent reflections, what we see in the highly developed poetic
composition of writers like Machado de Assis is a writing that incorporates
another, more allusive connection, full of meanderings and nuances, an
auditivity that & conscious and practised experimentally.

If Roberto Schwarz (2001) sees the volubility of Machadian narra-
tors as critical representations of the local elite, Costa Lima perceives
the verbal dodges and feinis of the author’s chronicles as parallel to the
more popular forms of bodily expression in Brazil, close to what José
Miguel Wisnik (2008) finds in his study of the presence of the African-
originated maxize sound in Machado de Assis, through which the author
reveals his mixed-race heritage. Recalling that Machado de Assis was the
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descendant of slaves, we must make clear that this i not a relationship
of cause and effect but rather a conjunction in which inconscient roots
come into existence with the emergence of aesthetic configurations to
invent them. This clarification is important. Thinking about “writing by
ear” in relation to “Brazilian expression” in capoeira or in popular music
does not mean that there & an expression present in a reality that exists
prior to the creation of the text inwhich the author gives itshape. Rather,
what Lispector calk “our Brazilian mode of expression” (quoted in Varin
2002, 28) emerges from an immersion by contact and contagion, similar
to the way in which children learn the language of the place where they
are born or raised. Thus, according to Costa Lima, capoeira as a writing
style does not mean “any form of nativist inspiration” (2002, 338). Mach-
ado de Assis’s writing has different models of inspiration, and capoeira is
one of the components related to the “expressive-communicative prac-
tice that he captured in his own couniry” (339). Like an internal compo-
nent, capoeira as a style, from the point of view of a native, “is perhaps
the richest aspect and the most complicated to describe, because it is still
mixed up with our presence” (339). In this way, it becomes more impor-
tant for “foreign” ears, capable of distancing themselves from the local,
to be able to perceive possible unexpecied resonances. Thus [ would say
that writers, in their work, give voice to the communicative practices of
the collective body of which they are part, and re-transmit this practice to
readers who can perceive it between the lines of their texts.

Thus, aunditivity is undersiood not only as the presence of the oral in
the written, but also as a loose, constellational linking of sentences. Think-
ing about the question of “auditory writing,” I would thus add one more
element to the meanings of the term “anditivity.” Auditivity also means
a way of listening to that which is the most intimate in language, and to
that which is the most difficult to learn and repeat: its intonation and iis
accents. In addition, it means the writer's ability to transmit this subtle
presence of the voice and its reverberations through the writien text. In
my study, “writing by ear” corresponds to the positive aspect of awditivity
in a text that is simultaneously open to the performances of speech and
created as a complex literary product where listening plays a major role,

Guimaries Rosa and Guerrilla Writing

The same device of authorial doubling i found in Jodo Guimaries Rosa,
representing the vast space of the Brazilian interior known as the serido.
In Guimaries Rosa's 1956 novel Grande Sertdo: Veredas ( The Devil o Pay in
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the Backlands), the character Riobaldo narrates his life in one long and
uninterrupted speech to the city doctor who listens to him. Thus we have
a novel that exposes metafictionally the formation of an author coming
from an oral experience. Riobaldo narrates his life, and meanwhile, we
suppose, his interlocutor is taking notes about what the speaker is telling
him about the backlands {as Guimaraes Rosa himself did on his research
visits to the area). The situation is akin to one of fictional ethnographic
writing in which the author hears what his characier tells him, pretend-
ing not to have control over the order of the narrative, which follows the
ebb and flow of orality. Much has already been said - and much is stll left
to say — about orality in Guimaries Rosa, but for an analysis of anditivity
we must recall the key episode of Maria Mutema, the character who kills
through the ear, in the same way that the uninterrupted speech of Rio-
baldo kills, or silences, the speech of the citydocio r.” The book starts with
the sound of a gunshot = “Those shots you heard were not men fighting” -
indicating that the reader is entering into dangerous discursive terri-
tory (Rosa 19635, 5). While Euclides da Cunha in his Os sertdes { Rebellion in
the Badklands, 1902) denounces the crime committed by the city against
the sertdo, in Guimaries Rosa, the backlands fire shots o stay alive and o
be heard by the man from the city. Grande Sevtdo: Veredas is, thus, a discur-
sive war machine. Like the trackers and jagungos or backlands cowboys
at war, rhetorical guerrilla tactics including anditory weapons (speech,
orality, listening) are used to disarm the traps of the “lettered city” (Rama
1998). The sirategy creates a paradox: how to relate o an at once non-
lettered and hypercultured literature? In the case of Rosa, “writing by
ear” corresponds to the creation of a high “illiterate” literature, a litera-
ture whose literary value has unlettered practices at its pulsating heart.
Guimaries Rosa structured his written work based on the sources of
oral /aural transmission found in the sertdo, a geographic place distant
from the coasial "lettered city.” Close to oral traditions present in the
popular genres of “repente” and “cordel,” the sertio reverberates with
European medieval poems and narratives spread out by errant colonizers
in the first centuries of the conquest, and simultaneously preserves lin-
guistic forms of archaic Portuguese, as well as the first language contacts
between Matives, colonizers, and Africans. As a place of freedom and
escape for Indigenous, Afro-Americans, and mestizos, the serido became
an imporiant literary topos in Brazilian history, and it received a reno-
vated avani-garde treatment in Rosa’s fictional prose. As well described
by Alfredo Bosi (2012), Rosa’s narrative “is so deeply rooted in the
author's ear for an archaic-popular language of the backlands, of Minas
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Gerais and, at the same time, one interwoven with vernacular, classical
and medieval twists, that is to say, a linguage of literary refinement” (i),

The structure of Grande Sertdo: Veredas, a book without chapters, imi-
tates an improvised speech that lasts for close to five hundred pages and
which appears aimless, uncontrolled. As the narrator says, his speech
takes “the wrong turn” without clear direction, precisely because it s not
like the speech of the man from the city who knows how to write “a story
in a book™ (Rosa 1963, 48, 69). However, what appears to be improvisa-
tion, like a narrative that pretends to be constructing itself aimlessly, does
infact obeya certain order —a disorganized order, but an order nonethe-
less. In other words, imitating orality or improvisation has an order that
is not fixed but mobile, contingent and dependent on the ways in which
it is read, privileging this or that aspect of the story. Individual readers
then, each time they want to retell the story in their own words, will orga-
nize (or disorganize ) the narrative in their own way: the book will appear
to be an uncontrollable sea (one of the preferred metaphors of serlanejo
narratives), abways renewed with each wave of readings. Thus, applying
the words of Machado de Assis, we find in Guimardes Rosa a “scatiered
work” in a “free form.”

We saw thai, in the work of Machado de Assis and Guimaries Rosa,
writing by ear and improvisation are also brought together in an oblique
discursive link, creating a logic of the sinuous, tortuous, and indirect.
Similarly, improvisation is also present in their texts, but a feigned one:
the text pretends to have been written without planning, in the here and
now, while the narrators converse with their readers. In the duplication
or multiplication of authors and voices, a common characteristic appears
in the works of Machado de Assis, Clarice Lispector, and Guimaries Rosa,
albeit in different ways: their works seem as if they are being written at
the very moment in which they are read, as if they were being created
here and now, impromptu, without the prior establishment of control by
their authors. The authors thus seem to be almost overtaken by their writ-
ing and stunned by their doubles, who take away their authorial control.
What [am interested in highlighting here & that in this uncontrollable
affiliation, the voices of these characters/supposed authors are what
guide the construction of the narrative, and thus the authors themselves
(Lispector, Rosa, and Machado) are no longer writing, but rather listen-
ing, and following the directions indicated by their characters /authors,
The writers, then, act as ethnographers listening to their culiure as if it
were foreign, making itstrange inorder to better inventit in their fictions
and dictions. And although authorial duplication is 2 common device in
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many literatures, its use by at least three major names in Brazilian litera-
ture seems to be of a piece with a tendency in Brazil for expression o
be strongly characterized by orality and, consequently, auditivity. (I am
thinking about the example of another writer, Graciliano Ramos, and his
character-author Paulo Hondrio, in Sgdo Bermando, written in 1936.) And
as aresult of this tendency, *the aural novel” emerges as a distinctive (or
“awmditory”™) and dominant featre of iterature in Brazil.

From the Aura of the Photo to the Aural Novel in Brazil

In accordance to our verbivocovisual orientation, I conclude by wsing
visual arts to expose the general siructure of the auwral novel in Brazil
“Cabeca Actstica” ("Acoustic Head™) (1996) is an object created by the
visual artist Marepe. ™

The readymade is composed of two connected washbasins, with a
hole in one side and a funnel in the other." In the photo taken at Barra
Beach in Salvador, the artist himself has his head in one side, and a boy
is listening towhat he might be saying or singing through the other. One
can see it as a sort of portable amplification chamber that increases the
experience of a sonic interaction,

Moving from the photo to the text as an aural object, let us imagine
that the artist is the writer, the fictional text is the performatic object,
and the reader is in the place of the active recipient. In Brazilian Por-
tuguese, we use the adjective performdtico ("performatic™) to describe
a person or an event that presents the qualities atiribuied to a theatri-
cal performance. These qualities invole bodily presence, surprise, and
improvisation. The “performatic” can be related to, but it & also dis-
tinct from, Anglo-American notions of the performative (Austin 1975)
and of gender performativity (Butler 1988). In brief, as it is not our
focus here, suffice it to say that the "performatic” in the context of the
form of the novel describes a work of fiction created as if it were not a
printed book but a lively conversation, as a “talking text” that points to
a gestural posture. In this textual fiekd, according to our parallel with
the images of Marepe, the writer is a voice that reverberates and gains
acoustic amplification through the textual object, and the reader is act-
ing as a listener. As they are together in the same place and time, in a
situation of co-presence, we can also imagine that this reader can poten-
tially talk back. This inversion is a crucial aspect of the novels discussed
in the present book, because, like the improvisational characteristic of
the “acoustic event” on the beach in Salvador da Bahia, they give the
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Figure 3.1 Marepe, "Cabeca Acistica” ("Acoustic Head”) [1] perfonnance

at Barra Beach, Sabador, Brazil, 1995, Photo: Marcondes Dourado, Courtesy

of Galena Luisa Strina.

impression of emerging even as we read them, simulating an act of co-
presence, as if it the whole event were a conversation. Let us move o the
nexi photo of this series,

We have now another artist {or “writer,” according to our parallel)
alone, talking to nobody or to himself, or simply listening to the potential
sounds surrounding that beautiful landscape - its silence, the blowing of
the wind, or the ocean waves. The less he can see, the more he can histen
to these minimal sounds.

Marc Weidenbaum (2010) made a key observation regarding this
work: “The Marepe *Cabeca Acistica’ object holds its own, whether used
as an icon of Brazilian art, or of culiure in an age of globalization. As
with any sound-related art that is presented in silence, the Marepe piece
embuodies a certain ambiguity” (n/p). A “sound-related art ... presented
in silence” corresponds to the notion of writing by ear and the aural
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Figure 3.2 Marepe, "Cabeca Acistica” ("Acoustic Head™) [2] perfonnance

at Barra Beach, Sabador, Brazil, 1995, Photo: Marcondes Dourado, Courtesy

of Galena Luisa Strina.

novel. Like writing and photography, listening in writing is mute, and
silent, although a recipient of sounds and reverberations. Weidenbaum
then asks: “In this case, does it symbolize focus or myopia —is a human
whose head is placed inside the gadget benefiting from the emphasis on
sound, or cut off from sight, smell, and other senses?” My suggestion is to
think the aural art not as the privileging of one sense over others, but as
the site of resonances as an expanded object, like the novels of Lispector.
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Clarice Lispector made her literary debut in 1943 with Perto do coragdo sel-
vagem [ Near to the Wild Heart), and even then her work was closely linked
to listening. Turning to an early passage in that first novel, it is worth
reading with one’s ears newly attuned:

A maquina do papai batia tac-tac . ae-tac-tac O reldgio acordown em
tin-dlen sem poeira, O siléncio arrastouse ¢ x x 22z O goarda-roupa dizia o
guér ronpa-ronpa-roupa. Nao, nao. Entre o reldgio, a magquina e o siléncio

havia wima orelha i escuta, grande, corde-rosa e mona, (13)

(Her fathers typewriter went clack-clack . clhekclack-clack ... The
clock awoke in dustless tin-dlen. The silence dragged ont seeeee. What
did the wardrobe say? clothes—clothesclothes, No, no. Amidst the clock,
the typewriter and the silence there was an ear listening, large, pink and

dead.) (3

I this initial paragraph one finds onomatopoeic language referring
to the typewriter (“clack-clack”), the clock (“tin-dlen”), silence (that
nonetheless resounds as zzezz), and a wardrobe that imaginatively says
“clothes-clothes-clothes,” although the narrator pulls back from this kst
image with a rhythmic, *"No, no.” She then caps off her description of
the scene with an almost surreal, auditory presence: “Amidst the clock,
the typewriter and the silence there was an ear listening, large, pink and
dead.” What might this last sentence mean?

To begin, Lispector’s juxtaposition of the typewriter and the ear con-
stitutes the earliest presentation of a writing by ear, a conceit that would
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accompany her writing to the end. In the present chapter, [ propose what
amounts to a close reading of this dense paragraph, with a special focus
on the image of the “ear listening, large, pink and dead,” in order to
unveil its configuration and allegorical character. Paradoxical as it may
seem, one in fact gains a better understanding of Lispector’s auditory
writing by turning o the visual arts, especially painting. My proposal is to
relate Lispector’s “dead ear” to still-life painting (natureza moria in Por-
tuguese) and, in particular, to the amputaied ear of Vincent van Gugh.’
In this way, [ establish a link between Lispector and van Gogh through
George Baiaille’s analysis of the latter’s work and his focus on the images
of the sun and of sacrifice. In relating Lispector’s image to painting, I?Im
establish a link between Near to the Wild Heart and her later novel Agua
Viva [originally published in 1973), the narrator of which is a painter.
What one finds in the latter work, Largue, is an accentuation, reaffirma-
tion, and intensification of the theoretical and poetic framework already
present in the earlier text.

The Hearing Dead Ear

Let us begin with an apparent paradox: Lispector’s dead ear hears,
How is this so? Before the reader can begin to answer this question,
she s presented with a second image: the link between the dead, lis-
tening ear and the typewriter. What is the relation between these two
objects? What do they collectively mean? Put briefly, they signal Lispec-
tor's entrance (as this relation effectively inaugurates Lispector’s career
as a fiction writer) into writing as a sacrificial act. For Lispector, writ-
ing implies a sacrifice of one’s voice — a move into silence - but also a
redemptive act of survival insofar as the dead ear still somehow man-
ages to hear. This ear is detached from the body as writing is detached
from voice, and yet both are loci for resonance and echoes, even if only
in the mind and thus technically silent. It is as if the sacrifice of one’s
own voice were the condition for being able to hear and listen lo (the
two are not one and the same) the reverberating silence through and
with the typewriter. In this sense, the sacrifice of voice is also an act of
liberation: the voice, because it is dead, comes to inhabit writing as a
listening: and the text, understood as something more dynamic and
open-ended than the expression of an individual subjectivity, acts as a
receptive channel, as a space of centrifugal expansion and contact with
what lies outside.
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Hearing the Wild Heart 65

If, in the first paragraph, Lispector asociates the typewriter with the
father, she links the ear to the voice of the mother. Over the course of Near
to the Wild Hearl, women are explicitly linked to woice, while masculine
figures — father, professor, and huwsband - are all consistenily linked to
writing. It is in this intersection between the ear and the typewriter that
Lispector’s first novel, which revolves around the protagonist Joana, both
as agirland a woman, emerges and firms itself. Iis text s as much a Bstening
to wwitingas a wriling by ear, passing from one element to the other: from the
mechanized typewriter to the onomatopoeic text; from the severed ear,
which listens to the silence of writing, to the father who writes while the
young Joanalistens to the sound of the keys. What one finds here is a scene
of a family formation designed and developed in this first paragraph of
Lispector’s first novel, which ako points to and almost predicts her future
writien work, with respect to the way in which she makes explicit the rela-
tion between her writing and other forms of art (e.g., painting, music, and
sculpture) as well as different forms of technology, such as the typewriter,
photography, cinema, and even computers. As Nadia Gotlib (1995) has
argued, "It i early in the first chapter of this [i.e. her first] novel that
a poetics of narration emerges. It &, in fact, the primordial chapier, the
opening scene of an entire career of novelistic production” (169). Claire
Varin (2002) has said much the same thing: *Perlo do cragdo sevagen car-
ries with it the seed of all her subsequent works. It is the mold, the set of
future manifestations, the One containing all possibles™ (111).

Family Novel

The protagonist of Near to the Wild Heartis Joana, a young woman who
also serves as a kind of double for Lispector (as writer) herself.* Fic-
tion and auwtobiography intertwine in the interstices of the text, which
unfolds as a “portrait of the artist as a young woman,” even lifting the
title and the opening epigraph from James Joyce: "He was alone. He
was unheeded, happy, and near to the wild heart of life” (Joyce 1916,
198-97 " An artistic coming-of-age story, Mear lo the Wild Hearl is also
what Marihe Robert (1972) has described as a “novel of origins” insofar
as it offers a deep analysis of the orphan-hero myth (with Joana serving
as the hero) and shares a correspondence with the childhood fantasies
interpreted by Freud. In Near to the Wild Heart, the mother s already
deceased at the beginning of the narrative, just as Lispecior’s mother
died when the author was but nine years old. In the book, Joana's
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father appears writing on a typewriier, but he soon dies as well. This
second death leaves Joana orphaned in much the way that Lispector
was orphaned not long before she began writing the novel.' The plot
itself is quite simple, and it can be summed up with a few lines from
the text itself: “0 curto tempo de vida junto ao pai, a mudanga para a
casa da tia, o professor ensinando-lThe a viver, a puberdade elevando-se
misieriosa, o iniernaio ... o casamento com Oiavio” (“The short iime
she’d had with her father, the move to her auni’s house, the teacher
teaching her to live, puberty mysteriously rising, boarding school ...
her marriage to Ouivio™) (24: 15). The first chapter is appropriately
titled, *O Pai ..." ("Father ..."), and the book is divided into two paris.
The first part consists of nine short chapters that make significant tem-
poral leaps, passing from Joana’s childhood to her life as an adult.
This first part begins and ends with two masculine figures, her father
and then her future husband, Otvio; nonetheless, 1t also includes two
feminine figures, her aunt and the “mulher da voz" (“the woman of
the voice” ). The second part begins with “0 Casamenio” ("The Wed-
ding”), a chapter that in reality recounts the end of the wedding, and
it ends with a chapter tided “A Viagem” (“*The Trip"). Lispector did
in fact travel after writing this novel, accompanying her diplomat hus-
band, and she would not return to Brazil until their marriage ended
sixteen years later. In Near fo the Wild Hearl, travel is also a journey
towards death, and to the final transformation and metamorphosis of
the character.

Marta Peixoto (1994) examines “the recurring Oedipal structures in
Joana’s tangled relations with the other characters,” and she defines four
“triangular configurations™ with her father and her dead mother; with
her teacher and his wife; with her husband and his misiress, with her
lover and his former misiress. However, as Peixoio noies, becanse “this
novel encodes in its peculiar structure the development Lispecior imag-
ines for a female artist” (1), Joana escapes the regular Oedipal triangle:
“These anomalous triangles result in Joana's breaking multiple bonds,
ruptures that allow her to reassert, again and again, her artistic ambi-
tion” (5.

In Joana's case, to the extent that she serves as a fictional alier ego for
the young Lispector, we are faced with a rebellious figure who does not
conform to convention and who escapes or transcends normal moral
parameiers. [t is in this way that Peixoto defines the character in her
study. In the chapter “The Young Artist and the Snares of Gender,” Peix-
oto analyses the deal with the devil that Lispector’s writing establishes as
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a means of breaking with the loci of subservience occupied by women
and affirming through this rupture her own status as an artist. “The Uto-
pian freedom from the constraints of gender that Joana achieves at the
end of the novel is only a first stage of Lispector’s lengthy meditation on
gender and female talent that continues throughout her work”™ (2). It is
worth noting that Peixoto links these ssues to the plot struciure of the
novel iiself and goes so far as to make use of Rachel DuPlessis’s (1985)
language, arguing that Lispector must “disobey the novel™ “The very
unconventionality of the plot events, as Joana flirts with, but escapes,
marriage, aduliery, and passionate love, has led critics to worry about the
supposedly “unfinished” quality of the novel, and Joana to ponder, think-
ing of herself as a character of a narrative, ‘How can one end Joana’s
storys™™ (G,

By the end of the novel, Joana comes to transcend binary gender
boundaries and enter into the field of animality. This manner of “dis-
obeying” the structure of the novel will reach its climax in ig“ua Viwa, a
book that is, at the same time, an essay, a novel, and a diary. [t is in this
book that the reader encounters the writer-painter, and where flowers
and, in particular, the sunflower occupy a fundamental role.

[t is worth pointing out that writing by ear, even if linked to parental
figures, if we are to take seriowsly the associations presented by Joana,
leads to the liberation of that scene through constant gestures of artis-
tic rebellion that culminate in the transformation and liberation of the
human subject, and in the transcendence of gender as well as genre so
as to be able o achieve the neuter, the i, as Lispector would come to
express itin Agua Vioa:

Dol querer me cassificar: en simplesmente escapulo nao deisando,
geénero nao me pega mais, Eston num estado muito novo e verdadeiro,
curioso de st mesmao, @o araente ¢ pessoal a ponto de nao poder pingido
oun escrevi-lo, Parece com momentos gque tive contigo, quando e amava,
além dos quais nao pude i pois fid ao fundo dos momen s, E um estado

de contato com a energia circundante e estremego, (13)

(Mo use tving to pin me down: T simply slip away and won't allow i, no
label will stick® I'm entering avery new and genuine chapter, eurious about
itself, so appealing and personal that T can’t paint it or write it It's like
moments I had with you, when T would love vou, moments I couldn’t go
past because I descended into their depths, s a state of touching the sur-

rounding energy and [ shudder) (7)
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Always keeping in mind Lispector’s concern for limits and transgres-
sion, one may come o a deeper and more contextualized undersianding
of the “ear listening, large, pink and dead” that opens Near fo the Wild
Hean. To begin, we may ask, why is it large, why is it pink, and why is it
dead?

The Ear

Speaking of Near lo the Wild Hearl, Héléne Cixous (1991b) argues: *Cla-
rice’s first move as a child was to put herself at the deoulte of, in tune with
writing, of something that happens between the body and the world”
(1). In the opening scene, the listening ear belongs at once to Joana,
who listens to all of the narrated sounds (e.g., the typewriter, the clock,
the silence), and to an omniscient narrator who hears everything that
the characters hear and think, as it is narrated through free indirect
discourse, moving frequently from the third to the first person without
interruption, as in this passage: “Ela s6 veria o que ji possuia deniro de
si. Perdido pois o gosto de imaginar. E o dia em que chorei?” (*She would
only see what was already inside her. Having lost the taste for imagining.
What about the day I cried?™) (21; 12). Almost at the end of the narrative,
the reader finds a clue that the third-person omniscient narrator may
be Joana herself, who lived with her aunt after the death of her parents:
“Titia, ouga-me, eu conheci Joana, de quem lhe falo agora ... Veja se
compreende a minha heroina, titia, escute” (“Aunty, listen to me, [ knew
Joana, of whom I speak now ... Try to understand my heroine, Aunty,
listen™) (172; 164). Who is speaking here? Is it the adult Joana, speaking
of herselfin the third person past tense as if she were someone else? This
duplication of narrator and character corresponds also to the duplica-
tion of Lispector’s life and that of her protagonist.

The listening ear hears the tapping of the typewriter, it hears the gears
of the clock moving, and it hears the resounding silence that the first two
persistenily interrupt, even if only briefly. That is, there is an intimate
relation between writing, the passing of time, and the sound of silence;
and this intimacy is registered and felt through listening. Beiween the
writer, time, and silence, there is this enormous ear, pink and dead - sep-
arated, therefore, from the living body as an object apart. That the ear is
so large suggests quite literally the transcendence of human dimensions,
but it can also suggest an ear that hears much or even everything, as if
it were its own body. To listen with one’s body, or with different parts of
the body, isa recurring image in Lispector’s fiction, as one can see in the
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following passage from ﬂg“ua Vivar “Nio se compreende misica: ouve-se.
Ouve-me entio com teu corpo inteiro” (*You don’t understand music:
yvou hear it. So hear me with your whole body™) (10: 4). In the same way, it
is not only with the ears but with her hands that the narrator hears music:
“Vejo que nunca te disse como escuto misica — apéio de leve a mao na
eletrola e a mio vibra espraiando ondas pelo corpo todo: assim ougo a
eletricidade da vibracao, substrato Gliimo no dominio da realidade, e o
mundo reme nas minhas maos” (*[ see that I've never told you how [
listen to music = [ gently rest my hand on the record player and my hand
vibrates, sending waves through my whole body: and so [ listen to the
electricity of the vibrations, the last substratum of reality’s realm, and the
world trembles inside my hands®™) {11 5).

The “large” earis thus linked to a series of images pointing to abroader
sense of listening. And why is it pink? I would like to suggest that this is a
reference not so much to the colour of skin as to the colour of paint on
a canvas; that is, the large ear and the colour pink refer to a painted ear.
Seen from this perspective, it is easier to understand Lispector’s use of
the term moriz, as it s now an association, voluntary or unconscious, with
stilHife painting. We can thus read the scene composed of the typewriter,
the armoire, the clock, and the ear as a painting. And here one already
encounters the insinuation of a recurring correlation: in evoking sound,
Lispector’s text paints it; in speaking of painting, her text makes us hear
the zzzzz of the silence. As we will see, the pictorial abstraction and the
sonorows unite as “radiant” configurations, since the phrase that ends
the opening scene of the first paragraph is "0Os trés sons estavam ligados
pela luz do dia e pelo ranger das folhinhas da drvore que se esfregavam
umas nas ouiras radiantes” (“The three sounds were connecied by the
daylight and the squeaking of the tree’s litile leaves rubbing against one
another radiant™) (13; 3). The term sadiand is extremely important for
an adequately contextualized reading of Lispector’s work, as will soon
become apparent. For the moment, [ wish only to point out the daylight
(as visual and pictorial matter) that unites the three sounds - that of the
typewriter, that of the clock, and that of the silence - together with the
rustling sonority of the tree leaves. There is here, in fact, a simultaneous
focus of irradiation in terms of both light and sound. The expanded
sense of hearing, which radiates outward to a listening to the murmur
of tree leaves, reappears in the same book, in the following passage in
which the narrator speaks of Joana: *Mas na verdade nio enxergava tanto
quanio ouvia dentro de si a vida. Fascinara-a o seu ruido - como o da
respiracio de uma crianca tenra — | o seu brilho doce = como o de uma
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planta recém-nascida” (“But in fact she didn’t see so much as hear the life
inside her. She was fascinated by its noise - like the breathing of a tender
child, by its sweet glow = like a newly-born plant™) (76; 68). The hearing
of life within itself is linked to birth, both for the child and the plant, and
gestation is at once that of the human body and that of the plant emerg-
ing from the earth. This image reappears in other texts by Lispector. Itis
worth recalling the following passage from Agua Viva:

O guer” "Eu nao disse nada.” Mas en percebia uim priimeiro numor, comao o
de um coracao batendo debaisxo da verra, Colava gquicsmente o ouvido no
chao na tera e ouvia o verao abrir caminho por denro, ¢ o men coragao
embaixo da terra — “nadal eu nao disse nadal” — e sentia a paciente braali-
dade com que a terra fechada se abria por dentro em parto, e sabi com
gue peso de dogum o verao amadurecena cem mil laranjas, ¢ sabia que as

laranjas erm minhas, Pomue e assim queria, (57-8)

(What?" “I didn’t say anything.” But I noticed a first romble like that of
a heart beating beneath the earth. T quietly put my ear to the ground and
heard suwmmer forcing its way inand my heart beneath the earth - "noth-
ing! I said nothing!™ —and el the patient brutalie with which the closed
earth was opening inside in birth, and [ knew with what weight of sweetness
the summer was ripening a hundred thousand oranges and [ knew that the

oranges were mine, Because that is what Twanted. ) (55-6)

In this way, to hear “life within iself” is also to hear the rumour of the
earth, which makes of Lispector’s writing something akin to animism,
according to which things, objects, and flowers murmur and have life
even if dead or beneath the ground. The “ear listening, large, pink and
dead” thus transforms itself into an allegorical emblem, which in turn
allows the reader to approach it as a still-life painting. In the seventeenth
century, stilHife paintings were commonly linked o the theme of vanity
and used quite explicitly as mementi mori, which underscores the impor-
tance of life for the reaffirmation and memory of death, through the
evocative world of painted objects.

Van Gogh's Ear

Lispector is nonetheless a modern writer; and if this suggestion relating
her writing with painting i correct, the image of this dead ear reminds
us one of the most important inaugural scenes of modern art: the
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self-mutilation of Vincent van Gogh, on the night of December 23, 1888
That night, the tension with Gauguin — who had come to stay with van
Gogh and to paint at Arles — having reached an extreme pitch, van Gogh
severed his left ear, wrapped it, still bloody, in 2 newspaper, and sent it as
a package to a certain Rachel, who worked in the brothel he frequented
on the rue do Bout-d" Arles,

Before proceeding with Lispecior, | suggest pausing here for a while to
revisit van Gogh's act, in the way in which George Bataille has examined
itin two texis written during the 19305, After that we will be able to come
back to Lispector’s initial image to undersiand better what kind of sac ri-
fice this dead ear would be the image of. Let me only signal one thing:
isn't it curious that a painter cuts off one of his ears instead of attacking
his eyes? Would that mean that van Gogh painted with his ears, as Lispec-
tor writes with her ear? What does such synaesthesia signify? What can
this episode from the life of van Gogh teach one about Lispector’s dead
ear that nonetheless still listens?

Afiter cutting himself, van Gogh spent time as a patient in the hospital
of Saint-Remy, and he went on to live only a year and a half longer, dying
under controversial circumstances in July of 1890.° This episode in the
life of van Gogh would assume a foundational place in the development
of modern art, and it continues to be an object of interest and specula-
tion even to the present day.” The impact of van Gogh’s ear is so sirong
within our cultural imaginary that it was even “reconstituted” in 2014 by
German artist Diemut Strebe along with a team of scientists,

The replica consists of living cells grown from samples provided by
Lieuwe van Gogh, the great-great-grandson of Vincent's brother, Theo.
In contrast with stll-life works { naturea morda), we have here a kind of
“active-life” (naturea viva). As Strebe has put it in an interview: “Abso-
lately it's alive! What we did is create a machine t©o mimic the body
The whole system in which the ear lives you could say is the skin. The
nutrition comes from the plasma. We have a pump, which is the heart,
and an oxygen exchange like a lung” (in Rhodes 2014). The ear is alko
equipped with a microphone, and visitors can talk into it, receiving
something akin to white noise in response. "You can exchange a whole
genome, and construct a whole person to a ceriain degree.” Sirebe
says. “But the sound installation outlines the absence.” [t is of particular
interest that unlike Lispector’s dead ear, which listens, we have here a
living ear that nonetheless cannot hear. To understand a bit better the
modern fascination with van Gogh’s ear, it is useful to turn now o the
commenis of Baiaille ®
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72 Writing by Ear

Figure 4.1 “Sugalabe” (20014} by Dicmut Strebe 2004, With permission from

the artist.

Bataille on van Gogh’s Radiance

In his an:
texts: “Sacrificial Mutlation and the Severed Ear of Vincent van Gogh”
(1985 [1930]); and “Van Gogh as Prometheus” (1986 [1937]). The firs
is written as an anthropological essay, while the second, consisting of

rsis of van Gogh's mutilating gestre, Batille has written two

only two pages, is essentially a panegyric to van Gogh. In “Sacrificial
Mutilation,” Bataille makes reference to Oedipus, for whom mutilation
is tightly linked to castration, but his analysis is above all anthropological
and mythical. Bataille reminds his reader that the mutilation of differem

parts of the body was traditionally linked o divine sacrifice, as a votive

act, but he also points out tl
to the divine and has come to be related most directly with ;
experience linked o madness. His essay, however, serves as a kind of

at in modernity it has lost its connection
ierior

vmnesis of the past, reminding its reader of a long series of mutilations
associated with sacrificial rites. Beyond this, Bataille reads the gesmre

of sending the ear 1o a brothel as the acceptance of that which society
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refuses. As he puis it in “Sacrificial Muiation,” van Gogh “carried his
severed ear to the place that most offends polite society” (1985, 700 . Van
Gogh's gesture can be compared to that of thinkers who rebelled against
different forms of tyranny and torture: *[van Gogh’s ear] lives along with
the tongue of Anaxarchus of Abdera, bit off and spat bloody in the face
of the tyrant Nicocreon, and with the tongue of a Zeno of Elea spat in
the face of Demylos™ (71).

Exactly what sort of ritual sacrifice did van Gogh perform in cut-
ting off his ear? Bataille responds to this question by proposing an
unusual analogy between the ampuiated ear and the Dutch painter’s
solar obsession; a fixation that only becomes more accentuated after
this time and finds its most telling expression in van Gogh's numerous
paintings of sunflowers. Bataille argues: “It is relatively easy to establish
the extent to which Van Gogh's life was dominated by the overwhelm-
ing relations he maintained with the sun, yet this question has never
before been raised” (62). In the following passage, Bataille expresses
his main thesis:

The relations between this painer (identifving himself successively with
fragile candles and with sometimes fresh, sometimes faded sunflowers) and
an ideal, of which the sun s the most dazeling fonn, appear o be analo-
gous o those that men maintained at one time with their gods, at least so
long as these gods smpefied them; mutilation normally intervened in these
relations as sacifice: it would represent the desire 1o resemble perfectly an
ideal term, genermlly characierized in mythology as a solar god who wears

and rips out his own organs, (67)

By establishing this link, Bataille removes van Gogh's selfmutilation
from individual or clinical madness and connects it instead to a tradition
or lineage characterized by a certain nobility; for example, to the acts of
maximum sacrifice and rebellion committed by mythical heroes such as
[earus and Prometheus. In the later poetic essay, Bataille returns to van
Gogh in order to celebrate him as one of the great mythical heroes, in
the same line as, for example, Prometheus, who stole fire from Mount
Olympus in order to give it to humans, an act for which he was cruelly
punished by Zeus. Turning back to van Gogh, Bataille effectively sings
a paean to van Gogh's work and, for this reason, he speaks of laugh-
ter and overflowing. This does not mean that one finds in van Gogh's
work some kind of tribuie to the sun bui rather, as with Prometheus and
fire, an attempt to capture it. Van Gogh pulls the sun to the earth in his
paintings, and the act of cutting off his ear s of a piece with the action
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74 Writing by Ear

of pulling the sun from heaven. We see also that for Bataille the act of
mutilation, dramatic in terms of van Gogh's biography, is in essence the
equivalent of manifesting the power of “radiance” offered to humans
through his paintings. Thus, afier the muiilation, in *Van Gogh as Pro-
metheus,” Bataille argues:

Van Gogh began wo give the sun a meaning which it bad not vet had, He
did not inroduce it into his canvases as part of a décor, but rather like the
sorcerer whose dance slowly rouses the crowd, transporting it in is move-
ment. At that moment all of his painting finally became radiation, explosion,
fame, and himself, lost in ecstasy before a source of radiar life, exploding,

iriflamed, { 1986, 59)

Imagining viewers appreciating paintings by van Gogh in an exhibi-
tion, Bataille argues that the painter belongs not to the field of art pro-
duction or consumption but rather to something much broader and
universal. For Bataille, van Gogh's act of selfsacrifice and offering is part
of his art, all of which serves as a heroic offering to humanity, without
forgetting that the act itself ocourred very near the day in which the birth
of Christ would be commemorated (although Bataille does little or noth-
ing with this correlation):

Vincent van Gogh belongs not wo art history, bat o the bloody myth of our
existence as humans, He s of that rare com pany who, in aworld spellbound
by stability, by sleep, suddenly reached the ternble "boiling point™ without
which all that claims to endure becomes insipid, intolerable, declines, For
this “boiling point” has meaning not only for bim who ataios i, bue for afl,
even though all may mned yed perceve that which binds man’s savage destiny

o radiarce, o exblovion, to fame, and only thereby o power, (610}

As is apparent, Bataille repeatedly uses the term radiance, the same
term that appears in MNear to the Wild Hearl soon after Lispector speaks
of the dead, pink, listening ear. If, as Bataille points out, the work of
van Gogh is what *binds man’s savage destiny to radiancs” in the case of
Lispector, we might correspondingly see her work as that which “binds
woman’s savage destiny to radiance.” The desire to reach the “boiling
point” is at the centre of Lispector’s poetics insofar as she consistently
seeks out what she call “climax,” a state that has been previously analysed
as a kind of ecsiasy or epiphany. In the case of Marto the Wild Hearl, there
is a profound link not only to the epiphany described by James Joyce but
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also to the art of van Gogh. We see that the tragic character of van Gogh’s
life and the painting gains in the reading of Bataille a dimension that
is beyond epic: it is more accurately cosmogonic. The hyperbole at the
centre of this reading, which transcends the recorded facts of van Gogh’s
individual madness, is necessary to account for the artistic excess that
one finds in the art of van Gogh - excess in the sense of an inangural act.
No reading of van Gogh's severed ear seems as contemporary and oppor-
tune as that offered by Bataille. One wonders, in fact, how to explain
that the source of artistic force should appear in its way in the interstices
of the first paragraph of Lispector’s first novel, through the image of a
dead ear and the concomitant use of the word “radiant,” which acquired
such importance in Bataille’s reading of van Gogh’s painting. Itis worth
repeating the passage: “Entre o relogio, a miquina e o siléncio havia uma
orelha a escuta, grande, cor-de-rosa e morta. Os trés sons estavam ligados
pela luz do dia e pelo ranger das folhinhas da drvore que se esfrega-
vam umas nas ouiras radiantes” (“Amidst the clock, the typewriter and
the silence there was an ear listening, large, pink and dead. The three
sounds were connected by the daylight and the squeaking of the tree’s
litile leaves rubbing against one another radiant™) (13; 3). It seems that
there is a felicitous (or tragic) coincidence between Bataille’s reading
and Lispector’s text. [ believe there is no interpretation to explain this
relation, because it i not a matter of a citation for explicit reference but
rather a kind of artistic unconscious acting subterraneously. Insofar as
it is an eminently evocative coincidence, we fall into the field of mystery
(which is itself praised by Lispector) or dreams, and into the unconscious
of a historical period. One should keep in mind the fact that Lipector’s
first novel was published only seven years after Bataille’s 1937 encomium
to van Gogh, and that she was writing at the peak of the Second World
War, when the outcome was still in doubit and when the indiscriminaie
murder of millions of Jews at the hands of the Nazis had only recently
become an established, if unimaginable, fact. My point here is that in
this particular context, artists and thinkers such as Bataille and Lispector
would become more receptive to an understanding of sacrifice and art
as a robust gesture of institutional refusal. This is, inany case, an impube
inaugurated by van Gogh, which & transmitted as a pubation and the
mark of what would become modern and avant-garde art, an affiliation
within which it is right to situate Lispector,

The radiant impact of van Gogh's work was noted by Ratherine Man-
sfield, the writer with whom Lispector most identified in her youth, and
more specifically during the time that she was writing Near to the Wild
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76 Writing by Ear

Hear, to the point that she would say, after reading Mansfield’s Bliss,
“Mas esse liveo son eu!” ("But that book is me!”) (quoted in Borelli 1981,
66)." In 1921, in a letter to Dorothy Brett, Mansfield recalks the vision
that she had upon seeing the paintings of van Gogh eleven years before,
in an exhibition of post-Impressionist painting organized by Roger Fry:

Wisn't that Van Gogh shown at the Goupil ten vears ago? Yellow flowers,
brimming with sun, ina pot? [wonderifitis the same. That pictore seemed
to reveal something that I hadon’t realized before T saw i It Tived with me
afterwards, It sull does. That and another of the seacaptain in a flat cap.
They faeght me something obowd wriling, which was queer, a0 kind of freedon — or
rather a shakimg free. Tt s — literally — vears since [ have been o a picture show

I can smell them as [Dwrite, (1996, 333

The impact of van Gogh's yellow flowers is so intense that even a decade
later Mansfield still can smell them, an image that accentuates the vividness
of that painting. It is interesting ako that her letier speaks to the impact of
that painting in the creation of a literary work. In order to express what she
learned through van Gogh's painting, Mansfield uses the highly expressive
terms “queer,” “freedom,” and “shaking free.” The same terms can be used
to speak of the impact that Lispector’s texis have had on their readers, and
in particular to describe the savage liberty of her first fictional heroine,
Benjamin Moser (2008) confirms this relation when he suggests some of
the possible reasons why Lispector admired Mansfield so much: “Perhaps it
was Mansfield’s seifless dedication to her art. But another possibility is Man-
sfield’s defiance of convention, her ceaseless, doomed fight for freedom.
For the young author of Nearto the Wild Hear! as for her rebellious creation
Joana, freedom, personal and artistic, was the highest good” (144).

There is yet another term that might link the authors: ecstasy. In com-
paring Lispector’s short story *Amor” (*Love”) with Mansfield’s “Bliss,”
Nadia Gotlib (1995) cites directly from Lispector herself on the Poriu-
guese iranslation of the term bliss: “the correct translation is not felic-
idade (happiness), since bliss is closer to astasy” (152). Beyond this, it
is important to point out that the solar image in Lispector’s work has
scarcely been explored by critics, in large measure becawse of the per-
sistent mention of nigh! in her texis, whether as darkness or blindness.
The question now is how the sun and the sunflower appear for Lispector,
and notjust in her texts but ako in the paintings that she herself created
during the 1970s. Painting was always part of her universe. Giorgio de
Chirico painted a portrait of Lispector when she lived in Italy, just after

Brought to you by | The Mational Library of the Philippines
Authenticated
Download Date [ 101319 10:26 PM



Hearing the Wild Heart 77

the publication of her first novel. She was also painted by other artists,
such as Carlos Scliar. At the same time, from 19650 onward and especially
in 1975, Lispecior herself would do a series of paintings. This was an
amateur pastime for her, but she considered it to be one of the “purest”
of activities that she undertook: "It’'s relaxing and at the same time excit-
ing to play with colors and forms for no reason atall. It's the purest thing
[do” (quoted in Moser 2009, 153—4). Which paintings are these? There
are roughly twenty paintings by Lispecior, and they are found now in
her archives within the Fundacio Casa de R Barbosa and the Instituio
Moreira Salles, both in Rio de Janeiro. She cites some of these canvases
in L sopro de vida (1978), which she began to write in 1974, In this
book, the character Angela Pralini is also a painter. Itis in this text that
Lispector reveals her method: “I've never heard of this way of painting: it
consisis of taking a wooden canvas = Scotch pine is the best — and paying
attention to its veins. Suddenly then a wave of creativity comes out of the
subconsciows and you go along with the veins following them a bit - but
maintaining your liberty” (quoted in Moser 2004, 5354). The titles of her
paintings are likewise significant (examples inchide “Gruta” [*Grotio™],
‘Medo™ ["Fear™], “Sol da meia-noite” ["Midnight Sun"], “Explosio”
[“Explosion”], and “Caos ¢ Metamorfose” [*Chaos and Metamorpho-
sis"]), and [ will examine some of them shorily.

Lispector and the Sun

In the first chapter of Near fo the Wild Hearl, in order to get her father’s
attention while he i banging away at a typewriter, Joana says:

— Papai, inventel wma proesia,

— Como ¢ o nome?

— Eu e o sol. — Sem esperar mui to reciton:

— "As galinhas que estao no quintal @ comeram duas minhocas mas en
Ao viL"

— Sim? Que & gque voot ¢ o sol tém a ver com a poesia?

Ela olhow-o um segundo. Ele nao compreendera ..

— ¥ sol estd em cina das minhocas, papai, e cu fiz a poesia e nao vias
iminhocas ... — Pausa,

— Posso inven ar ouba agora mesimo: “0 sol, vem brincar comigo.” (14)

("Daddy, I've made up a poem.”
“What's it calleds”
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“The Sun and L7 With only a slight pause she recited: "' The hens in the
vard have caten two worms but [ didn’t see them,™

Well? What do the sun and vou have to do with the poems”

She looked at him for a moment. He hadn't understood .

"The sun is above the wonns, Daddy, and T made up the poem and didn 't
see the wonmns 7 — Panse, "1 can make up another one right now: ‘Hey

sun, come play with me"") (4)

In the following chapter, which presents Joana as an adult, her solar
poem will be extended to the vitality of creation and its necessary link
with evil: “A certeza de que dou para o mal, pensava Joana ... Nio, nio, -
repetiase ela — € preciso nio ter medo de criar ... Porque a melhor
frase, sempre aindaa mais jovem, era:a bondade me di dnsias de vomi-
tar” (“The certainty that evilis my calling, thought Joana ... No, no, she
repeated, you musin’t be afraid to create ... Because the best phrase
and always still the youngest, was: goodness makes me want to be sick
[to vomit]™) (18=19; 9=10). It is imporiant to note in this context that
in one of Lispector’s letters she relates vomit to writing, suggesting that
the later is an act of catharsis and exteriorization: the same reference
alo appears in Bataille’s reading. Contrary to ingestion, the sense of
interiorizing social restrictions, van Gogh exteriorizes and pushes out-
ward. As Joana claims: *Roubar torna tudo mais valioso. O gosto do mal
= mastigar vermelho, engolir fogo adocicado” ("Stealing makes every-
thing more valuable. The taste of evil = chewing red, swallowing sugary
fire™) (20; 11). We see how for Joana the force of creation appeals to
the sun, to fire, to theft, and to evil to achieve the illumination of lib-
erty, as she points out in the novel’s final chapier, “The Journey™ "No
entanto sentia que essa estranha liberdade que fora sua maldicio, que
nunca ligara nem a si propria, essa liberdade era o que iluminava sua
matéria. E sabia que dai vinha suavida e seus momentos de gloria e dai
vinha a criacio de cada instante futura”™ C“Nevertheless she felt that this
strange freedom that had been her curse, that had never connected her
even with herself, this freedom was what illuminated her mater. And
she knew that her life and moments of glory came from it and that the
creation of each future instant came from it”) (196: 189). The question
of an art that projecis itself into the future finds expression at the end
of the novel. In what remains of the present chapter, [ will continue to
establish analogies between the art of van Gogh and that of Lispector,
beginning with the representation of flowers and their link at once with
death and birth.
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Hearing the Wild Heart 79
Dead Flowers

One of the most interesting elements in the relation that I'm seeking o
establish between Lispector’s dead ear and the severed ear of van Gogh
in relation to the sun is the fact thatvan Gogh was, according to Bataille
(1985), the first to paint flowers that were withered and dead: "No one else,
it seems, has ever painted wilted flowers, and van Gogh himself painted
all other flowers as fresh” (63). Van Gogh's painting of a dead, wilied
sunflower can be seen as an image that corresponds to Lispector’s dead
ear, and in both cases the viewer /reader i faced with an explicit form of
“natureza moria,” of “sill hfe.”

In Mear to the Wild Heart, Joana engages in an intense reflection on the
task of narration and on the distance between what is intensely thought
in silence and what words express. Lispector writes: “ela pensava uma
coisa e depois ndo sabia contar igual” (*she’d think one thing and then
didn’t know how to tell it the same™) (<0); 32). In order to “contar igual,”
to “narrate what one thinks,” it is necessary to find the exact expression.
In this way, only some phrases are capable of forging a correspondence
between thought and speech, since not all that i said presents things in
the way that they are experienced. Among the phrases that express what
is essential about life for Joana, there is this: “flores em cima do tumulo”
(“flowers on the grave™), a phrase that reinforces the link between writ-
ing and the task of reflecting on death and mouwrning: “Uma coisa que se
pensava nao existia antes de se pensar ... Mas se eu digo, por exemplo:
flores em cima do timulo, pronto! eis uma coisa que ndo existia anies
de en pensar flores em cima do vdmulo” (*Something thought didn’t
exist before it was thought ... But if [ say, for example: flowers on the
grave, presto! there’s something that didn’t exist before I thought flow-
ers on the grave™) (40; 32). The phrase funciions in the book as a kind
of leitmotiv: "Surpreendeu-se com o pensamento novo, inesperado, que
viveria de agora em diante como flores sobre o timulo” (“She surprised
herself with the new, unexpected thought, which would live from then
on like flowers on the grave™) (62; 54). It will be explicitly cited within
the book and linked to sight:

Certos instantes de ver valiim como “flores sobre o nimulo™ o gque se via
passava a existie . Pam se ber ima visao, a coisa nao precisava ser briste on
alegre ou se manifestar, Bastava existir, de preferéncin parada e silenciosa,
para nelase sentir a marca, Por Deus, amarca da existénci . 0 quie A vVisao

consstia em surpreender o simbolo das coisas nas prdprias coisas, (45)
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(Cermin instants of seeing were like "flowers on the grave™: what was seen
came to exist o To have a vision, the thing didon’t have to be sad or happy
or manifest iself. All it had o do was exist, preferably still and silent, in
order to feel the mark in it For heaven's sake, the mark of exisence .

You see, vision consisted of surprising the symbol of the thing in the thing

itself.) (37)

In the novel, flowers on the tomb inescapably refer to the death of
Joana’s father, and before that the death of her mother. In Lispector’s
own biography, flowers occupy a special place linked to her family name,
which she would poetically translate as fewrde-lis, like a lily worn on the
chest, a lispector. She would mention this in her last interview, recorded
for a television program in 1977, the same program during which she
wollkl inform the host, “eu eston morta. Estou falando do men timulo™
(“Tam dead. | am speaking from my tomb,” in Lerner 1992, 69). In fact,
she asked that the interview should air only after she was truly dead,
which occurred a few months later. The relation with flowers, which also
includes a reference to flowers that wither, would accompany her to the
end, when, in the hospital, just before she died, she would write out a
brief and stirring note of farewell, offered to those who remained:

Sou wm objeto querido por Dews, E sso me Bz nascerem flores no peito,
Ele me criou igual ao que escrevi agor: "son wm objeto querido por Deus”
e ele goston de me ter enado como eu gostel de ter cnado a frase, E gquanto
mals espirito tiver o objeto humano mais Deus se satisfaz,

Linos brancos encostados & nudez do peito. Linos gue en ofereco ao
gue estd doendo em voce, Pois nos somaos seres e carentes, Mesmo porgue
estas coisas — se nao forem dadas — fenecem. Por excemplo — junio ao calor
de men corpo as pétalkas dos lirios se crestariun, Chamo a brisa leve para
minha morte futura, Tered de momer senao minhas pétalas se cres@rium,
L pror Eso que me don d mode todos os diss, Moreo @ renasgo. Inclusive
e ja morri a morte dos outros, Mas agom morro de embriagues de vida,
E bendigo o calor do cormpo vivo gque murcha livios brancos, O gquerer, nao
mais movido pela esperanca, aquictase e nada anseia, Euserei a impalpavel
sulsaincia que nem lembranca de ano anerior substancia em. (Quoted in

Borelli 1981, 61}

(Tam an object loved by God. And that makes flowers blossom upon my
breast. He created me in the same way [ ereated the sentence T just wrobe:

T am an object loved by God” and he enjoved creating me as much as [
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Hearing the Wild Heart 81

enjoved creating the phrase. And the more spirit the human object has, the
greater God’s satisEac on,

White lilies pressing against the nudity of my breast. The lilies T offer to
whatever hurts inside you, Since we are beings and necdy, Even because
certin things — if not given away — wither. For esample — beside the warmth
of my body the petals of the lilies would wilt, T eall out to the light breere
for my future death . Twill have to die because otherwise my petals will wilt
And that s why [ give myself to death every day. I die and am reborn, T have
also already died the death of others, But now [am dying intoxicated with
life, And I bless the wannth of the living body that withers the white lilies,
Desire, no longer moved by hope, calims and longs for nothing T will be
the impalpable sulstance that has no memory of the vear before. ) (Quoted

i Moser 2000, 382-3)

The Sunflower and Birth

Besides the lily, Lispector’s flower was also the rose. There is, for example,
the rose that Laura, from the short story “A imitacio da rosa,” sees before
embarking on a path towards madness or alienation or to a sphere that
one cannot truly specify but which closely resembles a state of extreme
poeticity. And if the sunflower was painted by van Gogh as a wilted flower,
itis also a'ﬂmfer of origin and birth for Lispector in her later novel Agua
Viva. In Agua Viva, the narrator/painter dedicates roughly four beauti-
ful pages to flowers, describing many of them and the way in which she
paints them in her work: “Agora vou falar da doléncia das flores para
sentir mais a ordem do que existe ... Quero pintar uma rosa ... Como
transplantar o cravo para a tela®” (“Now [ shall speak of the sadness of
flowers so as o feel more of the order of whatever exists ... [ want o
paint a rose ... How to transplant the carnation onto canvas:™) (51-2;
49=50). Turning to the sunflower, she says: "0 girassol € o grande filho
do sol. Tanto que sabe virar sua enorme corola para o lado de quem o
criou. Nio importa se € pai ou mie. Nio sei. Serd o girassol flor feminina
ou masculina? Acho que masculina” (*The sunflower is the great child
of the sun. S0 much so that it knows how to turn is enormows corolla
toward the one who made it. [t doesn’t matter if it’s father or mother. [
don’t know. [ wonder if the sunflower is a feminine or masculine flower?
I think masculine”™) (53: 51). Related to the mother and father, the sun-
flower is the source oflife. In fact, its importance grows even more lh;}nlu
to a phrase that Lispector eventually cut out of the final version of Agua
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Viva, but which remains in the first manuscript of the book. RBemem-
bering that she was born in Ukraine in 1920, she situates the sunflower
within her place of birth when she claims: *But one thing is for sure: the
sunflower is Ukrainian” (quoted in ?}-{{lser 2009, 316). In light of this
statement, the following passages of Agua Viva merit full citation, in the
first place becawse of their beauty but also because of what they reveal
about the relation between the sunflower and van Gogh’s ear as articu-
lated by Bataille. In the following scene, the narrator/ painter recounts,
or more accuraiely paints, her birth:

Agora as trevas vao se dissipando,

Masci.

Pausa.

Marmvilhoso escandalo: nasco.

Eston de olhos fechados, Sou pura inconsciéncia, Ja cortaram o cordao
wmbilical: eston soli no universo, Nao penso mas sinto o it Com olhos
fechados procuro cegamente o peito: gquero leite grosso, Ninguém me
ensinou a querer. Mas en gquero, Fico deitada com olhos abertos a ver o
teto, Por dentro & a olscuridade, Tm eu que pulsa ja se forma, A girssois,

Ha trigo alto, Eu &, (34)

(Mow the shadows are retreating,

[ was born.

Pause,

Marvelous seandal: [ aun born.

My eves are shut I am pure unconsciousness, They already cut the wmbili-
cal cord: [ am umattached in the universe, [ don’t think but feel the i, With
my eves [ blindly seek the bresse Twant thick milk. No one soght me o
want. But Talready want, I'm Iving with my eves open looking at the ceiling,
[oside is the darkness, An I that pulses already fonms, There are sunflowers,

There is tall wheat, ©is. ) (30}

The link between being and the sunflower appears once again in
another siriking moment of the same novel, the passage that could be
read almost as a literary transcription of the ritual practised by van Gogh.
[t presents, in fact, a ritualistic moment that occurs during a solar eclipse:

Ouanto mais maldita, mais aré o Dews, En me aprofund el cm mim e encon-
tred que cu quero vida sangrenta, e o sentido oculto tem wna intensidade

gue tem lue - Mew rito & purificador de forgas, Mas existe malignidade
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na schva, Bebo wm gole de sangue que me plenihoa toda, Oueo cimbalos
e trombetas ¢ tmbonos que enchem o ar de barulhos ¢ marulhos abae
fando entao o siléncio do disco do sol e sen prodigio. Quero wn manto
tecido com fios de o solar, O sol & a tensao magica do siléncio .. E o
eclipse do sol causa e rmor secreto que no entanto anuncia wm esplendor

de coracao. (38

(The more accursed, the nearer wowand the God. T deepened myself in
myself and found that T want bloody life, and the occult meaning has an
intensity that has light .. My rite 5 a punfier of forces. But malignancy
exists in the jungle. T swallow a mouthful of blood that flls me enticely. T
hear cymbals and trumpets and nbourines that Gl the air with nose and
uproar deowning oul the silence of the disc of the sun and its marvel. Twant
a cloak woven from threads of solar gold. The sun s the magical tension
of the silence . And the solar eclipse canses secret terror that nonetheless

announces a splendor of heart. ) [ 34-5)

Soon after this passage, there is a new birth: *Vou fazer um adagio.
Leia devagar e com paz. E um largo afresco. Nascer € assim: Os girassois
lentamente viram suas corolas para o sol. O trigo estd maduro. O pio é
com docura que se come. Meu impulso se liga ao das raizes das drvores”
(“I'm going to make an adagio. Read slowly and with peace. It's a wide
fresco. Being born is like this: The sunflowers slowly turn their corollas
toward the sun. The wheat is ripe. The bread is eaten with sweetness. My
impube connects to that of the roots of the trees™) (30; 36).

The Halo

The sequence of possible relations between Lispector and van Gogh con-
tinues, now through the image of the candelabra and the fintura do halo
das coisas (the painting of the halo of objects). Bataille recounts that van
Gogh makes the following analogy: “Speaking in a letter to his brother
about a painting he liked, he expressed the wish that it be placed between
two vases of sunflowers, like a clock between two candelabra™ (1985, 63).
A clock between two candelabras would thus be like a painting between
two sunflowers in vases. The reference to the clock reminds the reader
of the presence of the same object in the first paragraph of Lispector’s
Near to the Wild Heard. More interesting still is the association that one can
make between van Gogh's suggestion and Lispector’s "Escuridio e Tuz:
centro da vida” (“Darkness and Light: Centre of Life”), painted in 1975:
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Figure 4.2 “Escurndao-c-lus-centro-davida™ (1975) by Cladee Lispector. With

pennission from Agencia Literaria Carmen Baloells,

The correspondence continues with van Gogh's image, he himself as a
candelabra, as Bataille describes it: "It is possible to see the painter him-
self as an overwhelming incarnation of the candelabrum of sunflowers,
attaching to his hat a crown of lighted candles and going out under this
halo at night in Arles (January or February 1889), under the pretext, as
he said, of painting a countryside at night” (1985, 63).

In the same way, for Lispector, it is not a matter of painting an object
soo much as trying to capture its halo or vibrations. This from Agua Viva

O quie e escrevo nao em oomego: & wima continuacao, Das palaveas desee
canto, canko gque ¢ me e e, cvolase wm halo que transcende as frases, vooe
sente? Minha expericncia vem de que en jd consegui pingr o halo das coises,
O halo & mais impoidante que s coisas e gque as palaveas, O halo & vertigi-
noso, Fineo a mkivea no visio descampado: & uma palavea comao fino bloco
monoliico gque projeta sombra, E & rombeta que anuncia, O halo & o i (44)

(What T write to you has no beginning: if's a continuation. From the words

of this chant, chant which s mine and yours, a halo arises that ranscends
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the phrases, do yvou feel if My expericnce comes from having already man-
aged o paint the balo of things, The balo s more important than the things
and the words, The halo & diegsyving. [ plunge the word into the deserted
emptiness: if's a word like a slim o monolithic block that gives off shadow,

And it's a heralding trimpet. The halo s the ) (41-2)
Behind the Thﬂ'l:lght

'T:he “it” is one of the principal themes that Lispector develops within
Agua Viva, part of a larger effort within this novel to find a way to say that
which words cannot articulate. The “lingua it” ("it language ™) would be
a kind of pre-Edenic language, one in which a verbal reference would
be ilentical to the thing it names, a language achievable through paint-
ing, music, gestures, and really anything that is not words. That “it lan-
guage” is found, according to Lispector, “atrds do pensamento” (“behind
thought”). )

Beforebeing published as Agua Viva, the novel's working title was "Atris
do Pensamento: Mondlogo com a Vida” (“Behind thought: monologue
with life”). What is it that lies "behind thought” that Lispector wishes to
say? As she puts it: "Atrds do pensamento atinjo um estado. Recuso-me a
dividilo em palavras — e 0 que ndo posso e nio quers exprimir fica sendo
o mais secreto dos meus segredos” ("Beyond thought I reach a state. |
refuse to divide itup into words — and what [ cannot and do not want to
express ends up being the most secret of my secrets™) (65; 64). To arrive
at this place or state, it would be necessary to use words to free oneself
from the “escravidio das palaveas” ("slavery of words” ). As she points out
in “Lembranca da feitura de um romance” (“Notes on the making of a
novel”) from May 2, 1970:

Ao escreve-lo, de novo a certera so aparentemente paradosal de que o
que atrapalba ao escrever ¢ ter de usar palaveas, L incomodo, E comao
SC U0 qUisesse wima comunicacao mais direta, wna comprecnsao mida
COIMO ACONEECE A5 VEZEs cOIM as pessoas. Se en pudesse escrever por inter-
imédio de desenhar na madeira ou de alisar wna cabeca de menino ou
de passear pelo campo, janais teria entrado pelo caminho da palavea,
([ 1900h, 285)

(As [ write them down, Tam convineed once more that, however para-
doxical ibmay sound, the greatest drawback about writing is that one has to
use words, [t is a problem, For I should prefer a more divect form of com-

munication, that tacit understanding one often finds between people, IFI
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could write by carving on wood or by stroking a child’s head or strolling in

the countryside, Twould never resort o using words ) (1992, 71-2)

Benedito Nunes’s description of Lispector’s writing process is particu-
larly apt, a process that he refers to as a “dis-writing” (“desescrever”) and
relates to specific artistic techniques involving reduction or attrition. For
Nunes (1968), Lispector does not write in the strict sense of the term;
rather it i if she engaged in “dis-writing, in the process achieving the
maximum reflux effect of language and making manifest the ‘it,” the
unexpressed” (137-8). As it happens, Lispector did in fact (and even
in the most banal sense) write by attrition. On a sheet of typing paper
among the documents that make up the Clarice Lispector archive in the
Fundacio Casa de Rui Barbosa, one might confirm this technique of
dis-writing. On this page, she places aseries of items, a kind of to-do list,
relating to the editing of a book she & writing. Of the nineteen items on
the list, twelve relate directly to the technique of attrition:

Read cutting out the excessive descriptive adjectives
Read cutting out “modern” words ...
Read cutting out that which sincerely doesn’t seem right .
If possible, in some cases, leave just the facts and cut the idea.
5. Read cutting out what resembles Joana
Remove paradoxes ...
Cut out grandiose truth
. Modify excessively rich phrases
9. Remove the excess of the first chapter ...
101 Bemove games, the falsely innocent tone ...
11. Bemove the analogous “likes” ..
12. Erase all vestiges of any process
(quoted in Gullar and Pelegrino 2008)"

e

>

This writing process becomes progressively more pronounced until it finds
il:ﬂ maximum expression, evolving into an entire poetics of “amputation” in
Agua Viva. Of course, [ quite consciously use the term “amputation” here,

One of Lispector’s earliest critics, Alaro Lins, on the occasion of the
publication of Lispector’s second novel, O Luste (The Lustre, originally
published in 1946), complained of the unfinished character of the text,
considering it and Near fo the Wild Heant to be “mutilated and incom-
plete novels” (quoted in Guarizo 2013, 43, from Callado 1963, 192). This
method of subtraction thus presents itself from the beginning: and if itwas
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Hearing the Wild Heart 87

criticized in 1946, it has subsequenily come to be a highly valued aspect of
Lispector’s poetics. One sees that the conception of naming defended by
Lispector closely, even dangerously, approximates the act of amputation.

The painter-narrator of Agua Viva invenis for herselfa name, the kind
of pseudonym that resembles the name that she gives o God: *Como o
Deus nido tem nome vou dar a Ele o nome de Simpiar. Nio pertence a lin-
guanenhuma. Ewme dou o nome de Amptala. Que eusaiba nio existe tal
nome. Talvez em lingua anterior ao sinscrito, lingua it" (“As the God has
no name [shall give Him the name of Simptar. [t belongs to no language.
[ shall give myself the name of Amptala. As far as [ know no such name
exists. Perhaps in a language before Sanskrit, # language™) (42; 39). This
naming with the language prior to Sanskrit would eliminate the distance
between the name and the thing it names; for this reason it i the # lan-
guage, a language not of Adam but of Ampiala, which precedes Adam.
Adriana Guarizo (2013) has pointed out a necessary fact: the repetition
of the same letters "mpta” in Amplals and Simplar produces a sonorous
proximity with the verb amprdaie. Based on this, Guarizo makes a sugges-
tion that is of singular importance to the concept of writing by ear. She
suggests that for Lispector all naming is itself an act of amputation. This is
s0 because in each naming, the virtualities of that which was not chosen as
a name remain as an unnamable horzon (159). And 1t 1s this unnamahble
horizon that Lispector seeks out in her writing. Unlike the poetic project
of her contemporary Joao Guimaries Rosa, Lispecior writes not in order
to add names but rather to remove them, since, in defining, the name
removes from things their potentiality and, one might say, the freedom
to be any orin fact no name at all. One can even go further and say that
the appeal to silence in Lispector’s work would have as one of its poinis
of attraction precisely the possibility of not naming, this being one way
to escape the system of ampuiation. The failure of language, as Benedito
Nunes and others have pointed out, would be its great success.

The path to the word that Lispector seeks is thus a path that leads to
other forms of art.” There are various passages in Agua Viva that help
readers to undersiand that the place behind thought is where painting
operates: “Airds do pensamenio nio ha palavras: €-se. Minha pintura
néo tem palavras: fica a}rés do pensamento. Nesse terreno do €-se sou
puro éxtase cristalino. Ese. Sou-me. Tu te &" (“Beyond thought there
are no words: it is itself. My painting has no words: it is beyond thought.
In this land of the isitself | am pure crystalline ecstasy. It s itself. [ am
myself. You are yourself™) (42; 309-40). Music also occupies this space, as
does pulsation: *Bem atrds do pensamento tenho um fundo musical. Mas
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ainda mais atris hi o coracio batendo. Assim o mais profundo pensa-
mento € um coracio batendo” (“Far beyond thought I have a musical
background. But even farther beyond there is the beating heart. There-
fore the most profound thought is a beating heart™) (42; 39=40). The
beauty of this search for what takes place behind thought consists of
producing in words that which i found before the word or ouiside of it,
in the immediacy of the painted gesture or in the abstraction of sound.
As Lispector puis it in the passage cited above, relating the arts of writing,
painting, and music: “0 que pintei nessa tela € passivel de ser fraseado
em palavras? Tanto quanto possa ser implicita a palavra muda no som
musical” (*Can what [ painted on this canvas be put into words? Just as
the silent word can be suggested by a musical sound™) (11; 5).

The Figure of the Inandible

The reader arrives at a very important passage, which must be read with
great attention, because it is here that a fundamental term is presented
for the understanding of how a writing by ear operates: "o figurativo do
inaudivel” (“the figurative of the inaudible”). Lispecior makes use of the
term in one of her ardnicas, published in the fornal do Brasilin 1969. The
erimica speaks of the atonal music of the German composer and violinist
Paul Hindemiih. In the 1920s, Hindemiih collaborated with Anton Weber
and Arnold Schoenberg, and also with Bertold Brecht, as a member of
the Newe Musik movement, which placed classical music in dialogue with
jazz and popular music. Persecuted during the Nazi period, not for being
Jewish but for producing art condemned by Joseph Goebbels as “degener-
ate,” Hindemith emigrated to the United Staies, and he lectured at Yale
University from 1940 to 1953, At this point, he returned to Europe. In
the elegant crinica, *Hindemith,” that Lispector writes on his music, she
makes no mention whatsoever of the composer’s biography but only of
the effect of his music on the listener: “O violino de Hindemith nio conta
sobre, anies se conia, anies se rlesdf:-bra_ Ele nio € grave, ele € gravidade.
E em nada disso existe o abstrato. E o figurativo do inaudivel ... Depois €
dificil reproduzir de owvido asua misica, ndo € possivel canta-la sem té-la
estudado. E como estudar uma coisa que ndo tem hisidriaz” (19995, 229);
(“Hindemith’s violin does not narrate. [t unfolds and ransforms iself. Tt
is not austere, but austerity. And there i nothing abstract here. It repre-
sents the inawdible ... It is difficult to play this music by ear afterwards, it
is impossible to sing those chords without studying them. And how can we
study something which has no history?™) (1992, 73),
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This nﬁﬂérf: gains in importance insofar as it will be transposed and
adapted for Agua Viva, published only four years afterward. In the passage
from one text to the other, Lispector will redefine the term “figurative
of the inaudible,” linked to music, as the “figurative of the unnameable”
in an effort to describe her own writing. Like Hindemith’s melody, her
writing does not tell a story, nor does it refer to facts: *Onde esid o fato?
Minha historia € de uma escuridio tranquila, de raiz adormecida na sua
ff‘ rca, de odor que nio tem perfume. Eem nada disso existe o abstrato.
E o figurativo do inomindvel” (*Where is the faci? My story is of a calm
darkness, of the root asleep in its strength, of the smell which has no
scent. And in none of this does the abstract exist. [t is the figurative of
the unnameable™) (74 74). For this reason, Lispector’s writing would
function in much the same way as Hindemith’s music: *Sei que depois
de me leres € dificil reproduzir de ouvido a minha midsica, ndo € possivel
cantdla sem té-la decorado. E como decorar uma cosa que nio tem
historia?” (“I know that afier you read me it's hard to reproduce my song
by ear, it's not possible to sing it without having learned it by heart. And
how can you learn something by heart if it has no story?") (74 73). The
figuration of the inaudible in music and the unnamable in writing uni-
fies the figuration of an “odor que nio tem perfume,” a “scent thai has
no perfume,” transferring the analogy to the sensory field of smell, but
also to the field of the invisible and painting: *Tanto em pintura como
em misica e literatura, tantas vezes o que chamam de abstrato me parece
apenas o figurativo de uma realidade mais delicada e mais dificil, menos
visivel a olho nu” (1999b, 316); (“In painting as in music and literature,
what is called abstract so often seems to me the figurative of a more deli-
cate and more difficult reality, less visible o the naked eye™) (quoited in
lJ'leainl.rm'lu-:.l.iun, by Benjamin Moser, to Agua Viea 2012¢).

Agua Viva i the experience of writing that takes much further and
more seriously the search for the "figurativo de uma realidade mais deli-
cada e mais dificil” ("figurative of a more delicate and difficult reality™)
in a text that wishes to capiure the instantas it happens, and, for this rea-
son, its structure i that of a lack of apparent structure, like a junction of
fragments, exactly as Lispector wrote her first novel. But now there is no
longer any narrative. This fragmentary tendency becomes accentuated,
and the book, which consists of less than ninety pages, is written with the
help of Lispector’s friend Olga Borelli. As Lispector puts it: “Esse livrinho
tinha 280 piaginas; eu fui cortando - cortando e torturando - durante
trés anos. Eu ndo sabia o que fazer mais. Eu estava desesperada. Tinha
outro nome. Era tudo diferente” (quoted in Gotlib, 1995, 4107): (*That
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9 Writing by Ear

Figure 4.3 “Explosan™ (1975} by Clarice Lispector. With permission from

Agencia Literaria Carmen Baloells,

little book was 280} pages long: [ went along cutting = cutting and tor tur-
ing = for three years. [ didn’t know what else to do. [ was desperate. [t had
a different name. Everyt hlng was different.”)

The first-person narrative is that of a painier who decides to write a text
directed to a certain unnamed you, like a love letter or a letter calling for
a separation. Much like her painting “Explosao” (*Explosion”), the book
bc—*glm with an explosion, a cry of hallelujah, which is also a howl of pain:

“E com uma alegria tio profunda. E uma tal aleluia. Aleluia, grito e,
aleluia que se funde com o mais escuro uivo humano da dor de separacio
mas € grito de felicidade diabdlica. Porque ninguém me prende mais” (9);
“It’s with such profound happiness. Such a hallelujah. Hallehijah, I shout,
hallelujah merging with the darkest human howl of the pain of separation

but a shout of diabolic joy. Because no one can hold me back now™ (3).
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The shout of happiness is lost within the howl stemming from the pain
of separation. At the intersection of these two seemingly conflicting sen-
timents and responses is born “a felicidade diabélica” (*diabolical hap-
piness”), which comes from the achievement of creative liberty: *Porque
ninguém me prende mais” (“Because no one can hold me back now™) (9
3). Is there not here also a possible comparison with van Gogh's gesture?
Separation, cuiting, violent ampuiation, a pain from which one tem-
porarily, provisionally separates oneself in order to give rise to a “radi-
ant” and fatal liberty? I arrive thus at the point at which it is possible to
respond to the question [ posed at the beginning of the present chapter:
Why did van Gogh cut off his ear and not attack his eyes?

Aundition of the World

Van Gogh's severed ear is a nearly perfect figure for the inandible. The
severed ear s a self<dispossession; it is also a trning from oneself to
the ouiside, to the world. To cast the ear outward is to give it as a gifit
and to cease being heard - a decisive act of separating oneself from the
phallocentrism condemned by Jacques Derrida and casting one’s hear-
ing outward so as to hear “otherwise,” to hear as the workd. In the same
way, Lispector’s dead ear that nonetheless listens acquires a broader
sense and sensibility: that of transcending its own individual hearing and
amplifying its senses through an audition of the world. This means also
to move beyond the system of interior speech and to achieve silence in
writing, writing that does not speak, in the expressive sense of the term,
since it is mute and is not part of orality but nonetheless hears,

[t is possible now to return to Bataille and add to a reading that rein-
terpreis his own reading of van Gogh. In the essay “The Other Sun: Non-
Sacrificial Mutilation and the Severed Ear of Georges Bataille,” Fredrik
Rionnbick (2015) focuses on the importance of hearing and its presence
in the work of Bataille. As Ronnbdck explains it, Bataille considers that
cutting off the outer ear, or cutting off a finger, s a less difficult ampu-
tation to carry out than hollowing out one’s eyes (all of these gestures
being substitutes for the greater terror of castration). For this reason,
Bataille’s text does not pay special attention to the fact that van Gogh
chose to cut off his ear. Ronnbick’s reading underscores the importance
of hearing both in van Gogh’s act of sef-mutilation and in Bataille’s own
written work. Synthesizing the difference between the eye and the ear,
Rionnbick argues: “Whereas the eye represents the Sun as a symbol of
vision and knowledge — reason as opposed to unreason — what makes it
possible for the ear to take iis place i that, like the Sun, it is a means of
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92 Writing by Ear

orientation. Slicing the ear results in a complete upheaval of the stability
and permanence of this world” (116).

As Ronnbéck puts it, although the cutting of the ear’s external car-
tilage does not affect the inner ear, it i a gesture that compek us o
imagine what it would mean to punciure the eardrum. To cut off one’s
ear would thus be the equivalent of creating a spatial disequilibrium, to
lose one’s way, since the inner ear is at once the centre of orientation
and disorientation: “The ear is the locus of balance and orleniation, and
Van Gogh’s solarinduced selfmutilation ... can be read in light of this
fact. The destabilization of Van Gogh's art, when the entire visual field is
drawn into the wild disorienting dance of the Sun, is symbolically prefig-
ured by his atiack on the center of balance. From that moment on, Van
Gogh's painting is ‘radiance, explosion, flames™ (116).

Directing his fous to a reading of Bataille’s work and its relation to hear-
ing, Ronnbéck points out that what emergesis essentially “an undercurrent in
Baiaille’s work, a silent mourning whose symbolic manifesiation is the ear as
opposed to the eye” (120). The order of metaphor that hearing puts in place
is inelctably assodated with periods of mourning and with a call to silence:
“It is an attempt to grasp the ungraspable by embradng it in its absence,
akin to the belief found in apophatic theology that the ineffable can only be
approached through silence” (119), which s exactly what one finds in the
fictional work of Lispector. As Bataille (1985) puts it, speaking explidily of
van Gogh: “The rupture of personal homoge neity and the projection outside
the self ofa part of oneself, with their rage and pain, appear thus to be linked
regularly to the expiations, periods of mourning, or debaucheries that are
openly evoked by the ceremony marking the entry into adult society” (63).

Near to the Wild Heart s likewise Joana's “ceremony marking the entry
into adult society.” Itis a figurative expression of Lispector’s own life that
she fictionalizes as the portrait of the artist as a young woman. But what
sort of atonement or mourning, o be precise, might the dead ear repre-
sent in Lispector’s written work?

Mother /Father/Orphan

In a well-known interview with Marisa Raja Gabaglia (quoted in Varin
2002), Lispector offers a particularly rich view of what for her might well
serve as the place of dead-ears-hearing in her thought:

— Vocd em paz, Clarice?

— Nem pai nem mac,
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— Eun disse “pae.”

— Qe estranho, pensei que tivesse dito

"pais.” Estava pensando emominha
mae alguns segundos anies, Pensel — mamace — e entao nao ouvi mais
mada, Pae? Quem & que tems (191)

("D you have peace, Clarice?™™

"Weither father nor mother,”

T said “peace.™

“How odd, I thought you said “parens.” [was thinking about my mother
a few seconds before, Tthought — Mama — and then T didon’t hear
anything else. Peace? Who has this?") (quoted in Moser 2000, 62, with

my slight anendment)

The auditory confusion between pais (parents) and feaz (peace), which
psychoanalysis refers to as parapraxis or a “Freudian slip,” could not be
more revealing, given that Lispector’s written fiction persistently deals
with the status of being an orphan and, above all, the death of the mother.
The loss of one’s parents, one might say, corresponds to the impossibility
of peace. When Lispector says, “Pensei — mamie - e entio nio ouvi mais
nada,” “I thought - Mama - and then [ didn’t hear anything else,” it is
as though we are hearing her own verbal explanation of the dead ear as
a metaphor in her fictional work. The moment that she thinks Mama,
she ceases to hear anything else and becomes a kind of dead ear insofar
as listening for her is the place of the mother, who has died. In his text
on Bataille, Ronnbick (2015) lays out very clearly the relation between
audition and the maternal figure:

The ear i the focal point of a series of attnbutes of the mother: the fet-
ishisin that Freud ascribes wo the fear of castration, the melancholia that
afflicted Bagaille’s own mother, the loss of alance .. The ear s also the
recepicle of the mother tongue, as Jacques Derrida notes when he seis
up Nictrssche's German, the living mother tongue, against Latin, the dead
language of the father. Whereas the father tongue s no longer spoken or
heard and can only be acquired by means of the eves, the mother ongoe

almost unnoticeably enters the mind throngh the ear, (1215

Rinnbick refers here to Derrida’s tobiographies, a reading of
Nietzssche's Feee Homo. In the case of Lispector, her mother tongue was
Yiddish, which she heard during her childhood also through her father,
and which remained a heritage language for her throughout her life. In
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her case, we can say that this maternal linguage arrives to her transmit-
ted through the ear as a dead language. Her mother died in September
1930, and in the erdnica “Pertencer” (*Belonging”), published on June
15, 1968, Lispector makes her feelings clear:

Fui preparada para ser dada @ luz de wm modo o bonito, Minha mae
JA estava doente, e, por wma supersticao bastan e espalbada, acreditavase
gue ter wm filho corava wma mualher de wna doenca, Entao fui deliberada-
mente criada: com amor e esperanca, 50 que nao curel minha mae, Esinto
ate hoje essa carga de culpa: fireram-me para wna missao deternminada e
en falhei, Como se contmssem comigo nas trincheiras de wma guemra e en
tivesse desertado, Sei gque mens pais me perdoaram en ter nascido em vao e
te-los traido na grande esperanca. Mas en, eu nao me perdoo. Queria gue
simplesmente se tivesse feito wm milagre: en nascer e curar minha mae,

Entao, sim, en tena pertencido a meu pai e a minha mae, (19990, 111}

(Yet my birth was planned in such a pleasing way, My mother was in poor
health and there was a well-known superstition which claimed that a woman
could be cured of illness if she gave birth toa son, So Dwas deliberately con-
ceved: with love and hope, Only [ failed to cure my mother. And o this day
I carry this burden of guilt my parents conceived me for a specific mission
and [ failed them, As if they had been relying on me o defend the tenches
in time of war and [ had deserted my post. T know my parents forgave me my
uscless birth and forgot that T had frustaced their great hopes, But T have
not forgiven myself or forgoten . [wanted o work amiracle: to be born and

cure my mother, Then Ishould truly have belonged o my father and my

mother) (1992, 149)

The dead ear is at once a figure for the place of the mother, dead
through sacrifice, and it is abo Lispector’s ear that sacrifices itself in writ-
ing in the name of the dead mother, since in the mythography of her
biography the mother became pregnant in order to save herself from
an illness, but the baby to whom she gave birth, Chaya (Clarice),™ could
not save her from death. This personal narrative has been retold several
times by biographers and critics, and [ will point out here only some
of the principal aspects, since my interest is to show that the figure of
the mother (which Lispector extends to all women) is what links writ-
ing to hearing, writing to death, mourning to silence. Carlos Mendes de
Sousa (2002) has gone so far as o place the image of the “lost mother”
at the very centre or origin of Lispector’s poetics: “This leads ws to a
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vital insight: that it is around the maternal figure that the origin of Cla-
rice’s literature revolves” (18). In the ednica “Brainstorm,” published
on November 22, 1960, Lispector writes: “0 monstro sagrado morrew:
em seu hgar nascen uma menina que era 6rfi de mae” (1999b, 246);
(“The sacred monster died and in its place a litde girl was born who lost
her mother™) (1992, HE{?}.This same phrase, it bears mentioning, would
find itself repeated in Agua Viva. In the same erinica, Lispector writes:
“Vowlhes contar um segredo: a vida € morial. Nos mantemos esse seg-
redo em mutismo cada um diante de si mesmo porque convém, sendo
seria tornar cada instante mortal” (1999h, 245); (*I shall tell youa secrei:
life is mortal. We conveniently suppress this secret, otherwise we should
make each instant mortal”) (1992, 319). Verbal suppression and mute
silence find themselves thematized many times in Lispecior’s writing,
and ineach case this silence is the fruit of a secret: the constant reminder
of our mortality. In another of her adnicas, *Quase briga entre amigos”
(“Friendly Disagreement”), published on January 27, 1973, she responds
to two specific questions, making reference in each case to muie silence:

1} Clarice, por gque & que vocoe escreve?
2y Clarice, por que voce nao escreves
— Escrevo porgue nao posso ficar muda, nao escrevo porgue sou

profundamente muda e perplexa. {19990, 447)

(1. Clarice, why do you write?
2. Clarice, why do you not write?
R . . . ,
I write because [ cannot emain silent: [ do notwrite becanse 'm

profoundly aciium and indecisive,”) (1992, 5091)

Writing is for Lispector a way of emerging from muie silence, but it is
also an affirmation of this and other forms of silence. [ return then to
my principal thesis: the dead, listening ear as an allegory of the place of
writing, as a sacrificial place for the loss of voice, which inaugurates the
field of mute silence linked to maternal absence.

The Woman of the Voice

[t is in this way that the symbolic system linked to the typewriter, the
legacy of the father, which [ examine in the following chapter, intersects
with the legacy of the mother and with that of the “woman of the voice”
to whom Lispector refers in her first novel. The third chapter of Near
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to the Wild Heartwas initially tided ... A Mae .." (... Mother ..."), and
afterwards, through the author’s own emendation, it came to be called
simply “... O Dia ..." (*... Day ..."). In this chapier, the father converses
with a friend; it is nighttime, and Joana, who is still a child, lisiens to
the dialogue, which, at a certain moment, revolves around the mother,
whose name was Elza. Her father states: "Ela morreu assim que pode”
(“She died as soon as she could”™) (28; 200, The litile girl, afraid to go o
sleep, curks herself up in her father’s Tap, thinking:

Hoje entao gque ela estava com medo de Elz, Mas nao se pode ter medo
da mae, A mae era como wn pai. Engquanto o pai a carregava pelo corre-
dor para o quarto, encoston a cabeca nele, sentin o cheim forte gue vinha
dos seus bragos, Dizia sem falar: nao, nao, nao . Para animaese pensou:

amanha, amanha bem cedo ver as galinhas vivas, [ 29)

[ Especially today, now that she was afrid of Elm, But yvou couldn’ be afraid
of your mother. A mother was like a father As her father camied her down
the corridor o her room, she leaned her head against him, smelled the
strong scent that came from his arms. She sad withoutspeaking: no, no, no
... To cheer herself up she thought: tomomow, first thing tomorrow see the

living chickens.) (21}

In the chapter "Joana’s Day,” the following questions are posed as if
from astate of vigilance: "Onde estava a mulher da voz? Onde estavam as
mulheres apenas fémeas? E a continuacio do que ela iniciara quando cri-
anca:” [(“Where was the woman of the voice? Where were the women who
were just female? And whatabout the continuation of what she had begun
as a child?”) (24; 15). The question remains unanswered until much later,
when it is explained in the chapter titled “The Woman of the Voice and
Joana." Who is the woman of the voice? She’s a secondary character, with
no name, a real estate agent whom Joana meets when she is looking for
a house to rent. What strikes Joana'’s attention is the intonation of this
woman’s voice: “Joana ndo a olhou maks atentamente sendo quando
ouviu sua voz. O tom baixo e curvo, sem vibracoes, despertou-a ... Nio
compreendia aquela entonacio, o longe da vida, tio longe dos dias ..."
(“Joana didn’t pay her too much attention until she heard her voice. Tis
low, curved tone, withow vibrations, roused her ... She didn’t understand
that intonation, so far from life, so far from days™) (73: 65). This voice
will become linked to the memory of the pasi: “Desde aquele dia, Joana
sentia as vozes, compreendia-as ou ndo as compreendia. Provavelmenie
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no fim da vida, a cada timbre owido uma onda de lembrancas proprias
subiria até sua memdria, ela diria: quanias vozes en tive ..." ("From that
day on, Joana felt voices. She undersiood them or didn’t understand
them. Mo doubt at the end of her life, for each timbre heard a wave of
her own reminiscences would surface to memory, she'd say: how many
voices ['ve had _..") (74; 66). This important passage demonsirates that
the voice, in Lispector’s writing, refers not to the transmission of an oral
text, but rather to feeling or experiencing the timbre that emanates from
voices and which also acts as a “halo” that she wishes to document in all
of its painstaking detail through painting and writing. The voice reveals
to Joana that her “true existence” rested not with facts and events but in
being alive: “Esse o fundo da narrativa”™ (*This was the backdrop of the
narrative”) (75; 67). For this reason, what matters, once again, is not the
relation of facts but rather silence and murmurs, all the rest being merely
accessory: “Mas a voz? Nio pode libertarse dela durante todo o resto da
tarde. Sua imaginacio corria em busca do sorriso da mulher, de seu corpo
largo e quieto ... O prindpal = incluind o o passado, o presente e o futuro -
€ que estava viva. Esse o fundo da narrativa”™ (*But what about the voice?
She was unable to shake it for the rest of the afiernoon. Her imagina-
tion raced to find the woman’s smile, her broad, quiet body ... The main
thing - including past, present and future — was that she was alive. This
was the backdrop of the narrative™) (75;67). It is at this moment that the
beautiful sonorous image of the *murmiirio do seu centro,” “the burbling
at her center,” emerges:

O murmiirio leve e constante como o de dgua entre pedms, Por gue
descrever mais do que sso?f E certo gue The aconteciam coisas vindas de
fora, Perden ilusoes, sofren alguma poenmonia, Aconteciun-lThe coisas, Mas

apenas vinham adensar ou enfraquecer o munmirio do seu centro, (75)

(Constant burbling like that of water between stones, Why describe more
than that? Things owside of her bad oo doubt happened o her, She had
been disillusioned, had the odd bout of ponenmonia, Things bappened o

her But they only intensified or weakened the burbling ather center) (67)

The life that runs through her body, the burbling at her centre, this is
what Lispector practises in her writing am:l inaugurates with Mear to the
Wild Heart, and what we see resonating in Agua Viva, as its depuration or
as an abstraction of the figure of the inaudible that opens her first novel.
Lispector’s writing, punched out on a typewriter, is thus best understood
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98 Writing by Ear

as a search for the expression of this tone, this murmuring, this timbre.
And this search, this learning process, came to her through the voices
of women such as that of the character Lidia, who while visibly pregnant
cawses Joana to reflect:

Qe poesia seria a base de sua vida? Que diria agquele murmiirio gue el adi-
vinhava no interior de Lidia? A mulher da vor multiplicavase em inimeras
mulheres . Oh, estava exagerando alver, wlver a divindade das mulheres
nan fosse espec fica, esivesse apenas no o de existirem. Sim, sim, ai estava
a verdade: elas existiun mais do que os outros, eram o stimbolo da coisa na
propria coisa. E amulber erao mistério em s mesmo, descobrin, Haviaem
todas elas wna qualidade de martriaprima, alguma coisa que podia vie a
definirse mas que jamais se realizava, porgque sua esséncia mesma e a de
“tomar-se.” Atraves dela exammente nao se uni o passado ao futum ¢ a

todos os tempos? (141)

[(What might that murmuring she sensed inside Lidia be saying? The
woman with the voice mulplied into conndess women .. Oh, maybe
she was exaggermting, maybe women's diviniy wasn't specific, but merely
resided in the fact of their existence. Yes, ves, there was the truth: they
existed more than other people, they were the symbol of the thing in the
thing itself. And woman was mystery in itself, she discovered. There was in
all of them a gquality of raw material, something that might one day define
itself but which was never realized, becanse s real essence was "becom-
ing.” Wasn't it precisely through this that the past was united with the

future and with all tmes?) {133}

The “symbol of the thing in the thing itself,” “a quality of raw mate-
rial,” and the capacity of “becoming” characterize the (metamorphic)
ideal that women possess, part of their “divinity,” which is associated with
giving birth:

[EJu nada sei, posso paric wm filho e nada sei. Deus receberd minba buomil-
dade ¢ dird: pude parie wm mundo ¢ nada sei. Estarei mais perto dEle e da
mulber da vor, Meu filho se movert nos meus bragos e en me direi: Joana,
Joana sso & bom, Nao pronunciret outra palave porgue a verdade seri o

gue agradar aos mews bragos, (156)

(Tdont know a thing, Tan able to give birth to a child and T don® know a

thing.
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Hearing the Wild Heart 99

God will receive my huimility and will sae: T was able to give birth o a
world and T don’t know a thing, Twill be closer to Hun and o the woman
with the voice, My child will move in my anms and Twill tell myself: Joana,
Joana this is good. Twon’t utter another word because the truth will be what

plemses my arms. ) | 148)

This reflection on voice and on a child in one’s arms reminds one
of the discussion that Adriana Cavarero (2005) has proposed on the
mythical figure of Echo. In her reading, it is a soothing through the
voice, when one babbles softly, that is the murmur with no other mean-
ing except that of an embrace and of a belonging, the first contact of
the infant (in-fans, without speech) with the “lulala” of language, which
Jacques Lacan would define as “lalangue,” and which Lispector/Joana
refers o as “lalande.”

Hearing and Childhood

Speech and writing emerge in childhood, and it is at this stage that Joana
serves as an ear listening to her father beat away at the typewriter, the
ticking of the clock, and the hum of silence - language that s born in
one’s infancy. In this way, it is notable (even in a muosical sense) how
Joana writes like a child, a writing in echo that emerges through the rep-
etition of words, as if she were composing a children’s song. Her infantile
perception of the world remains apparent through repetition, through
the rhythm of the phrases, through the mixture of concrete elemenis
with both deep and superficial thoughits, writing in the way that a child
speaks. Echo thus appears materially in the text, through the repetition
of words and of whole phrases. As a narrative device, we hear the echo
through the childish language of Joana: “Entio subitamente olhou com
desgosto para tudo como se tivesse comido demais daquela mistura. “Oi,
oi, ol ...," gemeu baixinho cansada e depois pensou: o que vai acontecer
agora agora agoraz” (“Then suddenly she looked at everything with dis-
taste as if she had eaten oo much of that mixmre, “Oi, oi, o ..." she
murmured wearily and then wondered: what's going to happen now now
now?") (14; 99=101). She employs the same technique in other passages:
“Yes, yes, so what? What now now now:" (117) and “Nunca nunca nunca
sim sim, canta baixinho" (*Never, never, never, yes, yes, she sang quietly”)
(17: 7). This repetition emerges as the elaborative essence of the chap-
ters that make up Mear to the Wild Hearl, created as echo: “por enquanto
€ tempo por enquanto € vida mesmo que mais tarde” (*for now is time
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for nowis life even if it 1s kater™ (185; 173). The echo becomes echolalia
ina language “ressoando nas profundezas da boca,” “resounding in the
depths of the mouth,” that Joana invenis when pronouncing words such

as “ameéndoas,” “almonds™
= Amdéndoas . — disse Joana, voltandose para o homem, O mistério e a
dogura das palaveas: améndoa __ onga, pronunciada com cuidado, a vor

na garganta, ressoando nas profundesas da boca, Vibm, deisame longa e

estirada e curva como wm arco, Améndoa amarga, venenosa ¢ pura, (167 )

(“Almonds __" said Joana, turning w the man, “The mystery and the sweet-
ness of words: almond __ listen, pronounced carefully, voice in my throat,
echoing in the depths of my mouth. Tt vibrates, leaves me long and drawn

out and curved like an arch, Bitter, poisonons and pure almond.”) (159)

We ako see it through the invention of words such as “lalande.” in a dia-
logue with her husband, Otdvio:

El contara-lhe certa ver gque em pequena podia brincar wma tarde inteira
com wna palavea, Ele pedia-dhe entao para inventar novas, Nunca ela o
QUErEA AN COMD NESSEes TN EnLos,

— Diga de novo o que ¢ Lalande — implorow aJoana,

E como ligrnmas de anjo. Sabe o gque & Bgrimas de anjo? Uma espécie
de narcisinho, qualquer brsa inclina ele de wm ado para ouro. Lalande
¢ também mar de madmigada, quando nenbum olhar ainda vio a praia,
guando o sol nao nascen. Toda a ver que en disser: Lalande, vocé deve
sentir aviragao fresca e salgada do mar, deve andar ao longo da praia ainda
escurecida, devagar, nu. Em breve voce senird Lalande . Pode crer em

mim, e sou wna das pessoas que mais conhecem o mae (170}

(She had once wld him that when she was a child she could spend a whole
afternoon plaving with a word, 50 he asked her o invent new ones, She
had never wanted him as much as she did at those moments, “Tell me again
what Lalande is.” he begged Joana, “Its like angel’s tears, Dio you know what
angel’s tears isf A kind of little narcissus, the slightest breeze will make it
bend this way and that, Lalande s also the night sea, when no one has set
eves on the beach vet, when the sun haso’t risen. Every time T say: Lalande,
vou should feel the cool, salty sea breeze, vou should walk along the seill-
dark beach, slowly, naked. Soon you will feel Lalande . Believe me, ['m

one of the people who knows the sea bese) (162)
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Heanng the Wild Heart (101

For Lispector, the ear is thus the presence of the *woman of the voice”
in the written text as well as of the language of lalande “resounding in
the depths of the mouth,” that which links writing by ear to the uterus.™
The dead ear can be translated also as an ear outside the womb. Birth
pulls the body of the in-fansoutward and away from its state of umbilical
and sonorous union. How might one make it so that writing might be
a return o the uterns, that iﬁ, a return to that primordial andition? As
Lispector herself puis it in Agua i:?vc:c “Entro lentamente na escrifura
assim como ji entrei na pintura. E um mundo emaranhado de cipos,
silabas, madressilvas, cores e palavras — limiar de entrada de ancesiral
caverna que € o dtero do mundo e dele vou nascer” ("] enter the writing
slowly as | once entered painting. It is a world tangled up in creepers,
syllables, woodbine, colors and words - threshold of an ancesiral cavern
thai is the womb of the world and from i [ shall be born™) (14; 8).

The images of caverns and grottoes are salient and constant in Lispec-
tor's novels, as well as in her painting. One sees quite clearly announced
here the guiding lines of her writing: her writing seeks to express the tim-
bre of the voice, the typewriting that resounds (tac tac tac); she wishes to
inscribe, within muted letiers, the murmur, the scream, the intonation of
the “woman of the voice,” who i1s dead like her mother, but finds herself
multiplied in all female-women (mullieresfEmeas, a compound term that
Lispector uses twice in Near lo the Wild Heart). At the same time, it is a
writing of an orphan, a young girl become a woman without her father or
her mother. Lspector’s fiction is an intense and constant reflection - it
is, at its core, a focused preparation for death. One can even say that all
of her fictional characters live out death, and this b especially true for
Joana, since she is the first.

End and Future

At a certain moment in .J{gm: Viva, the narrator states: “Alids, nio quero
morrer. Becuso-me conira “Dens.” Vamos ndo morrer como desafio?”
(“As a maiter of fact [ don’t want to die. [ rebel against ‘God.” Let’s not
die as a darer™) (85: 86). How to end Near lo the Wild Hearl? Perhaps logi-
cally, with the death of the protagonist. But Joana does not die when she
dies; rather, she is transformed and comes to be part of a unified sub-
stance. [t is worth reading the entire passage in order to verify how the
book’s themes return as a rilomells, contradicting as well the commonly
held idea that Lispector’s first novel & essentially unfinished. Lispector
knew very well, from the beginning, what it was that she was doing; it is
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Jjust that what she was searching for was found at once on the hither and
thither side of any ordered narrative structure, existing first as a pictorial
essence or even musical and circular. At the end of the book, the opening
paragraph takes flight once again, and again we find the protagonist in
a position of listening:

Er de manha, sabia que era de manha . Recoando como pela mao fragil
de wma crianga, ouvin, abafado como em sonho, galinhas armnhando a
terra. Uma term gquente, seca . o reldgio atendo tin-dlen . dn . dlen
o sol chovendo em pequenas rosas amarelas ¢ vermelhas sobre as casas
Dieus, o gque eraagquilo senao ela mesmad mas quando? nao sempre . Como
setudo participasse da mesma lovcur, ouvin subitamente wn galo prosimo
lancar sen grito violento e solicirio. Mas nao & de madrogada, disse témoula,
alisandoa wsg foia . O galo nao sabia gue iamorred O galo nao sabia que
ia morrer! Sim, siime papai, que & que en faco? Ah, perdera o compasso de
wim minueto . Simeooo eldgio batera ton-dlen, ela erguerase na ponta
dos pés ¢ o mundo girara muito mais leve nagquele momento, Havia flores
em alguma parte? e wna grande vontade de se dissolver ard misturar seus
fins com os comegos das coisas, Formar wima s6 substancia, rdsea ¢ branda
- respirando mansamente como um ven tre que se ergue ¢ se abaixa, que se

ergue ¢ se abaixa o (180-90)

[t was in the moming, she knew it was in the morning . Regressing as
if by a child’s fragile hand, she heard, muoffled as if in a dream, chickens
scratching the earth, Hot, dry earth __ the clock clanging tin-dlen __ tin
dlen ... the sun mining in goy vellow and red roses over the houses . Diear
Good, what was that if not herself# but when? no, always __ As if everything
were partaking of the same madness, she suddenly heand a nearby rooster
release its violent, solitary cry, But it's notdawn, she said rrembling, mnning
her hand across her cold forehead . The rooster didn 't know it was going
tor die! The moster dido’t know it was going o die! Yes, ves: Daddy, what
shall I do? Al she had skipped the bar of a minoet . Yes . the clock had
clanged tin-dlen, she bad risen up on tptoes and the wordd had spun much
more slowly at that moment, Were there flowers somewhere? and a great
desire to dissolve until her ends merged with the beginnings of things, To
form a single substnce, sy and mild — breathing tunely like a belly that
rises and falls, rises and falls ___ (182-3)

To form a singular substance means to interrupt the separation
between species and beings, and in this way it is also as much a rebirth as
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Heanng the Wild Heart 103

a return to the womb, a leaving behind of death or an entering into it by
which one achieves immortality: *Nao podia pois morrer, pensou entio
lentamenie. [...] Nio morreria porque ... porque ela ndo podia acabar,
[ss0, 507 (“50 she couldn’t die, she then thought slowly. [...] No ... She
wouldn’t die because ... because she couldn’t end. Yes, yes™) (191; 183)."7
And then again we find something quite similar:

Eternidade ¢ o nao ser, a morte ¢ a inortalidade — [C] Agora a certera
de imoralidade se desvanecera pam sempre, Mais wna vez on duas na
vida — alvez num fim de tarde, num instante de amor, no momento de
morrer— teria sublime inconsciencia criadora, a inticao aguda ¢ cega de

gue era realmente imortal para todo o sempre. (193).

(Erernity s non-being, death is immonality — [ ] Now the certainty of
immortality had vanished forever, Once or twice more in her life — pedhaps
late one afternoon, in an insant of love, at the moment of death — she
would have the sublime creative unconsciousness, the sharp, blind intition

that she was really inmoreal for all tme. ) (186)

We arrive thus at the moment in which Joana ceases to be a woman and
finally becomes something else, close to the savage heart:

Nao era mulber, el existia e o que havia dentro dela eram movimen wos
erguendo-a sempre em transicao, [ ] Ela noton que ainda nao ador-
mecera, pensou gque ainda baveri de estalar em fogo aberto, Que termi-
nari wma ver a longa gestacao da infancia e de sua dolorosa imatundade

rebentana seu proprio ser, enfun, enfim livee! (201)

{ She wasn™t a woman, she existed and what she had inside her were move-
ments lifting her always in transition. o] She noticed that she still hadn 't
fallen asleep, thought she would sill surely crackle on an open fire, That
the long gestaton of her childhood would end and from her painful bnma-

turity her own being would burst forth, free ar lase, at Taselh (1935)

The text moves from the third to the first person, and to a lovely can-
ticle of final transformation, in which the protagonist i mrned to stone
and water, only to be reborn as a horse:

porgue entao vivered, 0 entao viverel maior do gque na infancia, serei bro-
tal e malfeita como wna pedra, serel leve e vaga como o que se sente e
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nan s entende, me ulirapassared em ondas, ah, Deus, e que odo venha e
caia sobre mim, abé a incomprecnsao de mim mesma em certos momen ios
brancos porgue basta me cumprir ¢ entao nada anpedic meu caminho até
a mortescm-medo, de qualguer luta ou descanso me levantared forte ¢ bela

coimo win cavalo novo, (202)

becanse then [ will live, only then will T live bigger than in my childhood,
[ will e as brutal and misshapen as a rock, T will be as light and vague as
something felt and not understood, Twill surpass myself in waves, ah, Lond,
and may everything come and fall upon me, even the incomprebension
of myself at certain white moments becavse all T have o do s comply with
myself and then nothing will block my path until death-without-fear, from
any struggle or rest Twill rise up as strong and beauiful as a young horse)

(194)

With this image we return to van Gogh, who along with Joana and
Angela announces the future to the image of a horse. Natalie Heinich
(1996) analyses the fact that van Gogh was the first to embody the funar-
ist temporality of the avant-garde - in the sense of a failed present but of
a guaranteed future through the sacrifice of the artist during her or his
life. It is worth quoting the entire passage:

It was during Van Gogh's lifetime that the new ethic of singularity, and the
projection into posterity that crystallized the nodon of the avani-gande,
were systematized in French artstic cireles, However, Van Gogh did not
himself resort the ternm “avani-gande” (that would still bave been rather
incongons in his dayh, He vses the image of the cabdiorse . This image
cannot il to evoke the anecdote of the beaten horse, the sight of which in
a Turn street i said o have produced Nietsche's first bout of madness, the

same year as van Gogh's, (57)

On May 20, 1888, in the same year that Nietzsche wraps his arms
around a stranger’s horse, van Gogh writes the following letter to his
brother Theo, in which he clearly expresses his consciousness of the sac-
rifice that art demands of him and, at the same time, the amplitude and
openness that he could offer to future artists.

There i and there remains and it always comes back at times, in the midst
of the artistic life, a vearning for — real life — wdeal and not attainable, And

we soinetimes lack the desire o throw ourselves head firstinto art again and
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Figure 4.4 “Gruta” (1975) by Clarice Lispecton With permission from Agencia

Literaria Cannen Balcells.

tor build ourselies up for that, We know we're cabdorses and that i1l be the
same cab we're going o be harnessed o again, And so we don’t feel Tike
doing it and we'd prefer to live in a meadow with a sun, a dver the company
of other horses who are also free, and the act of generabion . We no longer
rebel against things, we're nob resigned either — we're il and it's not going to
get any better — and we can’t do anvthing specihe about i Tdon’t know who
called this condition being strock by death and anmortaliey. The cab we drag
along must be of use w people we don’t know Bue you see, if we bolieve in
the new art, in the artists of the futire, our presentiment doesn’t deceive s
- All this s to say there are things one senses in the future and that really

come about .. We don’t feel we're dying, bt we feel the reality of the fact
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that we're not much, and that to be alink in the chain of artis s we pay asteep
price in health, vouth, freedom, which we don’t enjoy at all, any more than
the cab-horse that pulls a carnage full of people who, unlike him, are going
out to enjoy the springtime, Well then — what T wish vou as well o myselfis
to succced in recovering our health, becase we'll need it ... There™s an art
i the futiee and it will surely be so beautiful and so young that, really, if at
present we leave it our own vouth, we can only gain in tranguilitg (van Gogh

2009, 611}

Lispector’s final character, the writer and painter Angela who moves
through U Sofro de Vida, puts it on the following terms: * = Meu ideal
seria pintar um quadro de um quadro” (*My ideal woukl be to paint a
picture of a picture”) (53: 43). At this point, she goes on to describe
with near perfection one of the paintings created by Lispector herself:
“Fiz um quadro que saiu assim: um vigoroso cavalo com longa e vasta
cabeleira loura no meio de estalactites de uma gruta. [...] Ah, meu Deus,
tenho esperanca adiada, O futuro € um passado que ainda ndo se real-
izon” (T once did a painting that turned out like this: a robust horse with
a long and extensive blond mane amidst the stalactites of a grotio. [L..]
Ah, my God, [ have hope postponed. The future is a past that has not yet
come o pass”) (53 43).
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In this chapter, my atiention turns to the complex and historically condi-
tioned relation between woman and machine, writing and shouting, sign
and sound. These are fundamental binaries (though they are not neces-
sarily opposed) in Lispector’s work, and in order to make sense of them, |
will be using ideas developed by German media theorist Friedrich Kitiler,
A professor of media aesthetics and history at the Humboldi University
of Berlin until his death in 2011, Kitiler was the author of (inter alia) iwo
seminal monographs on matters related to sound, sign, and communi-
cation. In the earlier of these, written in the early 1980s, Kitiler offers a
historical narrative of communication media throughout the nineteenth
century, and he works to establish a more or less direct analogy between
the simultaneows rise of new technologies and of psychoanalysis at the
end of the 1800s. Following the terminology of Jacques Lacan, Kitler
relates the phonograph to the Lacanian ral, the cinema to the imagi-
nary, and the typewriter to the symbolic. Beyond this direct link to Lacan,
Kittler’s analyses of writing technology also follow a temporal taxonomy
that runs more or less parallel to the epistemological periods defined by
Michel Foucauli. As Eittler frames it, his “Republic of Scholars”™ would
be the equivalent of the dassic Foucauldian episteme associated with the
Renaissance; Kittler's *18007 would then be the equivalent of Foucault’s
modern period (which also corresponds o late German Classicism,
Romanticism, or the "Age of Goethe”): and in “19M Kittler presenis
the emergence of what will come to be the postmodern. Of the many
differences between these distinct epochs, Kittler distinguishes between
“1800" as “the age of representation” and “19007 as the “age of the signi-
fier™ (19940, 190). In other words, the centrality of authorship, originality,
and individuality corresponds to this first age of "representation,” while

Brought to you by | The Mational Library of the Philippines
Authenticated
Download Date [ 101319 10:30 PM



108 Writing by Ear

with the second one finds a gradual process by which authorship comes
to be more peripheral and contingent; there is a rise in the practice of
dictation, as well as the development of a new and at times troubling
consciousness regarding various forms of communicative materiality.’ In
the transition from one age to the next, one likewise passes from what
Kittler refers to as a “time of poetry” — when writing was practically the
only verbal, communicative technology available - to a time in which
writers found themselves compelled to confront and compete with new
technologies of sound and image. As part of this same transition, one
passes from the domain of writing by hand (during the period before
the invention of the printing press in the second half of the fifieenth
century) to that of mechanized writing, from phonetic literacy transmit-
ted through the “mouth of the mother” to auto matic, anonymous writing
by machines of different soris. As this last point perhaps makes clear, the
question of gender is also fundamental for Kittler’s analysis: within the
episteme of 1800 and before, men would essentially “write the woman”
by means of the phallic exiension of their pens, and thus before the
twentieth century — and the advent of the typewriter — writing remained
the domain of men.® With the advent of the episteme of 1900, however,
it becomes more common for women to write, and o do so ouiside the
boundaries of the previous patriarchal domain. Within this new pan-
orama, “the typewriter, still a component of our historical a friori, can
be seen to initiate a fundamental mutation in the mode of exisience of
language” (Wellbery 1990, xiv). [tis precisely this fundamenial mutation
that the careful reader finds expressed in Lispector’s fiction, from her
precociows literary debut in 1943 to the very last texis that she (painfully)
authored during the second half of the 19705

The Father and the Machine

As [ have observed, it is within the intersection of the ear and the type-
writer that writing by ear finds expression. In the present chapter, [ turn
explicitly to this question, showing that the relation between the ear and
writing, as well as the ear’s link to the maternal figure, also produces the
sound of the typewriter and its initial relation with the paternal figure.
As we have seen, Near lo the Wild Heartbegins with the image of the father
writing on his typewriter and with his young daughter, who listens to
the sound of the keys: “Her father's typewriter went clack-clack ... clack-
clack-clack ..." {13}, Ai the end of the book, the same scene of the father
and the typewriter returns, but now as part of a remembrance of things
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past. With the death of the father, what remains i the mnemonic trace
not of a physical howse but of the "position of the house within him” and
the image of Joana’s father “beating on the machine,” in a time that is
now “vague, far-off, mute” (189" It s also in this temporal dislocation
that the name of the father & inscribed much like the presence of an
absence. The reference to the typewriter appears once again at the end
of the first chapter of the same novel. In this scene, Joana is still a litle
girl, and she is on her way to sleep. The reflection that she describes takes
place in a dreamlike state, which explains why the text presents itself like
something resembling a series of free associations, as if what she is writ-
ing were guided only by the autonomous force of the words themselves
without any conscious control. It is worth paying special atiention to the
reference that she makes to the typewriter:

— Nunea nunca sim sim. Tudo era como o bamlho do bonde antes de ador-
mecer, até gue se sente wn pouco de medo e se dorme, A foca da medguinag
Sfechara come wma boce de velhe, mas vinha aguilo apernando seu coracao
como o arulho do bonde; s6 que ela nao @ adormecer. Em o abrago
do pai. O pai medit wm insante. Mas ninguém pode fazer alguma coisa
pelos outros, ajuda-se. Anda o sola a crianca, @o magrinha e precoce
Respira apressado, balanca a cabeca, Um ovinho, & sso, wm ovinho vive, O

que vai ser de Joana? (17; my emphasis)

[ Mever, never, yes, ves, Evervihing was like the nose of the aan before fall-
ing asleep, untl you fele a lictle afraid and dreified off, The mowih of ife byjpe-
wrter hed srafbed shed like an old womaen s moudl, bat i had all been making
her heart race like the noise of the tam, except she wasn t going tosleep, Tt
was her father’s embrace. He meditaed fora moment But youcouldn’t do
things for others, vou helped them, The child was running wild, so thin and
precocious . He sighed quickly, shaking his head, A linle egg, that was it, a

lietle Tive egg. What would become of Joana?) (7; my emphasis)

Lispector compares the typewriter to a mouth; more specifically, she
presenis it as akin to the mouth of an old woman that closes, in a prob-
able allusion to the sound of the machine’s cover being closed by the
father (and [ will return to this image soon). This sound is joined by the
“noise of the tram,” a reminder that comes from an unknown source but
that curiously finds resonance in Kitiler's study when he compares the
speed of the typewriter to the development of trains. Both sounds seem
to trouble the young girl, since they “tighten her heart” to the point that
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110 Writing by Ear

she falls asleep wrapped up in her father’s arms. This brief scene, pre-
sented in third-person omniscient discourse, reveals to its readers what
the father i thinking as he hugs his daughier: *What will become of
Joanaz" In hindsight, we know, turning back to Lispector herself, that
Joana/Clarice will come o occupy the place of her father, and that in
the future she will be the one tapping away on the machine. This trans-
fer finds an interesting correspondence in the historical fact we were
discussing before: the invention of the typewriter brings with it a new
centrality for women with respect to writing, putting into motion a seis-
mic shift that is at once historical and ontological.

The Machine Woman

In his analysis of the typewriter’s invention, Kittler presenis his reader
with a double sense of the word, which signifies both the machine iself
and the person who uses it: “Typewriter is ambiguous. The word meant
both typing machine and female typist: in the United Siates, a source of
countless cartoons” (1990, 183). By means of this bivalency, Kittler exam-
ines the place of women at the end of the nineteenth century and the
beginning of the twentieth century. As he sees it, the typewriter makes
possible the symbolic construction of women as fypewritersinsofar as they
begin to occupy the spaces of textual production formerly occupied by
men. Like something akin to a sonorous expansion of the piano (itself
a percussion instrument), played predominantly by women in parlours
and other domestic and quasi<lomestic settings throughout the second
half of the nineteenth century, one can justifiably argue that the female
typist is the “pianist” of awriting by ear.” Lispector discusses this relation
in the following, semi-autobiographical manner:

Men pai queria que as trés filhas estudassem misica, O insrumento esco-
Ihido foi o piano, comprado com grande dificuldade. [ ] Para min as
ligoes de piano erom wma tortura, [ ] Eu preferia inventar a estudar
Tinha nove ancs ¢ minha mae morrera, A musiquinha que inven e, entao,
ainda consigo reprodusir com dedos lentos, Por gque no ano em gque mor-
rew minha mae? A misica & dividida em duas partes: a primeira & suave, a
segunda meio militar, meio violenta, wna revolia suponho, [ ] Eo tan-

béim tocava de ouvido, (199995, 52}

(My father was keen that his three daughters should stndy music. The

instrument of his choice was the piano, bought with enormons sacafice,
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[...] For me, those piano lessons were sheer torture, [L] T preferred
inventing things to studying. Twas nine vears old and my mother was dead.
Even after all these vears [ean still play one of those tunes using two fingers,
Why should this date from the year my mother died? The melody is divided
into wo parks: the first part i gentle, the second ferce and almost martial,

perbaps expressing my rebellion, [L] Teould also play by eary (1992, 71)

Lispector also makes explicit the relation between writing and play-
ing piano in the following passage of a adnica titled “Lembranca da fei-
tura de um romance” (*The making of a novel,” written in 1970): *Nio
me lembro mais onde foi o comeco, sei que nido comecei pelo comego:
foi por assim dizer escrito todo ao mesmo tempo. Tudo estava ali, ou
parecia estar, como no espaco-temporal de um piano aberto, nas teclas
simultineas do piano” (1999b, 284=5) (*I can no longer recall where it
began but [ know I did not start at the beginning. Everything was there,
or appeared to be there, as if within the temporal space of an open piano
with its simultaneous keys™) (1992, 371). In fact, piano lessons prepared
countless women 0 be more highly skilled and agile typisis through the
development of muscle memory and hand strength. Given this, Kitler
argues that the mechanical typewriter served asa kind of *brand” for the
ascent of women in literate societies and intersected with broader forms
of feminine emancipation from masculine sign systems. Kittler considers
scriptural phallocentrism, linked to the signifier fenfis), to be destined
for oblivion in the face of mechanical writing and to see itself replaced by
feminine aliernaives ® For Kitiler, the feminine confronis here, for the
first time in history, the masculine sign precisely by means of one of its
strongest signifiers: a typewriter — 2 modern machine = built out of solid
metal and producing a sharp and violent sonority through the quick
impact of its keys (hammers) on a roller (anvil): "Hence sexual inno-
vation followed technological innovation almost immediately. Typewriter
after all, signifies bothe mackine and woman™ (1999, 193). In this way, the
framing of lypavriter as an inherently bivalent term (machine/woman)
alters in significant ways the esiablished gendered order: *Machines do
away with polar sexual difference and its symbols. An apparatus that can
replace Man or the symbol of masculine production is also accessible 1o
women” (351=27.

Kittler's analysis of the typewriter and other technologies is simulia-
neously fine-grained and stariling (in the best sense of the term ), due
in large part to the original associations that he fashions throughout
his work. According to his English translators, his argumeniative style
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112 Writing by Ear

can best be classified as having “mosaiclike qualities,” making “sudden
shifis,” employing “jump-cutting,” “free association,” and “a series of leit-
maoviifs” flﬂ".:]".:]', xxxi ). This is a style that approximaies Lispector’s own,
especially in Agua Viva, which has itself often been classified as “kaleido-
scopic.” Given her persistent and detailed reflections on the typewriter,
and in light of Kittler’s analyses, one begins to undersiand the extent
to which Lispector i a writer attentive to materialities of communica-
tion and their larger significance. Her writing, as I will be arguing in
what follows, is that of a posi-Nietzschean typewriter and, like her Ger-
man predecessor, she would agree with the idea that “our writing materi-
als contribute their part to our thinking,” as one finds typed in one of
Nietzssche's letters (quoted in Kittler 1990, 196).

For Kittler, the typewriter serves to eliminaies the Romantic model of
authorship while ako undermining - if not wholly sabotaging - the pri-
macy of sight, since, in models such as that used by Nietszche, one could
not see the paper or, for the most part, the keys. Kittler also argues that
the typewriter is ineluciably linked to dictation, which implies that writ-
ers become figures of active transmission or collaborators who inscribe
hearing and the heard. It is from this that the notion of writing as a trace
likewise emerges, an idea that would find robust expression in Derridean
poststructuralism. As Wellbery (1990} puis it in the introduction to Kit-
tler’s first book: “Nietzsche's notion of moral inscription is modeled on the
typewriter, one of the earliest versions of which he owned and used. Sau-
ssure’s linguistics, in Derrida’s reading a linguistics of arche-writing, has its
technological correlate in the typewriter. Freud's psychic apparaius, as he
called it, i a writing machine” (xxx). Lispector herself forms part of this
mechanized tradition —she announces it and incorporates it at every turn,
producing at once a machined poetics and a modern theory of writing,

Agua Viva: The Loud Object

[t perhaps goes without saying that Lispector herself used a typewriter,
and this machine makes an appearance and serves as the object of philo-
sophical reflection in much of her written work. This is so much the case,
[ would argue, that she eventually ceases to speak abou! the machine as
a separate instrument and becomes lhe? machine herself, as she makes
manifest in the following passage from Agua Viea:

O gque sou neste instante? Sou wma magquina de escrever farendo ecoar

as teclas secas na dmida e escura madrugada, Ha mnito 4 nao sou gene,
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Ouiseram gque en fosse wm objeto, Sou wn objeto, Objeto sujo de sangue,
Sou wm objeto que crim outros objetos e a maquina cria a s todos, Ela
exige, O mecanicismo exige ¢ exige a minha vida, Mas eu nao obedeco
totalmente: se tenho que ser wm objeto, que seja wn objeto gque grig, Ha
wima coisa dentro de mim gque doi. Ah como déi ¢ como grita pedindo
socorro, Mas faltam Bigrimas na magquina gue sou. Soun wm objeto sem des-
tino, Sou wmobjeto nas maos de quem? @l & omen destino humano, O gue
me salva & grito, Eun protesto em nome do que estd dentro do objeto ates
do atrks do pensamento-sentimento, Sou wn objeto nrgen e,

Agora - siléncio e leve espanto. (T8)

(What am [in this instan? [ am a spewriter making the dry Kevs echo in
the dark and humid early hours, For a long tine T haven ™t been people,
They wanted me to be an object. U'm an object. An object dicyy with blood,
That creates other objects and the typewriter creates all of us, Tt demands,
The mechanism demands and demands my life, But [T don’t obey totally: if T
must be an object let it be an object that screams, There's a thing inside me
that hurts, Ab bow it hoets and how it sereaims for help, But tears are miss-
ing in the typewnter that [ am. Pm an object without destiny. Tam an object
in whose hands? such s my onan destiny, What saves me is the scoeam, [
protest in the name of whatever is inside the object bevond the beyvond the
thought-feeling. I am an urgent object.
Now — silence and slight amazement. ) (78-9)

Here Lispector ceases to be human and transforms herself into a very
particular sort of object. The metal keys of the typewriter generate an
echo that expands in the dark humidity of the tropical night, and the
dryness of the written finds iself melted down in the thick heat of early
morning in Rio de Janeiro. Like a divine being, the machine acts as a
mechanism that “creates us all” and makes its own demands. Lispector
does not obey completely, however, as she accepis the machine’s rule
onlyas a means of transforming it and herself into an object that screams.
She feels deep pain inside, and she begs for help, but the dry machine
sheds no tears. What saves her, as she claims, is a scream that more often
than not manifests itself in silence. One finds, for example, the follow-
ing phrase early in Near fo the Wild Heart: “E de repente toda a lassidio
da espera concentrandose num movimenio nervoso e ripido do corpa,
o grito mudo” (“And suddenly all the lassitude of waiting concentrating
itself into a quick, nervous body movement, a silent scream”™) (32: 24).
What exactly is this silent scream for Lispector? The short answer is fiar
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114 Writing by Ear

writing, and from this emerges the great paradox of her career: to hear
silences and shout them out silently on paper dry with mechanized logic
and wet with ink and sweat. Put another way, writien texis are silent and
cannot speak: but insofar as they are hammered out on a typewriter, they
cry out. Within this framework, Kittler would likely argue that, for Lispec-
tor, the Lacanian symbolic seeks out the real in the sound of that cry.

) “Objeto gritante” (“Lowd object”) was one of the original titles of
Agua Viva, another being “Atrds do Pensamento: Mondlogo com aVida”
(“Behind Thoughi: Monologue with Life”). The latter exists in a drafi
of 151 pages, while the former consists of 185 pages. From these drafis
woull emerge the much-edited final version of the novel. In the passage
cited above, we thus have an explanation of the term objeto gritante and
its origin: the loud object is at once the typewriter and the writing that
emerges from the symbiotic relation between the writer and the machine,
the two bifeworiters of Kittler’s formulation. The result is a form of writing
that listens to and understands the silence of the mute scream. It is for
this reason that Lispector speaks of “silence and slight amazement.”

The relation between object and scream coincides with the artistic
theoretical formulaton of Hélio Otticica, an artisi who would in 1968
point to many of the elements that would come to constitute s{gvm Vi
“The Object is seen as an action in the environment, within which objecis
exist as signs and not simply as *works.” It is the new phase of the pure
vital exercise, where the role of the artist i to propose creative activities.
The Object is the discovery of the world, and each instant. It does not
have any a priori established existence but rather s the creation of what
we would like it to be: a sound, a seream can be the object. An epliemeral objed,
wilidch exists to the extend it is experienced and cannot be sepeated” [Oiticica 1968,
O07=8; my emphasis). There is a series of coincidences between Oiticica’s
formulation and that of Lispector, his contemporary. The phrase “discov-
ery of the world” would be the title of the volume that brings together
the crinicas that Lispector wrote for the fornal do Brasil between 1967 and
1973, and she discusses the typewriter in many of these. The scream, asan
immate rial sonorous object, is also an “ephemeral object” that is undone
or disappears almost immediately and serves as the object of inquiry in
Agua Viva. For this reason, rather than the expression and creation of
an individual work, her text, like the art of Oiticica and Lygia Clark,
seeks out company and co-creation. The project is no longer to create
works but rather signs or signals. Oiticica calls this approach *OB[ETato”

(“OBJECTate") in the same way that the typewriter brings writing into
the vibrational and tactile sphere.

Brought to you by | The Mational Library of the Philippines

Authenticated
Download Date | 101319 10:30 PM



Loud Object 115
Nietzsche and the Typewriter

In Discowrse Networks (19900, in the chapter devoted to Friedrich
Mieizsche, Kitiler itells how i1t was the onset of near-blindness that
prompted the German philosopher to purchase one of the first type-
writers: “Nietzsche as typist - the experiment lasted for a couple of weeks
and was broken off, yet it was a tarning point in the organization of
discourse” (193). Nietzsche acquires the machine, which was built in
Copenhagen by Malling Hansen for blind people, favouring the use
of touch: “Type hits paper, leaving an impression, or sometimes even a
hole. Not for nothing was the typewriter born in the realm of blindness.
Whereas handwriting is subject to the eye, a sense that works across
distance, the typewriter uses a blind, tactile power™ (194). In this way,
Nietzsche moves from writing to inscription, and he instalk himself in
the fiekd of “unconsciows writing” (194). In Gramophone, Film, Tipewsriter
(19997, Kittler even reproduces the facsimile of what he describes as a
poem written by Nietzsche to his typewriter. The text is from 1882, and
itis reproduced in capital letters just as it appeared in Nietzsche's origi
nal typewritten text. In it, one sees almost immediately the connections
between Nietzsches understanding of typewriting and that developed
by Lispector: “THE WRITING BALL IS A THING LIKE ME: MADE OF /
[RON / YET EASILY TWISTED ON JOURNEYS. / PATIENCE AND
TACT ARE REQUIRED IN ABUNDANCE. / AS WELL AS FINE FIN-
GERS, TO USE US" (207). For Lispector, the machine is also "a thing
like me” that requires touch, patience, and “fine fingers to use us,” a for-
mulation that confuses subject and object, since in this case it seems o
refer at once 1o the machine and to its user. Here is Kittler's commentary:
“Writing in Nietzsche is no longer a natural extension of humans who
bring forth their voice, soul, individuality through their handwriting.
On the contrary: just as in the sianza on the delicate Malling Hansen,
humans change their position - they turn from the agency of writing
to become an inscription surface. Conversely, all the agency of writing
passes on in its violence to an inhuman media engineer”™ (2107, As Kit-
tler sees this relation, the typewriter even comes to alter one’s style of
writing: “Indeed: Nietzsche, as proud of the publication of his mechani
zation as any philosopher, changed from arguments to aphorisms, from
thoughts to puns, from rhetoric to telegram style. That is precisely what
is meant by the sentence that our writing tools are also working on our
thoughts. Malling Hansen’s writing ball, with its operating difficulties,
made Nietzsche inio a laconic™ (205).
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The Machine Humanized, the Human Burned

If Lispector transforms herself into an object that writes, the machine
becomes humanized and trarsforms iselfinio gente (people): *Escrevendo
praticamente a vida toda, a maquina de escrever ganha uma importéncia
enorme. [rrito-me com esta auxiliar ou entio agradeco-lhe fazer o papel de
reproduzir bem o que sinto: humanizo-a” (1999b, 475); (“Since it spends
most of its life writing, the typewriter acquires exceptional importance. [
find myself becoming irritated with my typewriter or thanking it for faith-
fully printing out the things [ feel. In a word: [ humanize my typewriter”)
(1992, 508) . Invarious eninicas, Lispector uses the expression “ao correr da
maiquina” (“by the machine’s vhythm”) in order to refer to texts that follow
the rhythm of typing without pawse for any conscious reflection, much like
automatic writing. A variant of this expression is *Maquina escrevendo”
(“Words from the Typewriter”) from May 29, 1971 *A mdquina continua
escrevendo. Por exemplo, ela vai escrever o seguinte: quem atinge um alto
nivel de abstracio estd em fronteira com a loucura ... Agora a maiquina vai
parar” (1999b, 345-0}; (“My typewriter carries on typing. It types out the
following: Anyone who achieves a high level of abstraction has reached the
frontiers of madness ... My typewriter is coming to a halt”) (1992, 458).
Lispector’s relation with the machine suffered a strong alteration after
a dramatic episode in her life that would likewise have significant conse-
quences for the elaboration of her final books. On September 14, 1966,
Lispector fell asleep while smoking in bed, setting fire to her apartment:

She awoke to find the room in flanes, In a panicked attempe o save her
papers, she wied o put out the fire with her own bands . For three days,
in the company of Tania, Elisa, and Rosa, Clarice hovered between life and
death. Her right hand, her writing hand, was so badly damaged that there
was talk of amputation . Tania pleaded with the doctors o wait another day,
and the danger passed .. Clance had to stay in the hospial for three full
months, endunng surgery, skin grafis, and physiotherapy, which enabled
hereventually to regain the use of her band, at least for typing. For the rest

of her life it would resemble a blackened claw, (Moser 20009, 2834

As Carlos Mendes de Sousa describes it, it was necessary for Lispec-
tor to learn how to write once again, and the violent impact of this rag-
edy would generate for her a new attitude with respect to writing (2002,
11-12). Lispector herself would discuss this new reality in her eriniaa “Ao
Linotipista” (“Note to the Typesetter”) published on February 4, 1968:
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“Desculpe en estar errando tanto na maguina. Primeiro € porque minha
mio direita foi queimada. Segundo, ndo sei por qué” (19996, 74); (*Please
forgive all the mistakes in my typescript. First of all, because [ have severe
burns on my right hand. And secondly for no reason Tean explain®™) (1992,
1015, In fact, the ‘t}cmkﬁ that she published in the 1970 would be the result
of a team effort. Agua Viva (1973), The Hour of the Star (1977), and A Breaith
of Lije (1978) were put together by Olga Borelli from loose notes, either
writien out by hand or typed by Lispector. In an interview that Borelli
gave to Arnaldo Franco Junior, quoted in Discovering the World (1992), she
explains: “When Clarice wrote A Hora da Esirela, she no longer worked with
a typewriter, it was absolutely crazy, the texis were all handwritten and she
managed to produce some sequential pages only because it i a book with
a storyline” (101). Even with the difficulties that Lispector experienced in
writing with a typewriter, in the edénica dated December 15, 1973, one is
struck by the description that she offers of the machines that she had in
her life, as if they were something like a series of marriages, and the cor
responding generation of books whose authorship belongs as much to the
machines. It is in fact worth reading the passage at lengih:

Chando, had muito empo, comecet a ser wna profissional de imprensa, tive
wima maguina Underwood semiporal, Fssa madguim en amet mesmo: ela
duron @nto que aguenton en escrever sete livees, L] Compred entao wima
Olympian portanl. Essa escreven cinco liveos, fora todas o muias outras coisas
gue escrev, Depois parecen cansada e adoecia de vez em gquando, precisando
de wm mecinico para ausilidda a contimaar [ ] Tive depois wma Remington
prorgitl mas faria ao bater dos dedos wm barulbo de Ba velba gue me cansaa,
Trogueis com Tat de Morais por wma Olivet que & wma beles em maténa de
sonn: abafado, leve, discreto, Posso bater maguinai noite porgue ela nao aconda
ninguém, Nao me ofende com wn somagudo que outmas maguings vém, Acho
gue de agora em diante s0 von escrever nela, E se ela se cansar, compro outra
igmal . Como madguina & parecida com wma pessoa e ds veres de puro cansaco
enguica, o ideal era comprar ontra Olive it como meguim suplente porgue nao
presso me dar ao luxo de parar de escrever Maguinas, qualguer uima, sao wn
mistéro para mim. Respeitodhes o misiéno. E volied, agora, nao sei por gqudé, 2

velhinha Olympia porgiil. Sou volivel em o matéria de maoguinas, (19990, 475)

[(When I first became a joumalist, I had a semi-portable Underwood., How
I loved that typewriter, It served me so well and typed no fewer than seven
books, [ ] After completing seven books [ ] my beloved Underwood felt

the strain and began w behave as if it were suffering from chewmatism, 1
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then bought a portable Olympia, This helped me to complete another five
books in addition o all the other iems [ published in between tmes, Then
my Olyvimpia started to show signs of fatigue. [had it repaired and my Olyin-
pia was s good o new, But now it was my furn o get tired of those minute
characters, 50 Lacquired a portable Remington, but it rattded so much that
the noise began o get on my nerves, So I did a swop with Tat de Morais
who gave me her Olivett, which s a dream: the sound s low, resful and
discreet. It allows me to type during the night without disnircbing anvone,
And there s none of that rattling one gets with other tvpewnters, In futore,
I shallstick toan Olivetti. Aond once it begins o show signs of wearing out,
I shall replace it with another iveti. Typewriters are just like people and
they ofien break down from sheer exhaustion. The best solution would be
to buy another Olivett to keep in reserve because [ eannot pennit myself
the Tusury of giving up writing, Machines, whatever their use, are mysieri-
ous, I respect their mystery, And now [ have gone back o using my old por-

table Olympia, [ really aim fickle when it comes to machines. ) (1992 624-5)

Lispector wrote seven books with an Underwood, and with an Olympia
she wrote five: afierward came the Remigton, untl the appearance of a
newer machine, the Olivetti, and then finally the return of the Olympia.
One abo notes the importance of the sonority of the keys, and how this
affects what is written. Lispector at once respects the mystery of machines
and their constancy and admits her own capriciousness in her amorous
relations with them. Beyond this, like living beings, these machines fall ill
and mustbe healed. In the following passage, from a crénica published on
February 5, 1972, and titled "Até a miquina?” (“Even the Typewriter:"),
one finds the following:

Mandei consertar minha magquina de escrever, Inserido ao edor do rolo
(0w como gquer gue se chame o que vooes sabem) ainda estva o papel
onde o consertador de maquinas entara escrever para ver se ja estava seim
defeito, No papel estva escrito: "sd £g o TK ja e v que Deus seja lowvado p

oy 3 coisa” (19990, 404)

(T had my typewriter repaired. Tnserted around the moller (or whatever it is
that that thing s called) there was still the sheet of paper where the repair-
man had tried o write to see if the machine was fised or not. On the paper

was Writbei:
“sdfgelkjaeymay God be praised pooy 3 thing™) (1992, 533 )7
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The assignment of agency to a machine, or even the hint of such an
assignment, serves to produce texis, as Gilles Deleuze and Félix Guat-
tari might argue, that appear as aleatory notes. This is so because, in
the absence of a person controlling the keys to write a text that emerges
from a concrete indexical origo and contains within it the human voice
“uttering” a “may God be praised.” the text comes to the reader among
symbolic traces that appear to speak a language we do not know but pos-
sess nonetheless in some sense as spells, when what speaks is, in effect,
the “thing” itself: p oy 3 thing. This thing that speaks effectively establishes
an epistemic break that inaugurates our time, a break that separates the
human hand from writing, that means the end of calligraphy and the
beginning of keysirokes.

The mechanical inscription of writing separates the hand from paper;
and in this way, what is interrupied is the entire apparatus by which sub-
jectivity (inscribed in calligraphy) comes to be — for with a typewriter,
each letier is the same for everyone. Beyond this, the machine makes it
so that what is written is also immediately printed. This is quite differ-
ent from the use of a pen; when one’s first, most preliminary thoughts
emerge already as printed letters, this favours the expression of the
immediacy of thought: *According to Marshall McLuhan, the fact that
‘the typewriter fuses composition and publication” brought about *an
entirely new attitude to the written and printed word™ (Kittler 1990,
259). Lispector refers precisely to this when she states that the typewriter

me transmite, sem eu er gque me enredar no emaranhado de minha lewra,
Porassim dizer provoca mens sentimentos e pensamentos, E ajuda-me como
wima pessoa, [ ] Inclusive parece capar sutilems, Além de que, através dela,

sai logo impresso o que escrevao, o que me oma mais objetiva, {17995, 69)

(transmits me without my havi ng to become involved in the moddle of my own
handwriting. In a manner of speaking, the typewriter provokes my thoughes
and feelings. And it helps me as if it were human, [ ] Tt even seems o cap-
ture subietics, Even more, it is thanks to my tvpewnter that evervithing [ write

comes out already printed, which makes me more objective.) (192, 94)
The Machine on Her Lap

Considering that the symbolic field is the sphere of linguistic signs, the
typewriter makes possible their materiality in letters and uniform printed
figures: “in contrast to the flow of handwriting, we now have discreie
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elemenis separated by spaces” (Kittler 1999, 16). The typewriter appears
not only as the signifying materialization of the symbolic world but also
as the possibility of a deconsiructive game put into motion by the same
literary writing associated with the esiablished symbolic order. Lispector
enjoyed telling people that she wrote with a typewriter on her lap: “uso
uma magquina de escrever portdiil Olympia que € leve bastante para o
meu estranho hibito: o de escrever com a méquina no colo” (19995, 69);
(“T use a portable Olympia typewriter that i light enough for my strange
habit: writing with the machine on my lap™) (1992, 94). The image that
comes to mind is that of a person cradling language itself by means of a
desire to keep the typewriter close to her body. Itis as if the act of writing
were nothing but the fruit of a corporeal vibration that emerges from the
hitting of the typewriter’s keys while it lies in the lap of a woman. In this
Jjoining, language as the result of structured conventions associated with
a pairiarchal society no longer has importance; rather, what matters is
“lalangue,” the complex and resonant expression of “it.” In this context,
what matters rests in one's lap, and there s no longer any referential
dominion over the signified. As [ have explained up to this point, the
relation that Lispector maintained with her typewriter finds itself situ-
ated and expressed through many forms of representation: through the
bivalent term fipewriter itself (as both machine and woman), as narra-
tives that make the father reappear through the mechanical expression
of modernity, and as a humanized being that writes not because of but
rather in spite of the human who presses its keys,

Typewriter x Voice
“= A minha intimidade? Ela € miquina de escrever” (“= My intimacy?
[t is my typewriter”). These are the words of Lispector’s final protago-
nist, Angela, in A Breath of Life. With the typewriter, “in principle it is
possible to inscribe more and different sorts of things than any voice
has ever spoken” (Kittler 1990, 212}, He later poinis out that “voice
remains the other of typescripis™ (1999, 228). This discussion, of inti-
macy, others, typescripts, and voice, is of extreme importance given that
it signifies the end of the scene that Kittler refers to as the "Mother’s
Mouth”™: “script, instead of continuing to be translation from a Mother’s
Mouth, has become an irreducible medium among media, has become
the typewriter” (1999, 199}, It is possible to return now to the image of
Joana describing the typewriter as an old mouth closing. In the episteme
of 1904}, the Mother’s Mouth has become the typezriter, and intimacy no
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longer emerges from an interior voice but rather i froduced through the
machine.

What 15 this “Mother’s Mouih™ In the discurswve field of 1800, Kii-
tler historicizes the pedagogical reforms of the educational system in the
context of the then-recent invention of the phonetic alphabet method,
no longer based on reading writien language but on speech, transmiited
through the “mouth of the mother” and trained to pronounce letters.
The phonetic method “substituted for the textuality of the book and
alphabet a Voice that neither read alowd nor imitated, but instead spon-
taneously created the pure sounds of the high idiom or mother tongue”
(1994, 53). It is in this way that the “Mother’s voice” becomes an “inner
sense.” For Kittler, with the oralization or naturalization of the alpha-
bet, “all arbitrariness disappeared in an inner sense called the Moih-
er’s voice” (29). As a consequence, in the discouwrse network of 1804,
“woman i constructed as the source of poetic language”™ (25). For this
reason, Kittler’s chapter “The Mother’s Mouth,” from Discourse Networks
TS8O0/ 1900, begins by stating: “Nature, in the discourse network of 1801,
is The Woman. Her function consisis in getting people — that is, men - to
speak” (25). On one hand, women remain “voices without writing” (and
they can only serve as authors through the adoption of a male pseud-
onym); on the other, men create poetry to honour women, nature, and
love. What is thus created s a “system of polar sexual difference” (63):
“The difference between the sexes therefore coincided in a mathemati-
cally exact way with the dichotomy between writing and authorhood on
the one hand, and with thai between the voice and motherhood on the
other. The difference allowed the Woman as the Mother’s Mouth every
right to be a Voice, but no right to have one” (66).

In contrast, “typescript amounis to the desexualization of writing, sac-
rificing its metaphysics and tarning it into word processing” (63). If in
the discourse network of 1800, the *Woman” is presenied as the source
of poetic language, in the discourse network of 190, women become
producers themselves. The second part of Kittler’s analysis, dedicated o
the episteme of 1900, begins with the chapter, “Nietzsche: Incipit Tragoe-
dia.” It begins: “When the one Mother gave way to a plurality of women,
when the alphabetization-made-flesh gave way to technological media,
and when philosophy gave way to the psychophysical or psychoanalytic
decomposition of language, Poetry also disintegrated” (177-8).

What s born, then, i “the world of dictated, typed literature - that is,
modern literature” (1999, 214) . The first expression of this new universe
belongs to Nietzsche, writing from Sik Maria, through the persona of
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Zarathustra: "Alone, crying in the wilderness, Nietzsche discovered the
material basis of any literary work and, in particular, of his own” (Kittler
1990, 180). As Kitiler goes on to argue: “Thus the classical-romantic dis-
course network ended in megalomania and desperation. A fragment, not
accidentally seis the courtly signature beneath a self-portrait of naked
despair™ (180). Here 1 reproduce Nietzsche'’s 1862 fragment, titled
“Euphorion” and signed as “F W v Nietzky, homme etudie en letires,”
(“F W Nietzky, a man knowledgeable in letters.”) It evokes a scene that
Kittler describes as “primal™:

[t is deathly still in the room — the one sound s the pen scratching across
the paper — for [love o think by writing, given that the machine that could
mmprint our thoughts ino some material without their being spoken or
written has vet o be invented. In front of me is an inkwell in which T can
drown the sorrows of my black heart, a pair of scissos 0 accustom me (o
the idea of slitting my throat, manuscripts with which I ean wipe myself, and

a chamber pot. (Quoted in Kieder 1985940, 181 )

The network of voice and Poetry disappears, and “the scratching of
the pen exposes a function that had never been described: writing in iis
materiality” (Kittler 1990, 181-2): *If something precedes its materiality,
it is only the materiality of sound itself. An isolated, early observation
by Nietzsche records the deafening noise in this still scene of writing:
‘What [ fear is not the horrible shape behind my chair but its voice:
not the words, but the frighteningly inarticulate and inhuman tone of
that shape. If only it would speak as people speak!™(183). White noise,
hums, and inarticulate tone now occupy the forefront of the writing
apparatus: “Within the realm of all sounds and words, all organisms,
white noise appears, the incessant and ineradicable background of
information. For the very channels through which information must
pass emit noise” (185).

What might be the connection between these observations and the
work of Lispector? According to Kittler, the formulation of the episteme
of 1800 had as a central characteristic the “phonetic method” of language
socialization; and “the phonetic method culminated in the description
or prescription of a new body. [...] This body has eyes and ears only in
order to be a large mouth” (1990, 33). It is here, significantly, that the
“Mothers Mouth” gives way to the ears: “The frightening, inarticulate
tone that Nietzsche heard behind his back hums in the ears themselves”
(184). In Nietszche’s dithyramb, “Ariadne’s Lament,” Dionysus acts asa
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“typewriter myth,” according to Kitiler. In responding to Ariadne, “the
god speaks and thus materializes the logic of media®™ (196):

Be wise, Anadne! ..

You have small ears, vou have my cars:

stick a wise word in! -

Must we not first hate each other, if we are 1o love one another .

I ame yoeer ladyrindhe . (OQuoted in Kider THMY, 198)

Ariadne’s tiny ears will not receive, as Kittler puts it, the wise word in
the form of elegies, monologues, or epiphanies; however, she does hear
in the form of dictation: *Nietzsche, who was proud of his small ears just
as Mallarmeé was proud of his satyr’s ears, thus wrote the program of his
program. [...] itis a diciated word. Nietzsche as lyric poet, or “How 1o
Write Poetry with a Hammer™ {198).

Lispector, Onomatopoeia, and Silence

In the case of Lispector, the ear grows, in accornd with the image explored
in the previous chapier. As [ understand it, the “dead” ear of Near fo the
Wild Heart (and so for the rest of Lispector’s osuwre) represents, on the
one hand, the loss of the maternal voice; on the other, it points to the
expansion of audition, since even though the ear is lifeless it can none-
theless hear. In the end, the dead ear represents the end of a voice and
the beginning of listening. The voice that comes toits end is a particular
one: the Romantic voice understood as an expression of Truth, Spirit,
and Soul. What meetis 1is end i1s the voice as an ideal, a transmiiter of
signifiers. What remains is the audition of the dlack-clack-clade of the type-
writer keys, the #in-dlen of the clock, the zzzz of silence that a listening
ear picks up - that this ear hears. What also remains i the language of
“lalande.” onomatopoeic inscription, the marking down of sounds. Tt is
true that Lispector affirms more than once the importance of voice in
writing, but this voice is no longer that of expression: it is, instead, a voice
of impression. The word will be for Lispector a kind of Ture for drawing
in and registering the notsaid of animals, planis, and flowers; itis for this
reason, oo, that her writing will be associated with witcheraft and magic.
What comes to be within the new episteme of the typewriter is automatic
and “blind” writing, a listening to the unconscious, a privileging of chil-
dren’s speech, dictation, the typewriter bundled up in the lap of the
typist. What is born here is the woman as author, a woman armed with a
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dexterity acquired in piano class. What remains is writing orphaned by
the dissolution of authority.

There s a question that s common to many of Lispector’s readers:
how is it that she manages to write in this way? How is she able to write
with such freedom of impression? Her writing is at once deeply personal
and detached, biographical and cosmogonic, feminist and animal, femi-
nine and mechanical. For this reason, Heléne Cixous sings Lispector’s
praises, wishing thatall women should write like her, as if she had opened
upa portal in Rio de Janeiro through which all women could pass — their
typewriters in tow —and gain access to the “it,” the impersonal, the neuter
gender.

At thesame time that Lispectorworks within the sphere of the “natureza
intima das coisas” (“intimate nature of things”), her work alo produces
a dizeying proliferation of techniques: “E esta € uma festa de palavras.
Escrevo em signos que sio mais um gesto que voz” (“And this is a feast
of words. [ write in signs that are more a gesture than voice”) '[E-i; 17).
Just a few lines after this statement, however, the narrator of Agua Viva
claims the following in the context of explaining her shift from painting
to writing: “Tenho wmavoz” (] have a voice”). This voice is not what one
might think it is; it is a voice of breathing and of the signifier rather than
the signified: "0 mundo nio tem ordem visivel e eusd tenho a ordem da
respiracio. Deixo-me acontecer” (“The world has no visible order and
all I have is the order of my breath. [ let myself happen”™). The voice is
now the voice of the world iself: "Eu me ultrapasso abdicando de mim e
entio sou o mundo: sigo a voz do mundo, en mesma de sibito com voz
unica. O mundo: wm emaranhado de fios teleféricos em erncamenio”™ (1
surpass myself abdicating myself and am therefore the world: T follow
the voice of the world, I myself suddenly with a unique voice. The world:
a tangle of bristling telephone wires”) (24; 18). In this way, "o erotismo
proprio do que € vivo estd espalhado no ar, no mar, nas plantas, em nos,
espalhado na veeméncia de minha voz, eu te escrevo com minha voz”
(“The eroticism that belongs to whatever is living is scattered in the air,
in the sea, in the planis, in us, scattered in the vehemence of my voice, 1
write you with my voice”) (40: 34). Lispector goes on to write:

Ha wm som que de longe fae: psin! psin! [ ] Nenhwm homem da terra
poderia ouvillo sem enlouguecer ¢ comecar a soric para sempre, [ ] E o
ser feminino estendido na praim nao pensa. Um novo personagem atmavessa
a planicie deserta e desaparcee mancando, Ouvese: psing psin! E chamase

ninguém, (91-2)
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[There’s a sound in the distance going: psst, psst! L] No man on earth
could hear it without going mad and stating to smile forever, [L. ] And the
feminine being stretched out on the beach s’ thinking, A new character
crosses the deserted plain and disappears limping, You hear: psst; psst! And

noone is called.) (B7-8).
Hearing in the Loud Object

In the following passage of :{gm: Viva, the act of listening to the scarcely
articulated song of the housekeeper relates audition to an anonymous
mode of composition without authorship (or authority), since it is based
solely on the reception of sound:

Ontem en estava tomando café ¢ ouvi a empregada na area de servico a
pendurar roupa na corda e a cantar wima melodi sem palavms, Espécie de
cantilena extremamente plangente, Pergunter-lhe de quem era a cancao
e cla responden: ¢ bobagem minha mesmo, nao ¢ de ninguém, Sin, o
que te escrevo nao ¢ de ninguéim,. E essa liberdade de ninguém & muito

perigosa, (83)

(Yesterday [ was drinking coffee and heard the maid in the laundry room
hanging up clothes and singing a melody without words, A Kind of extremely
monrnful dirge. Tasked her whose song it was, and she replied: it's just my
own nonsense, s nobody’s, Yes, what inowriting vou is nobody’s, And this

nobody’s freedom s very dangerous. ) ( 7h-h0)

The comparison with the housekeeper’s song, which belongs to no
one in particular and yet wholly to her - that is, it has no authorial inten-
tionality — reveals that the narrator’s writing s likewise the result of her
proximity to the sounds that come from the depths of her house, from
the service area, and from her personal relationship with her domestic
help. It s also through them, by extension, that the narrator connects
with the poor and the dispossessed. The (absent) presence of the house-
keeper would come to be absolutely fundamental in The Passion Aecord-
ing to G.H. (1964), and it finds even further elaboration in Macabéa,
the poor Northeastern Brazilian immigrant at the centre of The Howr of
the Star (1977). The houwsekeeper’s song, at once anonymous and per-
sonal, forms part of the deep and sonorous well of popular Brazilian
music that consistently accompanies Lispector’s literary work. It is also
linked to other sources of music that shape Lispector’s writing: classical
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European music as well as more recent experimenis inatonal and twebe-
tone compositions,

What matiers most for the present study is that Lispector seems to
believe in the possibility of arriving at a state of “lowd objectivity” through
hearing. In her writing, one consistently finds direct references to audi-
tory composition and reception capable of hearing the text. In this way,
the words enunciated by the narrator are chosen according to their
sound, independent from the semantic meaning that they carry: *Meu
corpo incognito te diz dinossauros, ictiossauros e plessiossauros, com
sentido apenas anditivo” (*My secret body tells you: dinosaurs, ichthyo-
saurs, and plesiosaurs, meaning nothing but their sound™) (12; 6). [t is
the sense of audition that finds itself privileged and carries the weight of
onomatopoeic writing, the same sense with which Lispector initiates her
writing career in 1943, and it i this sense that finds perhaps its clearest
expression in yet another passage from Agua Viva:

Entendeane: escrevode wimaonomatopéia, convulao dalinguagem, Trnsmito-
te o vima histora mes apenss pakaveas que vivem do som, Digo-te assim:
Tronco luxurioso.”
E anhome nele. Ele estd ligado d iz que penetra em nds na terra,
Tudo o que te escrevo & tenso, Uso palaveas sol@s que sao em st mesimas wm
dardo livee: “selvagens, barlaros, nobres decadentes e marginais.” Isio e

diz alguma cosa? A mim fala, (27-8)

[ Understand me: T write vou an onomatopoea, convalion of language. P'm
not ransmiting o vou a story but just words that Tive from sound. T speak
to vou thus: “Lustful tronk.” And T bathe within i Teis linked o the oot
that penewates inside us into the earth, All that Dwrite vou is g, T ose sty
wonds that are in themselves a free dare: savages, larbarans, decadent noble-

men and gangsters, Does that mean anything w vou? lespeaks o me ) (21)

Language in a state of convukion is precisely Lispector’s definition of
onomatopoeia: “words that live from sound” and not their referential
connection to a story. “Lustful trunk” not only corresponds to a specific
referent but also signifies through its ideophonic vocality. Her technique
calls ako for the use of “loose words” (“palavras soltas”) as in a sequence
of words that, even if aleatory, reveal the proximity of her writing to a
whole tradition of creators made up of “selvagens, birbaros, nobres
decadentes e marginais™ (“savages, barbarians, decadent noblemen, and

gangsiers”) (27-8; 20).
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It follows that the manner in which one feels silence matters a great
deal for Lispector’s poetics and will thus find expression through a num-
ber of different linguistic formulae: “Encarno-me nas frases voluptuosas
e ininteligiveis que se enovelam para além das palavras. E um siléncio se
evola sutil do entrechoque das frases” (*] incarnate myself in the volup-
tuous and unintelligible phrases that tangle up beyond the words. And a
silence rises subtly from the knock of the phrases™) (21:15). On another
occasion, Lispector asks her readers the following: "Ouve-me, ouve o
siléncio. O que eu te falo nunca € o que te falo e sim outra coisa. Capia
es5a CoBa que me escapa e no enianto vivo dela e estou a tona de bril-
hante escuridao” (“Listen to me, listen to the silence. What [ say to you is
never what I say to you but something ele instead. [t captures the thing
that escapes me and yet [ live from it and am above ashining darkness”)
(14:8). She goes on o warn her readers: “E euvivo de lado = Tugar onde
a luz central ndo me cresta. E falo bem baixo para que os ouvidos sejam
obrigados a ficar atentos e a me owir” (“And [live o the side - a place
where the central light doesn™t burn me. And [ speak quietly so that ears
have to pay attention and hear me”) (70; 63). She continues:

Ohve apenas superficialmente o que digo e da falia de sentido nascerd wm
sentido como de mim nasce inexplicavelmente vida alia e leve, A densa
selva de palavias envolve espessamente o gque sinto e vivo, e transfonna
tudo o que sou em alguma cosa minha que fica fora de mim, A nataresa
¢ envolvente: ela me enovela toda e & sexualmente viva, apenas isto: viva,
Também en eston truculenunente viva — ¢ lambo o men focinho como o

tigre depois de ter devorado o veado, (25)

(Listen only superficially o what I say and from the ek of meaning a
meaning will be born as from me a high and light Life s inexplicably born.
The dense jungle of words thickly envelops what T feel and live, and tans-
forms evervihing [ am into some thing of mine that remains outside me,
Nature is enveloping: it entangles me entirely and s sexually alive, just that:
alive, T wo am ferociously alive — and [ lick my snont like a tiger who has just

devoured a deec ) (18).

Guoing even further, she requires God himself to serve as her attentive
listener:

Nao vou morrer, ouviu, Deus? Nao tenho coragem, ouvin? Nao me maie,

ouvin? Porgue & wma infimia nascer para mormer nao se sabe gquando nem
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onde, Vou ficar muito alegre, ouviun? Como resposta, como insulio, Uma
coa e gamnko: nds nao somos culpados. E oprecso entender enguanto

estou viva, ouviu? porgue depois set arde demais, (94)

(Tm not going to die, vou hear, God? T don’t bave the courage, vou hear?
Don’t kill me, you hear? Becawse it's a disgrace to be born in order o die
without knowing when or where, I'im going to sty very happy, vou hear?
As a reply, as an insult. [ guarantee one thing: we are not gailiy, And T have
to understand while 'm alive, vou hear? becanse afterwards it will be oo

late) (BR).

If writing is an entrance into the “heart of death,” and the abyss of
silence for its readers, it is, at the same time, an “unlimited silent field”
in which she, like Icarus, “unfold[s] her wings: free to live,” for, in that
place, something vibrates: what she refers to as “it.” The following pas-
sage clarifies this movemeni:

Minha vor ca no abismo de weu siléncio, Ta me 1és em silencio, Mas nesse
ilimitado campo mudo desdobro as asas, livee para viver, Entao aceito o
pior e entro no amago da morte e pam isto eston viva, O amago sensivel, E

vibira-ine esse it (56)

(My voice falls into the albwss of vour silence. You mead me in silence, But
in this unlimited silent feld T oanfurl my wings, free o live, 5o Taccept the
worst and enter the core of death and that s why U'm alive, The feeling core,

And that it makes me quiver ) (49).

From here one comprehends better the working title for .s{gm: Viva:
“Objeto Gritante,” “Loud Object.” The conformity with the death of
voice in writing i what makes Lispector search to create a writing by
ear, that is, a writing elaborated as if it were a speech occurring here
and now, to be heard in writing, and in a book that also calls out, “[e]
screvo por profundamente querer falar. Embora escrever so estefa me
dando a grande medida do siléncio” (1 write becawse [ so deeply want
to speak. Though writing only gives me the full measure of silence”)
(12-13; 6). Unlike the symbolic order in which speech determines the
place of the Law, here the symbolic order of the fipavriter (as both woman
and machine) i a partner to silence, for whom constant reverberation is
more important than the original sound, and the object of desire more
relevant than the Law. The affirmation of silence in Lispector’s writing
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is paradoxically populated with sound, or as she puts it in Mear to the Wild
Heard: "Osiléncio, porque essa miisica seria a necessiria, a dnica possivel,
projecio vibrante da matéria” (*Silence, because this music would be the
necessary, the only possible, vibrant projection of matter”™) (83; 75).

Hearing is what brings humans close to the animal because it is this
that tears us from articulated human speech; the ear is an organ of sono-
rous alimentation, the organ most like an antenna designed to capture
signals. It is where we are most offier insofar as we cease enunciating in
order o receive what comes to us from ouiside, in echoes and reverbera-
tions, and from inside as pulsations, as Lispector points out in .J{gvm Viva:
“Eu € que eston escutando o assobio no escuro. Eu que sou doente da
condicio humana. Eun me revolto: nio quero mais ser gente” (“l am the
one listening to the whistling in the dark. I who am sick with the human
condition. I revolt: I no longer want to be a person”) (93:85). The listen-
ing ear and the typewriter valorize in this way a state of receptivity that
broadens and connects writing (which remains mute) to the vegetable
and animal world, the world of objects: *S6 uma dogura me possui: a
conivéncia com o mundo” (*Asingle sweeiness possesses me: complicity
with the world™) (36 33). She goes on to write: "As vezes eletrizo-me ao
ver bicho. Estou agora owindo o grito ancestral dentro de mim: parece
que ndo sel quem € mais a criatura, se eu ou o bicho. E confundo-me
toda. Fico ao que parece com medo de encarar instintos abafados que
diante do bicho sou obrigada a assumir” (*Sometimes [ get elecirified
when [ see animak. ['m now hearing the ancestral cry within me: I no
longer seem to know who is the creature, the animal or me. And [ getall
confused. It seems I get scared of facing up o stifled instincis that I'm
forced to acknowledge in the presence of the animal™) (49; 42).

Thus, the dead-yet-listening ear and the typewriter together allego-
rize the paradoxical relationship between sound and silence in Lispec-
tor's writing. The silence of writing and the links between writing and
silence, central themes in Lispector’s work, would thus have a kind of
allegorical and formational figure in that ear “grande, corde-rosa, e
morta” together with the typewriter” It is no longer a matter of a “first”
or originating voice but rather the echo of a voice never before listened
to. Lispector’s reader thus arrives finally at the echo, and at a form of
u-.:l'il.ing that functions as an “echopoetics.” In articulating this poetics, in
Agua Viva Lispector argues as follows:

Ouero mmbém e dizer que depois da liberdade do estado de graca -

bém acontece a liberdade da imaginacio, Agora mesmo estou livee,
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E acima da liberda aciima de certo varo crio ondas musicas calins-

simas ¢ repetidas, A louoira do invento livee, Quer ver comigo? Pasagem
onde se passa essa misica? ar, @los verdes, o mar estendido, siléncio de
domingo de manha, Um homem fino de wn o pé 0 e wm grande olho
transparcnte no meio da tesi, Um oente feminino se aprosima engati-
nhando, diz com vor que parcee vie de oubm espaco, voz que S e comtg

frrimeei v vos mias e eco de wma e primeira gue e se ouvte, (91, my emphasis)

(Twant to tell vou that afier the iberty of the state of grace there occurs the
liberty of imagination. Right now [an free,

And above liberty, above a ceain void [ create very calim and repeated
musical waves, The madness of free invention, Do you want to see it with
me? Landscape where this music happens? ain green stems, the spread-out
sea, silence of a Sunday morning. A feminine entity slinks up on all fours,
savs ina voice that seems o come from another space, vedce thal sourds mol
like the first voice bl i echo of o primary voice Bhald was wever beard ) (83, my

emphasis)
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6 The Echopoetics of G.H.

Escuta, dimnte da barata viva, a pior descobert foi a de que o mundo nao ¢

humano, e de gue nao somos humanos,

(Listen, faced with the living cockroach, the worst discovery was that the world
s not human, and that we ae not human}

Lispector, The Passion According to G,
Mao ha ser, tndo & mudanca, ecos, revérberns, cimbios perpétuos .

(Then i no being: all s change, echoes, reverberations, perpetual mutations )

Leminski, Metaformose

In the present chapter, [ offer the term echopodtics as a way of concepiu-
alizing the reverberations of sound and silence in Lispector’s signature
novel, The Passion According to G.H. (first published in 19645 From
the start, this implies a focused consideration of the mythical figure of
Echo, a (feminine) personification of the effects of sonorous reverbera-
tion. Just as Ovid's nymph loses her bodily form and is transformed
into pure resonance and repetition, Lispector’s first-person narrator in
The Pasgsion similarly loses her "montagem humana” (“*human setup”)
upon entering her former maid’s room (4). Within this room, which
she describes as an “estdmago vazio” (“empty stomach”), the narra-
tor ingests living (insect) matter and is transformed into an echo for
the silent, wild vibrations that fill the room. Instead of narcissistic
identity (selfcentred, egotistic, and authorial = *T burn with love for
my own self.,” cries Narcissus in Ovid’s text [1993, 96]), Echo offers
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1532 Writing by Ear

a differential repetition of a resonant, responsive, and auditory non-
identity, a diapasonsubject.”

In literary terms, an echopoetics requires one to rethink the notion
of uitterance, authorship, and, by extension, authority and originality.
This is so0 because those who echo always come after (in all senses of the
term) those who first enunciate. Seen this way, authorship through echo
canrightly be considered a contradiction of sorts, and it is Lispector who
allows us to “push forward” beyond this impasse. Put simply, the narrator
G.H. wishes to act as someone who only reproduces sound. Nonetheless
(and this i the key point of my proposed reading), unlike her mythi-
cal predecessor, GH. seeks to reproduce wude sounds, a difference that
makes her poetics — her writing — even closer to the ear, framed as an
organ open to receive vibrations. In the repetition and reverberations of
an echopoetics (here the rewriting of Plaio’s cave should not be far from
our minds), the one who speaks is a listener; thatis, the one who speaks is
always an Other who resonates. Echo is s /he who speaks from a rece pive
rather than authorial footing, just as Lispector writes as one who hears,

In_fust Gaming, the transcript of an interview with Jean-Loup Thébaud
(Lyotard and Thébaud 1985}, Jean-Francois Lyotard distinguishes
between three types of language game: the first, dominated by the
implied speaker of Western philosophy, is what he calls the "Parmenides
game”; the second, built around the lisiener, is the "Moses game™; and
the third, in which the position of speaker is occupied by the addressee,
who speaks as one who hears, is the "Pagan game” (pagan being a term
that for Lyotard is synonymous with postmodernism). In the first game,
one speaks, enunciates, and generally holds forth with a voice of author-
ity, and knowledge is in this way transmitted to disciples. In the second,
one hears an utterance and must simply obey, since there is as yet no
Jjustification that might explain what one is to do beyond a command "o
be just.” In the third game, one speaks by listening in such a way that the
authorial footing remains vacant, and the addressee speaks through what
s/ he receives without ever assuming a position of authority or building
on earlier prescriptions. The second and the third games are similar
in that they privilege listening, but they also differ in that the second
assumes the presence of a single God and the third assumes a divine
array. The result of this difference is a form of justice considered in the
second case to be universal, and, in the third, multiplicitous. If Lyotard’s
second game is explicitly linked to Judaism, the third comes much closer
to Amerindian thought and culture, as reflecied in the narratives of the
Kashinawi, which Lyotard cites directly.
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Following Lyotard’s formulation, one can righily say that Lispector
finds herself working somewhere between the second and third games.
We have seen already how the Eastern European Jewish culture in which
Lispector was raised can be thought of through the ear, above all given
her exposure to spoken Yiddish as a child, and through her troubled
link to the maternal voice (i.e., the tragic story of her gestation and the
subsequent death of her mother), which finds itself commented on in
many of Lispector’s texis. At the same time, it is possible to approach
Lispector’s poetics of echo from the perspective of echolalia and notions
of metamorphosis common to Amerindian thought. To develop these
ideas would require another book altogether; however, it is worth at least
making mention of the fact that the poetics of listening and an echopo-
etics can at the very least make a contribution to the philosophy of anii-
Narcissus as it has been framed by the Brazilian anthropologist Eduardo
Viveiros de Casiro (2009),

To begin, it makes sense to situate Lispector’s fine-tuned ear in the
interstices of the last two games laid out by Lyotard - that of her silenced
Judaism (in this sense, it is inherently even more auditory for being
unspoken and only manifested between the lines of her work, as aca-
demic critics frequently point out) and that of her life spent in Brazil
And what does Brazilmean? Here [ understand 1t as an enormous, conti-
nental ear in which Indigenous, cabocl, and African sonorities, oralities,
and auralities resonate like the drums and Afro-Brazilian imagery that
Lispector incorporates into and cites in her fiction. Of particular impor-
tance are Indigenows languages, echolalias, and metamorphoses, in spite
of {or perhaps because of) these being the almost constant target of
harassment and attack in the Brazil in which Lispector lived and worked.

Returning to Lyotard and Thébaud, it is worth citing all of what they
have to say about the "pagan game,” given its importance for my theoriza-
tion of echopoetics:

Forus, a linguage s first and foremost someone @alking, But there are lan-
guage games in which the important thing & w listen, in which the rule
deals with andition. Such a game s the game of the just. And o this game,
one speaks only inmmuch as one listens: that s, one speaks as a lisiener
and not as an author, It s a game without an author In the sane way as
the speculative game of the West s a gane without a listener, because the
only listener tolerated by the speculative philosopher s the disciple. Well,
what i a disciple? Someone who can become an author, who will be able

to take the master’s place . One of the basic rules [of the listening game|
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i5 indeed that the position of sender must remain empty, No one may put

hemelf or himself there; no one may be the authority, { 71-2)

Lyotard’s point is crucial to describe what a poetics of echo might be
insofar as Echo herself represents the impossibility of occupying the posi-
tion of speaker fauthor, since she is capable only of sending back what
she receives, repeating portions of utterances for which she is not ulii-
mately responsible. Echo cannot occupy the position of authorship, and
in my reading, G.H is similarly afflicted. What | propose in this chapter is
to follow and to describe the figurations of Lispector’s echopoetics in The
Fassion” Tbegin with a few words regarding the context of its publication
before briefly reviewing the novel’s plot. I then move on to the novel’s
diverse configurations of listening and echo.

The Passion

The Passion is Lispector’s fifth novel. It was published in 1964, and the
seismic shift that it caused in Brazilian literature was accompanied by
dramatic changes in the social and political spheres. Although it was writ-
ten at the end of 1963, the novel was released shortly after the March
31, 1964 military coup that closed off Brazilian democracy for over two
decades (although the full repressive force of the new regime would not
be felt until 1968). The political wreckage and countless personal trau-
mas of this period, which have still been only very poorly digested in Bra-
zil, continue to return as phantasms that haunt and torment the country.
Lispector’s novel, which she hoped might be read by “pessoas de alma
ja formada” ("people whose soub are already formed”), shows a kind of
prescience in that it responds to the farces and fictions of history (which
Brazilians would come to know first-hand in the yvears between 1964 and
1985) with the highest level of sophistication and subitlety.

[ intentionally use the terms fare and fiction here to describe history
because both are squarely situated within the semantic range of the term
Sfingere, a Latin term that brings together the Greek words poeisis and
mimesis and which serves as the creative kernel of Ovid’s Maamorflhoses, a
work that itself serves in turn as the comparative backdrop for my read-
ing of The Passion. The first sense of fingereis “to give form,” or “to create
from chaos” as in the biblical narrative of creation. From this broader
sense, at once divine and diabolical, fingew also refers to the conceit of
imitation, of artistic representation, and from there even to a sense of
deceit and feigning. The question for G.H. as a narrator is essentially
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how to give narrative form to an occurrence that rests beyond the range
of semantico-referential language. Speaking of Ovid, RKarlheinz Stierle
(2006) has argued: “For the formation of the consciousness of fiction
in modern literature, no work has been as important as The Metamorfho-
sex, which are in themselves like the fiction of fictions” (12). The meta-
morphosis that takes place in The Passion & not, however, like that of
Gregor Samsa in Kafka's book: if in Prague there is a transformation of
a4 man into an insect, in Lispector’s Rio de Janeiro the transformation
is multiple exactly because it is incomplete, a mere potentiality. In this
way it is perhaps closer to the notion of *becoming” in the sense that
Gilles Deleuze and Félix Guattari have given it, or the notion of infensity
as Lyotard employs the term.' I use the term metamorphosis, however, as
much to call attention to the workings of “forms undergoing change”
as to emphasize the link between the form of Ovid's work, the sense of
Sfingereas a way to agree with the terms, and the metamorphic metaphors
present in the novel itself and in its unfolding. With respect to Kafka’s
Metamorphosis there is yet another difference: one of Samsa’s traits when
he becomes an insect is that he loses the capacity for human speech
and assumes the indecipherable voice of an animal.” For G.H., as we will
see, it is not simply voice (human or otherwise) that is in question: her
proximity to the animal, to the insect, and to the world & given through
muteness and silence in such a way that she is reduced 1o the faculty of
hearing, which brings us necessarily to the space of receptive listening,

The Metamorphoses in G.H.

The Passion 5 a narrative thai revolves around a transformation, or rather
several transformations, that are at once spatio-temporal and formal in
nature. [tis a narrative about a metamorphosis that occurs afier anunex-
pected encounter in the back bedr{x{m of the narrator’s Rio de Janeiro
apariment. As G.H. herself puts it: "E uma metamorfose em que perco
tudo o que eu tinha, e o que eu tinha era eu = 56 tenho o que sou” (*It’s
a metamorphosis in which [ lose everything [ had, and what [ had was
me = [ only have what [ am™) (67; 63). It is this intense process that forms
the material for the narrative that G.H. decides to compose the following
day: “Ontem, no entanto, perdi durante horas e horas a minha mon-
tagem humana” (“Yesterday however [ lost my human setup for hours
and hours™) (12; 4). The same idea is then repeated: "Fico 1o assustada
quando percebo que durante horas perdi minha formacio humana™ ("]
get so scared when [ realize 1 lost my human form for several hours”)
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(14: 6). This matier of montagem or formagdo s key for Lispector, and it
links her ontological inquiry directly to the question of language and
speech. For now, in order not to remain undelineated by her experience
in the maid’s former room, G.H. must give some manner of narrative
form to what happened to her. But how to narrate through language
the experience of losing one’s humanity when language is precisely that
which & surrendered when one is separated from one’s human setup
or formation? Lispector’s entire novel revolves around this back-and-
forth between saying and unsaying, given that words cannot adequately
express 2 mode of life beyond or anterior to them. As G.H. herself frames
her (impossible) narrative project: “Serd preciso coragem para fazer o
que vou fazer: dizer. E me arriscar 4 enorme surpresa que sentirei com a
pobreza da coisa dita. Mal a direi, e terei que acrescentar: ndo € sso, nio
€ isso!” (" shall need courage to do what I'm about to do: speak. And
risk the enormous surprise [ shall feel at the poverty of the spoken thing.
As spon as it's out of my mouth, I'll have o add: that’s not it, that’s not
it!") (20: 11). For G.H., words cannot recount the experience one has
with living matter: “Mas que abismo entre a palavra e o que ela tentava,
que abismo enire a palavra amor € 0 aMor que Nao [em sequer sen-
tido humano — porque = porque amor € a matéria viva, Amor € a maie-
ria vivaz" (“But what an abyss between the word and what it attempied,
what an abyss between the word bwe and the love that doesn’t even make
human sense —because — because love is living matier. Love is living mat-
ter?”) (67; 63). She needs o give form to her experience by narrating it,
in spite of the fact that, as she admiis, “viver nio € relativel” ["life cannot
be retold™) (21; 12). To aid in her difficuli task, she decides to narraie
her experience to an imaginary reader, one who is with her and holding
her hand. Similar to the image of a detached ear in Near to the Wild Heari,
here Lispector offers her reader anamputated hand: *Por enquanto pre-
Cis0 segurar esta tua mio — mesmo que ndo consiga inventar teu rosto e
teus olhos e tua boca, Mas embora decepada, esta mio nio me assusta”
(“For now [ must hold this hand of yours = though I can™t invent your face
and your eyes and your mouth. Yet even if amputated, that hand doesn’t
scare me”) (18; 107,

The Plot According to G.H.

What happened the day before? G.H (these initials are customarily read
as “género humano” (*human genus”), which is unmistakably ironic
given that a departure from humanity is at the centre of her experience),
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The Echopoctics of G 137

lives on the top floor of a thirteen-story building in the Copacabana
neighbourhood of Rio de Janeiro. Janair, her live-in maid, has left the day
before, and G.H. decides o clean the service quarlers."The walk from the
living room to the service quarters is the inaugural moment of a process
of selfFfimmersion: "0 prazer sempre interdito de armmar uma casa me
era tdo grande que, ainda quando sentada & mesa, eu ji comecara a ter
prazer no mero planejar. Olhara o apartamento: por onde comecaria?
E também para que depois, na sétima hora como no sétimo dia, ficasse
livre para descansar e ter um resto de dia de calma” (*The always for-
bidden pleasure of arranging a house was so great that, stll sitting at
the table, I was already savoring the feeling in the mere planning of it.
[ looked around the apartment: where would I begin? And also so that
afterward, in the seventh hour as on the seventh day, [ would be free o
rest and enjoy the calm remainder of the day™) (33-4; 25-6). The short
walk within the interior of her apartiment becomes a kind of metaphor
for the myth of creation, considering that the seventh day or the seventh
hour represents a moment of rest. In the short walk that G.H. takes from
the living room through the hallway and then into the service quarters,
the apartment assumes the condition of a world resignified, recreated,
which in turn signifies a process of resignification and recreation of G.H.
herself. Not only does she undergo a metamorphosis but the entire space
of her apartment undergoes a transformation, becoming one thing, and
then another, and then another.

The space of the building becomes a space of gorges and canyons,
but it is also a mountain and a minaret: *0 quarto parecia estar em nivel
incomparavelmente acima do proprio apartamenio. Como um minarete,
Comecara enido a minha primeira impressio de minarete, solto acima
de uma extensao ilimitada” (“The room seemed o be on a level incom-
parably higher than the apartment iiself. Like a minaret. So began my
first impression of a minaret, free above a limitless expanse™) (38; 30).
Entering the room, however, the narrator finds herself faced with figures
drawn with black charcoal on the white wall; she recognizes the form of
a man, a woman, and a dog: “Na parede caiada, contigna i porta- e por
isso eu ainda ndo o tinha visto — estava quase em tamanho natural o con-
torno a carvao de um homem nu, de uma mulher nua, e de um cio que
era mais nu do que um cio” (“On the whitewashed wall, beside the door
—and that’s why [ hadn’t seen it — were nearly lifesized charcoal outlines
of a naked man, a naked woman, and a dog thatwas more naked than a
dog™) (38-0; 30=1). Upon opening the door to the wardrobe, she sees a
plump, okl cockroach attempt to make its exit. With a quick movement,
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she slams the door on the insect, smashing it but not killing it entirely:
“Mas deixara-a viva. Viva e olhando para mim. Desviei rapidamente os
olhos, em repulsa violenta” (“But I'd left it alive. Alive and looking at me.
[ quickly averted my eyes, with violent revulsion™) (54; 47). She is about
to slam the door again, and it is then that she sees the cockroach’s face:

Mas foi entao que via cara da barata, [L.] Era wma cara sem contorno, As
antenas samm em bigodes dos lados da boca, A boca mamrom era bem deli-
neada, O finos e longos bigodes mesmomsse lentos ¢ secos, Sens olbos pre-
tos facetados olhavam, Em wna barata 3o velha como wm peise fossil mdo,
Era wma barata go velba como salamandras e quimers e grifos e leviagas,

El era antga comowma lenda, Olhei a boca: B estava a boca real. (55)

{ But that was when [ saw the roach’s face, [ .. ] It was a face without a con-
tour. The antennae stuck out in whiskers on either side of s mouath. Dis
brown mouth was well-drawn, The long and slender whiskers were moving
slow and dry, I's black faceted eves were looking, [twasa cockroach as old as
a fossilized fish. It was a cockroach as old @ salbvmanders and chimers and
griffins and leviathans, [t was as ancient as a legend, Tlooked at ies mouth:

there was the real mouth.) (48}

The roach assumes diverse forms, from that of a fossil to that of a myth-
ical creature. Upon observing the smashed roach there begins for GH. a
process of identification and a simultaneous loss and discovery of herself
in the other: “E que eu olhara a barata viva e nela descobria a identidade
de minha vida mais profunda” ("Because I'd looked at the living roach
and was discovering inside it the identity of my deepest life”) (57; 51-2).
The entire novel then revolves around thatencounter uniil, almosi at the
end of the narrative, G.H. finally ingesis some of the milky hemolymph
seeping out of the dying cockroach. Before this, however, she feels nau-
sea and vomiis, her nawsea only dissipating when she decides to ingest
part of the “impure” or “unclean” animal.” G.H. feels then like a litile
girl, and she commiis the act by which she transgresses her limits: “Teria
fue Ser assim, como uma menina que esiava sem querer alegre, que eu
ia comer a massa da barata” (Tt woukd have o be this way, like a girl
who was unintentionally happy, that I would eat the paste of the roach”)
(166: 173). It is not by chance that the segment of the book { The Passion
has no chapters, but it i divided inlﬂ’lhirl}r-ﬁix segments) in which this
intake occurs begins with the phrase "E que ndo contei tudo” (*Because [
haven't told everything™) (163;171). And in fact the narrator never does
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“tell everything,” as the scene of actual ingestion & not described. We are
only informed that soon after eating some of the cockroach’s fluid, G.H.
feels dizzy:

Mas cu sabia, antes mesmo de pensar, que, engquanto me ausentara na ver-
tigem, “alguma coisa se tinha feiro.” [L] E tinha medo de olbar para a
barata — gque agora devia ter menos massa branca sobre o dorso opaco
Eu tinhavergonha de me ter tomado vertiginosa e inconscien e para fazrer

aquilo que nunca mais eu @ saber como tinha feivo, (166)

[(But I knew, even before thinking, that, while I ook leave of myselfin the
dizriness, “something had been done.” [_] And [ was afraid of looking at
the roach —which now should have less white paste upon its opague back
I was ashamed of having gone dieey and unconscions in order o do somee-

thing that I would neveragain know how [ had done. ) (174)

The segment ends with the following reflection, which is subsequently
developed over the three final segmenis of the novel: “E, como quem
volta de uma viagem, voltel a me sentar quieta na cama. Eu que pensara
que 4 maior prova de transmutacio de mim em mim mesma seria botar
na boca a massa branca da barata, E que assim me aproximaria do ...
divino? do que € real? O divino para mim € o real” (“And, like someone
returning from a journey, [ returned to sitting quietly on the bed. [ who
had thought that the best proof of the transmutation of me into myself
would be putting the white paste of the roach in my mouth. And that that
way [ would draw near to whatever is ... divine? o whatever is real? The
dvine for me s whatever is real™) (167; 175).

Life Itselfs Me (A Vida Se Me E)

What does the “transmutation of me into myself” mean? It is worth con-
sidering that the space between “me” and “myself” i precisely the space
of echo, a repetition of the same that is also always a difference. Coming
back o Jean-Luc Nancy (2007), this is the space of a “resonant subject, an
intensive spacing of a rebound that does not end in any return toselfwith-
out immediately relaunching, as an echo, a call to the same self” (21-2).
In The Passion, the duplication of the pronouns me /myself is repeated in
the final phrase of the novel, when the Portuguese personal pronoun e
is linked, in a verystrange and uncommon way, to the reflexive pronoun
sz “Aovida se me €7 (189). This phrase is basically untranslatable. How
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might one even begin to translate this complex phrase, which summa-
rizes the transmutative process that is the book itself? Ronald W, Sousa,
the novel’s first translator into English, has rendered it *Life is itself for
me,"” while Idra Novey offers “Life just is for me.” Chris Daniels (Daniels
and Johnson 2006), who is also a translator of Fernando Pessoa (the poet
who multiplied itself in several personae) , offers a critique of the first solu-
tion and a more radical alternative:

Am I o suppose that A vida se me &7 — a very sirange, “untranskable”
sentence characterized by a confusing, ungrammatical use of eflexive
pronouns with a verb of being - should be wanslawd s “Life is iself for
me,” which s a grossly exegetical domestcation? “Life iselfs me” or "life
i5 iselfed for me”; a pronoun becomes a verb; the disrupt exists in English
and the reader is left wondering what the hell thatmeans while understand-
ing it perfectly. To paraphrase Benjamin, [ counld say that in this case the
translation fits like a loose covering of transparent gavze, which allows the

texture of Portuguese toshow through the surface of English, (s/n)

What this phrase seems to point to is that having seen, heard, and
tasted the cockroach, G.H. experiences, just for an instani, as she puts it,
a *vitalizi ng death™ "A fina morte que me fez manusear o proibido tecido
davida. E proibido dizer o nome da vida. E eu quase o disse. Quase nio
me pude desembaracar de seu tecido, o que seria a destruicio dentro
de mim de minha época” (“The fine death that let me brush up against
the forbidden fabric of life. [t's forbidden to say the name of life. And
[ almost said it. [almost couldn’t untangle myself from its fabric, which
would be the destruction of my age within me”) (15; 7-8). This is perhaps
best understood as a death-life, a death that nonetheless reinvigorates
and establishes a transformative or metamorphic mode of being that
never ends but rather manifests as endless reverberation or as a con-
tinuous and incessant becoming. The "untranslatable” phrase, which is
precisely the translation of the sense of that experience, leads inexorably
to the only example of explicit metamorphosis in the book: the scene of
the butierfly larva.

From Pupa to Larva

One of the metamorphoses that Lispector mentions in The Passion
involves a butterfly’s chrysalis. What she gives us, however, is an inverse
metamorphosis: the cocooned pupa does not transform itself into a
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L1l
nosce
marrs naice
marre nasce moarrs
reafncgicts remorre renasis
remorre renasce
ramorre
(] L¢ ]
desnasce
desmorre desnasce
desmorre desnasce desmarre
najiemarreanoice
marranosce
marrs
L]

Figure 6.1 “nascemorre” (1958 and 1971) by Hamldo de Campos. With
permission from the beir of the anthor’s estate, van P de Arooda Campos,

butterfly as expected; rather, it returns to its earlier larval stage: “Eun
assistia 4 minha ransformacao de cnsalida em larva amida, as asas aos
poucos encolhiam=se crestadas. E um ventre todo novo e feito para o
chio, um ventre novo renascia” (*T was watching my transformation from
chrysalis into moist larva, my wings were slowly shrinking back scorched.
And a belly entirely new and made for the ground, a new belly was being
reborn”™) (75; 72). The chrysalid stage is one of latency, resting between
the initial larval stage and the final adult stage of the butterfly. Within
its protective capsule, the insect endures a waiting period, remaining
immaobile and without food or water. As Lispector sees it, the following
adult siage is interrupted by a return to the earlier stage, corresponding
to a death or at least to an un-birth through its reoccurrence. One can
thus consider what happens to G.H. w0 be a devolution, a return to the
earliermomentof inital ransformation, as if it were possible o return to
childhood, or even to the womb, to the stage before birth. The pupa that
returns to its larval stage is a creature that is at once reborn and redies, to
paraphrase a line from an important concrete poem written in 1958 by
Haroldo de Campos, “nascemorre.”

Read here in parallel with Lispector’s entomological image, and in
resonance with it, we can (almost) make out in the visual geometry of

Brought to you by | The Mational Library of the Philippines
Authenticated

Download Date [ 104343 10:31 PM



142 Writing by Ear

Campos’s poem the form of a butterfly’s wings. This poem makes use of
verbal forms related to birth and death in a combinatory manner that
creates neologisms such as re-div and rebe-born, but also unbeborn and un-
die (Perrone 1996). It is worth noting that Lispector’s GH. uses similar
verbal expressions: remorrer (“re-die”) (16:8) and seviver (Mreliving™) (21,
12): “Para sabé-lo de novo, precisaria agora re-morrer. E saber serd talvez
o assassinato de minha alma humana” (*To learn it again, [ would now
have to re-die. And knowing might be the murder of my human soul”
(16:8). In fact, Campos's visual poem can be read as a kind of translation
and lyrical interpretation of the metamorphosis that G.H. undergoes.
Insofar as we are to take seriously the notion that her initials stand for
“genus humanum” (género kumano), her mutation from the micro-level
space of her apariment expands outward to the world iself, folding all
beings into an incessant process of birth-and-death-and-birth and so on.
As Charles Perrone puts it: *Through these verbal unfoldings, the birth-
death cycle s constituted, notas a progression with starting and ending
poinis, but rather as a process of continuity and circularity with occur-
rences, emphases (re-), and reversals (des-). The binomial semaniic (life-
death), then, does not comprise asimple split, dichotomy, or opposition”
(1996, 42). Beyond this, it bears mentioning that while the Portuguese
pronoun s¢ that opens up Campos’s poem signifies “if" in English, it is
also the third-person reflexive pronoun, the same that appears in Lispec-
tor’'s “A vida se me &7

Like the pupa pushed back to its larval stage, G.H. devolves and, in
effect, loses her humanity. What sort of text might G.H. create to bring
her imagined companion to some closer understanding of what she
experienced the day before? To create or invent & not to lie, she says,
in a sentence that has became famous as a defence of the art of fiction:
“Criar ndo € imaginacio, € correr o grande risco de se ter a realidade”
(“Creating isn't imagination, it's taking the great risk of grasping reality”)
(21: 12). What then, is the reality that G.H. must try to grasp and pres-
ent to her reader? My sense is that her text, although inarguably written
with letters of the alphabet and in a language, refers to, or even more
accurately reveals, the echoes of what she has learned 1o hear. G.H. {and
Lispector with her) needs to create (and /or uncreate) a texi, a story, an
account that will somehow edge closer to the mute but vibrant “natural
word” that she heard in her former maid’s room: “Quero saber o que
mais, ao perder, eu ganhei. Por enquanto ndo sei: 56 a0 me reviver €
que vou viver. Mas como me reviver? Se nido tenho uma palavra naturala
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dizer. Terei que fazer a palavra como se fosse criar o que me aconteceu?”
(“Twant to know what else, in losing, I've gained. At the moment, [ don’t
know yet: only by reliving myself shall I live. But how to revive myself? 1]
don’t have a natural word to say. Will [ have o make the word as if [ were
creating what happened to me?™) (20 12).

There is a clear paradox implicit in a writing that, in order to be faith-
ful to what it attempts to relate, must transform iself into a “natural”
utterance, into a saying that takes place at the level of nature and the
world, anterior to or beyond words and signification, or even events.
Among the many possible readings of The Passion, what interesis me
most is how G.H.s ingestion of the cockroach’s hemolymph affects her
capacity to produce language and effects a devolution — from a speaking
human to something inhuman, like an insect with antennae sensitive to
vibration and silence. If G.H. in fact loses her “human setup,” it is the
sense of hearing that comes to occupy the centre of her field of percep-
tion. As the narrator puts it: “56 minha parte auricular sentia™ (*Only
my hearing part was feeling™) (82; 70). As we will see, this hearing part
links G.H. to the cockroach, to nature, to God, and to the expansion of
herself into the world: "0 mundo 56 nio me amedrontaria se eu pas-
sasse a ser o mundo, Se eu for o mundo, ndo terei medo. Se a gente € o
mundo, a gente € movida por um delicado radar que guia® (*The world
would only cease to terrify me if [ became the world. If I were the world,
[ 'wouldn’t be afraid. [f we are the world, we are moved bya delicate radar
that guides™) (91 90},

Authorial Antennae

What sort of storyieller must G H. become? Less than an author, she is
in fact the translator or echo chamber of a language that she does not
understand: “Precisarei com esforco traduzir sinais de telégrafo - tra-
duzir o desconhecido para uma lingua que desconheco, e sem sequer
entender para que valem os sinais. Falarei nessa linguagem sonimbula
que se en estivesse acordada ndo seria linguagem” (“I'll have to make
the effort to translate telegraph signals — to translate the unknown into
a language [ don’t speak, and without even understanding what the sig-
nals mean. I shall speak that sleepwalker’s language that would not be a
language if [ were awake™) (21: 13). To make that material speak, G.H.
must act as a transmitter of signals and not as the origin of speech. She
becomes iis recepior and its echo: "0 sinais de telégrafo. O mundo
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ericado de antenas, e eu captando o sinal. 56 poderei fazer a transcricio
fonética. Had trés mil anos desvairei-me, € o que restaram foram frag-
mentos fonéticos de mim” (*The telegraph signals. The world brisiling
with antennas, and [ picking up the signal. [ can only make the phonetic
transcription. Three thowand years ago | went astray, and what was lefit
were phonetic fragments of me”) (22; 13-14). Her writing will thus be a
scratching out of signs, a series of dots and dashes: "Até criar a verdade
do que me acontecen. Ah, serd mais um grafismo que uma escrita, pois
tento mais uma reproducio do que uma expressio” (*Uniil [ create the
truth of what happened to me. Ah, it will be more scratching than writ-
ing, since 'matiempting a reproduction more than an expression”) (21;
13). Who more than Ovid's Echo is the disembodied figure whose talk
is a reproduction of others” utterances? And like Echo, G.H. is a deeply
unmoored figure who capiures and echoes the signals she hears, To sum
up, her new status comes with two consequences for her telling. First,
G.H. is compelled to act more as a receiver than a producer of signals;
and second, as she is a receptive agent, her talk - her saying or telling -
echoes the signals she receives and becomes the expression and the
impression of the reception of resonances. Before moving on, itis useful
to recall Ovid’s mythical text.

The Myth of Echo

The myth of Echo appears in book 3 (lines 330-510) of Ovid's Meata-
marphoses” Ovid is the earliest narrator of the myth to unite Echo with
Narcissus, and his source for this pairing is Lucretius, who in book 4
of his D¢ rerwm natura (2011) describes mirror images as simwlacra and
acoustic images as reflections (he uses the Latin verb sgulso to speak of
echo, uniting sound with touch). Insofar as acoustic and visual reflection
are of the same genus, Ovid's juxtaposition of Echo and Narcissus makes
philosophical as well as narrative sense. Echo was a wood nymph who
spoke too much and too well. Her primary function, according to Ovid,
was to keep Juno busy in conversation so that the latter would not dis-
cover or interrupt Jupiter’s dalliances with other nymphs: “[Echo would ]
talk and talk, / to give her sister nymphs just time enough / to slip away
before they were found out” (Ovid 1993, 91). Once Juno discovered what
Echo was up to, she resolved to punish her, taking away her speech: “As
soon as Juno had seen through that plot, / she menaced Echo: ‘From
now on you'll not / have much use of the voice that tricked me so.” /
The threat was followed by the fact. / And Echo can mime no more than
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the concluding sounds/of any words she’s heard” (92). Once a skilled
speaker, Echo now finds herself incapable of beginning a dialogue with
anyone, and she is able only to repeat the final words pronounced by oth-
ers: “she cannot begin / to speak: her nature has forbidden this; / and
soshe waits for what her state permits: / to caich the sounds that she can
then give back / with her own wvoice” (92). Her punishment is double:
on one hand, she loses the autonomy (and authority) of speech; on the
other, she cannot remain silent, as she is compelled to repeat the words
of others. It is in that condition, but still with corporeal form, thai she
meets and falls in love with Narcissus:

One day, as he was driving frightened deer

into his nets, Narcissus met a noymph:
resounding Echo, one whose speech was strange;
for when she heand the words of others, she
could not keep silent, vet she could not be

the first to speak, Then she still had a body -
she was not just a voice, Though malkative,

she used hervoice as she stll uses i

of many words her ears have caught, she just

repeats the final pant of what she has heand, (91)

With immense poetic skill, however, Ovid makes it so that Echo’s rep-
etition of Narcissuss final words appears to be a response. This i the
detail that was of such inierest to Jacques Derrida (2001), who read it
as an allegory of any and all appropriation of language, since, follow-
ing Jacques Lacan, and as Broce Fink (1997) writes, we do not speak
but we are instead spoken by language. However, to repeat, Echo tricks
this submission to which language obligates us, since what she repeats,
even if the same words, differs in terms of the sense that they have when
pronounced. That is, Narcissuss “Let’s meet” (cormus) does not mean
the same thing as Echo’s “let’s meet” (aemus), and the same is true with
respect to the rest of their exchange. Narcissus says:

“Lets meet.,” And with the happiest reply

that ever was to leave her lips, she cries:

“let’s meet”; then, seconding her wonds, she mished
out of the woods, that she might fling her arms
around the neck she longed o clasp. But he

retreats and, flecing, shous: "Do not touch me!
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Don't cling to me! I'd sooner die than say

im o yours!; and Echo answered him: “Tm yours,” (92-3)

The end of the myth brings with it other consequences. Inconsolable
after being rejected by Narcissus, Echo goes on 1o lose her human form
and become merely stone and sound, and in this condition she spreads
out and expands throughout the workl:

Since then she ives in lonely caves

Her voice and bones are all that's lefi and then
hervoice alone: her bones, they say, were turned
to stone. Soshe s hidden in the woods

and never can be seen on mountain slopes,
though everywhere she can be heand

the power of sound stll lives in her, (93)

Linked to caverns, rocks, mountains, and forests, Echo spreads as a
sound that reverberates. Narcissus, upon falling in love with himself, like-
wise loses his human form and is transformed into a flower. The end of
the impossible love that Echo has for Narcissus and which Narcissus has
for himself makes up a short canticle of echoes: “There’s nothing lefi of
the entrancing flesh that / once had won the love of Echo. Yet, / faced
with the sight of him, she feels deep pity: each / time he cries “Ah, me!’
the nymph repeats *Ah me!” ... / And when he cried ‘Farewell,” ‘Fare-
well” was just what / Echo mimed” (97).

The Structure in Echo

Idra Novey, the most recent translator of The Passion, has made the point
that “the Iyrical use of repetition is ... essential to what makes this novel
such a hypnotizing book” (201 2b, 192). First, let us say that Echo i not
simply a metaphor by which to read G.H.; rather, itis part of the structure
of the book, a formative literary device. In fact, The Passion s organized
according to the structure of an echo — the last words of each segment
will be the first of the following one, creating a channel of transmission,
an ete [n:-il return. To give an example, the first segment of the book ends
with “E que um mundo todo vivo tem a forca de um inferno” ("Because
a world fully alive has the power of a Hell™) (22; 14), and the next seg-
ment begins with the same phrase. The subsequent segmenis continue
the same pattern, repeating at each beginning the end of the preceding
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segment. Sometimes, as we see in the passage from segment 2 to 3, and
others, what is repeated is only the last part of the sentence, as if it were
consciowsly meant o reproduce an Ovidian echo: “terei toda a aparén-
cia de quem falhou, e 56 eu saberei se foi a falha necessdria™ ("I'll have
every appearance of a failure, and only I'will know if that was the failure |
needed™) (32; 24). And then the nexi segment begins: “56 eu saberei se
foia falha necessaria®™ ("Only I will know if that was the failure I needed™)
(33: 25). Everything echoes from one passage of a segment to another,
and the effect of the echo compels the reader to follow each step of the
path of G.H' passion. Finally, the last sentence of the book connecis
to the first sentence, and we are lefi with a circular structure. The last
sentence is: “Avida se me €, e eunio entendo o que digo. E entio adoro
------ " (“Life just s for me, and [ don’t understand what I'm say-
ing. And so ladore it = = = = = = (179 189) . After /before this, the
first sentence of the novel responds to the open thought with which the
book “closes.” In concrete terms, itgives continuation to the dashes: * - -
= = = —estou procurando, estou procurando. Estou tentando entender”
[ I'm searching, ['m searching. I'm trying to understand”)
(11: 3). As we see, what echoes from the end o the beginning are the
dashes. What echoes is a trace, a rhythm, a breath (a sigh), a silence, a
signal captured by the antennae of the “insect” and author: a silent text
reverberating on the page.

The Language of Muteness, or Voice and Aundition

In the final three segments, GH. turns explicitly to her imaginary inter-
locutor, whose hand she had requested, and she spell out the senses of
her “journey.” What does she achieve with this act? The terms that she
employs are “despersonalizacio” (“depersonalization™), “deseroizacio”
(“de-heroing”), and “inumano” (*inhuman”). Having passed through
hell and its corresponding horrors, GH. reaches something close 1o a
blessed state. In a certain way, we can say that she recounts the narrative
of Genesis: the ingestion of the “forbidden fruit” leads her to a state of
plenitude, anterior to humanity, and of the expansion of living maiter.
[tis in fact precisely this muteness and audition that link her to other,
nonhuman living creatures: “E exatamente atraves do malogro da voz
que se vai pela primeira vez ouvir a propria mudez e a dos outros e a das
coisas, e aceiti-la como a possivel linguagem” (*It is exactly through the
failure of the voice that one comes to hear for the first time one'’s own
muteness and that of others and of things, and accepis it as the possible
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language”) (175; 185). This language of muteness helps to explain why the
book begins and ends not with words but with traces, dashes, mute marks
that can also be read as the path of the passion towards a vibrant silence.
[t is worth mentioning that this mute text visually signalks vibration, some-
where between the verbal, the sonorous, and the visual.

Listening to the Sculpture

Presented to the reader only by her initials, G.H. is also, we are iold, a
sculptor. It is worth lingering over this aspect of her being, which links
Lispector’s verbal aesthetic to that of the plastic arts and sculpiure. This
is s0 because itis here as well that the sonorous question appears linked
to the listening to silence. As in sculpture, the best analytical expres
sion of this work should be developed in a three-dimensional environ-
ment in which we might turn back, interrupt, associate, and recompose
our senses and the images of many transformations that occur there, In
Lispector’s case, however, it is necessary to deal with the technology of
print on paper, in order to speak of the immersion in a creative chaos
constituted by overlapping spaces and temporalities with no end (but
not without finality). In a dramatic departure from her work with solid
matier, G.H. attempis to wse words to reveal - as one might disclose
form from bronze or alabaster = the transformative event that occurred
to her the day before. Her work with sculpture is presented as a fore
shadowing of the climax that she witnesses in the service quarters. Even
if GH. were justa part-time or amateur sculpior, working with clay and
stone would at least partially prepare her to recount the radically trans
formative experience from the day before. Sculpture, as G.H. puts it,
has developed in her "o uso de um certo tipo de atencio” (“the use of
a certain kind of attention™ (26; 18). [i ako has habituated her o the
“experiéncia de desgasiar pacientemente a matéria até gradativamente
encontrar sua escultura imanente” (“experience of patiently wearing
down the material until gradually finding its immanent sculpture™) (26,
18}, aswell as to the “objetividade forcada de lidar com aquilo que jd ndo
eraen” ("forced objectivity of dealing with something that was no longer
myself”) (26; 18). For an inquiry into “writing by ear,” what is most inter-
esting is the fact that G.H. claims to be a sculpior who selfconsciously
Tlistens to/sculpts” objects. The verb in Portuguese is the neologism
auscultar, which {un)consciowsly blends escutar (o listen) with eseul-
fir (1o sculpt): “Todo isso me deu o leve tom de pré-climax de quem
sabe que, auscultando os objetos, algo desses objetos vird que me serd
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dado e por sua vez dado de volia aos objetos” (26=7). Novey translates
the verb into English as “to get the bottom™ “All this gave me the light
tone of pre<climax of someone who knows that, if [ get to the bottom of
objects, something of those objects will be given to me and in turn given
back to the objects” (18). Ausculiar also possesses a very specific techni-
cal meaning, in that it refers to the audition of the internal sounds of the
body, above all the sounds of the heart, the lungs (respiration), and the
gastro-intestinal system, especially with the aid of an instrument such as
the stethoscope. Transferred to the literary field, awscultar would signify
that special attention, that hearing of the material to be sculpied as if it
were a living organism that breathed and whose heart beat in rhythm,
This is the experience of auscullar that will reach its climax in G.H.'s
encounter with the cockroach. It is this same awscullar that is present
in Lispector’s mode of writing, and in the reading that she solicits — a
reading capable of hearing the text’s internal sounds, its respiration and
the constant appeal to her readers that they listen for the silence and
its pulsations.

The confluence of artistic disciplines and media brings G.H. close
to another of L npeflﬂri fictional creations, one of her alter egos: the
nar ralur-pdmler of dgm: Viva, whose name we are never given, ﬂgm: Viva
was published in 1973, a full nine years after The Passion, and there is
an intimate link between the two novels, which can be presented in the
following way. The process experienced by G.H. initiates a narrative that
seeks to give form to the chaos of the previous day. As the sculptor cre-
ates an object from clay (finger), the narrator must give form o what
has occurred to her, as she repeats several times throughout the opening
segment of the novel. Even if the result is not a linear narrative (in large
measure because it is the story of a metamorphosis that advances and
returns in l:ime and alludes to different spaces), it nonetheless possesses
aplot. In Agua Viva, the painter who transforms herself inio a narrator
acis like someone who places isolated brushsirokes on the canvas so as
to create something wholly abstract. There is no longer any plot, but
only the text’s free flight, which resembles a diary, a jazz impr{]xf?.ﬁalk]n, a
collection of fragments, or a book of essays in such a way that Agua Viva
escapes any sort of generic definition,

Lispector encodes within her work a confluence of artistic domains:
text + painting + sculpture + music. [t s worth investigating this further:
what is it that unites these arts in Lispector’s writing? What trace might
unite written words, colowr and form in painting, physical form insculpt-
ing, and the sonorous arts? My sense & that the most productive route
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is to begin with the element that is perhaps most commonly associated
with Lispector and repeatedly analysed in critickm devoied to her work:
silence. What does silence in fact mean for Lispector? What is iis relation
to the ear and the noton of aussullar that so defines G.H. before her
transformation?

The Vibramt Room: An Anechoic Chamber

If we take a closer look at the room where G.H. meeis the cockroach,
we will see that the “clean and vibrant” room (30) is also a metamor-
phic place where resonance and reverberations are accentuated. When
she enters the room, G.H. finds herself in a space that i disturbingly
clean: “Mas an ahrir’a porta meus olhos se franziram em reverberacio
e desagrado fisico. E que em vezr da penumbra confusa que esperara,
eu esharrava na visio de um quarto que era um quadrikitero de branca
Tuz” (“But when I opened the door my eyes winced in reverberations
and physical displeasure. Becawse instead of the confused murk T was
expecting, [ bumped into the vision of a room that was a quadrilateral of
white light”™ (37; 20). This is a space of total luminosity, and as a blazing
rooim, everything in there vibrates: "A vibracio do calor era como a vib-
racio de um oratdrio cantado. 56 minha parte auricular sentia. Cintico
de boca fechada, som vibrando surdo como o que esid preso e contido,
amém, amém” [“The vibration of the heat was like the vibration of a
sung oratorio. Only my hearing part was feeling. Closed-mouth canticle,
sound vibrating deaf like something imprisoned and contained, amen,
amen”) (82; 7). It is within this vibrant room that G.H. manages to
travel through time and space: the room isa minaret, a laboratory where
a scientific experiment will take place, a sarcophagus, the inside of a
clock. Like Lewis Carroll’s Alice, G.H. also falls down a hole, but her fall
is oddly horizontal.

In 1951, John Cage spent some time in an anechoic chamber at Har-
vard University. What happened there is recounted by Seth Kim-Cohen:
“In the dead acoustic environment of the chamber, Cage experienced
an epiphany. After a while, against the silence of the room, he became
aware of two sounds, one high-pitched and the other low. Later, the
technician on duty informed Cage that the sounds he heard were,
respectively, his nervows and circulatory systems at work. Cage told the
story repeatedly for the rest of his life. It is the creation myth of his
aesthetics: an aesthetics summed up by his proclamation ‘let sounds be
themselves™™ (2009, 164,
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Cage’s experiment resembles that of ausculiaras Lispector frames it
In aspace where silence dominates, he hears the noise of his nervous
system and of the circulation of his blood. As Kim-Cohen describes i
“Cage’s notion of letting sounds be themselves, of not distinguishing
between good sounds and bad sounds, seems o make an egalitarian,
democratic proposal” (2008, 164). Cixous underscores this aspect of
silence in Lispector, which matters greatly, given that it is a silence at
once resonant and echoing. Cixous states: “There is no silence. The
music of things always resounds™ (1991a, 71). Paradoxically, in order
for this silence to exist, it is necessary to be in an anechoic chamber,
which impedes the return of sound in such a way as to make audible
what was before inaudible. As Kim-Cohen describes it: “An anechoic
chamber is a room designed to absorb any and all sound waves, to
diffuse any echoes or reverberation, making it as close o silent (or
‘dead,” in the parlance of audio engineers) as possible”™ (2009, 160},
The Passion, as well as the room which G.H. enters, is a kind of anechoic
chamber that makes silence audible.” This room serves as a space of
inaudible sounds, of muteness, but where vibration s feli and reso-
nates: “Vagueei o olhar pelo quarto nu. Nenhum ruido, nenhum sinal:
mas quanias? Nenhum ruido € no enianto eubem sentia uma ressondn-
cia enfitica, que era a do siléncio rocando o siléncio”™ (" let my gaze
wander over the naked room. No sound, no sign: but how many? No
sound and yet I distincily felt an emphatic resonance, which was that
of silence chafing against silence”) (48-0: 41). And, "0 som inaudivel
do quarto era como o de uma agulha rodando no disco quando a
faixa de midsica ja acabou. Um chiado neuiro de coisa, era o que fazia
a matéria de seu siléncio” (“The room’s inaudible sound was like a
needle sweeping across a record after the music has stopped. A neu-
tral hissing of things was what made up the substance of iis silence™)
(43; 34=5). It is at this point that the cockroach begins to emerge.
And we have again the oxymoronic union of sound and silence: “toda
uma vida de aten¢io acuada reunia-se agora em mim e batia como um
sino mudo cujas vibracoes en ndo precisava ouvir, eu as reconhecia,
Como se pela primeira vez enfim eu estivesse ao nivel da Natureza”

“a whole lifetime of tamed awareness was now collecting inside me
and banging like a mute bell whose vibrations [ didn’t need to hear,
[ was recognizing them. As if for the first time [ was finally on the
level of MNature™) (55; 46). G.H. 15 now “on the level of Naiure,” where
no words can exist: "A natureza, o que eu gosiava na natureza, era o
seu inexpressivo vibrante” (*Nature, what [ liked about nature, was
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its vibrating inexpressiveness”) (142; 148). When G.H sees the cock-
roach, her first reaction is a mute scream (one imagines the famous
painting by Edvard Munch, but transported to an interior space ): "De
encontro ao rosto que eu pusera dentro da abertura, bem proximo de
mews olhos, na meia escuridio, moverase a barata grossa. Meu grito
foi tao abafado que s6 pelo siléncio contrastante percebi que ndo havia
gritado, O grito ficara me batendo dentro do peito” ("Meeting the face
[ had put inside the opening, right near my eyes, in the half<darkness,
the fat cockroach had moved. My cry was so muffled that only the con-
trasting silence let me know [ hadn’t screamed. The scream had stayed
beating in my chest”) (47: 39) .

Repetition and Difference

G.H. defines herself as “minha propria fonte e repeticio” (“my own
source and repetition”) (22; 13). In myth, repetition is present as much
in the reduplication of Narcissus's image in the water as in the voice of the
nymph Echo; that s, the existence of the two characters is constrained
in such away that to exist each must engage in repetition. However, with
each repetition differences are introduced. When Echo repeats the final
words of Narcissus, the sense of what she says differs from (or negates)
the sense of the words when they are pronounced for the first time. Echo
must tolerate the fact that the inaugural voice is not hers, as she requires
the voice of the other in order to speak. In this context, the only place
that simulates identity is in the repetition or reverberation of the other’s
voice. The compubion to repeat (anadiplose) installs itself withina fissure
in which o hear, to hear oneself, and 0 become heard do not coincide.
From this fissure, in which the voice is simulianeously hers and not hers,
there emerges a corporeality without subjectivity, belonging to nature.
As GH. puts it: "Parece que vou ter que desistiv de tudo o que deixo
atrds dos portoes. Esel, eu sabia, que se atravessasse 05 portoes que estio
sempre aberios, entraria no seio da natureza” (“Tt seems [ shall have to
give up everything [ leave behind the gates. And I know, I knew, that if
[ went through the gates that are always open, [ would enter the heart
of nature™) (81; 78). Echo disembodies herself in a scene of originary
dispossession, or of originary alienation, defined by Derrida as an “alien-
ation without alienation” (2001, 85).

The metamorphosis occurs by means of the transformation of the
echo of the voice into the voice’s echo. While the utierance has its ori-
gin in an enunciating subject (stll present in the loquacious nymph),

Brought to you by | The Mational Library of the Philippines

Authenticate
Download Date | 101319 10:31 PM




The Echopoctics of G, 153

echo is a pure chamber of resonance; she requires another to exist,
in her echo-graphic existence. If Echo has been read above all as a
voice, which in fact she is, my interest lies elsewhere: in an attempt
to foreground the fact that in the position of echo it is listening (the
ear) that speaks, or it is a speech that only becomes possible with
and through listening. In this sense, [ argue that both the writing
and the reading of Lispector inhabit this space-time of echo. As one
can repeatedly see in The Passion, what shapes all experience in the
service quarters is the space-time of an echo chamber. The more the
narrator /protagonist retreats from her humaniiy, the more the echo
transforms itself into pure reverberation within the interior of a gen-
eralized muteness,

Here we are faced with a definitive radicalization of the empiying-out
of an enunciating subject (the owner of the voice) and of the woice of
the echo as a pure sonorous expression. Self-consciousness is not pos
sible within this mute latency of the absent *L" [t is in this sense that the
involution manifested through retroactive metamorphosis places the
narrator on a devolutionary path, which could only occur in a world
that 1s muie and vibrant, in a world in which the inverse of life 5 not
death but rather the last and first stage of life, situated in the encounter
with the almost absence of life, or in the experience, in a moment, of
a “vivificadora morte” ("vivifying death”). Almost dead and almost alive
are equivalent, just as reverberation expresses almost sound through
silence:

Ah, falar comigo e contigo esti sendo mudo, Falar com o Dews € o que de
mais mudo existe, Falar com as coisas, ¢ mudo, Eu sei gue isso e soa triste,
e a mim ambém, pois ainda eston vicida pelo condimento da palavea, E &

pror so que amuder estl me doendo como wma destitnicao, | 161)

(Ah, speaking o me and o you s being mute. Speaking o the God is the
mutest that exists, Speaking o things s mute, [ know this sounds sad w vou,
and o me oo, since [am still addicted 1o the condiment of the word. And

that is why muteness hurts me like a dismissal ) (168)

O the other hand, in that state of ol conact, G.H. can hear the words
of God, words that are but an echo:

Mas agora en entendia que nao avendera [aminha alma ] ao demonio, mas

muito mais perigosanente: a Deus, Que me deicara ver, Pois Ele sabia gue
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154 Writing by Ear

e nao saberia ver o que visse: a explicacao de wim enigima & a repeticao do
enigma, O que Es? e a resposta & Es O que existes? e a resposta & o gue

existes, (1534)

(But now [ was understanding that [ bad not sold it [my sonl ] o the devil,
but much more dangerously: to God. Who bad letme see. Since He knew
that [ would not know how to see whatever [ saw: the explanation of an
enigma is the repetiion of the enigma, What art Thou? and the answer
is: Thou art. What do Thou existest? and the answer s what thou exist-

est) (139}
Metaformoses

Coming back to the notion of an echopoetics that we can extract
from Lispector’s book, [ would like to compare her text o a poem
by Paulo Leminski. [ conclude by recalling Leminski's poetic-literary
insight into how the nymph Echo is transformed into voice and stone.
Leminski (1994) suggests that an echo is essentially "a transformacio
de uma voz em pedra, no eternamente idéntico a si mesmo, como
fazem as letras do alfabeto”™ (“the rransformation of a voice into stone,
into that which is forever identical to itself, just as the alphabet let-
ters”) (31). When Echo turns into stone, she effectively turns into
letters, he says — into a piece of writing, into a text marked on a fixed
base, into an inscription. The point of departare for what I propose
as echopoetics is precisely the relation between echo (voice, rever-
beration, resonance, vibration) and texis, especially fictional prose.
Leminskis text, a poetic-fictional essay on Ovid’s Melamonbhoses, was
written between 1986 and 1987, and published posthumously in 1994,
In his book, Leminski recounts and condenses in very few pages the
hundreds of transformations that occur in fifteen books of Ovid’s
Metamorplioses. The text is written from the point of view of Narcissus.
As he stares at himself in the water, the myths begin to take form and
be seen, reviewed, and recounted; and they remain echoing in the
waters in which Narcissus gazes at himself. Contrary to the idea that a
stone or a letter would be “forever identical to itself,” the poem shows
that all things are constantly being transformed into other things.
The poem iiself resembles a philosopher’s stone, or even a funeral
stone, as it shapes a poetics that both originates from and is destined
for metamorphosis,
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materesmofo
temaserfomo
termosfameo
tremesfooma
metrofasemo
mortemesafo
amorfotemes
emarometesf
cramosfetem
fetomormesa
mesamorfeto
efatormesom
maefortosem
saotemorfem
termosefoma
faseortomem
motormefase
matermofeso
metaformose

Figure 6.2 “Memformose” (1994) Ty Paulo Leminski. With permission of the

heir of the author's estate, Alice Ruiz,
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156 Writing by Ear

[t is good to keep in mind that Leminski's poem was published in the
journal Favengdo, a venue for concrete poets, on December 4, 1964, very
shorily after The Passion itself was published.

The Echo of the Subject

Fhilippe Lacoue-Labarthe’s “The Echo of the Subject™ (1998) is a long
essay that focuses primarily on the importance of listening in psychoanal-
ysis. As a corollary of this broader concern, Lacoue-Labarthe ako exam-
ines the relationship between autobiography and “musical obsession” by
which an analysand mighi give some form of expression to the uncon-
scious through listening.” It is worth noting that Lacoue-Labarthe’s essay
staris with an epigraph by Paul Valéry that reads: "It must be confessed
that the self is / nothing but an echo” (139). [t ends with a poem by Wal-
lace Sitevens, “The Woman That Had More Babies Than That,” a texi in
which echo is the central theme:

The self is a cloister full of remembered sounds
And of sounds so far forgoten, like her voice,
That they return unrecognived. The self

Detec s the sound of a voice that doubles its own,

[n the images of desire, (Stevens 1988, 192)

Avoice that doubles 1is own isan echo. Adriana Cavarero (2005) anal-
yses the mythical figure of Echo, reminding us of the latter’s absence
in theory, and of her subordination to Narcissus: and she ako relates
the effect of echo to the speech of mothers (or whoever occupies this
maternal position) to their babies, where what matters is the reverbera-
tion of the voice and not the meaning of what is said, like the “hum-
ming” and the “lullaby” of which Stevens speaks. What & at stake in
Stevens's passage, in fact, is what Lacoue-Labarthe asks in his reading of
Theodor Reik’s work focused on the “third ear” and the analytical ear in
psychoanalysis: “To refer to our mythology = [ mean psychoanalysis — 1
would like to know (if this can be kneown) what happens when one moves
back from Narcissus to Echo. [ would ask, then, this simple question:
Whatisa reverberation or a resonance? What is a “catacoustic phenome-
non?"" (Lacoue-Labarthe 1998, 146) . Catacoustics, according to Lacoue-
Labarthe, “bears an affinity to the perception of a kind of inner echo
and s comparable ... to all the phenomena of reminiscence, musical or
not” (150=1). A “catacoustic interpretation” is thus “alisiening by echo”
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(164). In my reading, this is what we have in The Passion: “a listening by
echo.”

Together with the important contributions of Cavarero and Lacoue-
Labarthe, very briefly mentioned above, it is in Peter Sloterdijk (2011}
that I find perhaps the most promising direction in which to develop a
poetics of echo and the question of writing by ear that forms the central
focus of the present book. This i the case because while others begin
their inquiry with an a priori subject formed through its relation with
the object, Sloterdijk develops his theory of bubbles from the relation
of the fetus with the amniotic environment. Here, according to him,
we find a locus with which psychoanalysis has failed to form any real
engagement: the experience of the unborn, anterior to concepis such as
narcissism that presuppose a subject-object relation. As Sloterdijk frames
the question: “The confused narcissism concepis of psychoanalysis are
above all an expression of its fundamentally skewed concepiual disposi-
tion, and of the way it was misled by the object and imago concepis. The
true issues of the primary fetal and peri-natal world - blood, amniotic
fluid, voice, sonic bubble and breath - are media of a pre-visual universe
in which mirror concepis and their libidinous connotations are entirely
out of place. The child “auto’ eroticisms are e ifso based on games of
resonance, not mirrorings of the self” (320,

Here the acoustic experience precedes the separation of the [ and
the other. Following this idea, one might say that in order to theorize
listening, it s necessary to position oneself before the subject-object divi-
sion insofar as speech and sounds are not things but rather vibration:
“From the physiology of listening as a state of being set in sympathetic
vibration, it is evident that acoustic experiences are media processes
which cannot possibly be represented in languages of object relation-
ships”™ (296). Sloterdijk uses the term “nobject” to refer to this siage
of fluctuation. As he puts it: “the floating being in the amniotic waters
inhabits an acoustic event space in which its sense of hearing is subjected
to constant stimulation™ (318). Only mystical experience is capable of
reviving the position of the unborn, a mode of being for which there is
effectively no possibility of verbal description, given its foundation solely
in audition. The possibility of thinking through this unthinkable state
without passing through mystical experience i what Sloterdijk proposes
as a “negative gynecology.” This is, as he puts it, a question of simulating
the presence of a fetus capable of describing its experience, an experi-
ence that B.D. Laing (1976) describes as sympathetic vibrations. Sloter-
dijk presents the broader proposal for the first volume of his spherical
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158 Writing by Ear

trilogy in the following way: “the focus of our investigation does not lie
in the aim to produce mystical experience here and now, but rather in
the project of advancing a theory of dyadic intimacy to the point where
speaking theory has normally turned inio silent theory ... This arrange-
ment involves conceding to the mystical tradition that the one inside
will, indeed, inevitably repeat the insurmountable cave-truth: that here,
the One is everything” (285-5). The possibility of thinking through this
unthinkable state is what Lispector offers us in The Passion.

Barata /Aborto

G.H. faces two unexpected consequences. First, she loses her human
makeup, and then she becomes [or reveris to) a fetus precisely when
she begins to feel only through her auditive sense. As David Toop (2010
reminds us: “This is the first of our senses to function: hearing dominates
amniotic life and yet afier birth its importance is overtaken by seeing”
(ix). The scene can also be read in reverse, from the perspective of the
cockroach: the insect, unclean and abject, goes from an infernal bug to
a kind of Eucharistic wafer, a divine being that becomes, once ingested,
part of the being of G.H., fertilizing her. Is this return to the fetal siage, or
the return of the feius, one of the unconscious scenes that orient G.H.s
experience ofinverse metamorphosis? In a book focused on the question
of the auditory in writing, | cannot fail to ask the following question: what
15 the relation between the cockroach (barala) and the aboriion {aborio)
that G.H. chooses to have and which appears in the segment that begins
with the phrase: *Neutro artesanato de vida” (*Neuwtral crafting of life")
(90: 897 One sees immediately that in Portuguese there is great proxim-
ity between the words for cockroach and abortion: switching around the
letters of the second word, we get baroto, from which barata and barolo/
aborto resonate with one another. [t seems that this return of the fetus
or return to the condition of fetus would be an inverse repetition of the
abortion scene: instead of an expulsion of the other, G.H. takes it in and
is fundamentally altered by the return. From here also isseen the associa-
tion of the cockroach with the figure of the mother, in the prayer that
G.H offers it: "De dentro do invilucro estd saindo um coragio grosso e
branco e vivo com pus, mie, bendita sois entre as baratas, agora e na hora
desta tua minha morte, barata e joia” (“From inside the hard casing is
emerging a heart thick and white and alive with pus, mother, blessed art
thou among the roaches, now and in the hour of this thy my death, and
Jewel™) (94 93).
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Jamnair/ Janaina

In a seminal study, Berta Waldman (1999) shows that the figuration of
maternity in The Passion is linked to the maid, to the cockroach, and o
the Virgin Mary:

[ call atenton o the overlapping of Janair/ berade Virgem Maria within the
same semanic axis that configures maternity, The chain Janaic/ Janaina/
Lemenja, throngh the bast enm, & represented @ a figure of the matron
with voluminous breasts, symbol of fertile motherhood; the cockroach is
presented @ a kind of ancestral mother, whose blood is as white as milk;
and the Viegin Mary — archewpe of matemity — comes o the text in the
form of a runcated praver (Ave Maria) that ovedaps with the insect, and

with the narmrator heself, as an abored mother. {161}

In relation to the maid’s name, Waldman alko calls aiteniion io Echo,
given that the name Janair “resonates with Janaina, another denomina-
tion of lemanjd, an orixd that comes from the Yoruba people, and in
Brazil is syncretized with Our Lady of the Immaculate Conception. As the
Mother of the Waters, she is frequenily represented in the Latinized form
of a mermaid, with long, loose hair blowing in the wind” (159). Waldman
also recalls the echo of Afro-Brazilian religions, such as candomdli, in the
decisive event in the narrative of The Passion: “One i struck by the wse
that Clarice Lispector makes of different religions in the organization
of her text, bringing together Christianity, the official and hegemonic
religion of the state, Judaism, the tradition in which she was raised, and
Afro-Brazilian religions, whose popular and magical qualities dissemi-
nate forms that become enlaced with others ina whole where echoes and
the memory of their difference resound” (150-1). We can also under-
stand in this way why it is that horses reappear in the text, echoing. Ata
certain point in the novel, G.H. siates:

Nuncamais repousaret: roubei o cavalo de cacada do rei do sabath, Se ador-
mego wn insante, o eoo de um relincho me desperta, E ¢ il naoir [ ]
Seique o primeiro tambor oa montanha ficd a noite, sei que o tereein ja
me terd envolvido na sua trovoada,

E ao quinto tanbor j4 estarel inconsciente na minha cobica, Aké gque
de madmigada, aos dlimos eunbores levissimos, me encontranet sem saber
COMO U 3 mn regato, sem janais saber o que fiz, ao ado da enonme e

cansada cabeca do cavalo, {127-8)
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(T shall never westagain: ['stole the hunting horse from the Sabbath king, If
I fall asleep for an instnt, the echo of a whinny wakies me. And it is useless
not o go, [ ] T know that the first drom oo the mountain will make the
night, [ know that the third will already wrap me in s thunder,

And by the fifth drion [ shall already be unconscious inside my greed,
Untl at dawn, by the last lightest drwms, T shall end up without knowing
how beside a creek, without ever knowing what I did, beside the enormous
and tired head of the horse. ) (132-3)

Waldman relates the presence of the horse in this passage to African
cult ritwals in Brazil, as a possible allusion to which GH.s narrative
would refer and echo: *On the other hand, horses ako have an impor-
tant role in Brazilian rituals. They represent those that have the priv-
ilege to be ‘mounted’ (therefore, horses) by the orixd, becoming the
vehicle that permits the divinity to return to the earth to bestow blessings,
resolve problems, as well as heal and offer consolement to the sick and
unfortunate” (163). We thus see the transformation of the chrysalis back
into a larva, along with the metamorphosis of the fetus into a womb, of
the mother into a horse, of the cockroach into a mother, of Janair into
Janaina, of Janair into a cockroach, of the cockroach into GH., of GH.
into a horse. We see, therefore, a succession of metamorphoses, which
makes of Lispector not an essentialist writer but rather a metamorphic
one, since things are not said through their fixity but rather through
their mutability. Lispector’s feminism can alko be read in this vein, in
the “key” of metamorphosis: one thing can become another. “A vida se
me €" in this sense: that of creating/generating other lives that re-create
themselves (se recriam) or begin anew (incriam). Pregnancy in these cases
would be not only an attribute of the female body but also the very possi-
bility of engendering perpetual change, as if one became pregnant each
time one is transformed into something else, a mode of beginning anew
and re-creation, and thas also an echo.

The Anti-Marcissus

G.H. follows the path of an antirepresentation — a representation that
is profoundly retroactive, from writing to graphics, from speech to hear-
ing, from echo to pulsation. For this reason, itis also possible to read the
transformations in The Passion through the work of Viveiros de Castro
(2001, in particular his idea of the anti-Narcissus, in line with an anti-
writing as well as an ante-wriling defined by hearing. Here the narrator

=]
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The Echopoctics of GH. 161

is oriented by the ear and not by anthorial writing. Not a hearing that
reflexively picks up sonorities and transmits them as nerve impubes o
the brain so that the latter might decode the messages received from
the tympanum, on the contrary it is a hearing that transforms listening
into a labyrinth and a silence - into the only form of comprehension
possible. From here, the narrator of The Passion metamorphoses into the
inverse of verbal language: more than just reflecting on it, she actually
experiences the contradictory condition of having to speak by means of
an echolalia, a form of writing that consistenily transforms itself into an
echo that inevitably empties out the human in order to construct a world
in which the human is but one of many possible points of reference. [tis
not a matier of reconfiguring the human, but rather the world, adding
the human to the nonhuman; and for this to be possible, the only path
available s the metamorphosis of writing into listening and of Narcissus
into an antiNarcissus who finds his footing by means of the deconsiruc-
tion of Echo. From this it follows that the other should not be seen as
“like ws"” but rather as an emptying out of the “like us” that takes form
through listening and through silence. The question can no longer be
“what i a human?" The question rather has to do with that which resides
in the nonhuman defined as the human by means of what s/ he is not.
This situation can be at least partially expressed through the maxim "1
am where [ do not think” {the cockroach), and from this 1 also follows
that “I can only think where [ am not.” At stake is the derailing of autho-
rial subjectivity, of a writing that, through the ear, dethrones the voice,
loses it within the auricular labyrinth.

Echopoetics corresponds to what Rosalind Krauss (1979) has described
as an “expanded field. "™ O the most basic level, we have the text echo-
ing its authors in the readers, and from the readers it expands through-
out the world. In the opposite way, the external world echoes in the text,
or to use one of Lispecior’s preferred images, the beating of the heart
and the pulsing of the veins echo on the surface of the page. In a poet-
ics of echo everything is linked to everything, and it is characterized by
a fundamental interactivity. On the other hand, without a body, echo
expands and spreads through the workl: she lives in forests, rocks, trees,
and caves as reverberation, resonance, voice, and vibraion.
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Coda: Hearing Horses

[t was a Thursday evening, and the young German scholar had already
started his preﬁenlal.iﬂn_’ [ arrived a little late, but I managed to find a
seat and began listening. He was talking about Nietzsche and - horses.
Horses? Why not? Nietzsche and horses; horses and Nietzsche, it might
Jjust make sense, I first thought. But when [ heard from this scholar that
the horse in question had said or written something, | immediately dis-
carded this option. | pricked up my ears, and [ finally gotit: “Horse” was,
in fact, the great fissi-century BCE Roman orator and poet Horace, who
had written about poetry as the most fragile but also as the most dura-
ble of objects, as a permanent monument of beauly made by words, but
stronger than bronze: “Exegi monumentum aere perenniuws” (“I have
created a monument more lasting than bronze”) (1997, 264-5). It is by
no means an exaggeration o claim (as [ do) that the present book was
conceived precisely at this moment. [ had recently arrived from Brazil,
and this equivocal situation confirmed for me once again that the main
sense and organ of survival and composition outside my language-home
was, first and foremost, my ears.

My Horace anecdote allows me to show, in conclusion, how “writing
by ear” works through a series of chance encounters guided by the flow
of sonorities, when unconsciows connections emerge on the page. My
sonic mistake between horse and Horace (which later came to remind me
of a Marx Brothers routine revolving around a confusion between dol-
lars /taxes and Dallas, Texas — and here Chico Marx plays the part of the
Latin immigrant with the foreign ear) can lead w towards an articula-
tion of endless experimenis in a writing that i earoriented. For it just so
happens, beyond matters related to Nietzsche's biography, that horse and
Horace are not that distant.
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Ars Poetica

Quintus Horatius Flaccus, better known as Horace, s perhaps best
known as the author of a first-century AD letter to the Pisos family (Epis-
tola ad Fisones) that has become, along with Aristotle’s Poetica, one of the
most influential Western treatises of poetry and literature. At the letter’s
beginning, Horace speaks of horses, or at least of horse parts:

If a pain ter were willing to join a horse’s neck o a human head and spread
on multicolored feathers, with different pans of the body brough e in from
anywhere and everywhere, so that what starts out above as a beaatiful
woman ends up horribly s a black fish, could vou my friends, if you had
been admitted o the spectacle, hold back vour langhwer? Believe me, dear
Pisos, that very similar to such a painting would be a literary work in which
meaningless images are fashioned, like the dreams of someone who s men-
tally ill, so that neither the foot nor the head can be attributed o a single
form, "Painters and poets,” someone objecs, "have always had an equal
right to dare o do whatever they wanted.” We know it and we both seek
this indulgence and grant it in wmren, But not to the degree that the savage

mate with the gentle, nor that snakes be paired with birds, nor Tambs with

tigers, (19494, 7)

In keeping with his principle of wi piclura poesis (“as painting, so
poeiry” ), Horace establishes a kind of mimetic and aesthetic maxim
regarding what one should nel do in a poem, namely, combine elemenis
of disparate discursive types within a single text. For Horace, such a
mixiure of siyles threatens decorum and generates only incoherence.
Should the poet fashion such a composition, s/he will, as Horace has it,
produce only a ridiculous monster, a creation as laughable and ugly as
the pictorial figure with the head of a woman, the neck of a horse, the
breast of a bird, and the tail of a fish. As RM. Rosado Fernandes argues
in his commentary on the Portuguese edition of Horace’s work: “With
this beginning, in which is presented an impressive hybridity, Horace
attempts to defend, as the Aristotelians had done, a preference for the
verisimilar. This might seem contradictory given the tendency in classi-
cal mythology to create fabulous and hybrid creatures such as centaurs,
mermaids, chimeras, etc. For Horace, these creatures can exist in myth;
however, the poetic work should not resemble them in terms ofiis siruc-
ture. On the contrary, the poetic work must be simple and unitary, form-
ing a whole” (Horace 1984, G0=1).
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In this way, according to Horace, there is freedom in invention, but it
should not reach a point that it unites paris that are so disparate that the
result is a text in which “neither the foot nor the head can be attributed
to a single form.” The wellwrought book must be coherent, articulate,
and follow the conventions of verisimilitnde. As we already know, such
precepts, which we customarily refer to as “classics,” are the foundation
of the poetics that will orient high-brow literary production up to at least
the end of the eighteenth century, and which only begins to diminish
with European Romanticism.

[t happens that a writing based on audition draws its energy and life
from a process that is exactly the opposite of that proposed by Horace.
We might even say that a writing-by-ear i closer to a kind of schizogra-
phy, that i, the hearing of voices onto paper, and it follows more closely
unconscious proximities and sonorows games than those that are con-
trolled solely by reason. Writing by ear is, in this sense, anti-Horatian.
This is so because writing by ear follows auditory orientations, detours,
and errors, as well as fauliy acts, but also because its model is much more
Ovidian: emerging from poetic processes and the recounting of trans-
formations, and resulting in plarivocal texts, forms in flux, and a whole
range of monsters — some mythological, such as centaurs and sirens, and
some woven together in novel settings of juxtaposition and co-presence
such as my (hoarse) Horace-horse.

The Woman and the Horse

Lembroane de mim de pé com a mesma altiver do cavalo e a passar a mao
pelo seu pelo nu Pela sua crina agreste, Euome sentia assim: a mulher ¢ o

cavalo,

(T remember standing with the same hanghtness as the hose and rinning
my hand through its naked fur, Through its wild mane. T fele like this: the
woman and the horse.}

Lispecior, .J":guﬂ Vi

The figure depicted (and negated) by Horace could be an allegory of
the images in Lispector’s writings: half woman, half horse, like a Centaur,
but also like a bird, and a siren. We may alko take as a kind of conclud-
ing provocation the following, from Lispector’s third novel, A cidade sifi-
ada ( The Besieged Cily): "Nela e num cavalo a impressao era a expressio”
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(“In her, as in a horse, impression was expression”) (19}, This sentence
appears early on as part of a lengthy description of Lucrécia, a characier
who, as it happens, morphs into a horse. In a personal letier, published
as a grandea, Lispector would later attempt to explain this sentence, her
claim being that it refers to a way of life that aspires to

essa espicie de integridade espiritual de wm cavalo, gque nao “reparte” o
gue vé, que nao em wna “visao vocabular” ou mental das cosas, gue nao
sente a necessidade de completar a impressao com a expressan — cavalo
em que bi o milagre de a impressao ser total — @l [sic] real — que nele a

nmpressao @ ¢ oaexpressao, | 9L, 275)

(the kind of spintal integriee of a horse, not “sharing” what he sees, not
having a mental or "vocabular” vision of things, not feeling the need o
complete an impression with an expression — a horse, in which there s the
miracle of the impression being wtal — so real — that in him an impression

is already an expression.) {1992, 354)

The immediate connection between impression and expression can
be read as part of a poetics that wishes o overcome the gap between
language and perception, which i also part of a Dionysian materialism,
as we will see shorily. The way of being of a horse is thus for Lispector the
ideal state o be attained *

Brazilian Portuguese: A Language-Horse

Lispector’s use of equine imagery should not surprise us. She stated at
one point, after all, that she would like to have been born a horse, and
she even uses the image of the horse (as an active receptor of signs and
signals) to describe her relationship with the Portuguese language — or,
more precisely, the Brazilian language, which she consisiently considered
to be a language in the process of formation, a language 1o be worked
on by thought in order to generate subtleties; a linguage-animal to be
tamed:

Esta & wma confissao de amor: amo a lingua portuguesa, Ela nao & fcil. Nao
¢ malesivel, E, como nao foi profundamen te trabalhada pelo pensamento,
a sua tendéncia & a de nao er sutilezas e de reagic ds veses com um verda-
deim ponmpé contra o8 que ememrmen e ousan transforma-a nwma

linguagem de sentimento e de alerters. E de amor. A lingua portuguesa &
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16b  Writing by Ear

win verdadeiro desafio pam gquem escreve, Sobretudo para quem escreve
tirando dis cosas ¢ das pessoas a pomeira capa de superficialismao, Asveres
ela reage diante de wn pensamento mais complicado, As vezes se assusta
com o imprevisivel de wma frase, Eu gosto de manejda — como gostava de
estar monada num eavalo ¢ guid-lo pelas rédeas, as vesres lentamente, s

veres a galope, (19995, 100-1).

(This is a confession of love: T love the Portuguese language. [t is not casy,
[t is not malleable. And, as it has not been deeply worked over by thought,
its tendency is not to have subtlery and to react at times with a ventable kick
against those who foolishly dare o transfonm it ineo a language of emotion
and alertness, And of love, The Portuguese language is a true challenge for
the writer, Above all for the writer who secks o remove from things and
people their wop laver of superficiality. Sometimes it reacts when faced with
a more com plicated thought. Sometimes it akes frightat the unpredictable
character of a sentence, [ enjoy handling it — just as [ used to enjoy riding a
horse and guiding it by the reins, at times slowly, at fimes ata full gallop.)

(1992, 134)

Lispector combines her confession of love with a statement of artistic
prowess: Portuguese is for her a living creature to be steered, controlled,
and bent to her will. Lurking not far below her horse analogy, however,
is the danger of the horse’s enigma (1o paraphrase Maurice Blanchot) -
the animal's resistance to any attempt at manipulation and the very real
possibility that it may, at any moment, throw its rider. The relation that
Lispector suggests, in fact, is not so much one of control (Portuguese is
no machine to be methodically driven) as of participation and contagion
- a back-and-forth between rider/writer and horse, a lslening framed as
simultaneous reception or attention and deliberate action,

As [ have discussed in previous chapters, the way Lispector created
her own literary language within Brazilian Portuguese & related to her
childhood hearing experiences of Yiddish and Russian, complicating her
“maternal” language affiliation together with her subsequent life outside
Brazil for sixteen years, increasing her multilingualism . Turning back to
Horace and his Ars podica, we may agree that both the poet and his text
have as their original context the Roman Empire under Octavian and
the rapid expansion/evolution of the Latin language that came with it.
Out of this process of growth and change would eventually emerge the
Romance vernaculars that found themselves transported to the Americas
on Portuguese and Spanish (and, to a lesser extent, French) ships. Once
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here (or there, depending on one’s perspective ), these vernaculars would
find themselves mixed together with Amerindian languages already
being spoken when the Europeans arrived and with African languages -
Eimbundu, Umbundu, Kikongo, and others — thatemerged from slavers’
ships. The result was a fertile new language that would come to be known
(somewhat reductively) as Brazilian Portuguese. This language would
in turn find itself reinvented yet again, as [ have argued throughout the
present book, by means of the distinctively manifold and productive ear
of Lispector,

Lucrécia and the Horse

The horse motif appears in practically all of Lispector’s novels; however,
it is in The Besieged City that this motif manifests itself with particular
force. The book was writien between 1946 and 1948, while Lispector was
living in Bern, Switzerland. In a 1971 interview, Lispector admiis that
The Besieged City was the most difficult of her books to write, claiming
that she rewrote it close to twenty times (quoted in Moser 2004, 194, .
Writien between the animal workl and the developed context of the city,
the book presents a young girl ‘horse, and the way in which she sees
and hears both the city and the countryside around her! The text thus
operates at the wide intersection between the surreal and the technologi-
cal, between the wildness of the horse and the domesticity of the urban
environment, with characters bearing names from Greek myth, such as
Perseus and Iphigenia. Within the narrative itself, the temporality of the
horse does not coincide with that of the suburb under development, with
its cars, radio lines, trains, and the power plant pushing horses from the
horizon.®

The Besieged City is in reality a book of transformations, in which one
passes “de uma natureza a outra” (“from one nature to another™) (101).
It is thus of particular significance that the central event in this novel is
the Ocyrhoe-like transformation of a provincial woman into a horse. As
Owvid tells it, Ocyrhoe is the daughter of the centaur Chiron, and accord-
ing to prophecy, she will be transformed into a mare. As more than one
of its commentators has remarked, itisan “odd litile stiory” that speaks to
“the remarkable details of the physical transformation from prophesying
nymph to silent horse” (Heath 1994, 340). Lucrécia is also transformed
into a horse and sees things only to each side of her. The relation of the
“poetics of vision” (Pontieri 1999} in this book has been analysed above
all with respect to painting (Sousa 2013). In the present coda, following
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168 Writing by Ear

the mode of association between Lispector and the horse that [ have
already begun to establish, what most interests me is the link between this
focus on vision and photography. Also of great interest (and importance )
is the notion of form and movement in writing by ear and its potential
for forging the notion of a literature that is in a more or less radical sense
irresolvably hybrid.

Photographs of a Horse

Lispector attempts, from the publication of her first novel, to unite form
and movement. In this way, she works to move past the traditional binary
of form and theme. Against the fixity of the written text, her consistent
(even obsessive) aim was to create texts able to capture the instant of
time in movement. Here [ suggest an analogy to what Eadweard Muy-
bridge managed to do in the laie nineteenth century through the use of
stop-motion photography with the funding of Leland Stanford. The ear
in writing thus has a relation both to the non-human workd, to modern
technologies of sound and image, and (above all) o the way in which
focused attention on both has shaped the production of modern fic-
tional prose,

Eadweard Muybridge’s photographs ofa horse and rider in movement,
taken during the 18705, are in a real sense the genesis of cinema. For this
reason, they likewise establish a new relation between form and move-
ment. This i precisely how the story is told by Rebecca Solnit (20035):
“It all began with photographs of a horse in California” (4). The horse,
a Standard-bred harness trotter named Occident, was one of the fasiest
of its kind in the United States, and Muybridge photographed it in 1872
on what is now the Stanford University campus. A series of other images
and experiments was undertaken later to test the hypothesis further, and
it was finally confirmed that horses maintained their four hooves simul-
taneously in the air in the course of their galloping. At these moments,
it was as if they flew, even if the movement was too quick and too brief to
be caught by the naked human eye. The speed of the horse required the
invention of 2 technology that was as fast as or even faster than the move-
ment of equine hooves, and that was able to capture that movement as if
itwere frozen in time. The idea was then to make the horse run again by
placing the images in a chronological sequence. Muybridge was thus the
first person to produce photographs with high shutier speeds, capiur-
ing in fractions of a second the movement of an extremely fast animal:
“It was the first time photographs had dissected and reanimated actual
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motion, and it was the foundation of cinema, which emerged tentatively
in 1889, in full force in France and the United States by 1895, Motion
pictures proper were invented by others, but no matier which way the
medium’s genealogy is traced, it comes siraight back to Muybridge” (Sol-
nit 2003, 4). Solnit makes explicit the three pieces that were necessary for
Muybridge's invention: “The first was the achievement of a photographic
process fast enough to capture bodies in motion. The second was the cre-
ation of successive images that, mounted together, reconstituted a whole
cycle of motion rather than isolating a single moment. And the third was
their reanimation as a moving picture” (185).

If Muybridge’s photographs of Occident with his rider are the genesis
of cinema, their effect on painters was immediate. Solnit writes,

Muybridge created a cnsis of representation for realist painters: they had
always insisted that they represented their subjects with mascimum accuracy,
but that accuracy had always been based on the olservations of the eye
Oly antises such as Clande Monet, whose inages of the same subject trans
fonmed by time of day or season were akin o the motion smdies, wene at ease
with Muybridge’s revelations, Edgar Degas made a muomber of drawings based
on the equesiran phowographs. What a highspeed phowograph showed and
what the eye saw were in conflice, but the evidence of the conera was incon-

trovertible w those who had dedicaved themselves wo realism. (197 )

The following passage from a text by Lispector titled “Seco estudo
de cavalos™ (“Dry sketch of horses™), in a section titled “Na rua seca de
sol”™ (“On the sun-baked sireet”), can be read as a commentary on Muy-
bridge’s 1872 experiments in California:

Mas de repenwe - no siléncio do sol de duas homs da arde e quase nin-
gudém nas ruws do suburbio — wma parelha de cavalos desembocou de wima
esquina. Por wm momento imobilizown-se de pams. [ ] Al como estimas,
[...] Passara o instante de vislombramento, Instante imobilvado como por
wima magquing fowgrafica que tvesse captado alguma cosa que janas as

palavras dirao, (2016, 472-5)

(But suddenly — in the silence of the two o' clock sun and with alimost no
one on the streetin those outskicts — a pair of horses emerged from around
a corner, Fora moment they froze with legs shightly raised. [._] There, like
sttues, [ ] The glimmering instant had passed. An instant froeen as by a

camera that had capured something words will never say, (2015, 450)
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170 Writing by Ear

What words cannot say will be shown for the first time through pho-
tographic technology. The horse in movement, photographed by Muy-
bridge in front of a white background (and not with any scenery behind
it), is for Lispector like a text written on a blank page, but one that must
be read as form in movemeni and not as static, fixed form and content.

Form and Movement

In Near to the Wild Heart, Lispector announces, through her alter ego
Joana, a static revelation that will accompany her to the end: *Entdo
Joana compreendiasubitamente que na sucessio enconirava-se o max-
imo de beleza, que o movimento explicava a forma - era tio alto e
puro gritar: o movimento explica a forma!™ (“Then Joana suddenly
understood that the uimost beauty was to be found in succession, that
movement explained form - it was so high and pure to cry: move-
ment explains form!” (44; 36). The importance of this revelation is
confirmed through the repetition of the same expression in another
moment of the book, when Joana feels life fully: “Sdo raros os instan-
tes. Quando ontem, na aula, repentinamente pensei, quase sem anie-
cedentes, quase sem ligacio com as coisas: o movimento explica a
forma. A clara nocio do perfeito, aliberdade sibita que senti” (*These
instants are rare. When yesterday, in class, [ suddenly thought, almost
without antecedents, almost without connection to things: movement
explains form. The clear notion of perfection, the sudden freedom |
feli™ (70=1; 62).

If movement explains form, how to inscribe it within writing? The dif-
ficulty is in expressing through words something that is born as a sensa-
tion. The question, as emerges through the present discussion, is not a
matier of content and form but rather of content and movement, as in
music and moving pictures (cinema). Through this revelation, Lispec-
tor's poetics is instituted as forms in movement, forms in transition,
forms under constant metamorphosis. One of the answers that Lispector
will give to the challenge of articulating movement and text is a close
approximation to music:

Certos momentos da misica, A musica era da categoria do pensumento,
ambos vibravam no mesmo movimento e espécie. Da mesma qualidade do
pensamento fo mimo gque ao ouvi-k, este se revelava, Do pensamento o
intimo que ouvindo alguém repetir as ligeiras nuances dos sons, Joana se

surpreendia comao se fora invadida e espalbada, (44-5)
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(Cerain moments in music, Music was of the sune category as thought, both
vibrated in the some movement and kind, OF the sone gquality 25 a thought
sointimate that when heard, it revealed iself As a thonght so intimate that
when she heard someone repeat the slightest nuances of its sounds, Joana

was surpnsed at how she had been invaded and scattered. ) ( 36-7)

Beyond music, there is the magic of photography and of cinema, which
capture the uncapturable moment of constant movement and alteration.
In A Breath of Life, Angela states:

Angela. — De siibito a estranhes, Esranho-me como se uma camera de
cinema estivesse filmando meus passos ¢ pamsse de sibito, deicandoane
indvel no meio de wm gesto: presa em flagrante, Eu? En sou aguela gque
sour Mas isto & uwim doido faltar de sentido. Parte de mum & mecinica ¢
automatica — & neurovegetativa, ¢ o equilibio en re nao querer ¢ o guerer,
do nao poder ¢ de poder, mdo isso deslizndo em plena rotina domecani-
cimo, A cunera fotografica singularieon o instante, E eis gque anomatica-
mente sal de mim para captar tonta de men enigma, diante de mim, gque é
insolito ¢ estarrecedor por ser extremamente verdadein, profundamente
wida miue avvlgmade no minka identidade. Eoesse encontro da vida com a
minha iden idade forma wm mindsculo diamante inguebravel ¢ radioso

indvisivel, wm dnico atomo [ ] (1999, 74 my emphasis)

(ANGELA: Suddenly an odd feeling, [ find myself odd @ though a movie
camera were filming my steps and suddenly stopped, leaving me imimobile
in the middle of a gesture: canght in the act, Me? Am [ the one who s TP But
this & a mad senselesnes! Part of me is mechanical and automatic — neu-
rovegetative, the balance between not wanting and wanting, of not being
able and being able, all of it sliding along in the routine of mechanism, The
camera singled out the instant, And so it & that T antomatically left oyself
in order o capture myself dazed by my own enigima, nght there before
me, which is unprecedented and terrifying because i's extremely rue, pro-
foundly maked life merged dfnfe my idemisly, And this encounter between Life
and my identity fonns a minuscule unbreakable and radiant indivisible dia-

mond, asingle atom [] (20124, 62 my emphasis)

What Lispector wishes to do with writing is to achieve this: "0 que
me importa sio instantineos fotogrificos das sensacoes — pensadas”
(“What matters to me are the snapshots of sensations - sensations that
are thought™) (26: 11). Therefore it & also a subconscious writing: “E
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172 Writing by Ear

que eston na vida fotografando o sonho” (*And that I am alive photo-
graphing the dream™) (73 69). In capturing movement, the camera
takes hold of the eternal that resides in the instant that passes and
immaobilizes it in such a way that through the camera we have access to
“naked life” - the “naked life” that the horse ako announces, as Lispec-
tor articulates when she writes “0 cavalo é nu” (“The horse is naked™)
(201 6a, 475; 2006, 4477,

Mietzsche and Horse
In Camera Lurida, Roland Barthes writes:

[nn the love stirred by Phowgraphy (by cermin photographs), another music
is heand, its name oddly oldfashioned: Piy, T collected in a last thoughe
the images which bad “pricked” me {since this & the action of the fome-
fem), like that of the black woman with the gold necklace and the strapped
pumps, In each of them, inescapably, [ passed bevond the unreality of the
thing represented, I entered crazily inw the spectacle, into the inage, k-
ing into my arms what s dead, what is going to die, as Niegsche did when,
as Podach tells us, on Janwary 3, 1889, he threw himselfin tears on the neck

of a beaten horse: gone mad for Piy's sakee. (1981, 116-17)

The photograph that "embraces” the living through “stilHife" portraiture
is precisely the same idea that Lispector presents through her fictional
author in A Breath of Life

Antor, — Angela tem medo de viajar por receio de perder o seu e nmuma
viagem. Ela precisa de pelo menos por wim minuio para pegar a si mesima
em flagrante, Pegar o vivo e tmar o sen indvel retrato e olharse no retrato

e pensar que o flagrante deixou wma prova, a desse retrato i moro, (68)

(AUTHOR: Angela is afraid o travel for fear of losing her during the trip.
She needs for at least one minute in her life o catch herself in the act. To
catch what's living and ke her immobile picture and look at herself in the

picture and think that the snapshot left a proof, that of the already-dead

picture. ) (H1-2)

In his passage, Barthes is referring to the famous (and perhaps apocry-
phal} scene of the horse Nietzsche saw being beaten in Turin. As detailed
by one of Nietzsche's biographers:
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On January 3, 1889, st after Nietsche lefi bis apariment, he caught sight
of a carnage driver beating his horse on the Poes Carlo Alberio, Nietsche,
weeping, threw himself around the horses neck o protect it. He collapsed in
compassion with the horse, A few dayvs Tater, Frang Overbeck came o collect his
mentally deranged friend. Nietsche ived on for one more decade, Nietsche's
philosophical history ended in January 1889, Then comimenced the other his-

tory, the history of his influence and resonance. (Safranski 2002, 316)%

What'’s taking place here is the collapse of Nietzsche’s life before his
internment in the asylums where he will spend his last eleven years,
immersed in madness until his death on August 25, 194, An enigmatic
episode in the philosopher’s destiny, the final scene of his productive life
or the initial scene of his entrance into madness, itis in the end a funda-
mental encounter that Nietzsche has with the horse, as Jacques Derrida
reminds his readers in The Animal That Thevefore T Awme “as you know, he
[Nietzsche ] was mad enough to cry inconjunction with an animal, under
the gaze of, or cheek by jowl with a horse. Sometimes [ think I see him
call that horse as a witness, and primarily in order to call it as a witness to
his compassion, I think I see him take its heads in his hands” (2008, 35).

Therefore, when I heard Mietzsche and horse (and not Horace) | the error
was correct, and what was correct resided in the error, confirming a mode
of oblique action = because it i unconsciows - of a writing (or reading) by
ear. [ wish now, finally, to analyse the consequences of this episode in the life
of modern literature through an analogy between Lispector and Nietzsche.
Peter Sloterdijk speaks of the episode as Nietzsche s "Dionysian farewell per-
formance” (1986, 96), and explicitly unites the body of the philosopher and
that of the horse as if they were but one being: “What would he not have
given for the chance to breathe a sigh of relief ... and no longer violate his
body, the miserable carriage horse”™ (96). Like van Gogh's act of self-mutila-
tion, according to the reading of Georges Bataille, Slote rdijk makes explicit
the collective sense of madness in Nietzsche, and the sacrifice that he made
before the possibility of bringing an end to the theatre of metaphysics:

Mo one who has glanced even briefly behind the curtain of Western ration-
ality can still pretend that Nietsche's descent into madness was a private
affair. This descen twas, on the conrary, the individual recapitulation of an
entire civiloation, an exemplary sacrifice that, nest o the death of Socrates
and the slaughier of Jesus, represents a third unforgetable sttement on
the relationship between the empowered word and the expression of life
within Western culture, (72)
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The Centauric Writing

For Lispector, as we see, it also happens that the horse is by far (and
perhaps not incidentally for the personal anecdote with which [ began
this chapter) the most important figure in her extensive bestiary. Sil-
viano Santiago (2004, in his essay “Bestidrio,” undertakes an intense
analysis of animalks in Lispector’s work, and he gives special emphasis to
the signifier horse (208). His text begins with an analysis of a letier that
Lispector sent in 1941 o the writer Lucio Cardoso, and it goes on to
analyse a series of the author’s works and letters, identifying within them
two movements: the selfmodelling of the human as an animal and the
transformation of the human animal into a wild one. Santiago establishes
in this way a mode of reading Lispector’s work, one that [ largely follow in
the present book: “With the passing of the years, metamorphosis would
acquire symbolic and allegoric tonalities, worthy of the highest literature
produced in Brazil. The reader must try to follow these metamorphoses
and tonalities, make them explicit, differentiate between them, analyze
and interpret them” (193). Metamorphosis, he claims, can just as easily
indicate repose and happiness as it can point to conflict and drama. In
both cases, what one finds is a “dramatic reflection on the mishaps of a
life lived intensely and the terrifying risk of death” (194).

Lispector was born on December 10, 1920, and she died on December
90,1977, 8he was born and died under the sign of Sagittarius, represented
by the image of a centaur:

Eu vou morrer: b wna tensao como a de um arco prestes a disparar a
flecha, Lembro-me do signo Sagicino: metade homem e metade animal,
A parte humana em rigidez cBissica segura a flecha, O arco pode disparar

a qualguer instante ¢ atingic o alvo, Sei que vou atingir o alvo, (19984, 48)

(Tm going o die: there’s that tension like that of a bow about to loose an
arvew. I remember the sign of Sagittarius: half man and half animal. The
huwmnan part in clssical rigidity holds the bow and amrow, The bow could
shoot at any instant and hit the rget T know that Tshall hit the arge.)
(2012¢, 46)

What most matters o me is o present Lispector’s work as that of a cen-
taur writer, novelist, and philosopher, much like Nietzsche himself, who,
in a ketter to Erwin Rodhe, wrote: *Scholarship, art, and philosophy are
growing together inside me to such an extent that one day I'm bound to
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give birth to centaurs” (quoted in Sloterdijk 1986, 10 . For this reason,
[ will follow fairly closely the reading that Sloterdijk gives to Nietzsche.
Sloterdijk associates the unmistakable originality of The Binh of Tragedy
with the emergence of a form of “centaur thought,” a thinking of double
enunciation, thinking in a form of writing that transcends disciplinary
limits, constituting a robust hybridity - the same hybridity that Horace
had criticized: *Nietzsche’s most prophetic characteristic was his inability
to be a specialist in any one discipline” (Sloterdijk 1986, 6). It is not a
question, Sloterdijk says, of having multiple talents side by side, but the
fact that "he did not practice the one discipline alongside the other, but
practiced the one by practicing the other” (5). [tis the emergence of this
double or muliiple elocution that Nietzsche brings to light: “For what-
ever the combination of sources and prototypes, the decisive element in
it was the centauric birth, that is, the setting loose of an infinitely con-
sequential artistic and philosophical double-natured eloquence within
which Nietzsche's powers were bound together effectively for the first
time” (1. From this point onward, with Nietzsche serving as "an art-
ist as scholarscientist and a scholarscientist as ariist,” one wiinesses the
establishment of what Sloterdijk defines as “centauric literary tenden-
cies” (10,

Nietzsche's originality, according to Sloterdijk, “is evident in the fact
that he developed a literary staging process” (1986, 7). This process
consisis in expressing through writing that which does not necessarily
pertain to writing, much like the synaesthesia produced by Wagner in
his operatic work. In this way, Nietzsche had “to compress the entire
spectrum of his impulses into the narrow mediom of writing” (7), using
writing for a project that was not solely literary. Lispector’s literary work
can also be linked to this definition: to make writing operate according
to the logic of other modes and forms, as something else, whether this be
painting, sculpture, photography, radio and/or cinema. [t is this multi-
plicitous project, carried out via literary writing, that I'wish to understand
through the term resonanee,

Centaur thought, for Sloterdijk, is the definition of the field of litera-
ture from this moment, “staged not in terms of narrative but of in terms
of theatre”™ (1986, 20). This field involes an intimate, and up to that
point unique, correlation between existence and language. The two pas-
sages that [ cite below are fundamental for an adequate undersianding
of Lispector’s literary project: “Perhaps literature is simply, in the broad-
est sense[,] the universal element within the centauric phenomenon,
[t would in that case be the lngua franca for free spirits, for those who
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cross the borders between spheres that shift away from each other, and
for defenders of coherence. There have been sufficient indications for a
long time now that this true” (20), One might also add:

Always, whenever authors inspire a dual perspective through their own pol-
vlingualism, there comes inw play the liwerary general eloguence of intel-
ligent minds who seem to see the only value in limits as lving in the fact that
these limits afford us the oppormnity to exceed them, From ET.A. Hoff-
mann o Sigmund Freud, from Seren Kierkegamrd to Theodor W, Adomo,
from Novalis to Robert Musil, from Heinrich Heine to Alesander Kluge,
from Paul Valery to Octavio Paz, from Bertolt Brecht wo Michel Foucault,
and from Walter Benjamin wo Roland Barthes — in each instance, the most
communicative minds have presenwed themselves as wemperaments and

varmtions of the centaunc genius, (13)

Lispector’s veuvre, as | have shown, i also a varalion of the centauric
gendus, a definition par excellence of the type of (mixed) text she pro-
duced. As noted by the majority of her critics, few writers will be able to
achieve as she did such a meaningful correspondence between existence
and language. The answer that Lispector offers to the question “Why
should we diez” will be similar to that which Sloterdijk states regarding
Nietzsche: “the dynamic between the search for self and the attempt to
release oneself from 1" (21). At siake 15 the creation of a literaiare that
proposes an answer to the death of the *I" through its expansion into the
not-I, the animal, and the planetary. For this reason, metamorphosis, as
a simultaneous mode of incarnating, bringing to life, and causing to be
reborn, b fundamentally important. As Sloterdijk puts it, Nietzsche can
“play the role of the one who is again giving birth. In the ardor of his
prophecy, he simultaneously becomes the pregnant mother, the gyne-
cologist, and the divine child” (20, This is the Dionysian materialism of
which Sloterdijk speaks, the passage of the individual body into a univer-
sal, planetary one, and its ecstatic character: “The fundamental question
for modern psychologies, which the Dionysians of an active materialism
must render animate from the outside in, is the following: how can indi-
viduals who are imprinted by regionality, finiteness and fear of deaih in
any way endure being affiliated with a planetary fact?” (84-5).

In this centauric text, each and every one is believed to be “a medium
for a singularly phenomenal, dramatic universality. It knows that it has
been incorporated into a planetary magnetism of physical universal
candor”™ (84). Given this, Sloterdijk considers that after Nietzsche there
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Coda: Heanng Horses 177

would be developed what came to be, by the turn of the tweniy-first cen-
tury, *a modern ecology of expression” (85), which could unite “the
three decisive revolutions of the nineteenth century: the politicization
of the proletariat, the cultural seizing of language by women, and the
discovery of the unconscious” (84-5).

Lispector’s work is continuowsly contemporary, and it i continually
reborn today in variow studies and translations, just like that “ecology
of expression” to which the present study has attempted to contribuie
through an emphasis on hearing and the auditory sense, as well as what I
have termed echopoctics. This echopoetics implies an opening to the point
of disappearance of the limits of the psyche, language, and the individual
body, as in the myth of the nymph Echo:

Within the phenomenon of Dionysian materialism, the individual psyvche
must be confronted with the advent of an increasingly violent and subtle
contextual maton of what constimtes the “wodd.” . Tomust learn o accept
into itself the impact of the much-too-much which “arrives™ from without, in
order to correspond o the external opening of wodds through an increase
in inner openness w the workd, (Sloverdijk 1986, B5)

Echo, as [ have shown, is but the expansion of the “I" within the world.
For this reason, once again, it is regressive metamorphoses that most
matier in any attempi to reach an expression of the magnetism of the
universal:

The unconscious s the name for the sources at which the modern (e,
postreligions) retrogressive metamorphoses of subjectivity lead back w that
which preceded it. The bodyand the dramaare the matenal foundations of
this modern consciousness of retrogressive metamorphoses: we expenence
in them the way in which the narmowness of the subject breaks open when
it resigns iself aodens volers to the universal contescr, of which it has long
since unconsciously been a part and from which it will never be permitted
to escape, Any inwardness is interwoven deeply and somatcally into the

mag netism of the universal, (84-5)

The theory of the will to power, in this case, must be rethought as the
assumption not of a force but rather of a stimulating fragility: “But noth-
ing in Nietzsche's writing can have as great a continuing effect as his own
refutation of his theory of the will o power. His whole life contradicis
it and testifies to a stimulating fragility that is turned toward us like the
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178 Writing by Ear

hardly disguised interior of the terrible truth” (91). The following text
can be transposed to Lispector without needing to alter even one phrase
of what Sloterdijk says about Nietzsche:

There are no longer any semantics, only gesticulations; no longer any
idess, only ropes of energy: no longer any higher meaning, only temporal
stimulation; no legos, only oraliy. There s oo longer anything holy, only
heartheats; no longer any spirit, only breath; no longer a god, only the
movermnents of amouth . Ieis the language of the posumetaphysical human
being, and perhaps only a sortof children’s language as well —a return o a

Joviul orality at the heights of culture? (695,

And, finally, there is the question of listening as a source of that opening-
up to the other:

The spoken anguage is, indecd, not my own, or at least not endively my
own; it s always the others who have made me speak and listen o a lan-
guage, Real speakingr aliays ocours omly in wlabion o heaving — above all, fo hao-
irgr fwert heard. These inspired verbal emotions { Werdergriffenbeifert) result in
the effect, as srange as it is undes mndable, that, through the speaker, the
Oher only now, as it were [, ] begins wo speak. We call these strange episodes
of linguistc life "inspiration” in which the designatons and inscriptions
that Jogmy s left behind within the individual begin o resound against the

instrument of the body as if they were our own propery, (69}

Real speaking alweays ocours only in relation to hearving — above all, lo having
been heared. “E a pergunta €: como escrevo? Verifico que escrevo de ouvido
assim como aprendi inglés e francés de ouvido” (*And the question is:
how do [ write? I can confirm that [ write by ear as [ learned English and
French by ear”). As readers, we learn with Lispector thatit is possible to
listen to happiness within ourselves and to put it down in writing, “para
nio esquecer” (“soas not to forget”) 7

O cavalo de onde en caira esperavarme junto ao no. Moo ei-o e voei pelas
encostas que a sombm jd invadia e refrescava, Freei as rédeas, passed a
man pelo pescoco latejante ¢ gquente do animal. Continnel a passo lento,
escutando dentro de mim a felicidade, alta e pura como wim eéu de verao,
Aliset mens bragos, onde ainda escorna a dgua. Sentia o cavalo vivo perto
de mim, wma coninuacao do men corpo. Ambos respirivaamos palpi antes

e novos, Uma cor maciumente sombna deitarase sobre as compinas mornas
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do tiltimo sol e a basa leve voava devagar, E preciso gue eu nao esqueca,
pensed, gque fui feliz, que eston sendo feliz mais do que se pode sec Mas

esquect, sempre esquec, (1998, 2001-2),

[The horse from which T had fallen was waiting for me by the aver [
monnbed it and flew down slopes that shadows had already invaded and
cooled, T reined it in, ran my hand along the animal’s warm, throbbing
neck, I eontinued at a slow pace, listening to the happiness inside me, as
high and pure as a summer sky, [ s roked my arms, where water still dei pped.
I felt the horse alive near me, an exiension of my body, Both of us breathed
palpitating and new. A sofily somber color had setled on the fields wann
from the last sunlight and the light breese flew slowly, T muost oot forget, [
thought, that [ have been happy, that [am being happier than one can be,

But [ forgot, Uve always forgotien.) (2012, 194)
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Notes

1. Introduction: A Certamn Intmate Sense

1 The page munbers refer first, to the cited vesion of the original Poriuguoese
text and then to the English version, This s explained more fully in the "Noe
on Copyrght and Translations,”

2 For a psychoanalytic approach to silence in Lispector’s work, sec Maria
Homem (20012, Dany Al-Behy Kanaan™s A esenta de Clavice Lispector
(2003 ) establishes a ink between the anthor's biography and the biblical
themes in her work: however, he does so without offering a close analysis
of listening, Over the past ten vears, transkations of Lis pecbor’'s writing
have enjoyed a great deal of success, and the present book is the result
of this new and exciting moment in Lispector’s international carcer,

Both Benjamin Moser's 2009 biography and the new translations of her
work by New Directions have enjoved critical and commercial success in
the United States, Other English-language books devoted o Lspecior’s
work, such as Lucia Villares's Exemining Whiteness: Reading Clarice Lispecior
heroregh Bessie Head and Torg Morvison (2011}, Claire Williams's Encourider
beitmeen: Opposiles i the Works of Glarice Lispector (2006}, and Clindia Pazos
Alonso and Claire Williams™s co-edited (Qaser fo ihe Wild Heart: Essays on
Clarice Lispector (2002}, have likewise contributed much to this growing
area of inguiry. All other English-language monographs on Lispector {no
more than a handful) saw publication over a decade ago, and the most
important of these are Marta Peivoto’s Passienale Fictions: Gender, Namradive
and Vielenee in Clarice Lispecior (19943 and Earl E. Fite's Sevuality and Being
ini fhe Poststructuralist Universe of Clavice Lispecior: The Differance of Desire
(2001 ). On the scope of Lispector’s critical fortune, see Marting (1993 ),
Montero (2002), and Gotlilb (2002) .
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3 Twill discuss the relation between sculptune and lsening in Lispector’s The
Prssion According fo G H (see chapter 6.

4 The 1980 “discovery” of Lspector in France, and from there in the rest
of the world, occurred thanks in large measure to Cicous, That said, her
reading of Lispector’s "feminine writing” ("écriture feminine ") came
under serious cabcisin, On one hand, it was considered oo close 1o
Cixons herself, as if Lispector had been "speaking” Cixvous’s own thought
avan ln letie; on the other, Cisons was seen o be associating Lispector
with a feminism considered by that time to be overly essen tialist. For a
dense and balanced reading of these positions, see Peisoto (1994) and
Klobucka (1994 ). For my own part, T opted to defend Cisous’™s reading at
a time when in Brazl it was being most violently criticized. See Librandi
(19,

5 Jean-Luc Nancy, as well as Philippe Lacoue-Labarthe, afier Nieszche and
Heidegger belongs to a philosophical tradition that tries o put aside
the " sheculatoe apparatus,” “which, from Plato o Lacan, i a specular
instruiment” (Lacoue-Labarthe 1998, 1455, About that tradition, see the
excellent account by Adrienne Janus (20011},

£

The most detailed description of Lispectors family and the travmatic

t=1

circims anees sumrounding their departure from Eumpe & found in the
biography of Lispector by Benjamin Moser (2009). In Poduguese, the most
widely recognized biography was wrtten by Nadia Batella Gotlib (1995),
whois also the author and organieer of Clarice foioldografio (2007},

7 The circims tances surrounding Clarice’™s mothers illness are controversial,
For a critique of Moser's hypotheses, see Abdala Jinior (200107,

B Sce the comment by Delewse (1997}, based on a sentence by Marcel Proust
in Agrinisd Sairde-Bewve: “heautiful books are written in a sort of foreign
Tanguage™ (93).

9 By cosmepolitan, [ mean, along with Abel Barros Baptista (2009, an
“opening of a space of unconditional hospitality.” By lerary field, [ refer to a
space that "abstains from delimitng and imposing conditions of entry and

residence upon the outsider™ (67},

2. Writmg by Ear

1 My use here of the tenn “guality” follows that of Roland Barthes in “Music,
Voice, Language™ “Then what s music? .. A guality of lnnguage. But
this quality of language in no way derives from the sciences of linguage
(poetcs, thetoric, semiology), for in becoming a quality, what s promoted

in language s what it does not say, does not artealate” (1985, 2845,
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2 Among the vast and imporint bibliography on music and literature in
Brazil, see the studies by José Miguel Wisoibk (2004 ), Luiz Tatie (2004), and
Charles Pervone (1989, 2010}

3 See, for example, Moreira (2013) and Dahrer (2012}, Marcello Moreira
points o the “dominance of heanng” in the colony within "a pragimatic
regime of sirong orality” while also pointiog o “the growing muting of an
arality that was increasingly domesticated by the acion of writing” through
the production of grammar books by the Jesuits,

4 The passage can be found in Andrade’s "Manifesto antropdfago™ "Contra o
Padre Vieira, Autor do nosso primeiro empristimo, para ganhar comissao,
O rei analfabeto disseradlbe: ponha S50 no papel mas sem muita b,
Ferse ocmpréstimo, Vieim deisou o dinbeiro em Portugal ¢ nos trouse a
Eibia™ (20011, 69) ("Against Father Vieira, Author of our first loan, so that he
could earn his commission, The illiterate king had told him: put it on paper
Bt don’t be too wordy, The loan was made. Brazilion sugar was tasied.,
Vieira left the money in Poringal and brough us wordiness,” Translation by
Marques in Andeade 20014, 101).

5 A facsimile of Helio Ohiticica’™ 1972 ppewntien transkabon of the manifes o
into English s available at the blog htip:/ S cotidnocarnaal blogspot.oom br.

£

t=1

The text, "Objeto e fim da presente obra,” was first published in Revisia de
Bragil, in November 1926, and then included as the preface of Andrade’s
novel, published in 1933,

T Lispector uses many ellipses in herworks; those ellipses that indicate my

amisions in quoktons from her works will be enclosed in square brackets,
3. The Aural Novel

1 In their notes on the unpublished essay, the editors sgate: "Bakhitin
gives two possible titles for the piece: "The Other’s Word as the Specific
Object of Investigabon in the Human Sciences” and "The Problem of the
Oiher's Word (Other’s Speech) in Calire and Literaire: From Essays on
Metalinguistics™ (Bakhiin 1986, 157},

2 In her book Examining Whiteriess (2011 ), Lici Villares suggests, for the first
time, a companson between Lispector’s and Momson’s works through the
perfommativity of mcial boundanes in their fictions, The question of the
aural, however, is not addressed.

3 This is an online interview and appears at bip: S www paginabooom b/
imtindo/ escuts-de-mia-coutod  WEITERN Swl h.

4 Nebon Viewra (1989) found in The Howr of the Siara “Talmodic sple” of

CONTIROS] EO T,
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The parenthetcal structure of anthorship in this novel has been addressed
Ty Helene Cixows (1991a).

Inn this last book, one more element becomes prominent: the presence of
Lispector’s friend and secretary, Olga Borelli, who, afier Lispector’s death,
collected the scattered fragments and published them in Do Sopro de Vida
(A Breath of Life), thus contributing an additional voice o speak for and with
Lispector,

For an excellentanalysis of Lispectors final books, see Roncador (2002),
She questions the notion of improvisation applicd o Lispector’s wexs,
especially .”:g‘l!.l!ﬂ Viva, the book that resulted from the revision of a prior
manuscript titled “Sercaming Object.” However, she melates Lispector’s last
texts o the practice of erdmicesand o the informality of a conversation:

she finds in these tests not aunity of action but a continuity of theme and
tone (72} I think of improvisation as a method that s stictly related o the
producton of a tone and a chythin, and not as asyoonyim for spontaneity or
a st published without revision,

For more, see Gurgel (2001},

Here I am thinking about the presence of the blind man in the story
“Love,” published in the collection Lacos de Fanilia (Family Ties, 1960), as
the ultimate example of the importance of blindness in Lispector’s work,
For an analysis of vision in other works by Lispecior, see Pontien (1999),
Also imporant s Perete (2008} on vision and blindness in art,

See my study “Machado de Assis ¢ o eco fonogrifico™ (2016),

“What is listened to here and there (chiefly in the feld of art, whose
function s often utopian) is not the advent of the signified, object of a
recogni ion or of a deciphering, but the very dispersion, the shimmeningr of
signifiers, ceaselessly restored to a listening which cesselessly produces new
ones from them without ever armesting their meaning: this phenomenon of
shimmering s called sgrifying [ signifiance], as distinct from signification ..
it compels the subject o renounce his ‘inwardness™ (Barthes 1985, 259},
For more on this, see Galvao (1972},

Marepe wis born in 1970 in Santo Antonio de Jesus, Bahia, He has
exhibibed his work nationally and internationally since the early 1950s,

and his creations come from a strong connection to the local traditions,
cuistoims, and materials of Bahia, where he bhas ived and worked for his
whaole life

“Marepe infuses his work with the area’s culturally specific hybrid of African
and European traditions, A sculptor by raining, Marepe invokes in his
methodology both the influence of Marcel Duchamp’s readyimade and the

challenges to the barriers between art and life lannched by the Brazgilian
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Neoconcretiss of the 19505 and 1960s, In Marepe’s case, however, the
transformative gesture of the Duchampian readymade takes on a social and
poctic significance that calls into gquestion the ins i inional status of the

art object while simulianeously investing evervday objects with an alimost

spiritual power” (Fogle 2003, 168},
4. Hearmyg the Wild Heart

1 Brazilian psychoanalyst Hélio Pellegnno has been alone so far in linking
Lispectors work to that of Vincent van Goghe "Like van Gogh, she knew -
in her flesh and in her soul — that a fire rages beneath evervihing, And she
devoted heself wo expressing this, by means of language” (Pellegrino 1987
quoted in Sousa 2013, 613, On Lispector’s paintings, sce Tannace ( 3009}
aned Sousa (2013},

2 "The fullest portrait of this bright, unpish child can be found in her own
first novel, Near fo dhe Wild Heard, published when she was twenty-th ree, Like
so many of Clarice’s fichional manufaciunes, the main character, Joana,
bears a sriking resemblance to her creator: the same fanily ciomwms aonces,
the same heads rong personality, the same resisance to convention”™ [ Moser
NWW, 55) .

3 In the Introduction o the English edition of the book, Moser writes:
“Litcio [Cardoso] suggested a title, borrowed from Janes Jovee . This
became the book’s epigraph, which, together with the occasional use of
the stream-ofconsciousness method, led certain erites to describe the
book as Joveean, The companson annoyed Clarice, 'Tdiscovered the
quote, the title of the book, and Joyee himself once the book was aloeady
finished. T wrote it in eight or nine months, while Twas studying, working,
and getting engaged — but the book has no direct influence from my
studies, my engagement, Jovee, or my work™ (Lispector 200 2a, vii ),

4 Hercarceras a writer started in the vear her father died, in 1940, Clance
wrobe Near fo fhe Wild Heard in 1942 and published it at the end of 1943, the
year she married Manricio Gurgel Valente, when she was twenty-three, The
book was initally rejected by her publisher, José Olyvimpio, and published
Ty the newspaper A Nogfe, where Clarice worked as a journalist when she
was shll a law student. It was well received by critics, selling out its first print
run of one thonsand copies. In 1944, it won the Graca Aranha price for best
novel, See Nadia Gotlib (1995) for more on the critical reception (174-85).

5 The onginal text says "géner nao me pega mais,” translated as “no label
will stick.” It is worth noting that the term “género” in Portuguese means

both literary genre and gender,
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The painter’s "suicide” was questioned in a recent biography (Naifeh and
Smith 2001} that talks instead of an ermant bullet from some youths who
were praciising their shooting in the painter’s locale,

According to Adam Gopnik (20000, “It &, in ils strange way, at onee the
Nativity fable and the Passion story of modem art . When, afier van
Cogh's suicide, in 1880, his fane grew, and the siory of the severed ear
began o circulate, it became a @alisman of modern painting. Before that
moiment, modernisim in the popular imagination was a sophis ticated
recreation ; afterward, it was a substitute religion, an inspiring story of
sacrifices made and sainthood at@ined by artists willing to lose their sanity,
and their ears, on 16 bebalf” [t s also worth noting that A erelha de Var Gogh
i the ftle of a story by the Brazilian writer Moacyr Scliar (1989), who s, like
Lispector, of Jewish origin.

For Strebe, "The recreaton was for sure msed the Bscination with van Gogh's
car, Central stands the gquestion about the cliché of the stereotypic romantic
image of the artist as a gemns, In this sense the simple, banal step to regrow
the car i an acd of demystificadion” (personal e-mail, June 2007},

Adier releasing her fist novel, Clanoe went to live in Daly, Moser (2009)
writes: “In that language, she renewed her acquain ance with Katherine
Mansfield .. Now, in Naples, reading Mansfield's letters, she wrote Licio,
‘There can be no greater life than hers, and [Tsimply don’t know what to do,

What an absolutely extraordinary thing she ™ (1434},

The onginal reads: *1 — Ler trando o excesso de adjetivos brilhantes;
2 — Ler tirando as palaveas ‘modernas’ .3 3 — Ler tirando mdo o que
sinceramente nao parccer bem ;4 - 5e puder, em alguns casos, deisar

o Fatos indicativos tirando a dei; 5 — Ler tirando o que parece com Joana;
B — Retirar paradoxos . ;7 — Tirar certo grandioso; 8 — Modificar frases
excessivamente ricas; 10— Timar o excesso do primeiro capitulo ;11 -
Tirar os bringuedos, o om falsamente inocente .. 12 - Tirar os ‘como’ da
analogia . 15— Apagar o8 vestigios de qualquer processo.”

.*igwe Viva effictively begins with an epigraph by the Belgian ardst Michel
Seuphor that says: "Tinha que existic uima pintura totalmente livee da
dependéncia da figura — o abjeto — que, como a miisica, nao ilustra coisa
alguima, nao conk wma histdra ¢ nao honca wn mito, Tal pintura contenta-
S G EVOCAr 08 relnos incomuniciveds do espin o, onde o sonho se toma
pensamento, onde o traco se torna exisencia’ (“There must be a kind of
painting totally free of the dependence on the figure — or object - which,
like music, illustmtes nothing, wells no story, and oonches oo myth, Such
painting would simply evoke the incommunicable kingdoms of the spint,

where dream becomes thought, where line becomes existence” ),
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In Brazilian Portuguese, paz (peace) & a homophone of gaeis (parents),
Clarice was born Chayva Pinkhasovoa Lispecior, In the chapter "A Missing
Name,” Moser (209} explains: “The name she received in Chechelnik,
Chaya, which in Hebrew means “life’ — and which also has the appropeiate
connotabon ‘animal” — would disappear, reappearing only in Hebrew on
her tombstone and notwidely known in Brasl untl decades afier her
death” (33).

For more about the inportance of the image of the uterus in Lispector, see
the wonderful catalogue and text by Veronmica Stigger (20016,

As Moser (2009 comments: “Joana pushes her Spinozistic conception
further, Just as there 5 no meaningful separabon between man and
animal, between Joana and the cat or the snake, neither man nor animal is
separate from God, the single, infinite, and eternal "one substance” that is
synonyimous with Nature: one substance in constant ransition, linked inan
infinite chain of cause and effect. The idea is the foundabon of Spinoe’s
thought, and in the ecstatic passage that closes Clarice Lispector’s book it
recurs clearly as the narration shifts, almoest inperceptibly, from Joana’s

third person ino the anthor’s first” (123)

5. Loud Ohbject

As Geoffrey Win th rop-Young and Michael Wutz put it in their introdue ion
tor the English edition of Kittler's Grameoplone, Flm, Typenrifer (19949},
dunng the "Age of Goethe” (1770-1830), one sees "not only the spread
of the nuclear family, but also the growth of literacy, [and] the notion of
authorship as the expression of ineffable individualiny” (sa). As Kittler
himself puts it in the same volme: “the age of Goethe: authority and
authorship, handwriting and rereading, the narcissism of creation and
reader obedience” (18R],

Inn terms of the pen as a synecdoche for male dominance, Kittler (1990}
refers explicitly o “the sacredness of the words and the erection of the
stylus” (HE).

For a distinct and yet complemen iy reading of Lispector’s work and the
typewriter, with an analysis of the semiditerate ppist characier Macabéa in
The Hour of the Star, see Sousa (20012),

The full passage reads: “Dentro de si sentin de novo acumulkarse o empo
vivido, A sensacao era flutnante como a lembranca de nma casa em gue se
morou, Nao da casa propriomente, mas da posicao da casa dentro de si,
eim relacao ao pai batendo na magquina, em relacao ao quintal do vizinho

¢ aosol de tardinha, Vago, longinguo mudo. Um instanie . acabou-se,
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E nao podia saber se depois desse tempo vivido vira wima continuacao ou
uima renovacao ou nada, como uma arceira” (MInside her she fele the thime
Tved piling up again, The fecling was floa like the memory of a house

in which one has lived. Not the house iself, but the position of the house
inside her, in relation o her father pounding at the typewriter, in relation
tor the neighbor’s vard and the late aftemoon sun. Vagoe, farmway, mute,
Aninstant it wis over Aand she had no way of knowing if afier the time
Ived there would be a continuaton or a renewal or nothing, like a barrier”)
(196 189},

5 Piano lessons made voung gicls all the mone skilled as tepists, Kitler cites
the following text from 1895, in which two cconomists discuss this fact:
Today, the typist has evolved into a kind of type: she s generally very high
in demand and s the mling queen in this domain oot only in America but
in Germany as well, [Emay come as a surpnse to find a practical use for what
has become a verimble plague across the country, namely, piano lessons for
yvoung gids: the resultant dextenty s very useful for the operation of the
typewriter, Rapid tvping on it can be achieved only through the dexierous
use of all fingers™ (1999, 95),

In Kittler's words: “If only because of that, an omnipresent metaphor

£

t=1

equated women with the white sheet of nature or vieginity onto which a
very male stvlus could then inscribe the glory of its authorship™ (1999, 183},
Focusing on the Gennan example, Kittler argues: "The monopoly of script
in senal data processing was a privilege of men . Even though more and
more woinen were anght leters in the wake of general educational reforim,
being able to read was not the same as being allowed to write, Prior to the
invention of the ipewriter, all pocts, secretaries, and typesettens were of the
same sex . One’s own or diciated script was processed by male typesctiers,
binders, publishers, and so on, in order finally to each in prnt the gids for
whom Goethe wrote” [ 1834},

7 Inthis case, [Thave provided my own English tmnskation, as Pontiero’s
rendenng of "No papel estava escrito” effectively removes the intentional
ambiguity regarding who had in fact done the writing — the repainman, the
typewriter or paper iself, or some other person.

B For more on the guestion of silence in Lispectors work, see Nunes (1969),

Waldiman (1999}, Fitz (2001}, and Wassernman (2007},
6. The Echopoetics of G.HL

1 The transkations in this chapter come from Idra Novey (Lispecior 201 2h),

Lispector’s text is hereafier referved toas The Passion.
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Notes to pages 132-56 189

Inn bis later essays, Jacques Derrida will direct his attention o Echo, An
excellent synthesis and comment about his approach can be found in
Pleshette DeArmitt, "Resonances of Echo: A Derridean Allegory™ (2009),
[use the werm “hgurations” (fromedes) in the sune sense as that proposed
by Carlos Mendes de Sousa (20012} in Figuracdes da Exerifa: Claviee Lispector,
For an analysis of “becoming-animal” in The Passion, see Inving Goh (2012),
For an analysis of Lispector’s biopolitics in the context of Latin Amencan
literatures, see Glorgs (20014).

The Portuguese text reads: “No dia antenora empregada se despedira”™
(24). The use of the reflexive pronoun se here causes ambiguity: the phrase
can mean that the maid simply quit the job, or that she said goodlye o

G H. afier having been fired,

There s adirect reference to the Bible here: "Eu ime sentia imunda como
a Biblia fala dos imundos, Por gue foi gue a Biblia se ocupou anto dos
wmundos, ¢ fer wima lista dos animais imundos e proibidos? por gque se,
coino 0% outros, unbeém eles haviun sido crimdos? E por que o imuando
era proibido? En fizer o ato proibido de tocar no que ¢ imundoe”™ (7T was
feeling unclean as the Bible speaks of the unclean, Why was the Bible so
concermed with the unelean, and made alist of unclean and forbidden
animals? why, if those animals, just like the rest, had been created oo?
And why was the unclean forbidden? I had committed the forbidden act of
touching the unclean”™) (71: 67).

Im quoting the translation of the poem by Allen Mandelbawm (Ovid 1995},
Kim-Cohen’s book analyses sound art with the aim of conceptual iring
non-sonoros sound, what he calls noncochlear sound: "The expanded
situation of sound is the idea that Thave been ryving to bring into play —
s0 that the implications of thinking sound-beyvond-sound and/or sound-
without-sound might mke oot” (209, xix), Antecedents of sound art,
which Kin-Cohen studies, are contemporary with Lispector’s first hook,
published in 1944: “Pieme Schaeffer’s initial expedments with musigue
concrete, John Cage’s first silent compaosition, and Muoddy Waters's
proneering electric recordings — all occured in the sune yvear: 19487 (s,
Inn his rich analysis of the notion of “the thiod car” by Theodor Reik, and
the analytic histening, Lacoue-Labarthe (1998} writes: “such a faculty of
lstening should at the most prmitive level regulate the simple perception
af the other as an unconscious perception, one that s capable of offering
infinitely greater material, according o Reik, than what is given to us by
conscious perception.” He adds, “"All perception s at bottom listening . Or
- listening s the pamadigim (not the metaphor)y of perception in general,

The unconscious speaks. And the voice, that is, the lesis, s that by which it
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speaks — which presuppose, ina perfectly classical manner, that language is
determined essentially as a linguage of gesture, a saindery” (162),

Krauss theonzes sculpture as an “expanded field” ased on the sonic
sculpiures created by Robert Morris, For the relation of this idea to
Lispector, the idea of "expanded simation,” as formulated by Kim-Cohen,
is especially impoiant: “"Perbaps the most impoiant aspect comimaon o
these evolutions s the expansion of the undesanding of the self beyond
an auto-identical, auto-confirming form of experience to a sense of self
predicated on the connection with other selves™ (2009, 83). Or, o Krauss
puts it “The revelation of this leads away from any notion of consciousness
s unified within itself. For the self is understood @ completed only afier it
has surfaced into the wordd — and the very existence and meaning of the 'T°

i this dependent on is manifesation o the other™ (1979, (o).

Coda: Hearmg Horses

This was one of the sessions of the Philosophical Reading Group at
Stanford, known as the PRG, coordinated by Hans Ulnch Gumbrecht and
Robert Pogue Harrison . It was also during one of these sessions that the
theme of nuance (inspired by a reading of Albert Camus’s The Relel) proved
tor b inspirational for my idess about Bracilan culinee and lierature,
further developed in a radio conversation I had with Robert Hamison
(Librandi and Harrison 2000, and in an essay on laency and nuance in
Joao Guimaraes Rosa’s fiction (Librandi 2001 Ta and 20015},

As Benjamin Moser comments: “What a horse feels, its ‘impressions,” cannot
be cormupted by the verbal, linguistic "expressions” that can only dilute

ar distort those original, suthentic feelings. Lincrécia sees only surfaces

and herself iy nothing but surface, another means for Clariee to approach
the same goal: the ‘'word that has is own light,” in which meaning and
expression are finally united™ (20049, 181},

As Moser quotes from the interview: "it demanded an exegesis Tam
incapable of performing. I's a dense, closed book. Twas chasing after
sommething and there was nobody to tell me what it was™ (2009, 1945,

Aggain with Moser: "For Clarice, in this book as in so many others, the horse
5 a perfect creature, and becoming hike a horse is a mystical goal, uniting
soul and body, matter and spirit. A horse acts only according to its nature,
free of the artifices of thought and analysis, and this is the freedom Clarice
seeims o long for” (2009, 181 ).

Moser suggests a relationship between 5ao Geraldo, a city in transformation,

and the city of Chechelnik, where Lispector was born: "During Lucrécia’s
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lifetime, the small setdement of Sao Geraldo becomes a full-fledged ciry.,
When she s a child, 5a0 Geraldo, rather like Chechelnik, is a litile place,
populated by wild hoses. The history of the wown's growth is the story of
the expulsion of these horses: as it takes on ever more civilized aies, finally
acquiring a viaduct and an embankment, the horses progressively emigmte,
delivering the metropolis to the Glory of vis mechanism”™ (2006, 178},

See also Chamberlain®s (1999 discussion of the horse episode.

Prara nao esguecer is the title of Lispectors posthimons book, published in
1978, It is a collection of crinicas previously published in A leggdo esbrangeira
and in A descoberia do meende.
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