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Abstract

$YI UwUDOET wiOT 1T wxOUUT UOOUUwWI EDUOUPEOQWXxUOET UUwWOIT w%l
editors have found themselves confronted with several challenging tasks: one of them,

UOEOUEUI ECaOwl EUWET T OQwUT 1 wET EDPxT 1 UDPOT wy@drauUT T wEUOT
later, an important number of manuscripts remain unpublished, while numerous other

transcriptions need to be revised. The present article concerns a small corpus that falls

within the latter group of texts insofar as it reviews the transcriptions of one Portuguese

poem, an unfinished French sonnet, three fragmentary English odes and a later English

poem. | propose to undertake the revision of the selected corpus essentially with the aid of

metrics. Particular attention shall be given to the genesis o each one of these compositions.
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Resumo

Desde que o processo editorial postumo dos escritos de Fernando Pessoa comegou em 1942,
os editores témse confrontado com diversos desafios, um deles sendo, indubitavelmente, a
decifracdo da caligrafia do autor. Hoje, setenta anos mais tarde, uma importante
guantidade de manuscritos mantém-se inédita, outra parte ainda necessita de ser revista. O
presente artigo diz respeito a um pequeno corpus deste segundo conjunto, na medida em
gue revé as transcricdes de um poema em portugués, um soneto inacabado em francés, trés
odes fragmentarias em inglés e um poema posterior em lingua inglesa. Proponhome
abordar a revisdo do corpus sleccionado essencialmente com base na métrica. Sera dada
uma atencéo particular a génese de cada um destes poemas.

" Faculdade de Letras da Universidade de Lisboat Centro de Estudos Comparatistas.
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Literary interpretation is grounded in the historical study of
material texts (whether or not the scholars are aware of this
grounding, and whether or not their criticism makes self
conscious use of it).

Jerome J. MacGanh

Introduction 2

O0a 00l wi EOPOPEUWPDBUIT wRliiskaredit@ecipHerting OE z UwE U
his handwriting remains a most painstaking task, even if accustomed to it after
years of regular practice. Different generations of editors have contributed to the
publication of thousands of texts, as well as to the completion and revision of
many others; yet, seventy years after the pioneering editorial work of Jodo Gaspar
Simdes and Luis de Montalvor,* OOUIl wUTl EOQwT EOIl wOl w/ 1T UUOEz UwE
transcription and publication. 5
Not only concerned with unpublished texts, some Pessoan editors still deal
with the revision of a fraction of the posthumously published documents. ¢ The
small corpus | intend to examine here comprises this latter group: (8 1) a
Portuguese poem published by Manuela Parreira da Silva, Ana Maria Freitas and
Madalena Dine (Poesia 1902917 2005; henceforthP0217)7; (8 2) an unfinished

1 MacGann ([1983] 1992: xxi). When not quoting from a first edition | shall provide the year in

which the work was first published before the publication | use. This will only be done in the first

occurrence.

2 | thank Professors Martin J. Duffell and Jodo Dionisio for their most valuable suggestions. This

article partially derives from my Ph.D. dissertation (parts of chapter Il and IV) presented at the

Universidade de Lisboa (Department of Linguistics) in June 2012 and defended in October 2012.

3 (Biblioteca Nacional de Portugal [National Library of Portugal] / Espolio 3 [Archive 3]). / 1 UUOE z Uw
archive was bought by the Portuguese State in 1979 (see Santos et al., 1988: 210).

4 The first volume of the collection, entitled Poesias de Fernando Pessmzane out in 1942; it was an

EOUT OO0O0T awoOi w/ 1 UUOEzUw/ OUUUT U1 Ul wxOl UUawi EPUI EwEaw?2
/' T UUOE z Uwx OU b4, £6Fzartd (20124 U D O

5 For an example of theonl ODOT wx UONT EUwOI w/ 1 UUOE z Gar® QALIAE OOOUOwi OUw
Outros 1smog2009), as well as the critical study in the second volume ofLivro do Desasoce2010).

7 Due to the numerous posthumous Pessa editions of a single work | shall always refer to the title

Ol wUOT T WEOOOwWDPOUUTI EEwWOl wUT T wEUUT OUzZUwWOEODT 8 wubUwUOxUE
never been critically published, | shall transcribe them according to the symbols used by the

Fernando Pessoa Critical Edition published by the Imprensa Nacional-Casa da Moeda (INCM)

EUOT OUOwbh wbOOI T PEOT whOUEOQw@ws wi OE OO IsubstithtidEmpU A wUT ECw
overwriting (<substitution> /substitute \); < > ] substitution by crossing out and addition in the in -

between line above; [§] addition in the in -between line above; [Z] addition in the in -between line

below; [Y ] addition in the same line; [] word/phrase completed by editor. When Pessoa underlines

a word/phrase he writes, this will be reproduced in italics. Note that when my transcription differs |

shall write cf. before the edition in question.
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poétiques2001; henceforth U Y 0;1(803) three fragmentary English odes initially
attributed by Pessoa to Charles Robert Anon and then to Alexander Search. These
fragmentary poems were first critically published by Jodo Dionisio in Poemas
Ingleses (1997, tome II; henceforth Pl.1)® and subsequently (two of them and
without the textual variants) by Luisa Fr eire in Alexander Search. Poes{&999;
henceforth ASPAG w2 UEOAEUwx] UUEPOPOT wOOwWOOT woOi wiT 1T wU
edition were critically published by Jerénimo Pizarro and myself in Cadernog2009,
tome ). The revision of the odes concerns thetranscriptions given in these three
different editions.

| propose to undertake the revision of the selected corpus partly with the
aid of metrics(study of versifying) ° arguing, in each case, that this discipline offers
valuable tools for the stabilization of texts. Because metrics is not limited to aiding
in the stabilization of exclusively handwritten documents, | shall also consider (8 4)
a typewritten English poem transcribed by Christopher Aureta and published by
Teresa Rita Lopesin Pessoa Inéditq1993; henceforth PIng). This latter poem,
without modification, was subsequently included by Luisa Freire in Poesia Inglesa
(2000, tome II; henceforthPl.2).

It should be said from the outset that the relevance of metrics in textual

A ar N s =

for instance, A. S. Gratwick states:

%OUWEOwWI EPUOUOWEwWwxUOxT UwUOBET UUUEOQGEDOT woOl wUT 1 wx OE a
EUwWEwl UI UT w, 2 w Foruni PRalitds weflid c@Bothéedugdraerfod the most attractive
qualities of the Latin language, and the metrical texture of his writing is as much an inseparable part
of that as alliteration, anaphora, or any of the more visible things that commentataienarte talk
about.
(1993: viii)

3T T w?01 UUPEEOwWUI BROUUT 2wUl i TUUIl EwUOwEaAawW&UEUP

Textual Criticism and Editorial Techniquél973). West worded it thus: a suitable

Il EDUOUPEQWUOOUUDOOWUT OUOEWEOUUI UxOOEwW?POwWOED

points (metre prose rhythm, avoidance of hiatus, etc.) to a way in which the author

OPT T OwOEUUUEOOa wi EYI1 @348, by itdlidd). EwUT EQwUIT OUI 2 wap
As Luis Prista has shown in the re-edition of a Portuguese quatrain by

Fernando Pessoa (Prista, 1995: 19901), attention to the technical aspects of a text

i OUGEwWDPOwW/ 1 UUOEZUWEUET BDY] wopAWw OO0 BRABwW3T 1T wOT UTT wi UET
among these transcriptions.

9 The first time a term is introduced it will appear in italics. Unless self -explanatory, terms shall
always be defined; the definition will appear in parentheses.
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OEawxUOYI wUOUI I UOwi OUwUT T wi EPUOUG w (tdthe/ UPUUE 7z
rhyme scheme of the quatrain likely followed by Pessoa.! UUw/ UPUUEz Uwb OUUU
were not limited to metrics. Taking into account a paleographical study of the
autograph document and the sense in context (two other requirements argued by
West)!? he arrived at a different editorial solution. ** In the process of my revisions
these two requirements will not be disregarded.
Before turning to the poems that | shall undertake for revision, let us add
Ul E0OwPOw/ 1 UUOEZ UWEEUI O uillbe heightefiad Byl the Ode of O1 UUD E U
his private library. Held at the Casa Fernando Pessioalisbon since 1993 andnow
easily accessible in digital form,2/ 1 UUOEz UWEOOOQOWEOOOI EUPOOWEOOU
of the canonical verse forms that he learned and everually put into practice. Not
only are they present in the private library but they also carry the traces of his keen
desire for apprenticeship; numerous poems in books, particularly those dating
from the Durban years, are marked, underlined, commented upo n and/or scanned
(see Ferrari, 2012: Appendix 1V). Consequently, the private library , along with
certain marginalia (annotations in the margins, flyleaves and/or other parts of a
book) will serve as precious guides. In this vein, though scattered in the auUT OUz Uw
archive, metrical sketches, scansions and/or other notes on meter and rhythm will
also be perused. Thus, the revising process will be conducted, as far as possible,
with an eye (and ear) on the stages of the creativeprocess itself.

1. A Portuguese Short-Line Poem Destined to Ondas

Ol wOi w/ 1 UUOEzUwlI EUODI U0wW/ OUUOUT U1 Ul wxO1 0U
UT 1T woBdaiw@DwEwWOOUI E OO Ow Pathiguesendris wub 11 HEIEDOFE wd U
among some forty other titles of the most dive rse sorts (e.g., feminism, on rhythm,
essays on philosophy, inter alia; see 144D1" to 3; Escritos sobre Génio e Loucura
2006: I, 3738). In this very notebook there figures a more specific reference to this
never-concluded book of verse. In Roman OU Ol UE OU w E (DAdasy) A iimU w ? s

] EOPOT whpPUT WEOEUUDPEEOWUI ROUwWwpPd1 80OwkPPUTl wEUDUT OUUwWPT
third requirement concerns the clarification of transmitted corruptionst T EQwUT T w? x Ul UUOT EwOUE
Ul EEPOT » wOEawli EY]T wUOET UT 00T wophuNAt O wKWASd w( OQw/ 1 UUOEz Uuw
available, this requirement may be simply characterized as a paleographical inspection of the

textual witness in question.

11 His reading differed from those proposed by Lind and Coelho in  Quadras ao gosto popult965)

and by Sobral Cunha in Quadras e outros cantar€s997), respectively.

12 And has been since October 2010: http://casafernandopessoa.cnt
lisboa.pt/bdigital/index/index.htm . Jer6nimo Pizarro, Antonio Cardiello, and | have co -directed the

digitization of Fer OE OE Ow/ 1 UUOE z U e paper publicatiod B AWBBIdtRA Rarticulade

Fernando Pessa®izarro, Ferrari and Cardiello, 2010), which accompanies the site, gathers in one

the time of his death, on 30 November 1935.

Pessoa Plur@yPalb012) 4
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primeire w/ 1 U U O E w @dipd oF th& firstldight Bortuguese poems (of a total of
twenty; the last twelve entries were left blank) (144D -4). If we trust the date on the
textual witnesses,'® he composed them between B November 1908 and 27 January
1909. In this section | wish to focus on the two existing witnesses of poem VII,
dated 31 December 19084

34 =25 3 [1- 0%

%«44.} Cacen OEA/“MT
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Fig. 1. (34-25).

B(OWEOOWUT T awEOOXxUPUI WExxUORDPOEUI Qaw!l YYwODPOT Ubw(dw?
November 1908 (3415; P02-17, 2005: 32t + AQw ( ( 6 w ? " E O fike®w 8 Ww?Pi( ED WwoE WIEED E u
November 1908 (346; P0217, 2005: 28); 1.7 E1 OOP1 E~2 6 w? . w GQUIEY EBON Ebur ERERUEWDE ERU hy
November 1908 (347; P02170w | YYkow |l NAOwWw (58 w?220U0UxPUO20w?220UxDUOOW
November 1908 (348; P0217, 2005: 2% Y AOQw53 w? - OEOUUOO2 0 w?2#0UOI OwEUI EOR
January 1909 (3426; P0217, 2005: 43K K A O w 5 (heitn D00 D 6 Hupd EKOE wt WAOwWS ( ( dw?2 " 1
"APEwWOwWUl UwxUEOUOG » wE E b;EWR0ORLTZO05E40;GFErian) 20RPN 36 IEWVR K

2/ EUEW@UIl wYl OUy w) awx1 UE DO »1v P17 2006:13631) #Beskés @dumtingw luN Y Ww gt |
the texts signed Lanca, Pip, and Pancracio (see Silveira, 1988), there are approximately a dozen

/ GUOUT Ul Ul wxOl OUwbOw/ 1 UUOEZUWEUET PYIl WEEUI EwxUDOUwWUOwWH
in 1902 and 1908, respectively. There is also guadrawith a rhyme scheme xaxa dated 27 August

1907 (172r; Quadras 1997: 188).

| DOl wbOwWUT T wOOUI EOOOw/ 1 UUOEwWPUPUT Uw?" T OUEUYy w" abPEwOL
indicating the acute accent), in the two existing versions of the poem (figs. 1 and 5) he omits it.

Pessoa Plur@yPalb012) 5
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Below | quote the lines of verse'® (fig. 1) as they were first published in modern

European Portuguese orthography by Parreira da Silva, Freitas and Dine:
Chorar? Caia o teu pranto
Sobre a minha alma a sangrar
Como cai sobre a terra 0 manto
Do orvalho ou do luar.
(34-25; P0217, 2005:40)

My reading differs from theirs in the following: (1) inclusion of the verses below

UT 1T wEOUUI EwODPO! wepbdl O0wODPOl Uwk wEOE W AOQwpl AwC
KOwOOwx1 UPDOEWET Ul Uw? OUE U? OHer s AwpdddbB hawK o w UT T u
transcription:

Choras? Caia o teu pranto
Sobre a minha alma a sangrar
Como cae sobre a terra 0 manto
Do orvalho ou do luar
Eu quero ver-te ao ouvir meu canto,¢
Sorrir em teu chorar.
(34-25; Ferrari, 2012: 169

Although the last two lines were written with a different writing instrument, it is
arguably a six-line poem in no set form that combines two lines of different lengths
(given here in metrical syllables and with the following rhyme scheme): 6a 8b 8a 6b
8a6b. This addition remains well in accordance with the strophe desigiithe length
of lines and the line-end rhyme scheme) of the composition.’” Note that the three
EEEI EwbPOUEUwDOudbO Es@sotpepred With B @ifferent writing
instrument) corr espond to the number of metrical syllables required for the

51 UDOEDOT w O Othrge vy dérde @iinctiom (1960), modern metrists have opted for the
term verse instancé describe an actual line of verse and the termverse desigfor the specific meter
of that line. This helps differentiate the contents of each, because the verse instance clearly consists
of linguistic material, while the verse design does not (if it did, all the lines in the poem would be
the same). In fact, the meter (orverse designis an abstraction that consists of atemplatecomprising
sub-units that we now call positionsand a set of rules or constraints correspondence ruleslso known
as realization constraintsfor crafting verse instances. Correspondence rules determine the quantity
(e.g., in syllable-based meterssuch as Shakespg U1 z U wihdded<al maximum size of one syllable
per position in the line [except for the last]) and the quality (e.g., except for the first position in an
English iambic pentameter, a strong syllable of a polysyllabic word is constrained from occupyi ng
weak positions) (seeDuffell 2000: 286, n. 3 and 2008: 13).

16 The crossedO U U wOP Ol wp? 21 WEWUUEWEOOEWSs wOUPUUT wOwUIT UwET 6GUO
opposed to eight, which is the length of the one below, as well as of lines 2 and 3.

17 Strophe desigmlso includes the number of lines in a given poem.

18 Regarding quotes from lines of poetry, punctuation not belonging to the quotation itself will be
placed outside of the quotation marks, where pertinent.

Pessoa Plur@yPalb012) 6
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hexasyllabic line. The regularity throughout this piece is a sign of the attention the
author gave to structure.
(OWOUET UwlUOwUOOY!I wUT 1T wUl EOCEwE®U BT WOBE&E luw
turn to the way in which the word that closes the poem appears written on the
manuscript. The last letter of the verb that closes the poem (fig. 2) does not
resemble the one that opens it (fig. 3):

chorar

Fig. 2. Detail of (34 -25). Fig. 3. Detail of (34-25).

Moreover, it should be noted that, syntactically speaking, the verb in the closing
line could only be in the infinitive:

Sorrir em teu chorar.

Fig. 4. Detail of (34-25).

Should these two evidences not suffice, the examination of a second textual
PBDUOI UUwmpi DT d wk AOwODPOI QawETI UUDPOI EwPad w/ 1 UUODE
datable from 1909, will seal the matter.

//,v
17/¢6

A+ [ ¢

Fig. 5. (1222).

Fernando Pessoa e a Nova Métridé®93: 97; henceforthFPNM). For the genesis and content of
/ TUUOEzZUwUUI ECawUT T w%l UUEUPwm! Yhl K6

Pessoa Plur@yPalb012) 7
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AN S ~ s oA N

Cho%as |Eée,1ia |40Ete§ pra,nto
EE ~ EE

SobrEé | a'minha alma | a Sangrar

Cclizfn% c(;\e | sEberEé a ;erra | g‘m:amto

Do Igrvalho ou d% Iulgr

Eu queroiver-te | acl)E‘oul%/ir | m%u canto

Sorrir iem teu ichorar
(122-2; cf. FPNP, 1993: 97

Except for the scansion and the punctuation, the transcription of the verses |
propose for (122-2; fig. 5) does not differ from that of (34-25; fig. 1).

(OUT UT UUDPOT aOw/ 1T UUOEZUwWOPOWUEEOUDOOwW@UT I
as a stressed syllable [/] followed by an unstressed syllable C]) leads us to infer
UT E0wUOT T wYIT UEwUI EEUw?" T OUEU28w( OQwoUl T UwpbpOUE
indicated by the EUUT QhoiEdP? w E O E w GabrUAind) €rassed Sylable is
underlined and given in bold by me) we arrive at the new editorial solution.

Whereas in this section it is the existence ofa second textual witness (for
which a new transcription was here given) that has greatly served to stabilize the

archive, | shall also turn my attention to his private library.

2. From Baudelairl z Uw " O EléxahBria B i®as to a New Transcription of an
Early French Sonnet

37T 1T w EEUI OEl w Ol w Ew EOOOwWw DPOw UOOI 6061 zUw Ob
straightforwardly to infer that the volume never stood among those still extant or
that some of its pages were rot first read outside the private realm. One of the
most revealing examples of such a scenario is thoroughly analyzed in
221 EOIl Ux1 EUIl ZUw2OEOOwW+PEUEUaAO? WEWET ExUl UwbO
Stratford poet and playwright (Bate, 2008).2*

20 Besides the archive numberon the right hand -side corner (1222) UT T wOUOET UUw? A vt t 2 whl
pUPUUI OwEaw/ 1 UUOES wWw%»OUwWUOT T weOEOCAUPUwWOI w/ 1 UUOEzUwUEE
, E U O O mambudlaine (via Robert Bridges) on this poem, see Ferrari (2012: 16466). For the

EPi i1 UI OEIl UwbpbUIT w %bkcuphda,CsEeddactnett §1222)) cutiddlyEt@nscribed in

Ferrari (2012: 368).

21 According to the eminent scholar, a copy of / O U U E U E bf th&) Nobl® Gréeksuand RomamsSir

31 OOEUwW- OUU0UT ZUWUUEOQOUOEUDOOW@EOEWPT PET wODT T Owil EYI wWEIT O

also Parallel Lives for his Julius CaesarAntony and Cl®patraand Coriolanus(2008: 113). Based on

Pessoa Plur@yPalb012) 8
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A less Herculean, though still challenging task, is the reconstruction of
%l UOEOEOwW/ 1 UUOEZUwbOUI OOI ECDUEOQWEDOT UExT aowUl
and journals in his private library (see Pizarro, Ferrari and Cardiello, 2010) and the
titles that, absent from the collection, are attested in quasi-marginalia, 2> quotations
and intertextual instances. In order to undertake the latter, what may be called the
virtual part of the library, Pessoa left us numerous accounts. Not only do we find
in his archive lists of books purchased or expected to arrive at the Livraria Inglesa
(see Cardiello, 2010), but also the titles of books, as well as notes and quotations
from those he consulted, for instance, at the Biblioteca Nacional de Lisbaad at the
Bibliotecada Academia das Ciénci@geeSebastianismo e Quinto Impéri2011: 303340).
account. Yet the true challenge begins not from lists and other references left in the
archive, but rather from the less explicit presence in the writings themselves.
Being a vast area to explore in Pessoan studies, and certainly exceeding the
purpose of this article, | shall take up just one single such example. Although
purchased in 19341935 and let without a single mark, Les Fleurs du mdly Charles
Baudelaire ([1857] 1934; fig. 68 is a work that Pessoa had closely read three
decades earlier.
That Pessoa was interested in the works of the Parisian poet we deduce
from different sources. In the oft-referred list O w/ I UUOEz UwOPUIl UEUa wbh
October 19051908 (seeCortes-Rodrigues, [1945]: 88) Baudelaire appears at the top,
before Cesario Verde Edgar A. Poe and Antero de Quental, among others.?* In
/' TUUOEZUWEUET DY whb iriouws Mdndh ypdets Wit e abthdd of Qds w Y E
Paradis artificielsalso on top (see 48Bl114). References to him are varied (see
, OOUI PUOOWHNNWWAOWDOEOUEDPOT wEwUPT OEUUUI wUOUDE
datable from 1905 (24121") and Portuguese octosyllabic verses dedicated to him
(see 66D2; Ferrari, 2012: 380).

pOi OUI OEl UWEOGEWEDOT UExT PEEOwWDHOI OUOEUDOOOwW ! EUI wEOUOwW
certainly have taken home to Stratford [when he lived in London it is said that the playwright went

to his hometown once aal EUZ¢ wZo6 ¢ wnOOUDP Oz Uw, OOUEDT O1 wOUEOUOEUDOOO!
borrowing was on his mind at the time of the Tempesand that was formative of the philosophical

vision of King Lear wpl Y Y Wo whuKNAS w

22 | porrow this term from George Whalley Ow UT T wi PUUUOwI EPUOU WOl w" 001 UPET I 7
? 0 U Erafginalia| notes written by Coleridge in a notebook or on separate sheets of paper, of a

kind that might well have been written in the book they refer to if it had been convenient or

appropriate for him to do so. These typically include the title of the book referred to and page -

Ul i T Ul OET U? wepb T EOOT aOwhiNWY o w( 6 WRRRDAS

23| es Fleurs du makas expanded in 1861.

2/ 0] OUWUUET WEUwW?$08UDO» w? Oz (»uEADEDIM | O wudE BT upPOHEO A i BUREL
them included in the posthumous The Mad Fiddle(1999) have affinities (both in theme and diction)

with lines in Spleen(see Quillier, 1988: 28/ NA3 w! EUET OE D UI, asUue Bhalli s€elimitélE | wbUwOOU
OOw/ 1 BrgldiEmdiry.

Pessoa Plur@yPalb012) 9
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LES MEILLEURS AUTEURS CLASSIQUES

Francais et Etrangers

CHARLES BAUDELAIRE

LES
FLEURS DU MAL

ERNEST FLAMMARION, EDITEUR
26, Rue Racine, PARIS

Fig. 6. Baudelaire. Les Fleurs du mal, 1934.Front cover.

FTOPT T OQwUTT wil OEw Ol whNYt wEOGEW NNYWOwW /T UUC
exclusively around two languages: English and French. It may be argued that in
this time period, perhaps more than any other time in his life, the miscellaneous
production of the then unkn own Portuguese poet was derived almost exclusively
from his (re)readings| also primarily in these two languages. Int ertextual
examples abound, for instance, POw" T EUOIT Uw 1 OE Isylabio linésCtz UwUUOUIT

Pessoa Plur@y/Palt012) 10



Ferrari Genetic Criticism and the Réd/ataonse of

Ol REOQOEI Uw21 EUET z Uw b E Udediivalf Odé EeorariO20RERE w Yl UUI
147).

In the pursuit to develop stylist ic identities (his own as well as that of the
fictional writers he gradually shaped) , the poetic diction and metrical versatility
attained by Pessoabefore the decisive return to his native Portuguese is worth
investigating | and his incursions in French verse arerather telling in this respect.

#EUl Ewkw UT UU0wWhRHNYWOwW?23$UB8w+EWOUDI wEOUUU
Ferrari, 2012: 371) echoes Baudelairz Uw? 3UPUUI UUT UWET wOEwWOUOI 2 w
(made up of two quatrainsand two tercet$ included in the first section of Les Fleurs
dumabw? 2 x Ol 1 ONatloklyudbes i sh&dedsimilarities in the choice of words,
but it bears other affinities such as the rhyme scheme fimes croiséesabal) and
choice of meter (alexandrikd w/ I UUOEZ Uw pPOPUPEOYy AwUUEOA&E w (
unfinished sonnet opens and closes with the simple primary rhythm given by
x UEUEOw UUUI UUw ot w Hw t A5 woawdOPOl GEZzHWET OEDPOI
composition does not always obey the classicalalexandrinconstraints:?> while lines
1 and 4 are a fine realization of the longOBD Ol wOl Ul UOwODP Ol wl whUwWE wK u
Ol UWEOUUwWEz+0UI wUEOUwWUIT wU bkGfitbdyllableR dridl ore A WE O E wC
Ol UOWET wOOOWET UU w O & For e ypdlogy of wlexandridvatihnt &
see Cornulier 1982 and Dominicy 1992).

In spite of these diffeUl OET UwpOl UUPEEOWYEUDPEOQUUAwW/ 1 UUOE
rendered as the first stanza of an unfinished sonnet. As it will be shown below, there
DPUWEOOUT T Uw! EVUETI OEUPEOQwWUOOOIT Uw b Gpoét lefldt OEz Uw E U
least two textual withesseq the earlier one being made up of the opening stanza:

from its break by any non-l OPET EwY OpPI OOwoOUT 1 UpPUI OwbUwbUws EOEOCAUDPEE
former (if we take the alexandrin to illustrate it) is any classical alexandrinline (6 + 6) including lines

with an elision at position 7. The analytical caesur& any variant of the alexandrinwhere syllable 6 is

stressed in its word and (unelided) syllable 7 is a feminine syllable belonging to the same word.

3T T UI wEUT wi OUUwODPOI UwbOw! EVUET OEPUI zUwUOOOT OwkT 1T Ul wi OF
o w?" 1T wUOPUOWOEwWOUDT wU+YT WEYTI Ewx OUUWET wxEUT UUIT 0?2 KB w

26 Although with a visible space betb 1 1 Qw? O1 UU? wEOE wW? EOI U2 OwODP Ol wt wi EUVUwh
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Fig. 7. Inferior half (50B!-57).

O femme aux yeux si noirs, dont le sourir étrange
"O0001 wOOwWUOOI POwWEZT BYI UwOzEwx] VwWET EUI T 3wdl WeET UUO
Dont le semblant divin, ou la joie et douleur.
¢
(50B-57)7

The second and much more elaborate draft (see fig. 8 below) will practically
reproduce the first two lines just quoted above, also conserving the same 6 + 6
measure:

Oh, femme aux yeux si noirs, dont le sourire étrange
"O0001 wWUOWNOUUWUEOUWUOOI POwWOZEWUITI I UOPEDP WOl wET UUw
¢
¢
(50B-4; cf.  UY (J200L: 1635)

61 POl wUOT | wWET OPEIT wOl wUT 1 O1 wWEOEWYOEEEUOEUawOEa

? %l OO UWEEOOGT U? wpl 61T 80wl DYT woOil wlOT T wODOI wbOU

(see Baudelaire, 1934: 222223) a poem arranged in quatrains and constructed

according to the constraints of the classical alexandrin / 1 UUOEz Uw UT a0l wUET

follows the Baudelarian model present in various other sonnets throughout Les

Fleurs du male.g.,? +1 QUUBG Ed » wbOw?2x01 1 OQwl OwPESEO> OwUI 1|
371 whbEI OUPI PEEUDPOOWOI wUT T wxOUUPEOI wUOUUEI

with a paleographic study of both textual witnesses and sense in context has led

me to a transcription that differs from the one prop osed by Patrick Quillier (cf.

UY y2o001: 1635).

27 For a critical transcription see Ferrari (2012: 373).
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Oh, femme aux yeux si noirs, dont le sourire étrange

"O0001 wUOWNOUUWUEOUwWUOOI POwOZEwWUI f UOPEPWOT weT UUw
]

]

Tes yeux sont une voix sans étre et sans mélange

Des abimesnonY UUOwe wOk wOEWEOUOI UU
- 7 E wE Isseinéntd,Mi de cris, ni de pleurs

8

#z Glewvedl wWOEOQwWUOOwe
OUPwI UOwl Owg@UpwbzI1 U0wx EVwe

YT wOUPUwWRT UOT wi OwUUPUwYPI UROwWI UwNT wOz EPWET wgl wdOO
00Ul wOEwWi EDOT wi OwoOgdlddUu Ul UUOwUi i 01 OwEl wOz EU
#OO0OUwWNIT weuEtBapubtirioite Gtnafonde.

(50B-47; cf. UY U20QL: 1635; Ferrari, 2012: 372)

28 For a critical transcription see Ferrari (2012: 372).
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Fig. 8. (50B-4).

The three main differences between transcriptions are as follows: (1) the
missing lines (lines 3-4 and 8) were not reproduced by Quillier ; (2) the third stanza
was given as having four lines; and (3) there was an indication that the poem had
not been completed.

That lines 3, 4 and 8 are missing may be attested from the strophe design
which, as argued above, is based on the Baudelarian modé Based on the design
along with a paleographic examination of the second textual witness we rapidly
infer that the sonnet is made of two quatrainsand two tercets Thus, the additions
between lines 9 and 10 (first terce) are textual variants for line 10 and the mark
below the second tercetmerely indicates the end of the sonnet. Last but not least, it
may added that in a list of titles/incipits of poems published and dated by Jo&o
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Dionisio, we find the incipit of this French poem with the indication regarding the
PI1.1, 1997: Il, 294299 [297]).

$REIl xUwi OUwUI 1l wUTl PUEWUUEOAEOuW Gforined UT U0 w O
classical alexandrins note the strict use of the caesura (no lines with césure
enjambante The classicalalexandrinis so rigorously followed in this sonnet that in 7
out of the 11 lines the caesura is marked by punctuation. Remarkably, in two of the
unfinished li nes Pessoa leaves a gap after position 6 (line 6) and only constructs the
first hemistich (line 11). Only in the third stanza do we have lines with hiatuses, a
phenomenon generally proscribed in classical poetry; in the second hemistich of
2) 1T woOl wERAMEDAwWUOwa wEwWwl OwUOPwWOl WUEEOI 2 Owi OUL
syllables in the prosody presupposed in classical verse), but here Pessoa adopts the
normal, spoken Jilja] with two syllables. Apart from this classical prosodic
deviation, the verse scans 6 + 6.

It may be necessary to point out that even if some of the French poets Pessoa
read did not always restrict their use of the caesura to classical rules (e.g., Leconte
El w+BDUOI ZzUwWUUI woOi wgl i pOPUI WEUUDE OO D @@IEwd x OUD
in position 6; see Dominicy, 1992: 17475), his French versifying seems to have
remained less experimental. For example, in the archive | have found only one
DOUUEOGE] woOi wEWET I DOPUIT WE U W& O IOBDH? QIOBAHWOW xwd 3
Ewx Ol OWEEUI Ewl!l hvw- OYIT OETl UwhiNhut wep?. T wOl Uwd UEOD
[50A1-184d]).

Whether there are more such long-lines that deviate from classical norms or
O0iI UPI UwOUOEI UUwBbOw/ 1 UUOEZUw%UI OET wYIl UUI UwWE
facilitate the undertaking. What is certain, though, is that in these early years of
versifying Pessoa composed in regular verse and with metrical models at hand.

tdw, POUOOzUwW 23T T w' a002wWwEOCEwW . UTT Uw 2000711 w
Fragmentary Early Odes

(OQwUiT 1T wi 660O6PPOT WUI EUPOOW( wUT EQOWOOO0OwWDHOU
'a00072 wbi PEVWEWEUYI EWEVUWEWOOOEWI OUWEwWI T pwUU
ECQEwW?. EIl wOOwWUT T w2UOUOG~> w( wUTi EOOWEOUOwWEOEOGaAI
21 E2 wEOE w? . B Basddom thése) Mefridab analyses and without leaving
aside the sense of the texts and apaleographical study of the autograph
documents, | shall revisit existing transcriptions of these odes.

261 POl w, POUOOzUw?-EUDPYPUaw. ETl »wpEOOxOUI Edevwew hut | NAw b E
points out that modern poets have rarely adopted its form ([1893] 1908: 7).! Ul b1 Uz Whick O OO
Pessoa likely encountered while in Durban, is cited in (122-4r) and (174).
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} 6hud w, DPOUOOR Uwed Owil il UUOEzUw/ UPYEUI w+PEUEUA w

, POUOOzUwWYI UUI wxUEEUPEIT wPEUwxUOI OUOEOGawuUl EOI
in decline during the years of fervent poetical innovation in twentieth -century
l UPUEDPOOwW/ 1 UUOEZUWEEOPUEUDPOOWPEUWOEDPOUEDOI Eu
life. 30

Commenting on Samson Agonistesthe English poet and metrist Robert
Bridges asserted thatb Ow, DOUOOw?2 Ul aUl OwbPUwEOPEaAaUwUI EEau
I EEPUwWPPUT wi DOwUOwWI UUI OUPEOQwWUOwWI PUwUUa Ol wEOE
could hardly have been passed over without some exceptional treatment (1901: 27,
see instances 6B1 on pp. 4143 from Bridges). Pessoa, who probably purchased
I UDET, IBIUud z U(j1:889) (001 19041905 while still in South Africa,
I EEWET EOOI wUT OUOUT T Oa wE E @drdh fvid. he Ksea bfpdgticw, DOU OO
meter and poetic rhythm) in the formal context of his final examination in Form
VI.32 By this time, Pessoa had attentively read, along with Hazlitt and other literary
critics, ) O1 O Ulvex db the Poetg1781] 1890), as his markings in different
passages from the essay on Milton reveal:

MILTON. 171

of Comus;” ' in which may very plainly be discovered the
dawn or twilight of “ Paradise Lost.” Milton appears to
have formed very early that system of diction, and mode of
verse, which his maturer judgement approved, and from

which he never endeavoured nor desired to deviate.
Fig. 9. Johnson. Lives of the Poets, 1890.Detail of page 171.

2T ExDOT wi PUWOPOwW?2UVaUVUI OwOi WEDEUDOO? WEOE wW? (
young aspiring poet began to work on in Durban. Selecting themes, words and,
most importantly, learning where to pl ace the words, was an art that Pessoa often
acknowledged. He read the canonical poets with great diligence, and in terms of
form it is always Milton who comes first. It may be for this reason that, years later,
he placed him atop his list of influences for 19041905 (see CortesRodrigues,

30 Some of the most influential American and British writers of his time stood at the other end. Ezra

([1928] 1954: 40).

31, pOU OOz bwRobkd Bridgesiand Classical Metres in English Verdg William Johnson Stone

Exxl EUIl EwDOwWOO! wUDOT Ol wyOOoUO! whbOwhNYhRGw3T PUwPUwUT T wdC
2, PpOUOOzUwW?2+7z OO0 1 UO B BEY(1 Qui/w &GO EU (B AKisaemai a woi w2 O
RUNY !l AOQwbP1l Ul wx EUOwWOI w/ 1 UUOEzUwbOUI UOT EPEUI wi REOPOEUDOC
33 See note 36.
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CZRNKK ¢ O wNAS w( Owi EEUOw, POUOOzUwOI UUPEEOQWEUUT
first in Durban and then again and again in Lisbon. William P. Trent (1899), whose
John Milton: A Short Study of his Life and WoRess@ probably bought between
RUNY WYy UNYNOwPEUWEOOUT I UWEUPUPEWUOWEOOOI OUwbOOw

Fig. 10. Trent. John Milton: A Short Study of his Life and Work , 1899. Page 252.

In several essays on Milton, the blind poet is compared to Shakespeare.
Whereas Trent finished his book valuing them equally, Pessoa, just like Matthew
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UOOOEwWDOwi P&sa) P27p Gde Gd 21ubgow), handed the palm to the
author of Paradise Lost

That Milton, of all our English race, is by his
diction and rhythm the one artist of the highest
rank in the great style whom we have; this I
take as requiring no discussion, this I take as

certain.
Fig. 11. Arnold. Essays in Criticism, 1927 .Detail of page 63.

-

It may be argued that contact with UOOOEz Uwl UUEawPEUWEUwWUT T wuod
UOCEEUI Ewi UET Ol OUOwI OUPUOI Ew?, OET UOw/ O1 U~ 0

It is not the line by line perfection for which Keats strove and which blamed Shelley for not

Uil OPOT wpdl al Uwi OCET EAOwWOOUwWUT 1T wuUT a07T OPEEOwx1 Ui 1 E
many modern poets, but the organic perfection of the poem as a whole, and as a relation

between the whole and its parts + that which Arnold preached, though he had not the

strength to realize it.

Milton, and not Shakespeare, is the great type, the model for poets, not now but always.
(49B-35; Pizarro, 2011A: 42)

That Pessoa placed the tutelary genius of Milton above Shakesgare in
terms of composition (i.e., the attainment of ordered wholeness) was bluntly
expressed on several occasions (see, for instance, 14%&13* 14C-86 and 87; critically

transcribed in Patricio, 2008: 376 and 36%6)3/ | UUOEz UwOl UUPEEOWUUUE a
artistry may be observed in his annotated The Poetical Works of John Milt&h

34 In this document Pessoa places Milton over Shakespeare, arguing that while the former has

written for men the latter has done so for women PT OWEUI wbhPOEEXEEOI wOl wExx Ul EDPE
20001 00PUa~?» WEOEwW?xU0UPUawOi wODOEO? whi DE PambidtiLestd UEODUDI

(14C-52; Patricio, 2008: 376).

s, POUOOzUwWUUXxT UPDOUPUAWPUWUIT I T UUT EwUOwWDBOWOUT T Uwi BT OEUU
title of a work attributed to Antonio Mora (see 71A -2r; Obras de Anténio Mora2002: 166 and 234).

36 On top of page 1 of Book | of Paradise Losin The Poetical Works of John Miltdn.d.), we read the

i O000PDPOT wi ECEPUDPUUI OWEOOOUEUDOOO wW?21 1 w EEPUOOwWmq2x1 E
(AwbPl wUl EEw? EW&ritAOD OB uPOUBIEE wipO wb I PhE Spectator) kb6kE WE OOUET
that he preserved until his death (Addison, 1896: 435+ WA & w%OUw' E4AOPUUZz UwbOUI Ux Ul U
PO0UEDPE?> wpPOwoOd wKt NwoOi w! Odw( AOwUIT T w?. Ow2T EOCI Ux1 EUI wEOT
series of Lectures on the English Podtmt the English critic delivered in London during January and

February, 1818. For the reproduction and transcription of a passage by Milton and the British

UET OOEUwW B6w) w6 aEU0wpOOwUT T wi OUOI UzUwYI UUPI PEEUDOOAO
The PoeticalWorks of John Miltonsee Ferrari (2008: 7-78). For the reproduction and transcription of

other marginalia in this book, see also Ferrari (2010). For the reproduction and transcription of an
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See below

Scan As

Elision.

Fig. 12. Milton. The Poetical Works of John Milton , [n.d.]. Page 637

EOOOUEUDPOOwWUI T EUEDOT wODPOI wl Y:R)usOd Rizarro,IFeurari agdCardiéid) a w. E1 2 wqg
(2010: 425).

7/ 1T UUOEZzUwx1 OEDOI EwOE U ORD 124, wi2pA07) andullg@4)ividersyin@gmss uN O w hul Y
for the most part. But Syntagmatic metrics lead nowhere: the syntagms of verse are identical to the

syntagms of prose and are not especially regulated. It is not certain that these penciled markings are

EOOUI OxOUEUawkPbUl wUI T wubOOWEOOOUEUDPOOUOWPT PET WEEUIT wi U
UlTTUUwOOwW, POUOOZzUW?T OOUAE luw@e afbWwka)@uwas Eluwdikins w- OUIT u
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