Reading Paths in Spanish and Portuguese
Baroque Labyrinths

Ana Hatherly
University of California at Berkeley

The problems of reading and classifying labyrinth poems of the Iberian baroque
are addressed. A quantity of significant illustrations is provided and com-
mented, setting forth guide-keys for reading and interpretation.

In the Iberian Peninsular baroque poems called ““labyrinths’ (composed in
Latin, Spanish, or Portuguese) the most striking aspect is their twofold nature:
on the one hand, their visual impact, with a remarkable display of creative
calligraphy or printing; on the other, the complexity and the profusion of
paths proposed to the reader, always implicit in the text but not always im-
mediately evident. Because of this, the understanding of labyrinth poems
necessitates the acquaintance with the rules of poetry-making upon which
they are based.

Among the preceptistas of the period, the Spaniard Rengifo stands out as
one of the best-known. His Arte Poetica Espanola, first published in 1592,
seems to have been a revered model for the poets of his time and, to this day,
remains a major source of information for peninsular pattern or non-pattern
poetry of the baroque period.? Rengifo’s Arte Poetica has nowadays acquired
further meaning, becoming in itself an example of the evolution suffered by
the poesia artificiosa, for, as editions of the work appeared over the years,
successive additions were introduced into it allowing us to see in a panoramic
way the development of some of the forms.

In what concerns labyrinth poems, my personal research has enabled me to
confirm that the compositions that can be included in that category follow
quite closely the rules set out in Rengifo’s Arte Poetica. Consequently, in A
Experiencia do Prodigio,* | was able to gather all the labyrinths | had so far
encountered into three main groups:

verse labyrinths (labirintos de versos)
letter labyrinths (labirintos de letras)
cubic labyrinths (labirintos cubicos)

Verse Labyrinths

Verse labyrinths are usually made of four or five line poems, with a normal
aspect but arranged on a single page or sheet. This type of text usually carries
an indication of how many readings may be obtained and how many pos-
sibilities of combination or permutation are considered viable. The most fre-

52 Visible Language XX 11986

Visible Language, XX 1 (Winter 1986), pp. 52-64.
Author’s address: Department of Spanish & Portuguese, University of California, Berkeley, CA 94720.
© 1986 Visible Language, 2643 Eaton Road, Cleveland, OH 44118.



quent reading paths proposed for verse labyrinths to be added to the normal
one are: alternation of lines and strophes, one by one, two by two, three by
three, etc.; reverse readings from right to left, from bottom to top, from end to
beginning, etc.; and diagonal readings. Whichever the path or paths chosen,
perfect, meaningful poems must always result, at least perfect so far as the
rules are concerned. In the compositions which include in their title a relation
to the chessboard, reading paths similar to chess moves are to be considered
as well. In Figure 1 we can see an example of the chessboard kind of poem,
included in a 1724 edition of Rengifo’s Arte Poetica Espanola.

A variant of the chessboard verse labyrinth is shown in Figure 2, a text
attributed to Luis Nunes Tinoco, a Portuguese poet.* At the base of this com-
position are indicated the main reading paths starting from the center —
Carmine concelebret — and the number of verses resulting from the possible
combinations — 14,996,480 — an astronomical figure which | have also found
in a similar poem by the Spaniard Juan Caramuel de Lobkowitz, included in his
celebrated Metametrica, published in 1663.

Yet another type of verse labyrinth is seen in Figure 3, a composition dedi-
cated to the Portuguese Conde de Villaflor, D. Sancho Manoel,* where the
reading paths are indicated by letters — A, B, C, etc.

Figure 1. Chessboard poem. Juan Diaz Rengifo, 1724.

Y e S S RS S SR SIS T BT ey > 7 T ERELD
B P S YUY SUU RS S PR r U T U T TS T S U UT SO TS O TTT YR T EEE
b
Eb  Somweintey cinco no mas ‘s I AB . i T A a
B sidergoe s sy & Y P\IN Lyl R
Bb 80 las cucntas por compis, K s A ls Morifca ,y traves, 42
By Algunes menos, & s, & AL MUDO DE EL JUEGO DE EL AXEDREZ, & Juweds dos o pes, €
Bp  Som cinco mil y quinientas, 2 QUE{TRATA DE EL NACIMIENTO DE CHRISTO 2 Hallaras el Confonanse. Pl
b &: NUESTRO SEiOR. % 3
[ Db A S L e L Pt WHEPeGYS D T L L e P S T P e el P Dt b s
. 4 o AE i p:
E’ La Virgen Santa Maria §‘ Con un Hijo, que parié 3 Decl modo, que convenia 1+ Noclro pecado pagd § Siendo de tan gran cantia f:
E’ Con f{us entranas dec amor & Siendo Virgen clcogida, Ha parido al Redentor Y lor levantar mi caida ” O que fupremo favor 2]
B oy nos ha dado ¢l Mcffias & ( Segun nos lo promctid). & P nueflea mejoria ?ﬁ‘ Humilde por mi nacid % Ducs Dios Padre affi lo cabia €3
5 Amanzo Dios fu amor ;i Lucifer va de caida K Haveys vifto tal primor '3 Siendo Viegen la parida 3 Moftrando fa gran amor <
E’ Cumpliéfc la Profecia : Quando ¢l hombre refcatd 1 No ferd, como fo'ia & Yami fuerte (e trocd % Esforzd mi gobardia 63
‘ 2
guiﬂuﬁﬁ“ﬁ?ﬁu‘é%wﬁkﬁu&ﬁ ; WEEP G AP W T TP el &'@‘Mw‘ A dn o R e N iae . S04 ol aod B SPSELP ST T2
% 8 > ;
gy Conel Parto Virginal 2 Remedid nuefiro pecad{™- 3 Dando de M amor (ehal ¢ Enun Pefcbre cfd cchado g Nuckro Cotdcro Pafqual ‘g
Fue nuefiro gozo cumplido & Contra nuclira Madie Eva  $%  Recuperd lo perdido $§ Il que nucttros males Ileva % De Carnc humana vellido pei
gﬁ Su Cicmencia Celeftial % Por aquel caro bocado 'S Fue la paga mas cabal '3 Y con carne disfrazado % Ha nacido en un Poraal 3
g# De Caridad encendido & Hizo Dios tan alta prarcha €. Ea un Pefebre metido ?w Porque Luzbel no fe atreva &  Nuveftro defenfor ha fido €3
E’ Hizo perdon general 5‘ De fu Clemencia obligido £ " Con aficion paternal 3 Diosfe pufo ta tal eftado ‘;‘ Tomando mucltro metal (_11
& e
[ PN kT
E:'w Tl »W&ﬂw‘é#‘#ﬂga#ﬁ&?ﬂ%wmﬁﬁu‘i*&m‘ e R P N R b mamaamanner ‘;; WE2P LML REIT W EIOWES -;g
- ’ k4 3 e ol
£ En una noche muy fria is La que Virgen concebid &  Como Norte , que nos guia & Albuen pueito nos facd & 0 dichofa compafiia 2
By Nacio de Oveja Paflos %5 Fut caufa de nueltra vida % Quirandonos ¢l temor % Con tan hamilde venida 3 Aquel candilofo Azor P
El ,que mal ne merecia 6. Dc mi culpa fe encargd & Ya pucs pecador confia & Poes Dios rasto fc abaxd & Mira que burlo daria é
B Perque eefle mi temblor £ Con amor, que Ic combida % Pucs Dios fale por fiador 5 Con paga, quees ran crecida 8 Como fabio Cazador S =t
Ep En un Pefebre plafia o Aquel Verbo, que encirnd € Venciendo al que nos vencia , Por el hombu, que pecd & Quando al 8.undo defcendia ‘2
s N % F P ’
gw‘m&wu‘&w&m&wwew -@&w&me&:’bﬁm&wwwg w‘wmamwmnm‘ 3 i asaresi e P BRI IR T 3
D by t]
E} Ha fanado nucitro mal £ Sicendo de gracia dechido % Viltidfe de mi fayal "‘3 AS,'“_" Y"b“’ ,,,;,,::dn y ?1“’7?:-:{‘ ::r{t'«f;r:g-‘:l’: b |
B Como cllaba prometido & Poiq mas [oamor nos mucva ¢  De puro amor confumido & “::i‘:\l:::.:‘ P;‘.‘:d v g i, floc o g
B Haiacel et A Lech Ppaa 4 Lacifer 'T d T 2 Xunqnt mas & hombre deba l‘un rclo D.bs ha !un plido ¢ “3
Una Virgen le ha paride & Salid manfo de la cueva Lnnfer anda caido & P ate itk s Mofteandofe principal €
B¥  Quicn imaginara tal § Encogido, y abreviado &  Hecho mi Dios temporal sEut Y b
= . ‘ vop s an g .§ R T e W T Yo
gﬁaﬁ.‘eréwﬁw.ﬁawawz:u‘ea-a_‘g-oea'-%ruev.; S erat el 4 g el e L gt e el St : 3
i & b i 3 e & En Belen nacid cfte dia
B roc fola fu cortefia A todo ¢! Mundo librd & Sicndo pucs é' culpa mia ¢ f;mM:o:‘l::l o g BuBeis e e &
§¥ Dot fGlvar sl peeador #  Con Caridad , punca olda & Ya ro rrata de rigor § 8 e g e Lt b 3
Pagd quien no lo debia Porque oo perdlera yo Liora la Eterna alegria 2 Aunqueal malg Addncausd 8 Con fa gran (abiduria €
B o Rt e - & 1 Tt Dtcedits & Pagand ol mimo Criador  § Sobra muchod fa medida 85 Para faivai ol deudor b5
E? Con amor que nos tenia 3 Al milmo (& aplacd : Lo que ¢l hombre no podia % El grande precio, que did S De fa caudal lo ponia. 3
£
B : ) :
mmamaammumm&m<mmmmmmammamamma&aaa@mmm&ammmmmﬁmaﬂamﬁﬁaaaam



Figure 2. Chessboard labyrinth. Luis Nunes Tinoco,
seventeenth century.
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Figure 3. Labyrinth poem. Antonio Alvares da Cunha, 1673.
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Letter Labyrinths

Letter labyrinths are poems in which there have been inserted (and em-
phasized by means of capitals or color printing) certain letters that correspond
to a special intent within the composition, usually the name of the person to
whom the piece is dedicated or, perhaps, a special votive sentence. In the case
of Figure 4, a poem by the celebrated Portuguese commentator on Camoes,
Manuel de Faria e Sousa, the inserted word is ISABEL, the name of the lady in
whose honor the poem was written and which in itself constitutes an au-
tonomous pattern poem, as the author himself points out® and as we can
confirmin Figure 4a.
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Figure 4. Labyrinth poem. Manuel de Faria e Sousa, ca. 1648.
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We are then confronted with a letter labyrinth which is a square poem
having eleven characters, anumero primo, therefore, charged with symbolic
meaning. The readings should start from the central line, where the letter / is
found, and should proceed from there vertically up and down in each column,
following the principle of an acrostic, and also diagonally from the center
towards the corners. Besides this special reading, the poem as a whole is also
meant to be read normally as a set of eleven stanzas, but other hidden paths
such as permutations, inversions, and diagonal readings are also possible, the
latter particularly, since they are suggested by the graphic support of the
crossed lines. This type of composition is closely related to the technique of
versus intexti or verba intexta found in European pattern poetry, at least since
the work of Prophyrius Optatianus (fl. 325 AD), and it is interesting to see
Manuel de Faria e Sousa clearly stating in the commentary of his own work that
Prophyrius should be recognized as the father of baroque labyrinth poems,” an
assertion that coincides with one made in our own times by Giovanni Polara.®

In Figure 5 we can see another eloquent demonstration of the inventiveness
and complexity afforded by this type of labyrinth. The example is by Jeronimo
Tavares Mascarenhas de Tavora, a Portuguese poet who included it in his
Parabem Epithalamico, published in 1738, to celebrate the wedding of Dom
Luis de Castro and Dona Joana Perpétua de Braganca, a granddaughter of King
Pedro I1.° This letter labyrinth is written in two languages, Spanish and Por-
tuguese, and their reading paths are indicated in Figure 5a where the actual
poems have been erased.

Through this partial reading map it becomes clear how the names of the
bride and of the bridegroom follow different paths: hers from the center
towards the periphery, his from the periphery towards the center. Their names
— JOANA and LUIS — are the inserted words around which are built the two
poems that comprise the text: one around both names, another around just
the letters / (inverted and functioning both as j and /) and S of the
bridegroom’s name. The first can be read following the paths indicated in
dotted lines with arrows, starting from the center, with the letter J placed
around the sun figure and proceeding towards the eight outer letters, A, but
also following the lozenge detours marked. Reverse readings are possible as
well. The second poem is strictly wrapped around the letters / and S of the
name LUIS, which correspond to the first and last letters of each of its fourteen
lines, in the middle of which they stand. The dotted lines with arrows indicate
the direction of the reading, which is always towards the center.

Cubic Labyrinths

Cubic labyrinths, as Rengifo describes them, are ““a sort of letter labyrinth,”
usually made out of asingle line poem or couplet arranged on the page or
sheet in such away as to form a square. The reading is to start with the first
letter, generally a well-emphasized capital placed at the top of the left hand
side of the composition, and to continue right through the text — always left to
right — until the last letter on the right-hand corner of the bottom line is
reached. The reader will, therefore, be following a spiralling trajectory, since

57 Hatherly / Spanish & Portuguese Labyrinths



Figure 6. Cubic labyrinth. Anonymous, seventeenth century.
Alius difficilimus 111,

Figure 7. Cubic labyrinth. Fr. José da Assuncao, 1743.
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what happens in this kind of labyrinth is such a full rotation that, at the end of
the circuit, the line or couplet is completely reversed. Meanwhile we are, of
course, also reading on the diagonal and along the edges of the square. The
example in Figure 6 is Portuguese, possibly from the seventeenth century.™

A variant of the cubic labyrinth is illustrated by the striking composition in
Figure 7, also by a Portuguese but from the eighteenth century, in which we
see the principle of the cubic poem taken as literally as it can be, for not only
are the rotation and the subsequent inversion of the text there, but also the
whole poemiitself is designed as a cube, with its six parts spread out. This
particular labyrinth is the third in a series composed to commemorate the
birthday of Queen Maria Theresa of Austria and Hungary, and its wording is:
Felices annos o vive Maria Theresa.™

Paschasius a S. loanne Evangelista (Paschasio de San Giovanni, no dates but
seventeenth century) in his Poésis Artificiosa, which was printed in two edi-
tions at Herbopoli (Worms) by Eliae Michaélis Zinck in 1668 and 1674, rather
surprisingly does not mention the category of labyrinths, but he does include a
chapter, with illustrations — De Carmine Cubico — in which he refers to the
cubic poem with rotation reading which we know as laberinto cubico, along
with other forms, such as the square letter labyrinth with its reading starting
from the center, crosses, etc.

In spite of this, and more in accordance with Rengifo, in A Experiéncia do
Prodigio, the square poems and the crosses, with their readings starting from
the center, are to be found under the designation of ““letter labyrinths.” The
reason for this classification is based upon the fact that, up to the present
moment and at least in the Iberian Peninsula, that particular type of text is not
known to have been described by any authors or commentators as “cubic,”
this indication seemingly always having been reserved for labyrinth poems
with rotation reading. According to the classification proposed in that book
(which has to be considered temporary since further discoveries in this field
may force me to change it) this kind of letter labyrinth, usually displaying only
one word or a very limited text which has not been inserted or superimposed
over another, is normally shaped as a square — a carmen quadratum — but can
be found in the form of a cross. In the case of the square, and as far as the
reading is concerned, the labyrinth is divided into four wings, all symmetrical,
each one being the inverse of the other, in mirror image, as can be seen in
Figure 8. The reading must start at the center — the letter C here — and it
includes the vertical and diagonal paths where the same text is always to be
found, in this case the words Commentarios Hymnologicos. This particular
example was printed in red and black by a Portuguese author of the eighteenth
century."

When the composition is cruciform, several possibilities occur, of which we
shall consider two. First, the usual four-sided division of the text, as in Figure
9;" and second, as in Figure 10, where in each branch of the cross a different
pleais added to the name of IESUS. Thus, starting from the central /, we can
read, in order, for example:
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Figure 9. Labyrinth. Fr. José da Silva da Natividade, 1743.
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Figure 10. Labyrinth. José Pereira Velozo, 1688.

up: IESUS LIVRAIME (JESUS DELIVER ME)
right: IESUS CHAMAIME (JESUS CALL ME)
left: IESUS SALVAIME (JESUS SAVE ME)
down: IESUS AIUDAIME (JESUS HELP ME)

Each line can be read up, down, right, or left and is always accompanied by its
mirror image.

In this type of labyrinth the reading pattern can be further complicated, and |
have found cases where each line of each branch of the cross presents a
different text, making the composition a real maze and requiring a consider-
able amount of dexterity on the part of the reader.

The types of labyrinth poems presented in this paper seem to be the basic
ones, or at least the most frequently produced models, for the Iberian penin-
sula during the seventeenth and eighteenth centuries, but similar examples
can also be found in the rest of Europe and Latin America. However, other
compositions, which can only be described as hybrid or mixed forms, are also
very frequent, thus making their accurate classification rather problematic.
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A 0 SENHOR CONDE DE PILLAFLOR.
Labyrintho: Egnima: 0 : Encomuaftico, ico, Anagra ico: em
'){:':'ll:, e dm‘:": r'gf:: 0s. /}1¢ taiagf;do ;){um m";:“cada
Yerfo dous amas e as letras l(l)o:hnmerw,

cos mmeros pellas letras, da periferia ik

Figure 11. Labyrinth sonnet. Anténio Alvares da Cunha, 1673.



A good example of this type of mixed text can be seen in Figure 11, a
seventeenth-century Portuguese composition also dedicated to the Conde de
Villaflor.” The reading instructions are on the title: ‘’Each circle is averse, each
verse two anagrams. The letters are composed by the numbers and the num-
bers by the letter, on the periphery of this globe.”

Following the instructions we can read around the outer circle the words
“DOM SANCHO MANOEL.” To each of the letters of this name a number is
attributed, so that we have the numbers from 1 to 15, corresponding to the
letters over which they are placed. In the inner circles those numbers are to be
retranslated into letters and, if the reader does so, he will decipher the riddle
and end up with the announced sonnet, in which the name DOM SANCHO
MANOEL is found in an acrostic and in the twenty-eight anagrams (two in each
line) formed by the combination of letters in those words.™

To conclude this brief introduction to the charms and difficulties of reading
the peninsular baroque labyrinth poems, | must point out that the examples
presented are only a limited sample of an immensely vast production of many,
many authors, covering centuries of repetition and reinvention of basic forms
which gave birth to an infinite number of variants. In any case, whatever the
type may be, the baroque labyrinth poems have a long and illustrious past and
in the history of the creative mind they represent an outstanding effort to
encompass in a single composition a whole universe of sense and sensibility
through the artistic multiplication of meaning. In our days this kind of
achievement is beginning to attract the consideration that it fully deserves.

1. In all editions the work is attributed to Juan Diaz Rengifo; however, the true author
seems to be Diego Garcia Rengifo, the brother of Juan. For more information on this
subject as well as on the subsequent additions to the work, see Marcelino Menendez y
Pelayo, Historia de las ideas esteticas en Espana (2a ed. Santander: S. A. de Artes
Graficas, 1947),v. 2, p. 215.

2. The baroque period in Portugal is generally considered to extend from the latter part
of the sixteenth century to the middle of the eighteenth, thus comprising part of the
so-called manneristic period as well. On this subject, see Vitor Manuel Pires de Aguiar e
Silva, Maneirismo e Barroco na Poesia Lirica Portuguesa (Coimbra: Centro de Estudos
Romanicos, 1971).

3. Ana Hatherly, A Experiéncia do Prodigio — Bases tedricas e antologia de textos-
visuais portugueses dos séculos XVIl e XVIII (Lisboa: Imprensa Nacional- Casa da Moeda,
1983). Hereafter cited as Hatherly (1983).

4. Hatherly (1983) fig. 27.

5. Hatherly (1983) fig. 28.

6. This poem, printed here in the autograph version, was first published by Arthur L. F.
Askins in his “Manuel de Faria e Sousa’s Fuente de Aganipe: the Unprinted Seventh
Part,” in Florilegium Hispanicum: Medieval and Golden Age Studies presented to
Dorothy Clotelle Clarke (Madison: Medieval Seminar of Hispanic Studies, 1982), 245-77.
Itis also included in Hatherly (1983) as fig. 29 and is discussed in my article “’Labirintos da
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Parte VIl da Fuente de Aganipe de Manuel de Faria e Sousa,” Arquivos do Centro Cultural
Portugués v. 21 (Paris: Centro Cultural Portugués, 1985). Hereafter cited as Hatherly
(1985).

7. Hatherly (1985).

8. Giovanni Polara, Ricerce sulla tradizione manoscritta di Publilio Optaziano Porfirio
(Salerno: Libreria Internazionale Editrice, 1971), preface.

9. The complete title of the work is, following the title page, Parabem Epithalamico que
nas felicissimas Nupcias do Illmo. e Exmo. Marquez o Senhor Dom Luiz e Duqueza a
Senhora D. Joana Perpetua de Braganca, Recitao as Villas de seus Estados / Pelo Doutor
Jeronymo Tavares de Mascarenhas de Tavora, Academico Applicado / Lisboa Occidental,
Na Officina Rita Cassiana, Anno 1738. Not included in Hatherly (1983).

10. Hatherly (1983) fig. 24.

11. Hatherly (1983) fig. 22.

12. Hatherly (1983) fig. 12.

13. Hatherly (1983) fig. 4.

14. Hatherly (1983) fig. 2.

15. Hatherly (1983) fig. 50.

16. 1 was fortunate enough to have found the riddle solved for me in an eighteenth
century Portuguese manuscript, the “Declaracao do Soneto acrdstico, anagramatico e
enigmatico que D. Anténio Alvares da Cunha, Secretario da Academia dos Generosos
fez ao Conde de Villaflor, D. Sancho Manoel. Decifrado pelo Padre J[oao] B[aptista] de
Castro em 2 de Fevereiro de 1720” who, as this Portuguese title tells us, deciphered the
enigma on February 2, 1720, precisely on the day when that author, who later became a
well known critic, turned twenty years of age. His interpretation is published on p. 271 of
A Experiéncia do Prodigio but here | am reproducing the actual poem that results as well:

Onde nam macho o sol o sol manchandome;
mancha nem dolo so nem sol mo achando:
sol como de manhan nam escolho, mando:
achem. Mando no sol Solon chamandome

Nome mancha do sol no cham. Sol andome
chamando sol nem o encham o sol. Mando
homem os do cannal nos mostre chamando
oh do mesmo cannal com al sonhandome,

Mancha medo no sol, sol nam, chamo onde
achem damno no sol, nem sol chamando
nam ilho escondam o sol, nome dam ancho

Onde o sol mancham, mal o sol ham conde
echo nam dam no sol em sol manchando
lem coando sonham no Leam Dom Sancho.
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