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Abstract  

 

$ÝÌÙɯÚÐÕÊÌɯÛÏÌɯ×ÖÚÛÏÜÔÖÜÚɯÌËÐÛÖÙÐÈÓɯ×ÙÖÊÌÚÚɯÖÍɯ%ÌÙÕÈÕËÖɯ/ÌÚÚÖÈɀÚɯÞÙÐÛÐÕÎÚɯÉÌÎÈÕɯÐÕɯƕƝƘƖȮɯ

editors have found themselves confronted with several challenging tasks: one of them, 

ÜÕËÖÜÉÛÌËÓàȮɯÏÈÚɯÉÌÌÕɯÛÏÌɯËÌÊÐ×ÏÌÙÐÕÎɯÖÍɯÛÏÌɯÈÜÛÏÖÙɀÚɯÏÈÕËÞÙÐÛÐÕÎȭɯ3ÖËÈàȮɯÚÌÝÌÕÛà years 

later, an important number of manuscripts remain unpublished, while numerous other 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. I propose to undertake the revision of the selected corpus essentially with the aid of 

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

 

Desde que o processo editorial póstumo dos escritos de Fernando Pessoa começou em 1942, 

os editores têm-se confrontado com diversos desafios, um deles sendo, indubitavelmente, a 

decifração da caligrafia do autor. Hoje, setenta anos mais tarde, uma importante 

quantidade 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 

que revê as transcrições de um poema em português, um soneto inacabado em francês, três 

odes fragmentárias em inglês e um poema posterior em língua inglesa. Proponho-me 

abordar a revisão do corpus seleccionado essencialmente com base na métrica. Será dada 

uma atenção particular à génese de cada um destes poemas. 
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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. MacGann1 

 

Introduction 2 

 

 ÕàÖÕÌɯÍÈÔÐÓÐÈÙɯÞÐÛÏɯ%ÌÙÕÈÕËÖɯ/ÌÚÚÖÈɀÚɯÈÙÊÏÐÝÌ3 is aware that deciphering 

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 João Gaspar 

Simões and Luís de Montalvor, 4 ÔÖÙÌɯÛÏÈÕɯÏÈÓÍɯÖÍɯ/ÌÚÚÖÈɀÚɯÈÙÊÏÐÝÌɯÚÛÐÓÓɯÈÞÈÐÛÚɯ

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. 6 The 

small corpus I intend to examine here comprises this latter group: (§ 1) a 

Portuguese poem published by Manuela Parreira da Silva, Ana Maria Freitas and 

Madalena Dine (Poesia 1902-1917, 2005; henceforth P02-17)7; (§ 2) an unfinished 

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

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

occurrence. 
2 I thank Professors Martin J. Duffell and  João Dionísio for their  most valuable suggestions. This 

article partially derives from my Ph.D. dissertation (parts of chapter II 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] / Espólio 3 [Archive 3]). /ÌÚÚÖÈɀÚɯ

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 Pessoa, came out in 1942; it was an 

ÈÕÛÏÖÓÖÎàɯÖÍɯ/ÌÚÚÖÈɀÚɯ/ÖÙÛÜÎÜÌÚÌɯ×ÖÌÛÙàɯÌËÐÛÌËɯÉàɯ2ÐÔĢÌÚɯÈÕËɯ,ÖÕÛÈÓÝÖÙȭɯ%ÖÙɯÛÏÌɯÏÐÚÛÖÙàɯÖÍɯ

/ÌÚÚÖÈɀÚɯ×ÖÚÛÏÜÔÖÜÚɯÌËÐÛÐÖns, see Pizarro (2012A). 
5 For an example of the on-ÎÖÐÕÎɯ×ÙÖÑÌÊÛɯÖÍɯ/ÌÚÚÖÈɀÚɯÕÖÛÌÉÖÖÒÚȮɯÍÖÙɯÐÕÚÛÈÕÊÌȮɯÚÌÌɯ/Ðzarro (2011A).  
6 %ÖÙɯÙÌÊÌÕÛÓàɯÙÌÝÐÚÌËɯÛÙÈÕÚÊÙÐ×ÛÐÖÕÚɯÚÌÌȮɯÍÖÙɯÌßÈÔ×ÓÌȮɯ/ÐáÈÙÙÖɀÚɯÐÕÛÙÖËÜÊÛÐÖÕɯÐÕɯSensacionismo e 

Outros Ismos (2009), as well as the critical study in the second volume of Livro do Desasocego (2010).  
7 Due to the numerous posthumous Pessoa editions of a single work I shall always refer to the title 

ÖÍɯÛÏÌɯÉÖÖÒɯÐÕÚÛÌÈËɯÖÍɯÛÏÌɯÈÜÛÏÖÙɀÚɯÕÈÔÌȭɯ%ÖÙɯÜÕ×ÜÉÓÐÚÏÌËɯËÖÊÜÔÌÕÛÚɯÖÙɯËÖÊÜÔÌÕÛÚɯÛÏÈÛɯÏÈÝÌɯ

never been critically published, I shall transcribe them according to the symbols used by the 

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

ÜÕËÌÙɯÛÏÌɯÊÖÖÙËÐÕÈÛÐÖÕɯÖÍɯ(ÝÖɯ"ÈÚÛÙÖȯɯɞɯÉÓÈÕÒɯÚ×ÈÊÌȰɯɖɯÊÖÕÑÌÊÛÜÙÈÓɯÙÌÈËÐÕÎȰɯɤɯɤɯ×ÈÚÚÈÎÌɯËÖÜÉÛÌËɯÉàɯ

ÈÜÛÏÖÙȰɯɓɯÐÓÓÌÎÐÉÓÌɯÞÖÙËȰɯǾɯǿɯÌÕÊÓÖÚÌɯÞÖÙËȹÚȺɯÛÏÈÛɯÏÈÝÌɯÉÌÌÕɯÊÙÖÚÚÌËɯÖÜÛȰɯǾɯǿ / \  substitution by 

overwriting (<substitution> /substitute \ ); < > [ŷ] substitution by crossing out and addition in the in -

between line above; [ŷ] addition in the in -between line above; [Ź] addition in the in -between line 

below; [Ÿ] addition in the same l ine; [] 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 I 

shall write cf. before the edition in question.  
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French poem brought to the press by Patrick Quillier (%ÌÙÕÈÕËÖɯ/ÌÚÚÖÈȭɯ ÜÝÙÌÚɯ

poétiques, 2001; henceforth  ÜÝÙÌÚ); (§ 3) 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 João Dionísio in Poemas 

Ingleses (1997, tome II; henceforth PI.1)8 and subsequently (two of them and 

without the textual variants) by Luísa Fr eire in Alexander Search. Poesia (1999; 

henceforth ASPȺȭɯ2ÛÈÕáÈÚɯ×ÌÙÛÈÐÕÐÕÎɯÛÖɯÖÕÌɯÖÍɯÛÏÌɯÛÞÖɯÖËÌÚɯÈÓÚÖɯÐÕÊÓÜËÌËɯÐÕɯ%ÙÌÐÙÌɀÚɯ

edition were critically published by Jerónimo Pizarro and myself in Cadernos (2009, 

tome I). The revision of the odes concerns the transcriptions given in these three 

different editions.  

I propose to undertake the revision of the selected corpus partly with the 

aid of metrics (study of versifying) 9 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, I shall also consider (§ 4) 

a typewritten English poem transcribed by Christopher Aureta and published by 

Teresa Rita Lopes in Pessoa Inédito (1993; henceforth PIne). This latter poem, 

without modification, was subsequently included by Luísa Freire in Poesia Inglesa 

(2000, tome II; henceforth PI.2).  

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

crÐÛÐÊÐÚÔɯÏÈÚɯÉÌÌÕɯÈÙÎÜÌËɯÉàɯÖÛÏÌÙɯÌËÐÛÖÙÚȭɯ(ÕɯÛÏÌɯ×ÙÌÍÈÊÌɯÛÖɯ/ÓÈÜÛÜÚɀÚɯMenaechmi, 

for instance, A. S. Gratwick states:  
 

%ÖÙɯÈÕɯÌËÐÛÖÙȮɯÈɯ×ÙÖ×ÌÙɯÜÕËÌÙÚÛÈÕËÐÕÎɯÖÍɯÛÏÌɯ×ÓÈàÞÙÐÎÏÛɀÚɯÔÌÛÙÐÊÈÓɯÛÌÊÏÕÐØÜÌɯÐÚȮɯÐÕɯÐÛÚɯÞÈàȮɯÈÚɯÎÖÖËɯ

ÈÚɯÈɯÍÙÌÚÏɯ,2ɯÖÍɯÏÐÎÏɯØÜÈÓÐÛàɯȻȱȼȭɯFor in Plautus we find celebrated some of 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 commentators are wont to talk 

about. 

 (1993: viii) 

  

3ÏÌɯɁÔÌÛÙÐÊÈÓɯÛÌßÛÜÙÌɂɯÙÌÍÌÙÙÌËɯÛÖɯÉàɯ&ÙÈÛÞÐÊÒɯÊÖÙÙÌÚ×ÖÕËÚɯÛÖɯÖÕÌɯÖÍɯÛÏÌɯÛÏÙÌÌɯ

ÙÌØÜÐÙÌÔÌÕÛÚɯÍÖÙɯɁÈɯÚÈÛÐÚÍÈÊÛÖÙàɯÌËÐÛÖÙÐÈÓɯÚÖÓÜÛÐÖÕɂɯÎÐÝÌÕɯÉàɯ,ÈÙÛÐÕɯ6ÌÚÛɯÐÕɯÏÐÚɯ

Textual Criticism and Editorial Technique (1973). West worded it thus: a suitable 

ÌËÐÛÖÙÐÈÓɯÚÖÓÜÛÐÖÕɯÚÏÖÜÓËɯÊÖÙÙÌÚ×ÖÕËɯɁÐÕɯÓÈÕÎÜÈÎÌȮɯÚÛàÓÌȮɯÈÕËɯÈÕàɯÙÌÓÌÝÈÕÛɯÛÌÊÏÕÐÊÈÓɯ

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

ÔÐÎÏÛɯÕÈÛÜÙÈÓÓàɯÏÈÝÌɯÌß×ÙÌÚÚÌËɯÛÏÈÛɯÚÌÕÚÌɂɯȹƕ973: 48; my italics).  

As Luís Prista has shown in the re-edition of a Portuguese quatrain by 

Fernando Pessoa (Prista, 1995: 199-201), attention to the technical aspects of a text 

                                                            
8 3ÏÌɯÕÜÔÌÙÖÜÚɯÛÙÈÕÚÊÙÐ×ÛÐÖÕÚɯÖÍɯɁ/ÖÌÔÚɯÉàɯ ÓÌßÈÕËÌÙɯ2ÌÈÙÊÏɂɯËÖÕÌɯÉàɯ&ÌÖÙÎɯ1ÜËÖÓÍɯ+ÐÕËɯÈÙÌɯ

ÍÖÜÕËɯÐÕɯ/ÌÚÚÖÈɀÚɯÈÙÊÏÐÝÌɯȹƛƜɯ ÕÕÌßȺȭɯ3ÏÌɯÛÏÙÌÌɯÍÙÈÎÔÌÕÛÈÙàɯÖËÌÚɯÏÌÙÌɯÙÌÝÐÌÞÌËɯÈÙÌɯÕÖÛɯÍÖÜÕËɯ

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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ÔÈàɯ×ÙÖÝÌɯÜÚÌÍÜÓɯÍÖÙɯÛÏÌɯÌËÐÛÖÙȭɯ(Õɯ/ÙÐÚÛÈɀÚɯÊÈÚÌɯÐÛɯÞÈÚɯÛÏÌɯÈÛÛÌÕÛÐÖÕɯÎÐÝÌÕ to the 

rhyme scheme of the quatrain likely followed by Pessoa. !ÜÛɯ/ÙÐÚÛÈɀÚɯÐÕÚÛÙÜÔÌÕÛÚɯ

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)10 he arrived at a different editorial solution. 11 In the process of my revisions 

these two requirements will not be disregarded.  

Before turning to the poems that I shall undertake for revision, let us add 

ÛÏÈÛȮɯÐÕɯ/ÌÚÚÖÈɀÚɯÊÈÚÌȮɯÛÏÌɯÝÈÓÜÌɯÖÍɯÔÌÛÙÐÊÚɯÈÚɯÈÕɯÈÐËɯÞill be heightened by the use of 

his private library. Held at the Casa Fernando Pessoa in Lisbon since 1993 and now 

easily accessible in digital form,12 /ÌÚÚÖÈɀÚɯÉÖÖÒɯÊÖÓÓÌÊÛÐÖÕɯÊÖÕÛÈÐÕÚɯÔÖÚÛȮɯÐÍɯÕÖÛɯÈÓÓȮɯ

of the canonical verse forms that he learned and eventually 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 IV). 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 auÛÏÖÙɀÚɯ

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 creative process itself.  

 

1. A Portuguese Short-Line Poem Destined to Ondas 

 

.ÕÌɯÖÍɯ/ÌÚÚÖÈɀÚɯÌÈÙÓÐÌÚÛɯ/ÖÙÛÜÎÜÌÚÌɯ×ÖÌÛÙàɯ×ÙÖÑÌÊÛÚȮɯËÈÛÈÉÓÌɯÍÙÖÔɯƕƝƔƝȮɯÉÌÈÙÚɯ

ÛÏÌɯÛÐÛÓÌɯɁOndas.ɂɯ(ÕɯÈɯÕÖÛÌÉÖÖÒɯÜÕËÌÙɯÛÏÌɯÏÌÈËÐÕÎɯɁPortuguese WorksɂɯÞÌɯÍÐÕËɯÐÛɯ

among some forty other titles of the most dive rse sorts (e.g., feminism, on rhythm, 

essays on philosophy, inter alia; see 144D-1r to 3; Escritos sobre Génio e Loucura, 

2006: I, 37-38). In this very notebook there figures a more specific reference to this 

never-concluded book of verse. In Roman ÕÜÔÌÙÈÓÚɯÈÕËɯÜÕËÌÙɯɁȿOndasɀɯɧɯLivro 

                                                            
10 #ÌÈÓÐÕÎɯÞÐÛÏɯÊÓÈÚÚÐÊÈÓɯÛÌßÛÚɯȹÐȭÌȭȮɯÞÐÛÏɯÈÜÛÏÖÙÚɯÞÏÖÚÌɯÛÌßÛÜÈÓɯÞÐÛÕÌÚÚÌÚɯÈÙÌɯÕÖÛɯÈÝÈÐÓÈÉÓÌȺȮɯ6ÌÚÛɀÚɯ

third requirement concerns the clarification of transmitted corruptions t ÏÈÛɯÛÏÌɯɁ×ÙÌÚÜÔÌËɯÖÙÐÎÐÕÈÓɯ

ÙÌÈËÐÕÎɂɯÔÈàɯÏÈÝÌɯÜÕËÌÙÎÖÕÌɯȹƕƝƛƗȯɯƘƜȺȭɯ(Õɯ/ÌÚÚÖÈɀÚɯÊÈÚÌȮɯÔÖÚÛɯÖÍɯÛÏÌɯÈÜÛÖÎÙÈ×ÏɯÔÈÛÌÙÐÈÓÚɯÉÌÐÕÎɯ

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 popular (1965) 

and by Sobral Cunha in Quadras e outros cantares (1997), respectively.  
12 And has been since October 2010: http://casafernandopessoa.cm-

lisboa.pt/bdigital/index/index.htm . Jerónimo Pizarro, Antonio Cardiello, and I have co -directed the 

digitization of Fer ÕÈÕËÖɯ/ÌÚÚÖÈɀÚɯ×ÙÐÝÈÛÌɯÓÐÉÙÈÙàȭɯThe paper publication of A Biblioteca Particular de 

Fernando Pessoa (Pizarro, Ferrari and Cardiello, 2010), which accompanies the site, gathers in one 

ÝÖÓÜÔÌɯÛÏÌɯÔÈÑÖÙÐÛàɯÖÍɯÛÏÌɯÉÖÖÒÚȮɯÔÈÎÈáÐÕÌÚɯÈÕËɯÕÌÞÚ×È×ÌÙÚɯÛÏÈÛɯÞÌÙÌɯÐÕɯ/ÌÚÚÖÈɀÚɯ×ÖÚÚÌÚÚÐÖÕɯÈÛɯ

the time of his death, on 30 November 1935.  

http://casafernandopessoa.cm-lisboa.pt/bdigital/index/index.htm
http://casafernandopessoa.cm-lisboa.pt/bdigital/index/index.htm
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primeiroɂɯ/ÌÚÚÖÈɯØÜÖÛÌËɯÛÏÌɯincipit of the first eight Portuguese poems (of a total of 

twenty; the last twelve entries were left blank) (144D -4). If we trust the date on the 

textual witnesses,13 he composed them between 15 November 1908 and 27 January 

1909. In this section I wish to focus on the two existing witnesses of poem VII, 

dated 31 December 1908.14    

 

 
Fig. 1. (34-25r). 

 

                                                            
13 (ÕɯÈÓÓɯÛÏÌàɯÊÖÔ×ÙÐÚÌɯÈ××ÙÖßÐÔÈÛÌÓàɯƖƔƔɯÓÐÕÌÚȯɯ(ȭɯɁ3ÌÕÏÖɯÌÔɯÝÌáɯËÌɯ×ÌÕÚÈÔÌÕÛÖȱɂɯËÈÛÌËɯƕƙɯ

November 1908 (34-15; P02-17, 2005: 32-ƗƗȺȰɯ((ȭɯɁ"ÈÕñæÖɂȯɯɁ(ËÌɯÉÜÚÊÈÓ-ÈȮɯ#ÌÚÌÑÖÚȱɂɯËÈÛÌËɯƕƙɯ

November 1908 (34-6; P02-17, 2005: 28); III. Ɂ ÉÌÕÓÐÌËɂȯɯɁ.ɯÖÙÝÈÓÏÖɯËÈɯÛÈÙËÌɯÉÌÐÑÈȱɂɯËÈÛÌËɯƕƙɯ

November 1908 (34-7; P02-17ȮɯƖƔƔƙȯɯƖƝȺȰɯ(5ȭɯɁ2ÜÚ×ÐÙÖɂȯɯɁ2ÜÚ×ÐÙÖȮɯØÜÌÙÖɯÐÙɯÊÖÕÛÐÎÖȱɂɯËÈÛÌËɯƕƙɯ

November 1908 (34-8; P02-17, 2005: 29-ƗƔȺȰɯ5ȭɯɁ-ÖÊÛÜÙÕÖɂȯɯɁ#ÖÙÔÌȮɯÊÙÌÈÕñÈȮɯËÖÙÔÌȱɂɯËÈÛÌËɯƖƛɯ

January 1909 (34-26; P02-17, 2005: 43-ƘƘȺȰɯ5(ȭɯɁ,ÈÙÐnheiro-ÔÖÕÎÌȱɂɯȹƗƘ-ƗƚɯÈÕËɯƗƜȺȰɯ5((ȭɯɁ"ÏÖÙÈÚȳɯ

"âÐÈɯÖɯÛÌÜɯ×ÙÈÕÛÖȱɂɯËÈÛÌËɯƗƕɯ#ÌÊÌÔÉÌÙɯƕƝƔƜɯȹƗƘ-25r; cf. P02-17 2005: 40; Ferrari, 2012: 367); VIII. 

Ɂ/ÈÙÈɯØÜÌɯÝÌÕÚȳɯ)âɯ×ÌÙËÐȱɂɯËÈÛÌËɯƗƕɯ#ÌÊÌÔÉÌÙɯƕƝƔƜɯȹƗƘ-14; P02-17, 2005: 30-31). Besides counting 

the texts signed Lança, Pip, and Pancracio (see Silveira, 1988), there are approximately a dozen 

/ÖÙÛÜÎÜÌÚÌɯ×ÖÌÔÚɯÐÕɯ/ÌÚÚÖÈɀÚɯÈÙÊÏÐÝÌɯËÈÛÌËɯ×ÙÐÖÙɯÛÖɯƕƙɯ-ÖÝÌÔÉÌÙɯƕƝƔƜȭɯ3ÏÌÚÌɯ×ÖÌÔÚɯÞÌÙÌɯÞÙÐÛÛÌÕɯ

in 1902 and 1908, respectively. There is also a quadra with a rhyme scheme xaxa dated 27 August 

1907 (17-2r; Quadras, 1997: 188).  
14 6ÏÐÓÌɯÐÕɯÛÏÌɯÕÖÛÌÉÖÖÒɯ/ÌÚÚÖÈɯÞÙÐÛÌÚɯɁ"ÏÖÙÈÚȳɯ"âÐÈɯÖɯÛÌÜɯ×ÙÈÕÛÖȱɂɯȹÐȭÌȭȮɯɁÊâÐÈɂɯÞÐÛÏɯÛÏÌɯËÐÈÊÙÐÛÐÊɯ

indicating the acute accent), in the two existing versions of the poem (figs. 1 and 5) he omits it. 



Ferrari  Genetic Criticism and the Relevance of Metrics 
 

Pessoa Plural: 2 (O./Fall 2012)  6 

Below I quote the lines of verse15 (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 o manto 

Do orvalho ou do luar.  

 (34-25r; P02-17, 2005: 40) 

 

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

ÛÏÌɯËÖÛÛÌËɯÓÐÕÌɯȹÐȭÌȭȮɯÓÐÕÌÚɯƙɯÈÕËɯƚȺȰɯȹƖȺɯÓÐÕÌɯƕȯɯɁ"ÏÖÙÈÚɂɯÐÕÚÛÌÈËɯÖÍɯɁ"ÏÖÙÈÙɂȰɯȹƗȺɯÓÐÕÌɯ

ƘȯɯÕÖɯ×ÌÙÐÖËɯÈÍÛÌÙɯɁÓÜÈÙɂȰɯȹƘȺɯÓÐÕÌɯƘȯɯÛÏÌɯÓÐÕÌɯÐÚɯÐÕËÌÕÛÌËȭɯHere is a possible new 

transcription:  

 
Choras? Caia o teu pranto 

Sobre a minha alma a sangrar 

Como cae sobre a terra o manto 

    Do orvalho ou do luar  

Eu quero ver-te ao ouvir meu canto,16 

     Sorrir em teu chorar. 

 (34-25r; Ferrari, 2012: 160) 

 

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 

8a 6b. This addition remains well in accordance with the strophe design (the length 

of lines and the line-end rhyme scheme) of the composition.17 Note that the three 

ÈËËÌËɯÞÖÙËÚɯÐÕɯÓÐÕÌɯƘɯȹɁÖÙÝÈÓÏo ÖÜɯËÖɂȮ18 also penned with a different writing 

instrument) corr espond to the number of metrical syllables required for the 

                                                            
15 !ÜÐÓËÐÕÎɯÖÕɯ)ÈÒÖÉÚÖÕɀÚɯthree-way verse distinction (1960), modern metrists have opted for the 

term verse instance to describe an actual line of verse and the term verse design for 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 (or verse design) is an abstraction that consists of a template comprising  

sub-units that we now call positions and a set of rules or constraints (correspondence rules, also known 

as realization constraints) for crafting verse instances. Correspondence rules determine the quantity 

(e.g., in syllable-based meters such as ShakespeÈÙÌɀÚɯÚÖÕÕÌÛÚ there is a 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) (see Duffell 2000: 286, n. 3 and 2008: 13).    
16 The crossed-ÖÜÛɯÓÐÕÌɯȹɁ2ÌɯÈɯÛÜÈɯÈÓÔÈɯõɯÛÙÐÚÛÌɯÖɯÛÌÜɯÊÏÖÙÖɯõɯÚÈÕÛÖɂȺɯÏÈÚɯÕÐÕÌɯÔÌÛÙÐÊÈÓɯÚàÓÓÈÉÓÌÚɯÈÚɯ

opposed to eight, which is the length of the one below, as well as of lines 2 and 3.  
17 Strophe design also 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.  



Ferrari  Genetic Criticism and the Relevance of Metrics 
 

Pessoa Plural: 2 (O./Fall 2012)  7 

hexasyllabic line. The regularity throughout this piece is a sign of the attention the 

author gave to structure.  

(ÕɯÖÙËÌÙɯÛÖɯÚÖÓÝÌɯÛÏÌɯÚÌÊÖÕËɯËÐÍÍÌÙÌÕÊÌɯȹɁ"ÏÖÙÈÚɂɯÝÚȭɯɁ"ÏÖÙÈÙɂȺȮɯÞÌɯÔÈàɯ

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

 

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 (34-25r). 

 

Should these two evidences not suffice, the examination of a second textual 

ÞÐÛÕÌÚÚɯȹÍÐÎȭɯƙȺȮɯÓÐÒÌÓàɯËÌÚÛÐÕÌËɯÍÖÙɯ/ÌÚÚÖÈɀÚɯɁ3ÙÈÛÈËÖɯËÌɯ/ÙÖÚÖËÐÈɯÌɯ/ÖÌÛÐÊÈɂ19 and 

datable from 1909, will seal the matter.  

 

 
Fig. 5. (122-2r). 

                                                            
19 Above the lines of verse we read: Ɂ$Ôɯ×ÖÌÚÐÈɯÝÈÓÌɯÖɯÙÏàÛÏÔÖɯÛÈÕÛÖɯÊÖÔÖɯÈɯÎÙÈÔÔÈÛÐÊÈɂɯȹƕƖƖ-2r; 

Fernando Pessoa e a Nova Métrica, 1993: 97; henceforth FPNM). For the genesis and content of 

/ÌÚÚÖÈɀÚɯÛÙÌÈÛàɯÚÌÌɯ%ÌÙÙÈÙÐɯȹƖƔƕƖȺȭ 
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!ÌÓÖÞɯÈɯÛÙÈÕÚÊÙÐ×ÛÐÖÕɯÖÍɯ/ÌÚÚÖÈɀÚɯÖÞÕɯ/ÖÙÛÜÎÜÌÚÌɯÓÐÕÌÚɯÈÓÖÕÎɯÞÐÛÏɯÏÐÚɯÚÊÈÕÚÐÖÕȯɯ 
                           

Choras | caia | o teu pranto  

                           

Sobre | a minha alma | a sangrar  

 

Como cae | sobre a terra | o manto  

 

Do orvalho ou do luar  

                                 

Eu quero  ver-te | ao ouvir | meu canto 

                             

Sorrir  em teu  chorar 

(122-2r; cf. FPNP, 1993: 97)20  

Except for the scansion and the punctuation, the transcription of the verses I 

propose for (122-2; fig. 5) does not differ from that of (34-25r; fig. 1).  

(ÕÛÌÙÌÚÛÐÕÎÓàȮɯ/ÌÚÚÖÈɀÚɯÖÞÕɯÚÊÈÕÚÐÖÕɯȹÛÏÌɯÖ×ÌÕÐÕÎɯÞÖÙËɯÖÍɯÓÐÕÌɯƕɯÐÚɯÚÊÈÕÕÌËɯ

as a stressed syllable [/] followed by an unstressed syllable [Ç]) leads us to infer 

ÛÏÈÛɯÛÏÌɯÝÌÙÉɯÙÌÈËÚɯɁ"ÏÖÙÈÚɂȭɯ(ÕɯÖÛÏÌÙɯÞÖÙËÚȮɯÉàɯÙÌÓàÐÕÎɯÖÕɯÛÏÌɯÚÛÙÌÚÚɯ×ÈÛÛÌÙÕɯ

indicated by the  ÈÜÛÏÖÙɯȹɁchoÙÈÚɂɯÈÕËɯÕÖÛɯÛÖɯɁÊÏÖrarɂȺɯ(the stressed syllable is 

underlined and given in bold by me) we arrive at the new editorial solution.   

 Whereas in this section it is the existence of a second textual witness (for 

which a new transcription was here given)  that has greatly served to stabilize the 

ÛÙÈÕÚÊÙÐ×ÛÐÖÕɯÖÍɯÈɯ×ÖÌÔȮɯÐÕɯÚÌÊÛÐÖÕÚɯÛÞÖɯÈÕËɯÛÏÙÌÌȮɯÞÐÛÏÖÜÛɯËÐÚÙÌÎÈÙËÐÕÎɯ/ÌÚÚÖÈɀÚɯ

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

 

2. From BaudelairÌɀÚɯ"ÓÈÚÚÐÊÈÓɯAlexandrin Lines to a New Transcription of an 

Early French Sonnet  

 

3ÏÌɯ ÈÉÚÌÕÊÌɯ ÖÍɯ Èɯ ÉÖÖÒɯ ÐÕɯ ÚÖÔÌÖÕÌɀÚɯ ÓÐÉÙÈÙàɯ ÚÏÖÜÓËɯ ÕÖÛɯ ÓÌÈËɯ ÜÚɯ

straightforwardly to infer that the volume never stood among those still extant or 

that some of its pages were not first read outside the private realm . One of the 

most revealing examples of such a scenario is thoroughly analyzed in 

Ɂ2ÏÈÒÌÚ×ÌÈÙÌɀÚɯ2ÔÈÓÓɯ+ÐÉÙÈÙàȮɂɯÈɯÊÏÈ×ÛÌÙɯÐÕɯ)ÖÕÈÛÏÈÕɯ!ÈÛÌɀÚɯÙÌÊÌÕÛɯÚÛÜËàɯÖÍɯÛÏÌɯ

Stratford poet and playwright (Bate, 2008).21  

                                                            
20 Besides the archive number on the right hand -side corner (122-2) ÛÏÌɯÕÜÔÉÌÙÚɯɁƕƛɤƚƚɂɯÞÌÙÌɯÕÖÛɯ

ÞÙÐÛÛÌÕɯÉàɯ/ÌÚÚÖÈȭɯ%ÖÙɯÛÏÌɯÈÕÈÓàÚÐÚɯÖÍɯ/ÌÚÚÖÈɀÚɯÚÊÈÕÚÐÖÕȮɯÈÚɯÞÌÓÓɯÈÚɯÛÏÌɯ×ÖÚÚÐÉÓÌɯÐÕÍÓÜÌÕÊÌɯÖÍɯ

,ÈÙÓÖÞÌɀÚɯTamburlaine (via Robert Bridges) on this poem, see Ferrari (2012: 162-166). For the 

ËÐÍÍÌÙÌÕÊÌÚɯÞÐÛÏɯ%ÌÙÕÈÕËÖɯ+ÌÔÖÚɀÚɯÛÙÈÕscription, see document (122-2) critically transcribed in 

Ferrari (2012: 368). 
21 According to the eminent scholar, a copy of /ÓÜÛÈÙÊÏɀÚɯ+ÐÝÌÚɯof the Noble Greeks and Romans in Sir 

3ÏÖÔÈÚɯ-ÖÙÛÏɀÚɯÛÙÈÕÚÓÈÛÐÖÕɯȹÈÕËɯÞÏÐÊÏɯÔÐÎÏÛɯÏÈÝÌɯÉÌÓÖÕÎÌËɯÛÖɯ2ÏÈÒÌÚ×ÌÈÙÌȺɯÐÚɯ×ÙÌÚÌÙÝÌËɯÈÛɯÛÏÌɯ

Greenock Library in Scotland (ƖƔƔƜȯɯƕƘƖȺȭɯ2ÏÈÒÌÚ×ÌÈÙÌɯËÙÌÞɯÖÕɯ/ÓÜÛÈÙÊÏɀÚɯLives, commonly called 

also Parallel Lives, for his Julius Caesar, Antony and Cleopatra and Coriolanus (2008: 113). Based on 

       Ë Ę        ´    4   Ę   Ę       ́                                                                                                       

 ´  Ę     Ę    Ę       ́            Ę  Ę  ´                                                                                  

  Ę   Ę    ́       Ę    Ę      ́     Ę    ́  

         Ę    Ë                   Ę ´                          

               Ę    Ę  Ë   Ę       ´                    
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A less Herculean, though still challenging task, is the reconstruction of 

%ÌÙÕÈÕËÖɯ/ÌÚÚÖÈɀÚɯÐÕÛÌÓÓÌÊÛÜÈÓɯÉÐÖÎÙÈ×ÏàȮɯÛÏÈÛɯÐÚȮɯÊÈÛÈÓÖÎÜÐÕÎɯÉÖÛÏɯÛÏÌɯÌßÛÈÕÛɯÉÖÖÒÚɯ

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, 22 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 Lisboa and at the 

Biblioteca da Academia das Ciências (see Sebastianismo e Quinto Império, 2011: 303-340). 

6ÏÌÕɯ ÙÌÊÖÕÚÛÙÜÊÛÐÕÎɯ Èɯ ÞÙÐÛÌÙɀÚɯ ÓÐÉÙÈÙàɯ ÛÏÐÚɯare precious indices to take into 

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, I shall take up just one single such example. Although 

purchased in 1934-1935 and left without a single mark, Les Fleurs du mal by Charles 

Baudelaire ([1857] 1934; fig. 6)23 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 ÖÍɯ/ÌÚÚÖÈɀÚɯÓÐÛÌÙÈÙàɯÐÕÍÓÜÌÕÊÌÚɯÍÖÙɯ

October 1905-1908 (see Côrtes-Rodrigues, [1945]: 88), Baudelaire appears at the top, 

before Cesário Verde, Edgar A. Poe and Antero de Quental , among others.24 In 

/ÌÚÚÖÈɀÚɯÈÙÊÏÐÝÌɯÞÌɯÍÐÕËɯÛÏÌɯÕÈÔÌÚɯÖÍɯÝÈrious French poets with the author of Les 

Paradis artificiels also on top (see 48B-114r). References to him are varied (see 

,ÖÕÛÌÐÙÖȮɯƕƝƜƜȺȮɯÐÕÊÓÜËÐÕÎɯÈɯÚÐÎÕÈÛÜÙÌɯÛÙÐÈÓɯɁ%ȭɯ ȭɯ-ȭɯ/ÌÚÚĠÈɯɧɯ"Ïȭɯ!ÈÜËÌÓÈÐÙÌɂȮɯ

datable from 1905 (24-121v) and Portuguese octosyllabic verses dedicated to him 

(see 66D-2r; Ferrari, 2012: 380).    

 

                                                                                                                                                                                     
ÐÕÍÓÜÌÕÊÌÚɯ ÈÕËɯ ÉÐÖÎÙÈ×ÏÐÊÈÓɯ ÐÕÍÖÙÔÈÛÐÖÕȮɯ !ÈÛÌɯ ÈÓÚÖɯ ÙÌÔÈÙÒÚɯ ÛÏÈÛɯ 2ÏÈÒÌÚ×ÌÈÙÌɯ ɁÞÖÜÓËɯ ÈÓÔÖÚÛɯ

certainly have taken home to Stratford [when he lived in London it is said that the playwright went 

to his hometown once a àÌÈÙȼɯȻȱȼɯ%ÓÖÙÐÖɀÚɯ,ÖÕÛÈÐÎÕÌɯÛÙÈÕÚÓÈÛÐÖÕȮɯÞÏÐÊÏɯÞÌɯÒÕÖÞɯÍÙÖÔɯ&ÖÕáÈÓÖɀÚɯ

borrowing was on his mind at the time of the Tempest and that was formative of the philosophical 

vision of King LearɂɯȹƖƔƔƜȯɯƕƘƝȺȭɯ 
22 I borrow this term from George Whalley ȮɯÛÏÌɯÍÐÙÚÛɯÌËÐÛÖÙɯÖÍɯ"ÖÓÌÙÐËÎÌɀÚɯÊÖÔ×ÓÌÛÌɯÔÈÙÎÐÕÈÓÐÈȯɯ

Ɂ0ÜÈÚÐ-marginaliaɭnotes 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 -

ÙÌÍÌÙÌÕÊÌÚɂɯȹ6ÏÈÓÓÌàȮɯƕƝƜƔȯɯ(ȭɯßßßÐȺȭ 
23 Les Fleurs du mal was expanded in 1861. 
24 /ÖÌÔÚɯÚÜÊÏɯÈÚɯɁ$ÕÕÜÐȮɂɯɁÓɀ(ÕÊÖÕÕÜÌȮɂɯÈÕËɯɁ+Èɯ"ÏÌÙÊÏÌÜÚÌɂɯȹÛÐÛÓÌÚɯÖÙÐÎÐÕÈÓÓàɯÐÕɯ%ÙÌÕÊÏȺȮɯÈÓÓɯÖÍɯ

them included in the posthumous The Mad Fiddler (1999) have affinities (both in theme and diction) 

with lines in Spleen (see Quillier, 1988: 28-ƖƝȺȭɯ!ÈÜËÌÓÈÐÙÌɀÚɯÐÕÍÓÜÌÕÊÌɯÐÚɯÕÖÛ, as we shall see, limited  

ÛÖɯ/ÌÚÚÖÈɀÚ English poetry.    
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Fig. 6. Baudelaire. Les Fleurs du mal, 1934. Front cover.  

 

 

!ÌÛÞÌÌÕɯ ÛÏÌɯ ÌÕËɯ ÖÍɯ ƕƝƔƚɯ ÈÕËɯ ƕƝƔƜȮɯ /ÌÚÚÖÈɀÚɯ ÞÙÐÛÐÕÎÚɯ ÙÌÝÖÓÝÌËɯ ÈÓÔÖÚÛɯ

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)readingsɭalso primarily in these two languages. Int ertextual 

examples abound, for instance, ÐÕɯ"ÏÈÙÓÌÚɯ1ÖÉÌÙÛɯ ÕÖÕɀÚɯÚÛÙÌÚÚ-syllabic lines and 



Ferrari  Genetic Criticism and the Relevance of Metrics 
 

Pessoa Plural: 2 (O./Fall 2012)  11 

 ÓÌßÈÕËÌÙɯ2ÌÈÙÊÏɀÚɯÐÊÛÐÊɯÈÕËɯÚàÓÓÈÉÐÊɯÝÌÙÚÌÚȮɯÙÌÚpectively (see Ferrari, 2012: 136-

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 Pessoa before the decisive return to his native Portuguese is worth 

investigatingɭand his incursions in French verse are rather telling in this respect .  

#ÈÛÌËɯƙɯ ÜÎÜÚÛɯƕƝƔƜȮɯɁ$Ûõȭɯ+ÈɯÓÜÕÌɯËÖÙÛɯÌÕɯÙ÷ÝÈÕÛɯÚÜÙɯÓÈɯÔÌÙɂɯȹƙƔ 1-9r; 

Ferrari, 2012: 371) echoes BaudelairÌɀÚɯɁ3ÙÐÚÛÌÚÚÌÚɯËÌɯÓÈɯÓÜÕÌɂɯȹƕƝƗƘȯɯƕƔƛȺȮɯÈɯÚÖÕÕÌÛɯ

(made up of two quatrains and two tercets) included in the first section of Les Fleurs 

du malȮɯɁ2×ÓÌÌÕɯÌÛɯÐËõÈÓȭɂɯNot only does it share similarities in the choice of words, 

but it bears other affinities such as the rhyme scheme (rimes croisées, abab) and 

choice of meter (alexandrinȺȭɯ/ÌÚÚÖÈɀÚɯȹÐÕÐÛÐÈÓȳȺɯÚÛÈÕáÈɯÖÍɯÞÏÈÛɯÚÌÌÔÚɯÛÖɯÉÌɯÈÕɯ

unfinished sonnet opens and closes with the simple primary rhythm given by 

×ÏÙÈÚÈÓɯ ÚÛÙÌÚÚɯ ȹƚɯ Ƕɯ ƚȺȭɯ 4ÕÓÐÒÌɯ !ÈÜËÌÓÈÐÙÌɀÚɯ ÚÖÕÕÌÛȮɯ /ÌÚÚÖÈɀÚɯ ÍÙÈÎÔÌÕÛÈÙàɯ

composition does not always obey the classical alexandrin constraints:25 while lines 

1 and 4 are a fine realization of the long-ÓÐÕÌɯÔÌÛÌÙȮɯÓÐÕÌɯƖɯÐÚɯÈɯƘɯǶɯƜɯÔÌÈÚÜÙÌɯȹɁ$ÛɯÓÈɯ

ÔÌÙɯËÖÙÛɯËɀ÷ÛÙÌɯÚÈÕÚɯÛÌɯÚÌÕÛÐÙɯÙÈÝÐÌɂȺɯÈÕËɯÓÐÕÌɯƗɯÏÈÚɯÈɯÉÙÌak after syllable 4 and one 

ÈÍÛÌÙɯÚàÓÓÈÉÓÌɯƜȮɯÞÐÛÏÖÜÛɯÈÕàɯÊÖÕÚÛÙÈÐÕÛɯÖÕɯÛÏÌɯÊÖÙÙÌÚ×ÖÕËÐÕÎɯÊÈÌÚÜÙÈÚɯȹɁ+ÈɯÕÜÐÛȮɯÓÈɯ

ÔÌÙȮɯËÌɯÔÖÕɯÊĨÜÙɯÔöÓÌÕÛɯÓÌÜÙɯɞɯÈÔÌÙɂȺȭ26 (For the typology of alexandrin variants 

see Cornulier 1982 and Dominicy 1992). 

In spite of these diffeÙÌÕÊÌÚɯȹÔÌÛÙÐÊÈÓɯÝÈÙÐÈÕÛÚȺɯ/ÌÚÚÖÈɀÚɯÓÐÕÌÚɯÊÖÜÓËɯÈÙÎÜÈÉÓàɯÉÌɯ

rendered as the first stanza of an unfinished sonnet. As it will be shown below, there 

ÐÚɯÈÕÖÛÏÌÙɯ!ÈÜËÌÓÈÙÐÈÕɯÚÖÕÕÌÛɯÐÕɯ/ÌÚÚÖÈɀÚɯÈÙÊÏÐÝÌɯÞÏÌÙÌɯÛÏÌɯÈ××ÙÌÕÛÐÊÌ-poet left at 

least two textual witnessesɭthe earlier one being made up of the opening stanza: 

 

                                                            
25 #ÖÔÐÕÐÊàɯÎÐÝÌÚɯÛÞÖɯÊÓÈÚÚÌÚɯÖÍɯÊÈÌÚÜÙÈȯɯɁÈɯÊÈÌÚÜÙÈɯÐÚɯȿÚàÕÛÏÌÛÐÊÈÓɀɯÐÍȮɯÈÕËɯÖÕÓàɯÐÍȮɯÐÛɯÐÚɯÕÖÛɯÚÌ×ÈÙÈÛÌËɯ

from its break by any non -ÌÓÐËÌËɯÝÖÞÌÓȰɯÖÛÏÌÙÞÐÚÌȮɯÐÛɯÐÚɯȿÈÕÈÓàÛÐÊÈÓɀɂɯȹƕƝƝƖȯɯƕƚƝȺȭɯ(ÕɯÖÛÏÌÙɯÞÖÙËÚȮɯÛÏÌɯ

former (if we take the alexandrin to illustrate it) is any classical alexandrin line (6 + 6) including lines 

with an elision at position 7. The analytical caesura is any variant of the  alexandrin where syllable 6 is 

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

3ÏÌÙÌɯÈÙÌɯÍÖÜÙɯÓÐÕÌÚɯÐÕɯ!ÈÜËÌÓÈÐÙÌɀÚɯÚÖÕÕÌÛɯÞÏÌÙÌɯÌÓÐÚÐÖÕɯÊÈÜÚÌÚɯÛÏÌɯÊÈÌÚÜÙÈɯÛÖɯÉÌɯÚàÕÛÏÌÛÐÊÈÓɯȹÌȭÎȭȮɯÓȭɯ

ƕȯɯɁ"ÌɯÚÖÐÙȮɯÓÈɯÓÜÕÌɯÙ÷ÝÌɯÈÝÌÊɯ×ÓÜÚɯËÌɯ×ÈÙÌÚÚÌȰɂȺȭɯ 
26 Although with a visible space betÞÌÌÕɯɁÓÌÜÙɂɯÈÕËɯɁÈÔÌÙɂȮɯÓÐÕÌɯƗɯÏÈÚɯƕƖɯÔÌÛÙÐÊÈÓɯÚàÓÓÈÉÓÌÚȭ 
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Fig. 7. Inferior half (50B1-57r). 

 

O femme aux yeux si noirs, dont le sourir étrange 

"ÖÔÔÌɯÜÕɯÚÖÓÌÐÓɯËɀÏÐÝÌÙɯÔɀÈɯ×ÌÜɯÊÏÈÜÍÍõɯÓÌɯÊĨÜÙȮ 

Dont le semblant divin, ou la joie et douleur.  

ɞ 

 (50B1-57)27 

 

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 

"ÖÔÔÌɯÜÕɯÑÖÜÙɯÚÈÕÚɯÚÖÓÌÐÓɯÔɀÈɯÙÌÍÙÖÐËÐɯÓÌɯÊĨÜÙɯ 

ɞ 

ɞ 

 (50B1-4r; cf.  ÜÝÙÌÚ, 2001: 1635) 

 

6ÏÐÓÌɯÛÏÌɯÊÏÖÐÊÌɯÖÍɯÛÏÌÔÌɯÈÕËɯÝÖÊÈÉÜÓÈÙàɯÔÈàɯÏÈÝÌɯÉÌÌÕɯÐÕÚ×ÐÙÌËɯÉàɯ!ÈÜËÌÓÈÐÙÌɀÚɯ

Ɂ%ÌÔÔÌÚɯËÈÔÕõÌÚɂɯȹÌȭÎȭȮɯÍÐÝÌɯÖÍɯÛÏÌɯÕÐÕÌɯÞÖÙËÚɯ/ÌÚÚÖÈɯÞÙÖÛÌɯÐÕɯÙÏàÔÐÕÎɯ×ÖÚÐÛÐÖÕȺɯ

(see Baudelaire, 1934: 222-223)ɭa poem arranged in quatrains and constructed 

according to the constraints of the classical alexandrinɭ/ÌÚÚÖÈɀÚɯÙÏàÔÌɯÚÊÏÌÔÌɯ

follows the Baudelarian model present in various other sonnets throughout Les 

Fleurs du mal (e.g., Ɂ+Ìɯ/ÖÚÚõËõɂɯÐÕɯɁ2×ÓÌÌÕɯÌÛɯÐËõÈÓɂȰɯÚÌÌɯƕƝƗƘȯɯƚƖȺȭ  

3ÏÌɯÐËÌÕÛÐÍÐÊÈÛÐÖÕɯÖÍɯÛÏÌɯ×ÖÚÚÐÉÓÌɯÚÖÜÙÊÌɯÍÖÙɯ/ÌÚÚÖÈɀÚɯÚÛÙÖ×ÏÌɯËÌÚÐÎÕɯÈÓÖÕÎɯ

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. 

 ÜÝÙÌÚ, 2001: 1635).  

  

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

"ÖÔÔÌɯÜÕɯÑÖÜÙɯÚÈÕÚɯÚÖÓÌÐÓɯÔɀÈɯÙÌÍÙÖÐËÐɯÓÌɯÊĨÜÙɯ 

ɞ 

ɞ 

 

Tes yeux sont une voix sans être et sans mélange 

Des abîmes non-ÝÜÚȮɯɞɯÖķɯÓÈɯËÖÜÓÌÜÙ 

-ɀÈɯËÌɯÎõÔÐssements, ni de cris, ni de pleurs 

ɞ 

 

)ÌɯÕÌɯÚÈÜÙÈÐÚɯÛɀÈÐÔÌÙȭɯ(ÓɯàɯÈɯÌÕɯÛÖÐɯÓÌɯÚÈÉÓÌ 

#ɀÖķɯélève ÓÌɯÔÈÓɯÚÖÕɯɞ 

0ÜÐɯÌÚÛɯÌÛɯØÜÐɯÕɀÌÚÛɯ×ÈÚɯɞ 

 

)ÌɯÚÜÐÚɯÑÌÜÕÌɯÌÛɯÚÜÐÚɯÝÐÌÜßȮɯÌÛɯÑÌɯÕɀÈÐɯËÌɯÊÌɯÔÖÕËÌ 

0ÜÌɯÓÈɯÏÈÐÕÌɯÌÛɯÓɀÏÖÙÙÌÜÙȮɯÙÌÍÓÌÛɯËÌɯÓɀÈÜ-delà 

#ÖÕÛɯÑÌɯÕɀÈÐɯØÜÌɯÓÈɯpeur ɬ la peur noire et profonde.  

(50B1-4r; cf.  ÜÝÙÌÚ, 2001: 1635; Ferrari, 2012: 372)28 

 

                                                            
28 For a critical transcription see Ferrari (2012: 372). 
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Fig. 8. (50B1-4r). 

 

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 model. Based on the design 

along with a paleographic examination of the second textual witness we rapidly 

infer that the sonnet is made of two quatrains and two tercets. Thus, the additions 

between lines 9 and l0 (first tercet) are textual variants for line 10 and the mark 

below the second tercet merely 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 João 
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Dionísio, we find the incipit  of this French poem with the indication regarding the 

ÕÜÔÉÌÙɯÖÍɯÛÖÛÈÓɯÓÐÕÌÚȯɯɁ.ÏɯÍÌÔÔÌɯÈÜßɯàÌÜßɯÚÐɯÕÖÐÙÚɯɧɯȹƕƘȺɂɯȹƘƜ!-94r to 102r [99r]; 

PI.1, 1997: II, 294-299 [297]).  

$ßÊÌ×ÛɯÍÖÙɯÛÏÌɯÛÏÐÙËɯÚÛÈÕáÈȮɯÛÏÌɯÙÌÚÛɯÖÍɯ/ÌÚÚÖÈɀÚɯÓÐÕÌÚɯÈÙÌɯÈÓÓɯÞÌÓÓ-formed 

classical alexandrins: note the strict use of the caesura (no lines with césure 

enjambante). The classical alexandrin is 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 

Ɂ)ÌɯÕÌɯÚÈÜÙÈÐÚɯÛɀÈÐÔÌÙȭɯ(ÓɯàɯÈɯÌÕɯÛÖÐɯÓÌɯÚÈÉÓÌɂȮɯÍÖÙɯÐÕÚÛÈÕÊÌȮɯÞÌɯÏÈÝÌȯɯɁÐÓɯàɯÈɂɯȹÛÏÙÌÌɯ

syllables in the prosody presupposed in classical verse), but here Pessoa adopts the 

normal, spoken [ilja] 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 

ËÌɯ+ÐÚÓÌɀÚɯÜÚÌɯÖÍɯËÌÍÐÕÐÛÌɯÈÙÛÐÊÓÌÚȮɯ×ÙÌ×ÖÚÐÛÐÖÕÚȮɯÈÕËɯÌÝÌÕɯÛÏÌɯÔÈÚÊÜÓÐÕÌɯÌÕÊÓÐÛÐÊɯɁ-ÓÌɂɯ

in position 6; see Dominicy, 1992: 174-75), his French versifying seems to have 

remained less experimental. For example, in the archive I have found only one 

ÐÕÚÛÈÕÊÌɯÖÍɯÈɯËÌÍÐÕÐÛÌɯÈÙÛÐÊÓÌɯȹɁÓÌɂȺɯÐÕɯ×ÖÚÐÛÐÖÕɯƚȮɯÐÕɯÛÏÌɯÖ×ÌÕÐÕÎɯÓÐÕÌɯÖÍɯɁ+ÌÚɯNÛÈÕÎs,ɂɯ

Èɯ×ÖÌÔɯËÈÛÌËɯƖƕɯ-ÖÝÌÔÉÌÙɯƕƝƕƗɯȹɁ.ÏɯÓÌÚɯõÛÈÕÎÚɯÖķɯÓÌɯÚÖÓÌÐÓɯÚÌÕÛɯÓÈÚɯÌÛɯÖÔÉÙÌȵɂɯ

[50A1-18ar]).  

Whether there are more such long-lines that deviate from classical norms or 

ÓÖÍÛÐÌÙɯÕÜÔÉÌÙÚɯÐÕɯ/ÌÚÚÖÈɀÚɯ%ÙÌÕÊÏɯÝÌÙÚÌÚɯÈɯÊÖÔ×ÓÌÛÌɯ×ÜÉÓÐÊÈÛÐÖÕɯÞÖÜÓËɯÊÌÙÛÈÐÕÓàɯ

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.   

 

Ɨȭɯ ,ÐÓÛÖÕɀÚɯ Ɂ3ÏÌɯ 'àÔÕɂɯ ÈÕËɯ .ÛÏÌÙɯ 2ÛÙÖ×ÏÌɯ #ÌÚÐÎÕÚɯ ÐÕɯ  ÕÖÕɀÚɤ2ÌÈÙÊÏɀÚɯ

Fragmentary Early Odes  

 

(ÕɯÛÏÌɯÍÖÓÓÖÞÐÕÎɯÚÌÊÛÐÖÕɯ(ɯÚÏÈÓÓɯÓÖÖÒɯÐÕÛÖɯÛÏÌɯÚÛÙÖ×ÏÌɯËÌÚÐÎÕɯÖÍɯ,ÐÓÛÖÕɀÚɯɁ3ÏÌɯ

'àÔÕȮɂɯÞÏÐÊÏɯ(ɯÉÌÓÐÌÝÌɯÚÌÙÝÌËɯÈÚɯÈɯÔÖÓËɯÍÖÙɯÈɯÍÌÞɯÚÛÙÖ×ÏÌÚɯÐÕɯɁ.ËÌɯÛÖɯÛÏÌɯ2ÌÈɂɯ

ÈÕËɯɁ.ËÌɯÛÖɯÛÏÌɯ2ÛÖÙÔȭɂɯ(ɯÚÏÈÓÓɯÈÓÚÖɯÈÕÈÓàáÌɯÖÛÏÌÙɯÚÛÙÖ×ÏÌɯËÌÚÐÎÕÚɯÐÕɯɁ.ËÌɯÛÖɯÛÏÌɯ

2ÌÈɂɯÈÕËɯɁ.ËÌɯÛÖɯ,ÜÚÐÊȭɂ29 Based on these metrical analyses and without leaving 

aside the sense of the texts and a paleographical study of the autograph 

documents, I shall revisit existing transcriptions of these odes.  

 

  

                                                            
29 6ÏÐÓÌɯ,ÐÓÛÖÕɀÚɯɁ-ÈÛÐÝÐÛàɯ.ËÌɂɯȹÊÖÔ×ÖÚÌËɯÐÕɯƕƚƖƝȺɯÞÈÚɯÊÌÕÛÌÙÌËɯÖÕɯÈɯÚÈÊÙÌËɯÚÜÉÑÌÊÛȮɯBrewer 

points out that modern poets have rarely adopted its form ([1893] 1908: 7). !ÙÌÞÌÙɀÚɯÉÖÖÒ, which 

Pessoa likely encountered while in Durban,  is cited in (122-4r) and (174).  



Ferrari  Genetic Criticism and the Relevance of Metrics 
 

Pessoa Plural: 2 (O./Fall 2012)  16 

Ɨȭƕȭɯ,ÐÓÛÖÕɀÚɯ5ÌÙÚÌ-"ÙÈÍÛɯÐÕɯ/ÌÚÚÖÈɀÚɯ/ÙÐÝÈÛÌɯ+ÐÉÙÈÙàɯ 

 

,ÐÓÛÖÕɀÚɯÝÌÙÚÌɯ×ÙÈÊÛÐÊÌɯÞÈÚɯ×ÙÖÍÖÜÕËÓàɯÙÌÊÖÎÕÐáÌËɯÐÕɯÛÏÌɯ5ÐÊÛÖÙÐÈÕɯÌÙÈȮɯÈÕËɯÛÏÖÜÎÏɯ

in decline during the years of fervent poetical innovation in twentieth -century 

!ÙÐÛÈÐÕȮɯ/ÌÚÚÖÈɀÚɯÈËÔÐÙÈÛÐÖÕɯÞÈÚɯÔÈÐÕÛÈÐÕÌËɯÙÈÛÏÌÙɯÚÛÌÈËÐÓàɯÛÏÙÖÜÎÏÖÜÛɯÏÐÚɯÌÕÛÐÙÌɯ

life.30  

Commenting on Samson Agonistes, the English poet and metrist Robert 

Bridges asserted that ÐÕɯ,ÐÓÛÖÕɯɁÙÏàÛÏÔɯÐÚɯÈÓÞÈàÚɯÙÌÈËàɯÛÖɯÍÖÓÓÖÞɯÏÐÚɯÛÏÖÜÎÏÛȰɯÈɯ

ÏÈÉÐÛɯÞÐÛÏɯÏÐÔɯÚÖɯÌÚÚÌÕÛÐÈÓɯÛÖɯÏÐÚɯÚÛàÓÌɯÈÕËɯÚÖɯÊÈÙÌÍÜÓÓàɯÛÙÈÐÕÌËȮɯÛÏÈÛɯÈɯÔÖÛÐÝÌɯȻȱȼɯ

could hardly have been passed over without some exceptional treatment (1901: 27; 

see instances 69-81 on pp. 41-43 from Bridges). Pessoa, who probably purchased 

!ÙÐËÎÌÚɀÚɯ,ÐÓÛÖÕɀÚɯ/ÙÖÚÖËà ([1889] 1901)31 in 1904-1905 while still in South Africa, 

ÏÈËɯÉÌÊÖÔÌɯÛÏÖÙÖÜÎÏÓàɯÈÊØÜÈÐÕÛÌËɯÞÐÛÏɯ,ÐÓÛÖÕɀÚɯÝÌÙÚÌ-craft (viz., the use of poetic 

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,33 )ÖÏÕÚÖÕɀÚɯLives of the Poets ([1781] 1890), as his markings in different 

passages from the essay on Milton reveal: 

 

 

 
Fig. 9. Johnson. Lives of the Poets, 1890. Detail of page 171. 

 

 2ÏÈ×ÐÕÎɯÏÐÚɯÖÞÕɯɁÚàÚÛÌÔɯÖÍɯËÐÊÛÐÖÕɂɯÈÕËɯɁÔÖËÌɯÖÍɯÝÌÙÚÌɂɯÐÚɯÌßÈÊÛÓàɯÞÏÈÛɯÛÏÌɯ

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  1904-1905 (see Côrtes-Rodrigues, 

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

/ÖÜÕËȮɯÍÖÙɯÐÕÚÛÈÕÊÌȮɯÚÈÐËɯÛÏÈÛɯɁ,ÐÓÛÖÕɯÎÖÛɯÐÕÛÖɯÈɯÔÌÚÚɯÛÙàÐÕÎɯÛÖɯÞÙÐÛÌɯ$ÕÎÓÐÚÏɯÈÚɯÐÍɯÐÛɯÞÌÙÌɯ+ÈÛÐÕɂɯ

([1928] 1954: 40). 
31 ,ÐÓÛÖÕɀÚɯ/ÙÖÚÖËà by Robert Bridges and Classical Metres in English Verse by William Johnson Stone 

È××ÌÈÙÌËɯÐÕɯÖÕÌɯÚÐÕÎÓÌɯÝÖÓÜÔÌɯÐÕɯƕƝƔƕȭɯ3ÏÐÚɯÐÚɯÛÏÌɯÖÕÌɯÛÏÈÛɯÍÐÎÜÙÌÚɯÐÕɯ/ÌÚÚÖÈɀÚɯ×ÙÐÝÈÛÌɯÓÐÉÙÈÙàȭ 
32 ,ÐÓÛÖÕɀÚɯɁ+ɀ ÓÓÌÎÙÖɂɯÈÕËɯɁ(Óɯ/ÌÕÚÌÙÖÚÖȮɂɯÐÕɯ/ÈÓÎÙÈÝÌɀÚɯ&ÖÓËÌÕɯ3ÙÌÈÚÜÙàɯÖÍɯ2ÖÕÎÚɯÈÕËɯ+àÙÐÊÚ (see Bell, 

ƕƝƔƖȺȮɯÞÌÙÌɯ×ÈÙÛɯÖÍɯ/ÌÚÚÖÈɀÚɯÐÕÛÌÙÔÌËÐÈÛÌɯÌßÈÔÐÕÈÛÐÖÕɯÐÕɯ#ÌÊÌÔÉÌÙɯƕƝƔƘɯȹ2ÌÝÌÙÐÕÖȮɯƕƝƛƔȯɯƙƛȺȭ 
33 See note 36. 
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ȻƕƝƘƙȼȯɯƝƕȺȭɯ(ÕɯÍÈÊÛȮɯ,ÐÓÛÖÕɀÚɯÔÌÛÙÐÊÈÓɯÈÙÛÐÚÛÙàɯÐÚɯÚÖÔÌÛÏÐÕÎɯÛÏÈÛɯ/ÌÚÚÖÈɯÙÌÈËɯÈÉÖÜÛȮɯ

first in Durban and then again and again in Lisbon. William P. Trent (1899), whose 

John Milton: A Short Study of his Life and Work Pessoa probably bought between 

ƕƝƔƜɤƕƝƔƝȮɯÞÈÚɯÈÕÖÛÏÌÙɯÊÙÐÛÐÊɯÛÖɯÊÖÔÔÌÕÛɯÖÕɯ,ÐÓÛÖÕɀÚɯÞÖÙÒÔÈÕÚÏÐ×ȯ 

 

 
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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 ÙÕÖÓËɯÐÕɯÏÐÚɯɁ,ÐÓÛÖÕɂɯȹ[1888] 1927) (see fig. 11 below), handed the palm to the 

author of Paradise Lost.  

 

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

 

It may be argued that contact with  ÙÕÖÓËɀÚɯÌÚÚÈàɯÞÈÚɯÈÛɯÛÏÌɯÙÖÖÛɯÖÍɯÛÏÌɯÍÖÓÓÖÞÐÕÎɯ

ÜÕËÈÛÌËɯÍÙÈÎÔÌÕÛȮɯÌÕÛÐÛÓÌËɯɁ,ÖËÌÙÕɯ/ÖÌÔÚɂȯ 

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

ÚÌÌÒÐÕÎɯȹȱÌàÌÚɯÍÖÓËÌËȺȮɯÕÖÙɯÛÏÌɯÙÏàÛÏÔÐÊÈÓɯ×ÌÙÍÌÊÛÐÖÕɯÞÏÐÊÏɯÏÈÚɯÖÊÊÜ×ÐÌËɯÛÏÌɯÔÐÕËÚɯÖÍɯÚÖɯ

many modern poets, but the organic perfection of the poem as a whole, and as a relation 

between the whole and its parts ɬ 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.  

(49B5-35r; Pizarro, 2011A: 42) 

 

 That Pessoa placed the tutelary genius of Milton above Shakespeare in 

terms of composition (i.e., the attainment of ordered wholeness) was bluntly 

expressed on several occasions (see, for instance, 14C-51,34 14C-86 and 87; critically 

transcribed in Patrício, 2008: 376 and 365-66).35 /ÌÚÚÖÈɀÚɯÔÌÛÙÐÊÈÓɯÚÛÜËàɯÖÍɯ,ÐÓÛÖÕɀÚɯ

artistry may be observed in his annotated The Poetical Works of John Milton:36  

                                                            
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  ÞÏÖɯÈÙÌɯÐÕÊÈ×ÈÉÓÌɯÖÍɯÈ××ÙÌÊÐÈÛÐÕÎɯɁÕÖÉÐÓÐÛàȮɂɯ

ɁÚÖÓÌÔÕÐÛàɂɯÈÕËɯɁ×ÜÙÐÛàɯÖÍɯÔÐÕËȮɂɯÞÏÐÊÏɯÈÙÌɯØÜÈÓÐÛÐÌÚɯ/ÌÚÚÖÈɯÍÐÕËÚɯÐÕɯÛÏÌɯÈÜÛÏÖÙɯÖÍɯParadise Lost 

(14C-51v; Patrício, 2008: 376). 
35 ,ÐÓÛÖÕɀÚɯÚÜ×ÌÙÐÖÙÐÛàɯÐÚɯÙÌÍÌÙÙÌËɯÛÖɯÐÕɯÖÛÏÌÙɯÍÐÌÓËÚɯÖÍɯÒÕÖÞÓÌËÎÌȮɯÈÚɯÞÌɯÐÕÍÌÙȮɯÍÖÙɯÐÕÚÛÈÕÊÌȮɯÍÙÖÔɯÛÏÌɯ

title of a work attributed to Antonio Mora (see 71A -2r; Obras de António Mora, 2002: 166 and 234).    
36 On top of page 1 of Book I of Paradise Lost in The Poetical Works of John Milton (n.d.), we read the 

ÍÖÓÓÖÞÐÕÎɯÏÈÕËÞÙÐÛÛÌÕɯÈÕÕÖÛÈÛÐÖÕȯɯɁ2ÌÌɯ ËËÐÚÖÕɯȹɋ2×ÌÊÛÈÛÖÙɌɯ-ŵɯƗƔƗȺɂȰɯÖÕɯ×ÈÎÌɯƕƜɯȹÉàɯÓȭɯƘƚƝɯÖÍɯ!Òȭɯ

(ȺɯÞÌɯÙÌÈËɯɁÈɯÛÌÓÓÐÕÎɯÞÖÙËȭɯɧɯȹHazlittȺȭɂɯ3ÏÌɯÌÚÚÈàɯÛÖɯÞÏÐÊÏɯ/ÌÚÚÖÈɯÈÓÓÜËÌÚɯÐÚɯÐÕɯThe Spectator, a book 

that he preserved until his death (Addison, 1896: 435-ƗƜȺȭɯ%ÖÙɯ'ÈáÓÐÛÛɀÚɯÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÖÍɯÛÏÌɯÞÖÙËɯ

ɁÓÜÊÐËɂɯȹÐÕɯÓȭɯƘƚƝɯÖÍɯ!Òȭɯ(ȺȮɯÚÌÌɯɁ.Õɯ2ÏÈÒÌÚ×ÌÈÙÌɯÈÕËɯ,ÐÓÛÖÕȮɂɯÈÕɯÌÚÚÈàɯÛÏÈÛɯÊÖÕÚÛÐÛÜÛÌÚɯÛÏÌɯÛÏÐÙËɯÐÕɯÈɯ

series of Lectures on the English Poets that the English critic delivered in London during January and 

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

ÚÊÏÖÓÈÙɯ ȭɯ)ȭɯ6àÈÛÛɯȹÖÕɯÛÏÌɯÍÖÙÔÌÙɀÚɯÝÌÙÚÐÍÐÊÈÛÐÖÕȺȮɯÈÕÕÖÛÈÛÌËɯÉàɯ/ÌÚÚÖÈɯÏÐÔÚÌÓÍɯÐÕɯÏÐÚɯÖÞÕɯÊÖ×àɯÖÍɯ

The Poetical Works of John Milton, see Ferrari (2008: 77-78). 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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 Fig. 12. Milton. The Poetical Works of John Milton , [n.d.]. Page 6.37  

 

                                                                                                                                                                                     
ÈÕÕÖÛÈÛÐÖÕɯÙÌÎÈÙËÐÕÎɯÓÐÕÌɯƖƔƘɯÖÍɯÛÏÌɯɁ-ÈÛÐÝÐÛàɯ.ËÌɂɯȹ!ÌÓÓȮɯƕƝƔƖ: 7), see Pizarro, Ferrari and Cardiello 

(2010: 425). 
37 /ÌÚÚÖÈɀÚɯ×ÌÕÊÐÓÌËɯÔÈÙÒÐÕÎÚɯȹÓÓȭɯƕƕƚȮɯƕƕƛȮɯƕƕƝȮɯƕƖƔ-22, 124, 126, 127, and 132-34) divide syntagms 

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 

ÊÖÕÛÌÔ×ÖÙÈÙàɯÞÐÛÏɯÛÏÌɯÐÕÒɯÈÕÕÖÛÈÛÐÖÕÚȮɯÞÏÐÊÏɯËÈÛÌɯÍÙÖÔɯƕƝƔƘȭɯ/ÌÚÚÖÈɀÚɯÔÈÙÎÐÕÈÓɯÕÖÛÌɯȹɁ$ÓÐÚÐÖÕɂȺɯ

ÙÌÍÌÙÚɯÛÖɯ,ÐÓÛÖÕɀÚɯɁÎÓÖÙàɯÌßÛÐÕÊÛɂɯÐÕɯÓÐÕÌɯƕƘƕȭɯ-ÖÛÌɯÛÏÈÛɯÛÏÌɯɁàɂɯÐÚɯÊÙÖÚÚÌËɯÖÜÛȭ 

 

See below 
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Elision. 

 


