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In this thesis I set out to write the first in-depth study of Pessoa’s detective
stories. I approached this task in three steps: firstly, by tracing Pessoa’s interest in the
genre of crime fiction, his readings and influences. Secondly, by analysing the themes
and structure of the Quaresma stories. Thirdly, by placing them in the context of
Pessoa’s written output. The first step is addressed in the first two chapters of the thesis,
where I study the connections between Pessoa and Anglo-American detective fiction, as
well as how he adapted foreign models to a Portuguese context. The second step of my
approach is developed in chapters 3 to 5. In the first of these I focus on the construction
of Quaresma as a literary character. My key finding is that the texts featuring him are
composed by two kinds of writing: on the one hand narrative prose, including
descriptions, actions and elements that further the plot; on the other, an essayistic prose
which consists of Quaresma’s long speeches expounding his theories on criminal
investigation, philosophy, psychology, and reasoning. Chapters 4 and 5 study several of
the Quaresma stories from the point of view of gender relations and how these shape the
construction of plot and character. At this juncture I use Lacanian and Derridean
readings on Poe’s ‘The Purloined Letter’, having previously established that author’s
influence on Pessoa. The third and final step of my thesis is an attempt to interpret
Pessoa’s detective fiction in relation to his wider work: I propose a reading of the
Quaresma stories, other prose texts and heteronymity as parts of a literary project of

creating non-narrative fictions.



Fernando Pessoa’s Detective Fiction

MARCO SIMAO VALENTE BAPTISTA
St. Catherine’s College

D.Phil. Thesis — Long Abstract
Trinity Term 2016

In this thesis I set out to write the first in-depth study of Pessoa’s detective
stories. This group of texts had warranted little critical attention until recently due to the
fact that they had never been thoroughly edited and published in book form. Ana Maria
de Freitas’ editions Quaresma, Decifrador (2008) and Historias do Raciocinio e o
ensaio Historia Policial (2012) opened this grouping of Pessoa’s writings to a wider
readership, while simultaneously allowing a critical reading that had previously been
hindered by the fact that the stories are fragmented, often unfinished, and spread out in
the envelopes in the Pessoa estate at the Biblioteca Nacional de Portugal. The most
salient creation of this body of work is the character Abilio Quaresma, Pessoa’s
Portuguese detective and the main character of the stories collected in the 2008 edition.

My work builds on Maria de Lurdes Sampaio’s doctoral thesis Historia Critica
do Género Policial em Portugal (1870-1970): transfusoes e transferéncias (2007),
which includes a chapter on Pessoa’s detective stories. It is the most serious attempt to
engage with the texts, alongside her article ‘The Disquiet of Archaeology: Fernando
Pessoa’s Detective Writings’ (2008). Her work provides the basis for my initial analysis,
particularly concerning the relationship between the Quaresma stories and Anglo-
American detective fiction. Precursors to Sampaio include Américo Lindeza Diogo
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(1994) and Fernando Luso Soares (1976). Luso Soares has the merit of being the first
book-length work calling attention to Quaresma’s character as literary creation of
Pessoa’s, as well as of remarking on the investigative methods of the detective.
Nonetheless, it provides little by the way of analysis of the texts themselves. Diogo’s
work, although it only features a short chapter devoted to the Quaresma stories, goes a
little further in establishing a cultural context for the texts, drawing parallels with
Sherlock Holmes and Agatha Christie’s novels. My thesis, benefitting from Freitas’
editorial work, offers a new and fully developed analysis of the most representative
pieces of the Quaresma corpus. It leads to an attempt to read Pessoa’s prose fiction in
relation to his wider work, proposing the category of non-narrative fiction as a means to
understand not only the stories themselves but Pessoa’s literary project as a whole.
Pessoa’s famous letter to Adolfo Casais Monteiro on 13 January 1935, where he
explains the “origin” of his heteronyms and discusses publication plans, contains a

sentence that helped me to formulate my research questions:

Quando as vezes pensava na ordem de uma futura publicagdo de obras minhas, (...)
Hesitava entre se deveria comegar por um livro de versos grande (...), englobando as varias
subpersonalidades de Fernando Pessoa ele mesmo, ou se deveria abrir com uma novela
policidria, que ainda ndo consegui completar. (Pessoa 1999: 338)

This asserts how the detective stories were at the forefront of Pessoa’s mind and
publication plans, on a par with his poetic work, where he privileged the heteronymic
production. Considering that the strength of the latter firmly established Pessoa’s
canonicity as a an author, the parallel made there with almost unkown texts struck me as
requiring attention: what characterizes Pessoa’s detective stories and what is their

relationship with the rest of his textual output?



I approached this question in three steps. Firstly, by tracing Pessoa’s interest in
the genre of crime fiction, his readings and influences. Secondly, by analysing the
themes and structure of the Quaresma stories. Thirdly, by placing them in the context of
Pessoa’s written output.

The first step is addressed in the first two chapters of the thesis. The initial text
that I read is Pessoa’s essay “Detective Story”, written in English and published for the
first time by Freitas (2012). It includes a list of authors in the detective genre that Pessoa
deemed relevant, discussing their relative merits and flaws. Drawing on Sampaio’s work
and consulting Pessoa’s personal library, I reinforced the links made by her and Diogo
between Pessoa’s practice of detective fiction and two 19" century authors, Edgar Allan
Poe and Arthur Conan Doyle, which constitute the centerpiece of his essay. More
important, however, is the connection between Pessoa and his contemporary Anglo-
American authors and critics of crime fiction, especially Dorothy Sayers and E.M.
Wrong, who edited and prefaced anthologies of detective fiction that Pessoa read and
extensively annotated. My conclusion is that Pessoa wrote fiction in the same vein of the
English ‘cozies’, i.e. detective stories set in genteel social environments where a murder
story is presented as a puzzle to be solved by the detective. Moving on to the second
chapter, I study the Portuguese elements in Pessoa’s stories, paying special attention the
fact that his models are foreign and the genre itself was perceived as foreign, as argued
by Sampaio. By setting his stories mostly in Lisbon, Pessoa adapts the rules and models
of the ‘cozies’ to a Portuguese setting. I interpreted this as an attempt to claim for

Portugal and Portuguese literature a status on a par with that of the countries that at the



time of his writing, and to this day, are most associated with crime fiction: the United
States, and, more relevantly in Pessoa’s case, the United Kingdom. An example of this is
the use of plot elements including, in ‘O Caso Vargas’, the hypothetical construction of
revolutionary submarines in Portugal at time of the Anglo-German naval rivalry. More
commonly, Pessoa’s Portuguese markers are essentially geographical: almost all of the
stories take place in Lisbon or its vicinity; or social, and depict upper-class Portuguese
society in the first quarter of the 20" century. In this, his work mirrors that of Sayers or
Christie in England. The idiosyncrasy of his crime fiction, however, becomes more
apparent when I study a brief fragment, not included in Freitas’ 2008 edition, in which
Quaresma investigates the death of Sidonio Pais. This text further illustrates Pessoa’s
concern with Portugal in his crime fiction, but it simultaneously constitutes a glaring
example of his willingness to discuss real-life events and people in fictional texts, and
conversely to use the “reality” of those events and people to destabilize the supposed
fictional status of his texts, claiming for them a “truth value”. This is a point that
traverses the remainder of the thesis, leading up to the final chapter and the proposals
contained therein.

The second step of my approach is developed in chapters 3 to 5. In the first of
these I focus on the construction of Quaresma as a literary character in the stories ‘O
Caso Vargas’, ‘O Pergaminho Roubado’, and ‘O Caso da Janela Estreita’. I chose these
stories not only due to their higher degree of completion, particularly ‘O Caso Vargas’,
which is the longest in the corpus, but also because they provide instances of

Quaresma’s actions and thoughts that epitomize him. My key finding is that the texts



interlace two kinds of writing: on the one hand narrative prose, including descriptions,
actions and elements that further the plot; on the other, an essayistic prose which
consists of Quaresma’s long speeches expounding his theories on criminal investigation,
philosophy, psychology, and reasoning. These essayistic texts frequently echo Pessoa’s
own opinions on those subjects expressed elsewhere in his writings. The proximity
between Quaresma and his creator is reinforced by descriptions of both physical and
character attributes of the detective that display a striking resemblance to Pessoa’s.
Abilio Quaresma emerges from this reading as a literary character that is built by the
interaction between the two prose modes: while the narrative establishes physical
appearance, social status and such qualities, the essayistic mode fleshes out his
personality, preoccupations and, crucially, investigative method.

Chapters 4 and 5 study several of Quaresma’s stories from the point of view of
gender relations and how these shape the construction of plot and characters. Three
stories in particular, ‘A Carta Magica’, ‘Tale X ou a Morte de D. Jodo’, and ‘Cumplices
ou Tribunal’ provide examples of different levels of the mysoginistic bent in Pessoa’s
crime fiction. Furthermore, they present points of comparison with Pessoa’s letters and
poetry, as himself or heteronymic, especially in what concerns the psychological
analysis of characters undertaken by Quaresma. In ‘A Carta Mdagica’ in particular, the
character Marta is described in terms very similar to those used by Pessoa to describe
himself. At this juncture I use Lacanian and Derridean readings on Poe’s ‘The Purloined
Letter’, having previously established that author’s influence on Pessoa. The two stories

share similar plot elements and structure that reveal how the power dynamics between



women and men involved in the theft of a letter inform the narrative structure of the text
itself. Pessoa’s famed self-analysis as a “histero-neurasthenic” — in the same 1935 letter
where he puts his poetry and his crime fiction at the same level in term of his publishing
plans — echoes Marta’s diagnosis by Quaresma as a “histérica” who wants to “intrujar o
mundo”. Moving on in Chapter 5 to ‘Tale X’ and ‘Cumplices’, we find male figures of
authority — a policeman and a lawyer — as the main characters, who commit murder as a
reaction to the manifestation of their sister and wife’s sexuality respectively. Moreover,
these texts reinforce the links found in ‘A Carta Mdagica’ with other texts by Pessoa,
especially in terms of possible associations between mental illness, literary creativity,
and crime. ‘Tale X’ in particular, referencing the Great War throughout, finds parallels
in Alvaro de Campos and Pessoa-himself’s poetry.

The conclusions of this analysis of Quaresma’s character and of the structural
features of the stories form the groundwork for the third and final step of my thesis: to
propose an interpretation of them as encapsulations of Pessoa’s literary project of
creating non-narrative fictions. To do this, I use Genette’s categorization of paratexts
and their relationship with texts, reframing the connections between Pessoa’s
correspondence and essays on the one hand, and his literary work on the other. I show
that both are textual corpora operating at the same level in order to lead towards the
creation of fictional characters, the heteronyms. This is the same procedure that can be
more easily discerned in the Quaresma stories, where narrative and essayistic prose are
juxtaposed and marshalled in the creation of a literary character. This is of particular

importance by keeping in mind the fragmentary status of the Quaresma narratives, as



most of Pessoa’s other writings: the gaps between texts, or the “intervals”, as Medeiros
(2015) calls them, can be read in terms of promoting a relationship that creates meaning
between fragments, as his reading of Livro do Desassossego demonstrates.

In order to understand what that meaning might be, I focus on prose works and
newspaper articles, drawing from Kendall Walton’s theory of fiction as make-believe to
shed light on how the interaction between separate, individual texts orchestrated or
written by Pessoa can result in the creation of fictional events, characters and actions
that lack a traditional narrative or dramatic structure to sustain them, instead taking place
in the mind of the reader. When I turn my attention to the Crowley affair in particular,
Pessoa’s willingness to mix texts that operate on the premises of telling fictional or real-
life events emerges as a defining characteristic of his project.

The main consequence of my proposal is how it sets itself to escape the loop of
traditional Pessoan criticism, which tends to regard Pessoa’s analysis of his own work
not only as separate from that work but also as a privileged viewpoint to understand it —
indeed, taking it as “literary criticism”. Ivo Castro (1990) and more recently Feijo (2015)
have called attention to discrepancies and inconsistencies in Pessoa’s ‘myth’, for
instance the specific dating of the “Dia Triunfal” to 8 March 1914 when many of the
texts supposedly written that day can be clearly dated to later periods. I find affinities in
this healthy skeptical approach to Pessoa’s statements, to which Pizarro (2012) also
greatly contributed with his editorial work. However, by using literary theory (Lacan,
Derrida, Genette) and philosophy (Walton) in my interpretation of the Quaresma stories

and Pessoa’s work, my thesis is closer in methodology and arguments to Comparative



Literature, and hence to critics such as Santos (2003), Eiras (2005) or Medeiros (2013,
2015). In short, this thesis, both in its object and method, contributes to the field of
Pessoan studies in two ways: firstly, it studies in detail for the first time the Quaresma
stories; secondly, it promotes an interpretation of these texts that, when extended to
Pessoa’s wider work, may encourage greater openness with regard to the methodology

used in Pessoan studies.
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Introduction

This is the first in-depth study of Fernando Pessoa’s detective fiction. It is only
possible due to the editorial work of Ana Maria de Freitas, which led to the publication
of two volumes collecting Pessoa’s crime stories. The first of these was Quaresma,
Decifrador (2008), which includes almost all the texts featuring detective Abilio
Quaresma, Pessoa’s most fully developed and articulated literary character. It includes a
total of thirteen unfinished stories of various lengths, written in Portuguese. These texts,
written between 1912 and 1935 (Freitas, in Pessoa 2008: 16-17), constitute the author’s
major engagement with the genre. They constitute my main primary sources for this
thesis. One of their primary characteristics is their fragmentary aspect: none of the
stories are completed and many have long gaps between different sections of the story,
frequently interfering with the construction of plot. These fragments, in turn, and most
importantly in more developed stories such as ‘O Caso Vargas’, ‘O Pergaminho
Roubado’ or ‘A Carta Magica’, can be divided in two modes: narrative prose and
essayistic prose. The characteristics of these modes and the interplay between the two is
a crucial point that my thesis discusses.

The second of Freitas’ editions is Historias de um Raciocinador e o Ensaio
‘Historia Policial’ (2012). It includes Pessoa’s texts written originally in English, some
of which are crime stories featuring an English detective, Sergeant William Byng. It also
includes an essay titled ‘Detective Story’ in which the author lays down an assessment
of the genre’s history and condition at the time of his writing. Freitas dates most of these

texts to an earlier period than the Quaresma stories: 1906 or 1907 (Freitas in Pessoa
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2012a: 5-9). They are even more fragmentary than the Quaresma corpus, and I draw
from them mostly as a way of documenting Pessoa’s interest for the genre since his
youth. The essay contained in the volume, however, was reworked by Pessoa at later
moments in his life and is crucial to understand his aesthetics of the detective genre. One
other important text for my thesis is the fragment ‘The Stolen Document’, also published
in the 2012 edition, which sets out to offer an alternative ending to Poe’s ‘The Purloined

Letter’ (1844). These two texts support my reading of the Quaresma stories.

Importing a foreign genre: the Portuguese case

Sampaio calls attention to a discourse that frames detective fiction as a “foreign
genre” to a Portuguese audience. She references Gomes Monteiro’s chapter devoted to
“Literatura Policial” in Albino Forjaz de Sampaio’s 1932 Historia da Literatura
Portuguesa, Ilustrada, dos Séculos XIX e XX, stating that crime fiction is a “Género
inteiramente no estrangeiro, também em Portugal despertou cultores” (Sampaio 2007:
37).! Further on, when she focuses on the profusion and popularity of crime fiction in
Portugal from the 40s onwards, Sampaio references a survey conducted by the magazine
Ler in 1953, in which booksellers were asked about their biggest sales. Porto’s Livraria

Simdes Lopes provides the following testimony: “Bem sabemos que para o éxito

! Gomes Monteiro mentions E¢a’s and Ramalho’s O Mistério da Estrada de Sintra (1871), as well as
Francisco Leite Bastos and Alfredo Hogan, authors of novels in the vein of E¢a and Ramalho’s work.
(Monteiro in Forjaz Sampaio 1932: 258-267).
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comercial, muitos autores portugueses estdo a escrever nessas colec¢des policiais e de
romances cor-de-rosa com pseudonimos estrangeiros, mas a procura dos seus livros ¢
feita pelo sabor do rétulo estrangeiro” (Sampaio 2007: 166-167).” The bookseller’s
statement establishes two things: first, that crime fiction was still seen, as late as the
1950s, as a foreign genre in Portugal; and second, that such foreignness was in itself an
added attraction for the reading public. Compounding perceived foreignness, Sampaio
also argues that crime fiction occupies a particularly fixed role as a “minor” genre in the
Portuguese cultural field until very recently. How this perception may have affected the
reception (or lack thereof) of Pessoa’s crime fiction is illustrated by the role of Gaspar
Simdes as critic.

In 1945 Gaspar Simdes published the anthology Mestres do Conto Policial, in
the ‘Antologias Universais’ series. She considers the publication of this volume to be a
decisive moment in the history of detective fiction in Portugal, since it is the first time
that a respectable critic devoted his attention to the genre. The fact that it is none other
than Pessoa’s first editor and biographer to perform this task is striking. In addition to

considerations on the history and “rules” of the genre, Simdes briefly covers its presence

* The foreign pennames refers to authors and works such as Edgar Powell, a.k.a Guedes de Amorim, 4/
Capone (1932); Adam Fulton, a.k.a Américo Faria, O Roubo do Grdao Mogol (1945); Dick Haskins, a.k.a
Anténio de Andrade Albuquerque, O Sono da Morte (1955); Ross Pynn, a.k.a Roussado Pinto, Cemitério
sem Cruzes (1956); Simon Gannett a.k.a Antonio Carlos Pereira da Silva, O Sangue sobre o Mar (1964);
Frank Gold, a.k.a Luis Campos, Caso de Morte (1965); or Dennis McShade, a.k.a Dinis Machado, Mao
Direita do Diabo (1967). Guedes de Amorim is the only author to have written during Pessoa’s time and it
serves to illustrate how in the 1930s the appeal of foreign pen names in Portuguese detective fiction had its
beginnings.
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in Portugal, most of it comprised of translations. Sampaio calls attention to the fact that

Pessoa’s name is omitted:

Uma omissdo, porventura, mais intrigante ¢ a de Fernando Pessoa. Gaspar Simdes nao faz
qualquer referéncia as experiéncias escritas e leituras, neste campo, por parte de Fernando
Pessoa. Omissdo esta que se explica, eventualmente, em funcdo da impossivel
exemplaridade de Pessoa nesta altura. Gaspar Simdes empenhava-se, entdo, na consagragio
de Pessoa como um dos nossos maiores poetas modernistas. A minima alusfo a esta vertente
pessoana poderia revelar-se, no contexto a que se alude, mais prejudicial do que benéfica.
Mas (...) a sucinta teoria do policial que o autor presencista expde €, no essencial, a teoria
de Pessoa. (Sampaio 2007: 307)3

The reference to Simdes’ effort in canonizing Pessoa as one of the greatest Portuguese
modernist poets is likely to be concerned with the publication of the first edition of
Obras Completas de Fernando Pessoa, in 4 volumes, edited by Simdes and Luis de
Montalvor for Atica between 1942 and 1945. I agree with Sampaio’s explanation for the
exclusion of Pessoa from Simodes’ preface: it is part of a project of canonizing Pessoa,
highlighting his poetry as his most representative work. This is based on a division
between highbrow and lowbrow, with the canonical or “serious” texts held in higher
regard by the literary field personified in the role of Simdes as gatekeeper. On the other
hand, the division is reinforced and perpetuated by the exclusion of texts — and authors —
that Simdes, and by extension the Portuguese literary and cultural field, perceived as less
serious. In this group, the Quaresma stories emerge as peccadilloes of an otherwise high-

minded author.

? He was also the author of a preface to the volume, much in the same vein as Sayers’ and Wrong’s
prefaces which will be studied in the first chapter of this thesis. Sampaio mentions Sayers’ anthology as a
possible source for Simdes own preface (Sampaio 2007: 306).
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More recently, however, they have obtained recognition in Sampaio’s work and,
crucially, with the first full publication of the corpus.® This could be explained by the
canonical status of their author, but also as a consequence of the fact that they belong to
a genre ennobled by the rhetoric of Modernist authors and critics into a higher status,
despite its mass appeal. The association between the Golden Age of Detective fiction, in
which tradition Pessoa can be inserted, and Modernism is made convincingly by

Michael Holquist:

Now is it precisely during the 20s and 30s of this century, when Modernism was in its deep-
diving prime, achieving its most completely realized persons and its densest world, that the
detective story had its golden age. It is a period when the two strands, experimental
literature-high culture, on the one hand, and popular literature-the detective story, on the
other, are more than ordinarily split in their techniques, basic assumptions and effect.
(Holquist 1971: 146)

The split Holquist points out, however, is one that occurs at a structural rather than a
thematic level. The association that he finds is at the level of the theme of “reason”, or

thought, and its operations, as he clarifies:

It was during the same period when the upper reaches of literature were dramatizing the
limits of reason by experimenting with such irrational modes as myth and the sub-
conscious, that the lower reaches of literature were dramatizing the power of reason in such
figures as Inspector Poirot and Ellery Queen. What must be remembered here is that it is
essentially the same group of intellectuals who were reading both. (Holquist 1971: 147)

* Luso Soares (1976) and Miraglia (1988) are predecessors of Freitas in editing selections of the corpus.
Luso Soares, furthermore, provides a brief analysis of the use of psychology as a method of investigation
in ‘A Carta Magica’ and ‘O Caso Vargas’, also drawing attention to the intelectual character of Quaresma.
Nonetheless, even after the Freitas editions the texts have attracted little critical attention. For instance,
they are notably absent from Portuguese Literary and Cultural Studies, 28, (2014), an issue of the jornal
entirely devoted to Pessoa’s relationship and English-speaking cultures.
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Pessoa’s status as a/the canonical Portuguese Modernist poet, with an English language
upbringing, is an interpretive backdrop against which his detective stories must be read.
He is of the company of those intelectuals that Holquist identifies elsewehere in his

5
essay.

Drama and fiction: Simdes, Coelho, Lopes, Jackson

A traditional fopos of Pessoan studies is reading his work in the terms of his expression
“drama em gente”, which first appeared in print in Presenca, N°17, December 1928. In
the short essay “Tabua Bibliografica”, the author himself lays much of the basis of
subsequent interpretations by describing the structure and dynamics of the three major

heteronyms:

As obras destes trés poetas formam, como se disse, um conjunto dramatico; e esta
devidamente estudada a entreacgdo intelectual das personalidades, assim como as suas
proprias relagdes pessoais. Tudo isto constara de biografias a fazer, acompanhadas, quando
se publiquem, de horéscopos e, talvez, de fotografias. E um drama em gente, em vez de em
actos. (Pessoa 1999: 404-407)

In 1947 Coelho’s Diversidade e Unidade em Fernando Pessoa heteronymity is
consecrated as the most salient feature of Pessoa’s work, setting the tone for the
following decades of Pessoan studies. For Coelho, however, the most important aspect

of the heteronyms is the contrast between the plurality of their styles and their

> Notably Eliot, for his critical interest in the genre, but also authors of a later period who drew on the
structure of the detective story in their literary works, notably Borges or Nabokov. Sampaio offers this
same connection with post/modernist uses of detective fiction (Sampaio 2008: 161)
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authorship by a single real-life author. Successive revised editions took into account the
development of the line of interpretation that approximates Pessoa’s work to the
structure and logic of drama. The most important of these is Gaspar Simdes’ Vida e
Obra de Fernando Pessoa, which discusses the heteronyms in a part entitled “Drama em
Gente” (1950: 229-279). Simdes also explores a crucial strand of interpretation, namely
the tension between sincerity and insincerity in Pessoa: “A boutade, o paradoxo, a
mistificacdo, o gosto de épater, a blague estiveram presentes desde o primeiro dia, a
mesa do café¢ a que Fernando Pessoa se sentou com os seus amigos (...)” (Simdes 1950:
245). Tracing a biographical and largely anecdotal interest of Pessoa in creating short-
lived lies for his friends, Simdes establishes a link between this personal characteristic

and heteronymity as a form of mystification:

os heteronimos, sendo, como sdo, uma forma de mistificagdo, representam afinal, na ética
literaria de Fernando Pessoa e na sua metafisica, uma das mais séria manifestagcdes de
sinceridade de que ele foi capaz em vida. Por ndo saber harmonizar a sinceridade que a
poesia exige com a insinceridade que viver implica é que Fernando Pessoa langou mao do
expediente insincero dos heterénimos (Simdes 1950: 251).°

I disagree with Simdes superficial reading, but he does lay the finger on a problem at the
heart of Pessoa’s work, in Simdes’ terms “sincerity” and “insincerity”. The critic tries to
describe the relationship between Pessoa’s literary work and an outside reality — that of
the author’s thoughts and feelings. Bypassing such a psychologization, I argue that this

problem can only be safely analyzed intratextually, where the “insincerity”, or what I

% Italics in the original.
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call “fiction”, subsumes and is a precondition to any possible “sincerity”. In short,
Pessoa’s work is, above all, an exploration of the possibilities of fiction.

This angle found a different approach in Teresa Rita Lopes’ Fernando Pessoa et
le Drame Symboliste (1977).” Lopes engaged with Pessoa’s work from the standpoint of
French symbolist drama, tracing firstly the connection between Mallarmé and
Maeterlinck to Pessoa’s dramatic writings O Marinheiro and Fausto. She then
emphasizes the theatrical aspect of the composition of the heteronyms, about which she

writes:

Le lecteur de Pessoa ne pourra jamais saisir la véritable portée de son oeuvre s’il se limite
(...) a consider chaque hétéronyme comme un tout. (...) D’ailleurs, Fernando Pessoa a été le
premier & enviager cette mise-en-scéne, en proposant de considérer chaque monologue de
ses hétéronymes comme un drame et “tous ensemble un autre drame”. Et il a méme ajouté:
“C’est un drame en personnes au lieu d’étre un drame en actes” (Lopes 1977: 265)8

The second part of her seminal book studies each of the major three heteronyms, as well
as Pessoa’s ortonymic work, as monologues by characters in a would-be drama with no
action or, indeed, very few similarities to traditional notions of theatre other than their
status as characters and Pessoa’s conception of the “drama em gente”.

Lopes lists Quaresma in the subsection of her work titled “Des Voix en Quéte

d’un Personnage” where she briefly considers the minor heteronyms (Lopes 1977: 266-

7 José Augusto Seabra’s Pessoa ou o Poetodrama (1974) explores in greater depth the dynamics and
relationships between each of the heteronyms. It also includes the first in depth studies of O Marinheiro
and Fausto. It is a landmark in Pessoan studies, but for the purposes of this introduction it should be
mentioned primarily as a forerunner to Lopes’ work.

¥ Pessoa’s quotations are translated into French by Lopes. The original sources are in Portuguese, from the
essay “Tabua Bibliografica” to which I refer above.

19



283). The fact that Quaresma is present there shouldn’t be surprising, considering the
relative lack of publications or critical attention the Quaresma stories had had by the
time of Lopes’ publication (1977). Lopes calls him a “auteur-personnage”, considering
however that “on ne peut évidemment considérer Quaresma comme un hétéronyme ou
un candidat a héteronyme au méme titre que d’autres” (Lopes 1977: 274), indicating that
such was the opinion of A. Pina Coelho.” Lopes offers no critical judgement on
Quaresma’s role in Pessoa’s work, suggesting only that “A travers les exercices ludiques
des raisonnements de Quaresma, Pessoa s’évadait du quotidien et cherchait une vérité
qui était pourtant tout a fait a I’échelle humaine, et qui, par conséquent, ne lui faisait pas
peur” (Lopes 1977: 275). This dismissal of the Quaresma stories is symptomatic of what
has been called a “marginalization” (Sampaio 2007: 190) of crime fiction in Portugal
during the 20" century.'” Once placed in his role as an autonomous creation, a literary
character whose existence is grounded on texts, which were intended to be published as
“novelas policéarias”, then we depart in a different direction, stressing the element of
fictionality underpinning the entirety of Pessoa’s work.

Pessoa’s terms seem to justify to a certain extent this interpretation of his output,
particularly the writings of and about the heteronyms, in terms of drama. What is more,

the importance of dialogue and speech in the Quaresma stories, arguably reinforces

’ ‘Algumas pegas de fic¢do ainda inéditas de Fernando Pessoa’, in Brotéria, vol. LXXXIII (Lisbon, 1966),
p.342.

' Sampaio quotes Arnaldo Saraiva: “Entre essa literatura marginal, marginalizada e que é frequentemente
produzida por marginais, contam-se os slogans, os anuncios, os comics, as bandas desenhadas, os
folhetins, as fotonovelas, as reportagens, os romances policiais, a fic¢do cientifica, as cangdes, e inimeros
textos “underground” ou contraculturais. (Saraiva 1980: 7).
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Lopes’ reading: the scarcity of narration compared to the preponderance of dialogue and
essayistic writing. The latter is, in the internal logic of the detective stories, a form of
speech uttered by a character, and it could point to a theatrical structure within the
detective stories. Lopes suggests a similar reading when she underlines the lack of action
in O Marinheiro and Fausto: ‘“Mais, soit en composant des poemes dramatiques
«extérieurement comme tels», soit en fuyant cette extériorité, Pessoa n’a jamais introduit
I’action dramatique, au sens traditionnel du terme, dans ses poémes.” (Lopes 1977: 173).
Lopes’ way to by-pass the issue of the unorthodox dramatic quality of Pessoa’s work is
to compare it with Symbolist static drama. I find two main problems with this approach,
the most important of which is how it privileges Pessoa’s own account of his work as the
way to understand it. Pessoa is effectively raised to the status of being the most effective
critic of his literary work. As my final chapter will dispute, this is only possible if
Pessoa’s letters, essays and analytical pieces are taken as having a separate textual status
from his poetry and literary prose. My proposal is to abolish that divide. The second
issue with Lopes reading is how it overemphasizes heteronymity, to the detriment of the
considerable amount of Pessoa’s other literary texts, which include the Quaresma
stories, Livro do Desassossego, other short stories and so on. Lopes does, however,
highlight the problem of hybrid or atypical practices of literary genres in Pessoa, which
bring me to a more recent critic whose work is decisive in my reading of the Quaresma
stories and their place in Pessoa’s work.

In order to understand the diversity of Pessoa’s literary output and to establish a

relationship between disparate works, it is useful to draw on a more recent work: K.
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David Jackson’s Adverse Genres in Fernando Pessoa (2010). The crux of his argument
is that “Pessoa invented and refined a technique of adverse genres, playing content
against formal conventions” (Jackson: 15). Some examples given by the critic include:
the treatment of philosophical themes in poems using folk verse form, such as
‘Autopsicografia’, and other texts grouped by Pessoa under the title Cancioneiro (59-
76); Campos’ twist on the Whitmanian song of the self where the over-affirmative
subject proves to be a void (77-92); the parody of Aristotelian syllogisms and Socratic
dialogue in ‘O Banqueiro Anarquista’ (108-116); the misleading superficiality of
Caeiro’s take on the pastoral (117-131); or the faux-neoclassicism of Reis’ odes, a
modernist repetition, and hence reinvention, of a antiquated genre (132-143). "
Regarding prose fiction in Pessoa’s work, besides the already mentioned chapter on ‘O
Banqueiro Anarquista’, Jackson devotes chapters to Bernardo Soares (161-176) and the
early short story ‘A Very Original Dinner’ (28-36).

What unites these readings is their common argument for a tension between
content in Pessoa’s texts that is at odds with either their form or the tradition in which
they can be inserted. I would suggest that the essayistic elements in the Quaresma stories
offer another example to illustrate this theory. Detective fiction was in Pessoa’s time a
highly codified genre, with set rules and canons to which authors conformed.

Quaresma’s long digressions would qualify as a departure from those norms, and hence

' Jackson also covers the play O Marinheiro as well as Pessoa’s love letters to Ofélia in other chapters.
The latter’s status as non-fiction would demand an attention that is outside of the scope of the present
dissertation.
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yet another adverse genre. Pizarro’s publication of several excerpts taken from the
Quaresma stories, together with essays and letters with supposedly no fictional element
to hem, in Escritos sobre Génio and Loucura (2012) emphasizes this characteristic of
the essayistic element in Pessoa’s detective stories.

These detective stories become, however, a more interesting case of content/form
dissonance once we consider that they are among the few works of prose fiction written
by Pessoa. The problem is more complex than the content/form dichotomy, constituting
rather a case of friction and contrast between two modes of prose writing. In the
Quaresma short story ‘O Caso do Quarto Fechado’, the centerpiece of Quaresma’s
appearance is, as with the vast majority of the other stories, his exposition of
psychological theories which he applies to the case (Pessoa 2008: 315-343). The
narration of the story and the evolution of plot are suspended as its main character
engages in explaining his processes of thought as if they had universal value. The genre
of the detective story, as formulated and practiced until the early 1940s, is undermined
by a content that is closer to essayistic writing than prose fiction. The relationship
between these adverse “genres”, when encountered in texts billed by the author as
“novelas policidrias”, points to the central problem in Pessoa’s work: the creation of
fictions that are not sustained by traditional plot structure or character development.

The “adversity” is not only in genres or form and content but rather in the
opposition of the categories of fiction and non-fiction. The fact that the non-fictional
aspect of the Quaresma texts largely derives from the author’s own theories — or, rather,

reception of theories popular during his life — concerning the processes and workings of
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the human mind, reframes the problem as one between a textuality which is inherently
fictional and its relationship to an extra-textual reality. That this extra-textual reality
takes, in Quaresma’s speeches, the form of disquisitions into the structure of thought
highlights the metafictional aspect of the Quaresma stories and, by extension, of

Pessoa’s wider work. This metafiction is part of what Jackson refers to as “avant-garde

play”:

While there is doubtlessly an element of avant-garde play in the labyrinth — Teresa Rita
Lopes cast Pessoa’s the theater director of a “drama with people” (drama em gente) — there
is a more serious and overriding contradiction: the art of avoiding a single inner core of
being is Pessoa’s real condition. (Jackson: 14)

Jackson draws attention to the elements of contradiction and the avoidance of a univocal
text in Pessoa. Whereas the critic explores this in terms of content/form, my contention
goes in the direction of highlighting the conflict between a narrative mode and an
essayistic mode in Quaresma’s stories. This functions as a means of constructing non-

narrative fictions, mirroring the dynamics of heteronymity.

Structure

My thesis has three main goals: to contextualize Pessoa’s works in terms of the
Anglo-American canon of the genre at the time of his writing; to analyze the most
salient features of the Quaresma stories in terms of structure and themes; to provide an
interpretation of the place they may occupy in his wider work.

My initial two chapters are concerned with the first of these goals. In the first

chapter I trace Pessoa’s relationship with Anglo-American detective fiction, testified by
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his own declarations on the subject in a variety of manuscripts, as well as by the extant
copies of crime anthologies and novels present in his personal library. Several of these
books are heavily annotated by him and provide insights into his opinions of several
authors, especially Edgar Alan Poe and Arthur Conan Doyle. Two sources of this kind
are particularly important: Crime and Detection (1926), with a critical preface by
historian and fellow of Magdalen College, Oxford, E.M. Wrong; and Great Short Stories
of Detection, Mystery and Horror (1928), with a critical preface by Dorothy Sayers.
These two introductory texts analyse the history of the genre and comment on
developments in the 1920s. Pessoa’s handwritten annotations help to contextualize his
essay ‘Detective Story’, which is very similar in structure and purpose to Wrong’s and
Sayers’. An important aspect of this analysis is how critics and practitioners of the genre
alike from Poe until the 1930s place the faculty of “reason”, frequently in opposition to
“feeling” or ‘“sensation”, as the preeminent characteristic of the detective as a
recognizable character and of the stories featuring him. Frequently, this pre-eminence
takes the form of affirming the status of science as the form of knowledge with the
highest truth-value. Pessoa conforms to this rule.

The second chapter studies how Pessoa adapted to a Portuguese context a genre
so heavily associated, at the time of his writing and since then, with Anglo-Saxon
culture. To understand how this operation takes place I briefly analyse the socio-cultural

contexts of Anglo-American detective fiction and its development since Poe and Conan
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Doyle, the forebears of the genre, up until the early 1940s, the period immediately after
the moment of Pessoa’s writing.'> This involves examining the implications of
privileging “science” and “reason” as the methods to understand, evaluate, and control
societies that are organized in urban and industrial contexts according to the tenets of
capitalist imperatives. Poe’s and Conan Doyle’s stories are set in Paris and London.
Pessoa’s stories take place in Lisbon, a city that did not go through the same pace of
growth and industrialization as the other two. Pessoa tries to deal with this difference by
fundamentally not addressing it, resorting to plots where landed aristocrats and civil
servants face similar problems as the characters in Anglo-American fiction. His goal is
to claim for Lisbon the same relevance as those foreign metropolises. I also examine a
fragment not included in Quaresma, Decifrador which shows the detective investigating
the assassination of Sidonio Pais, an element that confirms Pessoa’s engagement with
contemporary Portuguese issues and society in his stories, while simultaneously
providing further evidence of the blurring between fiction and historical reality in his
literary work.

The third chapter is devoted to an in-depth examination of Abilio Quaresma as a
literary character. Singularly, Quaresma is constructed mostly through his long speeches,
which are articulated as if they were essays. This is what I call Pessoa’s essayistic prose

in his fiction. Quaresma, trained as a medical doctor, solves his crimes by applying his

"2 The reson for considering this broad period and indeed for considering texts written after Pessoa’s death
is the fact that in the early 1940s American authors, especially Raymond Chandler and Dashiell Hammet
revolutionized the genre in ways that, to a certain extent, Pessoa’s stories anticipate.
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take on psychology and psychiatry, using terms and concepts, first expounded by Cesare
Lombroso or Max Nordau. This is Pessoa’s singularity as a crime writer: the use of mind
sciences to solve crimes by reconstructing the psychology of the murderer.
Simultaneously, it inserts him in the canon of reason-centric authors by whom he was
influenced. The Quaresma stories, however, also include a more traditional narrative
mode, which is essential in setting the plot and providing descriptions of actions and
characters. Pessoa’s detective is thus a fictional character constructed by both narrative
and essayistic writing, with the essayistic element exerting a predominant influence:
Quaresma is in effect constructed by his speeches, albeit within the framework of the
narrative elements of each text. A point raised by this argument is that such structure
mirrors the creation of the heteronyms, which is articulated by the relationship between
Pessoa’s letters and self-analytical essays on the one hand, and the poetry of each
heteronym on the other. To susbstantiate this I examine both the preface to ‘O Caso
Vargas’ and that story itself, as well as ‘O Pergaminho Roubado’ and ‘O Caso da Janela
Estreita’.

The fourth chapter strengthens the connections made with Poe by providing a
comparative reading of Pessoa’s ‘A Carta Magica’ and Poe’s ‘The Purloined Letter’
(1844). Both stories are about the theft of a letter, but more importantly both display
similar dynamics of power between thief, victim and detective. I use Jacques Lacan’s
‘Seminar on ‘The Purloined Letter’’, and the comments made on it by Jacques Derrida
and Barbara Johnson, as a way to investigate how these relationships unfold.

Significantly, Lacan’s argument places gender identities at the forefront of Poe’s text,
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and many of his points can illuminate ‘A Carta Magica’. This allows me to address
issues of gender, which feature prominently in several of the Quaresma stories. In the
case of ‘A Carta Mdagica’, the prime suspect is a woman, Marta. Her gender plays a
decisive role in Quaresma’s psychological method of investigation, which frequently
addresses problems of male-female relationships, both in sexual and family contexts.
This in turn is part of the interaction between what I have called the narrative and the
essayistic elements of the texts.

The fifth chapter expands this line of research with an analysis of the story ‘Tale
X ou A Morte de Jodo’ and ‘Cumplices ou Tribunal’. In these stories Quaresma becomes
a secondary character, while male figures of authority, a policeman in ‘Tale X’ and a
lawyer in ‘Cumplices’, are the focal points of each narrative. In both texts the essayistic
element of the Quaresma corpus is less present, and as I argue in Chapter 3 the Pessoan
detective is largely constructed by his speeches. Unlike in ‘A Carta Mégica’, the
different stereotypical attributes of masculinities are the main element in Quaresma’s
analysis.

The sixth and final chapter provides an interpretation of the place of Pessoa’s
detective stories in his wider work by comparing several of the features described in
earlier chapters with examples of Pessoa’s better-known prose work and poetry,
specifically ‘O Banqueiro Anarquista’, the texts relevant to the Crowley affair, and prose
pieces concerned with heteronymity, including letters, interviews and other documents,
as well as Livro do Desassossego. Its main thrust is the proposal of a new category that

may unify the author’s textual output as a project of non-narrative fiction. This does not
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mean a complete exclusion of traditional narrative techniques, such as description of
character and action, but the subordination and inclusion of such techniques as
occasional instruments, on a par with different strategies, directed towards the creation
of fictional worlds and characters. Those other strategies take primarily the form of the
juxtaposition of essayistic or prose work (such as letters, analytical essays and
newspaper articles) with more traditionally literary texts such as poetry or short stories.
To support my reading I draw from both literary theory and philosophy, specifically the
work of Gérard Genette on the categories of text and paratext, and Kendall Walton’s
theory of fiction. The Quaresma stories show this in nuce: essayistic and narrative
fragments are brought together in their creation of Abilio Quaresma as a fictional
character.

At this juncture, building on recent Pessoan criticism, including Castro (2016),
Septlveda (2013) and Medeiros (2014), I argue that heteronymity has essentially the
same structure, once we consider Pessoa’s letters and essays on the subject not as
interpretive devices on the poetry of the heteronyms but as texts functioning at the same
level. Together they create the heteronyms as fictional characters of a non-narrative

nature.
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Chapter 1

Fernando Pessoa and Anglo-American Detective Fiction

This chapter studies Pessoa’s relationship with Anglo-American crime fiction,
especially in what concerns the founding figures of the genre, Poe and Conan Doyle, but
to a certain extent also in the context of some of his lesser-known contemporaries.
Pessoa’s engagement with English-speaking cultures has been well established
(Monteiro 2000) and is a active field of research (Castro 2013, 2016); but the recent
publication of his detective stories has opened the possibility of a new approach to the
study of the interaction between Pessoa and the foundational texts of detective fiction.
To study the Quaresma stories, however, it becomes necessary to trace Pessoa’s interest
in the genre of crime fiction. This will be done by firstly approaching Pessoa’s critical
work on the genre, specifically his essay ‘Detective Story’. Secondly, I’ll study relevant
instances of criticism present in his personal library, specifically his copies of two short-
story anthologies, Crime and Detection (1926) and Great Short Stories of Detection,
Mpystery and Horror (1928), both of which include introductory essays on the genre
which are extensively annotated by Pessoa’s hand. Pessoa’s library includes a total of 31
volumes relating to detective fiction. There are 12 other titles in the catalog that could be
pieces of detective fiction but they are not part of the Casa Fernando Pessoa's collection,
being held in private hands.

One problem arising from this survey is its relatively small size: the BFP

collection has 1142 volumes, the total collection of Pessoa's private library goes up to
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1429. Pessoa's reference to authors and books not included in his library in the essay
“Detective Story”, as well as his reading lists and notes in catalogs of collections
included in several of the extant volumes — all of Ernest Benn's series - indicates a much
wider reading. Reference should also be made to the presence of several books by the
Baroness Orczy, R Austin Freeman and one by Arthur Morrison, all of which are
referenced in “Detective Story”. On a similar note, the relative scarcity of Conan Doyle
in the library perhaps justifies the opinions expressed by Pessoa in his essay, generally
preferring Poe to Doyle."?

The most important texts, however, for the purposes of understanding Pessoa’s
tastes in the genre, are the prefaces by Wrong and Sayers, considering the extensive
annotations made by Pessoa. By mapping out his references in the genre through these
texts I investigate whether there is such a thing as the “Pessoan detective”, and if that is
the case, how it stands in relation to its predecessors and contemporaries. This is crucial
groundwork so that we can understand better the formation of his Portuguese detective,

Abilio Quaresma, who will be analyzed in greater depth in subsequent chapters.

"1t is also worth noticing, in terms of bibliographical interest, how most of the detective titles found in
the library were published either by Gottfried Benn (London), Victor Gollancz (London), or the Tauchnitz
Press (Hamburg, Paris, Bologna), major publishers of the genre. In this line, the occurence of several
books belonging to The Albatross Continental Library, a publishing house founded in 1932 by employees
of Tauchnitz, including Kurt Enoch, who would collaborate with Allen Lane in the founding of Penguin
Books and later head its north-american branch, as well as Arnoldo Mondadori, founder of Arnoldo
Mondadori Editore, which would go on to become the biggest publishing house in Italy. The Albatross
plays a pivotal role in the formation of the contemporary book industry. The fact that a copy of a book
published by The Albatross appears in Pessoa's personal library only a few years after its founding — he
dies in 1935 — testifies to his contact with the main centres of intellectual life in Europe. See the appendix
for a full list of the works.
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‘Detective Story’ — Pessoa as critic

Pessoa’s interest in the incipient crime genre dates to his youth in South Africa,
as the English language works grouped under the title Tales of a Reasoner testify
(Pessoa 2008). Ana Maria de Freitas has traced their inception to the years 1906 and
1907 while the author was still living in Durban (Freitas, in Pessoa 2008: 5). The
protagonist of these earlier stories is William Byng, a retired sergeant in whom many of
the characteristics of his successor Quaresma can already be found. Byng is introduced
by a preface written supposedly after the character’s death, a device which is replicated
in the Quaresma stories. The sergeant is described as a man who “had an intellect of
extraordinary acuteness”, a person “of a mental activity so phenomenal that the narrator
has no hesitation in assenting to what he said, that he reasoned and argued even in
dreams” (Pessoa 2008: 17). Simultaneously, “[Byng] was a drunkard by temperament”,
being also described as “that man who drinks” (Pessoa 2008: 18). Alongside the Byng
stories, the essay titled ‘Detective Story’ warrants a closer and crucial attention. Started
in 1906 and then worked upon for the rest of the author’s life (Freitas in Pessoa 2008:
109), it provides evidence of Pessoa’s interest and opinions on the detective genre. As
most of his writings pertaining to this topic, it was never completed. It opens with the

following plan:

Essay on Detective Literature.

Part One.

Popularity of Detective stories & reasons for it.
What are detective stories?

Necessary points of these tales.
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Obstacles in the way of detective-story writers

Part Two.
Edgar Allan Poe.

Gaboriau-& Boeisgobey:

Conan Doyle.

A. Morrison & others. (Pessoa 2008: 236)"
The structure, then, suggests a first section where a critical approach to the genre is to be
attempted, which in fact is the basis for the majority of the surviving fragments. The
second part would seem to be a collection of case studies, wherein three of the authors
are crossed out. This fact warrants further comment, particularly considering the relative
obscurity of Gaboriau, Boisgobey and A.K. Green, i.e. Anne Katherine Green, side by
side with Poe and Conan Doyle.15 A. Morrison, i.e. Arthur Morrison, closes the list in
yet another obscure note to the modern reader.

The list is organized chronologically, if one looks at the date of publication of
the first works of each of these authors: Poe, The Murders at Rue Morgue (1841),
Gaboriau, L'affaire Lerouge (1866), Boisgobey, Une affaire mystérieuse (1878), Anna
Katherine Green, The Leavenworth Case (1878), Conan Doyle, 4 Study in Scarlet

(1886) and Arthur Morrison, Martin Hewitt, Investigator (1894). This group of authors

provides a gateway into Pessoa’s relationship with his models and predecessors.

'* The names are crossed out in the original text. The italicized text also respects Freitas edition. I edited
out of this quote numbers that appeared to the side of each entry and that are immaterial to an analysis of
the list.
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The first of those names is Edgar Allan Poe, of whom Pessoa possessed three
works in his personal library, including a 1902 edition of selected works prefaced by
Baudelaire.'® The importance of Edgar Allan Poe to the detective genre has long since
become a common-place. Messac 1929, the first major work of criticism on the detective
genre, aptly titled Le «Detective Novely et l'influence de la pensée scientifique,
dedicates a whole chapter to Poe’s works, effectively canonizing him as the “creator” of
the genre. This would almost certainly place Pessoa’s essay as a forerunner of the
assertion. Nonetheless, the metaliterary quality of detective novels was already at work
in affirming the preeminence of Poe. In Conan Doyle’s first work featuring Sherlock
Holmes, A Study in Scarlet (1887), the link with Poe’s Auguste Dupin is affirmed by

Watson:

"It is simple enough as you explain it," I said, smiling. "You remind me of Edgar Allan
Poe's Dupin. I had no idea that such individuals did exist outside of stories."

Sherlock Holmes rose and lit his pipe. "No doubt you think that you are complimenting me
in comparing me to Dupin," he observed. "Now, in my opinion, Dupin was a very inferior
fellow. That trick of his of breaking in on his friends' thoughts with an apropos remark after
a quarter of an hour's silence is really very showy and superficial. He had some analytical
genius, no doubt; but he was by no means such a phenomenon as Poe appeared to imagine."
(Conan Doyle [1887] 1981: 24)

Upon hearing that Holmes is a consulting detective, Watson thinks of Poe’s creation

first, adding his incredulity regarding the real life existence of “such individuals”. The

' The Choice Works of Edgar Alan Poe, London: Chatto and Windus. The pastedown endpaper on the
reverse of the cover displays a document issued by the University of Cape of Good Hope attesting that the
book is part of the Queen Victoria Memorial Prize, won by Pessoa upon application to the University in
1903.
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fact that the line is spoken by a character in yet another story in another book is an early
instance of the metaliterary aspect of the detective genre.'’

Returning to Pessoa’s list of authors, the names of Gaboriau and Boisgobey
feature together in the same line, no doubt because both wrote stories featuring
Monsieur Lecoq, a detective largely drawn from the exploits of real-life investigator
Vidocq, another frequently argued predecessor of the detective novel (Messac: 133).
Gaboriau invented the character in L'Affaire Lerouge but Boisgobey wrote other stories
for the same character after Gaboriau’s death. This autonomous existence of the
character outside of the books where he was first presented is arguably further proof of
the special status of the detective as a literary character in the crime genre. The character
transcends the limits of the specific work that first featured him, his characteristics
becoming fixtures of a whole genre. Pessoa shows awareness of this characteristic by
grouping two authors into one sub-heading in his abortive essay, though the fact that
they are physically crossed off the list indicates a change of mind at later period,
presumably because of the dominance of the Anglo-American authors in his mind.

The other crossed-out name is Anne Katharine Green. Pessoa translated and

published a third of The Leavenworth Case in 1926 under the title O Mistério da Sa

7 Effron, Malcah, 2010, If Only this were a Detective Novel: Self-referentiality as Metafictionality in
Detective Fiction, PhD thesis submitted at Newcastle University, covers this topic in Golden Age
detective fiction (1920-40), particularly in Ellery Queen, Dorothy Sayers, Agatha Christie and S.S. van
Dine.
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Avenida in the daily newspaper Sol.'® Green’s current minor status in the canon of
Detective fiction, considering her relative obscurity even in recent criticism, does not
reflect her popularity in the late 19" century and up to the time of Pessoa’s essay and his
detective stories: “The Leavenworth Case [was] one of the true milestones of the genre.
It beat Holmes to the post by almost a decade (...) it was one of the all-time best-sellers
in the literature.” (Haycraft 1942: 83). Her presence in the list confirms his engagement
with the American author, but also his misgivings. The fact that her name is crossed out
is related to the negative opinion he expresses about The Leavenworth Case in
‘Detective Story’ when he moves on to discuss the relative merits of various authors:
“we have a novel, with a love plot and a mystery, the mystery subject to the love plot.”
(Pessoa 2012a: 244). He considers that “the detective novel is to be severely

distinguished from the novel in which the detective comes in only to solve the problem.”

'® Freitas, in Pessoa 2008: 266. The newspaper was short-lived due, presumably, to its republican, anti-
fascist orientation: “O diario Sol, dirigido por Celestino Soares, publicou-se entre 30 de Outubro e 1 de
Dezembro de 1926, ou seja, durante 33 dias (...). O Sol era um jornal de tendéncia republicana e
antifascista, que se publicou no ambiente politico hostil da Ditadura Militar, instaurada em 28 de Maio do
mesmo ano, e sujeito ao regime de censura prévia a imprensa recentemente instaurado. O diario Sol
sucedera a um “bissemanario republicano” do mesmo nome, também dirigido por Celestino Soares, que se
publicou entre Julho e Agosto de 1926 (seis nimeros), em “edi¢do da grande revista Contemporanea”, e
do qual Augusto Ferreira Gomes, intimo de Pessoa, foi secretario de redac¢do a partir do n.o 3” (Barreto
2012: 231).

Pessoa’s translation wasn’t his only contribution to the paper. Barreto’s essay centers on a
purported interview written by Pessoa with an Italian antifascist activist, Giovanni B. Angioletti. A person
by that name did exist but he did not correspond to the description provided by Pessoa in the text, nor did
he ever visit Lisbon, according to Barreto. It is an imaginary interview, mixing fact and fiction, much like
the pieces pertaining to Aleister Crowley and the hoax perpetrated by him and Pessoa concerning the
former’s faked suicide. It is also worth noting Ferreira Gomes’ involvement in the biweekly Sol, shortly
before the establishment of the daily with the same title, given that Ferreira Gomes was instrumental in the
Crowley affair, as will be discussed in chapter 6.
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(Pessoa 2012a: 244), the latter being the category in which The Leavenworth Case

would be included. Pessoa goes even further in his criticism:

The first and necessary attributes of a detective story demand that it be short and that the
detective (should) be the central figure. If we lose sight of the first attribute the tale becomes
a novel; if we disregard the second it is not a detective story at all. Thus it is a mistake to
call the novels of Mrs A. [Anne] K. [Katharine] Green detective stories; they are always
unpleasantly long, and the detective’s figure is not made prominent, on account of some
silly love affairs and unimaginative embroilments. A detective story, let it be remembered,
is not a vehicle for sentiment or passion; it is a cold, intellectual composition, the delight
which it causes being intellectual merely [sic]. (Pessoa 2012a: 250)

Pessoa’s contention with emotions and love plots in detective stories may have ulterior
motivations, as Chapter 4 of this dissertation will argue, namely a bias against what
Pessoa considered to be “feminine”.

Conan Doyle, on the other hand, causes no surprise in that list. Again, his
inclusion is in keeping with the canon of detective fiction as built since Messac, but
Pessoa does not entirely eulogize his works. Concerning 4 Study in Scarlet, for instance,
he writes that “the American narrative could have been struck out or condensed in a
paragraph or two” (Pessoa 2008: 240). “The American narrative” alludes to ‘The
Country of the Saints’, the long flashback in the second part of the novella, taking place
in Utah, with the background story of Jefferson Hope, the murderer.

Arthur Morrison, the creator of Inspector Hewitt, is the last entry in Pessoa’s list
and also the most recurrent mention in the main part of his essay. Like Green, Morrison
has been greatly forgotten from anthologies and criticism. He is regarded as an exponent
of Victorian sensation fiction mainly through his work 4 Child of the Jago (1896)

(Pittard 2010: 205). His Inspector Hewitt stories, however, are quoted by Pessoa several
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times, who writes a longer excerpt about the first of them, ‘The Lenton Croft Robberies’,

comparing it with Poe’s ‘The Murders in the Rue Morgue’:

Let us now take the first detective book of Mr. Morrison — Martin Hewitt, Investigator. It is
here that we find one of the best detective stories that have ever been written. The Lenton
Croft Robberies stands by the side of Poe’s Rue Morgue in overcoming the difficulty of
making the discovery of the criminal a surprise, by making the criminal an animal — that is
to say, by turning a question of generality into a question of type — animal type in this case.
(Pessoa 2012a: 245) "

The reference to animals is indeed justified, since in Poe’s story an escaped orangutan is
discovered to be the real culprit behind the crime, i.e. the murder of Madame
L’Espanaye and her daughter, while in Morrison’s story a parrot is the means through
which Mr. Lloyd, Sir James Norris’ secretary, steals valuable jewellery from the house
he lives in. Only a small bird could make its way into the locked-room situation
described in ‘The Lenton Croft Robberies’, just as only a large ape could perform the
feats of strength described in Poe’s story — climbing up and down chimneys, and,
decisively, produce noises that could be interpreted by all the different hearing witnesses
of the crime as a variety of foreign languages - among which Italian, English or Dutch.
The comparison made by Pessoa, however, fails to discuss two points which I regard as
particularly important to understand both stories.

Firstly, while in both narratives animal skills, characteristics and dexterity are
essential for the performance of the crime, in Morrison’s story the parrot had been

trained to perform that crime, to seek out and abscond with golden objects, whereas in

1 The italics are Pessoa’s.
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“Rue Morgue” the orangutan cuts off Madame L’Espanaye’s head in imitation of his
master’s shaving routine which he had learned from observation. The question of
criminal intent adds a further shade to Pessoa’s analysis. Secondly, it reinforces the
importance of actions and events alone for the solution of the crime and the conclusion
of the narrative. As much as a perceptive reader may be aware of this difference —
focused training versus spontaneous learning, or rather the animal as a means in the case
of ‘The Lenton Croft Robberies’ versus the animal as agent in ‘The Murders in the Rue
Morgue’ — what emerges is still the irrelevance of that fact for the “decipherment”, as
Quaresma will later put it, of the intellectual puzzle at hand.

A passage worth greater discussion in Pessoa’s essay is its general introduction,
where a theory of epistemology is articulated: “A customary analysis which, like the
system of the universe, may be false, but which like it, has no better working substitute —
has divided our psychic operations into the three sections of thought, feeling, and will”
(Pessoa 2012a: 237).

This remarkable sentence compares the analysis of “psychic operations” and its
consequent division into the headings of thought, feeling and will with the “system of
the universe”, positing the possible falsehood of both but stating a lack of “better
working substitutes”. The syntax of the sentence juxtaposes a matter of “customary
analysis” with the system of the universe itself, not an interpretation of it which would
be in keeping with the vocabulary employed. That this system may be a falsehood, and

that its principal quality is that of “working” — since no substitute for that need has been
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found — introduces an element of doubt to its reality. This element is as a springboard for

Pessoa’s theory of fiction:

Fiction has for its purpose either (1) to describe actions, referring to its maximum o or
actions, and sentiments only in so far as they are purposes (...) directly linked with action;
or (2) to describe sentiments, that is, to apply itself rather than to describe acts or study
purposes (...) another (3) to describe o (Pessoa 2012a: 237-238).

The incompleteness of the original manuscript allows little more than a speculative
reading, but it clearly shows how Pessoa articulated an interest in a theory of fiction in
his criticism of the detective genre, an articulation that finds its practice in his detective
stories. The first type of fiction seems to be one concerned with the narration of events,
senitments being only considered as purposes. This would be a fiction of will, if I am to
use his own terms. The second, by emphasisizing sentiments, seems to be the kind he
ascribes to A. K. Green, and for which he shows little interest. The third category of
fiction in his division is left blank, and is perhaps the direction towards which he
intended to work with his own detective stories: the description of thoughts. A form of
fiction that describes neither actions nor sentiments would be the form of his reason-
centred prose works, but it can also arguably be interpreted as a driving force in his
wider work, as I will argue in the last chapter of this thesis. At the present juncture, I
turn to a study of Pessoa’s models in the criticism of detective fiction: E. M Wrong and

Dorothy Sayers.
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Pessoa’s critical readings on Detective fiction

E.M. Wrong’s preface

An important volume of crime fiction present in Pessoa’s library is Crime and
Detection (1926), a short story anthology edited by Edward Murray Wrong, a historian
and Fellow of Magdalen College, Oxford. Although it precedes in date of publication
Dorothy Sayers’ anthology (1928) and it is in many ways comparable to the latter work:
several detective stories are brought together and introduced by a critical preface where
the editor offers a brief history of the detective genre, analyzing the merits of particular
authors and works. Both prefaces in Pessoa’s copies are extensively underlined and
annotated, which justifies the need to study them in an attempt to trace the critical
thinking of Pessoa on detective fiction.

The importance of such prefaces in the history of criticism of detective fiction
cannot be understated. It is a genre of fairly recent creation: as Wrong states in his
preface, in a passage underlined by Pessoa, “Detective fiction as we know it begins with
Poe.” (Wrong: xi). This attribution to the American author has been generally accepted,
and would therefore locate with unusual precision the inception of an entire genre of

» 20

literature in 1841, the first publication of Poe’s ‘The Murders in Rue Morgue’.”” Many

of the first attempts at critical overviews of this new type of fiction took place in the

2% To put it squarely, “We may argue about the birth of tragedy, whence arose comedy, the antiquity of the
lyric or the rise of the novel. But about the first detective story there can be no such uncertainty. We know
the precise time and place of its origin. It was in Graham’s Magazine of April, 1841, in Philadelphia,
Pennsylvania, U.S.A., that the Murders in the Rue Morgue appeared.” (Holquist 1971: 140)
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form of prefaces and introductions to anthologies such as the ones edited by Wrong and
Sayers, as was the case with S.S. Van Dine’s The World’s Greatest Detective Stories
(1928). As part of what has been described by Scraggs: 2006 as the “self canonization”
process of crime fiction, it is noteworthy how often the critic is also an author — Van
Dine, Sayers, but also, later, Raymond Chandler in the United States. That was not the
case with Wrong, an academic who only ever published works of criticism or history in
his brief life.”' Nonetheless, the importance of theory for the practice of detective fiction
demands a closer look at Pessoa’s reading of this preface, how it relates with Sayers’
text and, ultimately, what impact it may have had on his work.

One first point of comparison to be made with Sayers’s anthology is the selection
of texts that form both works. Sayers’ anthology amounts to 1250 pages and 66 short
stories, whereas Wrong’s is much shorter, at 400 pages and 12 stories. Both include
works by Poe, Conan Doyle, R Austin Freeman, G. K. Chesterton, Ernest Bramah, H. C.
Bailey, E. W Hornung and Barry Pain. The only author that is included exclusively in
Wrong’s anthology is Arthur Morrison, incidentally one of the names included by
Pessoa in the plan for his essay ‘Detective Story’, as we will shortly see. Wrong himself
comments on the profusion of anthologies published at this time, and Pessoa underlines

his remark that “omission, though different ones” (Wrong: v) are unavoidable in any

*! According to the biographical note in the leaflet George M Wrong Family, B-2004-0010, Toronto:
University of Toronto Archives & Records Management Services, 2005. Available at
www library.utoronto.ca/utarms/findingaids/B2004-0010fa.pdf
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anthology. It is remarkable, however, that different stories are picked for each author,
with no repetition in the two volumes, which emphasizes the variety and abundance of
texts related to the genre at the time both works were published, a point also mentioned
by Sayers. (Sayers: 38)

The first critical remark of Wrong’s underlined by Pessoa plunges into a

comparison with classics of English literature:

Defoe would have made an admirable detective writer had he been drawn to the subject, for
his love of piling detail on detail would have concealed all relevant clues from the ordinary
reader while leaving them in plan the whole time. (Wrong: x)*

This preoccupation with literary ancestry and canonical justification is a trait of
detective fiction and criticism of this period, in this case by establishing a connection
between a judgment on Daniel Defoe’s work — an attention to detail — and the necessity
of such skill in writing detective stories. Leaving aside the foundation for this opinion,
what is interesting here is the connection that Wrong tries to construct between the
processes of writing canonical fiction and writing detective stories. He goes on citing
Balzac’s character Vautrin as a predecessor of detectives — a point made and studied in
depth by Messac — and asserting that “Our ancestors indeed took a great interest in
homicide”, a tongue in cheek remark that is, again, underlined by Pessoa’s hand.

Still as part of this interest in drawing parallels between “highbrow” fiction and

the mystery genre, Wrong states the following, highlighted by Pessoa:

*? Underlined by Pessoa in the original.
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As the theme, the detective story is obviously not concerned with any very exalted actions,
but The Ring and the Book finds its subject in the Old Bailey of Rome, and Agamemnon’s
quarrel with Achilles did not spring from any lofty motives. (Wrong: xi)

The references here are to Robert Browning’s long narrative poem The Ring and the
Book (1868-69), which relates a murder trial that had taken place in Rome in 1698,
describing the court where it took place as “the Old Bailey of Rome” by reference to the
nickname of the Central criminal court of London, “Old Bailey”. “Agamemnon’s quarrel
with Achilles” is an allusion to an episode in Book 1 of the //iad when the two Achaean
commanders dispute possession of the captive Briseis. Tradition is invoked continuously

to defend detective fiction and its status in literature. Wrong further adds that

some criticize detective fiction because it is not realistic, gives inadequate scope for
character drawing, looks chiefly to one thing only, and that mechanism is its nature, but
there is an art of plot as well as an art of the mimicry of life; art is not limited to realism but
can show itself in diverse forms.” (Wrong: xi)*

It is this centrality of plot and an argument for an aesthetics of it that the rest of the
introduction tries to defend. This can be seen in the following highlighted passage,
referring to an unfinished short story with mystery elements by Charles Dickens, Edwin
Drood (1870). Wrong suggests that “whatever the secret [behind the murder], every
lover of detective fiction would sooner have the unwritten chapters than all the lost
books of Livy” (Wrong: xii), bemoaning the unconcluded plot of the story started by
Dickens and cut short by his death and suggesting a comparison between it and the lost

works of Roman historian Livy (59 BC — AD17).

* Underlined by Pessoa in the original.
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Wrong seems even more eager than Sayers to establish possible associations
between detective fiction and canonical texts, a strategy that Pessoa seems to endorse,
judging by his annotations. After declaring that “Sir Arthur Conan Doyle’s name must
stand, in the history of the detective story, only a little lower than Poe’s” — a sentence
highlighted by Pessoa -, Wrong quotes Horace’s Odes, “Vixere fortes ante
Agamemnona”, “valorous men have lived before Agamemnon”, adding that “we have
forgotten them, and tend to think of the pre-Holmes detectives as of the pre-
Shakespearean drama; to call them precursors only.” (Wrong: xiv) The invocation of
erudite reference here reaches an apex, with the character of Sherlock Holmes being
implicitly compared to Shakespeare’s works, and detectives before Holmes to pre-
Shakesperean drama - via Horace. When further expounding on the role of Watson in
the structure of a friend of the detective as narrator, Wrong describes this as a “dual
capacity of very average reader and of Greek chorus; he comments freely on what he
does not understand”, an opinion which, again, Pessoa highlights. The appeal to tradition
is excessive, repetitive and often unnecessary as a means to explain or illustrate a critical
or historical point such as the preeminence of Sherlock Holmes as the archetypical
detective in crime fiction.

Though much thought is given to canonical literature in Wrong’s preface, he
does also discuss some of the authors that make up his selection, and Pessoa follows this
discussion too. Of particular relevance is the mention of R. Austin Freeman, who is
called “the master of tales where the criminal fights to the end”. (Wrong: xxi, xxii) It is

worth remembering that Pessoa possessed at least seven novels by Freeman, which
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attests to his knowledge and engagement with writers active during the time the
Quaresma stories were written.”* In yet another passage, Wrong proclaims that
Thorndyke, Freeman’s creation, is “the greatest detective now in business” (Wrong:
xxiil), a compliment that is counterpointed by one particular defect in an assessment

underlined by Pessoa:

The chief blemish in Thorndyke is the deplorable habit his associates possess of falling in
love in the course of an investigation. The record of detection should in general be as cold
as a scientific experiment, and to mix romance with it is in some measure to spoil it. A
detective ought to remain single or at least not obtrude his own family affairs on us, and the
same applies to the victim, the criminal, and the associate, save only when a love affair
forms an integral part of the mystery. (Wrong: xxvi)

The objection to romantic elements or subplots in detective stories also occurs in both
Sayers and Pessoa. Wrong’s reference to the “deplorable habit” of his associates is The
Eye of Osiris, in which Dr. Jervis, Dr. Thorndyke’s sidekick, falls in love with Becky
Smith, daughter of a colleague of the victim, John Bellingham. A point that is opened
from the insistence on this precept, concerning Pessoa’s Quaresma stories, is the
representation of romantic relationships, particularly in ‘A Carta Magica’, where the
disappearance of an important envelope from a locked room is the starting point for a
long psychological exploration of the personalities of a married couple, Francisco and

his wife Marta, as well as the nature and dynamics of their relationship.

** These books are The Eye of Osiris (1911), Helen Vardon’s Confession (1922), The Cat’s Eye (1923),
The Shadow of the Wolf (1925), The Magic Casket (1927), The Surprising Experience of Mr. Shuttlebury
Cobb (1927), and The Mystery of 31 New Inn (ND).
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Wrong’s preface is mostly of supplementary value in assessing the importance of
Sayers preface in Pessoa’s writing. The impact of Sayers’ work on future generations of
readers and critics as well as the length and depth of her preface are strong ground for its
importance, but Wrong’s text reinforces and confirms conclusions that could be derived
from Pessoa’s essay ‘Detective Story’ and his notes on Sayers, specifically: the
fundamental importance of plot structure in opposition to the portrayal of characters; the
references to canonical authors and ‘“highbrow” literature as a means to justify and
validate the writing and study of detective fiction; and finally, the absence of romantic
elements that are not related to the centrality of the mystery that must be solved by the

detective.

Dorothy Sayers’ Preface

An analysis of Fernando Pessoa’s theory of the detective novel must take into
consideration his reading of Great Short Stories of Detection, Mystery and
Horror (1928), an anthology edited and prefaced by Dorothy Sayers. Sayers is
celebrated by Howard Haycraft as “one of the most brilliant and prescient artists the
genre has yet produced” (Haycraft 1942: 135). The book holds interest not only
because it is one of the earliest anthologies of the mystery genre to have been published,

but also and especially because of its preface, where Sayers outlines a critical history of

** Incidentally, Haycraft counts Sayers’ and Wrong’s prefaces as two of the most important instances of
criticism in English on the detective genre to have been produced in the 1920s (Haycraft 1942: 273).
Pessoa seemed indeed to be well aware of the most important devlopments at the time of his writing.
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this type of fiction. Pessoa’s personal copy presents several underlined excerpts and
marginal notes that may provide us with insights into his own writings related to crime
fiction, specifically the essay ‘Detective Story’.

Sayers’ preface is 38 pages long and it is divided in the following sections:
“Early History of Detective Fiction”, “Edgar Allan Poe: Evolution of the Detective”,
“Edgar Allan Poe: Evolution of the Plot”, “Intellectual and Sensational Lines of
Development”, “The Pre-Doyle Period”, “Sherlock Holmes and his Influence”, “The
Scientific Detective”, “The Modern ‘Fair-Play’ Method”, “Importance of the
Viewpoint”, “Artistic Status of the Detective Story”, “Love Interest”, “Future
Developments: Fashions and Formulae”, “The Most Unlikely Person”, “The Unexpected
Means”, and finally, “Tales of Mystery and Horror”. The word “detective” here is used
as an adjective rather that a noun, referring to the act of detecting the solution for an
enigma, rather than the person engaged in such activity, much less the professional
figure readers have come to know as epitomized by Auguste Dupin, Sherlock Holmes,
Lord Peter Wimsey or Sam Spade. This division can be organized in terms of before Poe
and after Doyle, considering the fact that they are the only names mentioned directly.
Attention is paid to the “Early History”, which Sayers takes back to Herodotus, the

Aeneid and Jewish Apocrypha (1).%

2% Régis Messac in 1929 similarly argues for the parentage between Oedipus Rex, the Book of Daniel or
Voltaire’s Zadig, and modern Detective fiction, by privileging the plot elements of mystery and solution to
said mystery in those works (Messac: 17)
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The inter Poe-Doyle years are briefly analyzed in terms of two separate strands
of mystery and Detective fiction that pursue either “intellectual or sensational lines of
development”, but it is only after Doyle and the creation of Sherlock Holmes that Sayers
addresses in depth her contemporary situation, as Pessoa does too in his own essay,
where he includes Arthur Morrison in his list and then writing brief studies on the
Baroness Orczy, R. Austin Freeman and Freeman Wills Crofts. Sayers’ emphasis on the
roles of Poe and Conan Doyle in forming the canon of detective fiction prefigures
Messac and Haycratft. It is also closely followed by Pessoa’s own model considering the
scheme outlined in the opening pages of “Detective Fiction”, where the names of Poe
and Conan Doyle are offered as the first to be approached in the projected study.

Besides schematic similarities, the importance of Sayers’ critical thinking on
Pessoa can perhaps be best measured by studying the highlighted, underlined and
annotated sections of the author’s personal copy, the first two of which are in the

subsection “Edgar Allan Poe: Evolution of Plot™:

But in Poe’s day [his plots] represented a new technique. As a matter of fact, it is doubtful
whether there are more than half a dozen deception in the mystery-monger’s bag of tricks,
and we shall find that Poe has got most of them, at any rate in embryo. (Sayers: 17)

In [The Murders in the Rue Morgue] also are enunciated for the first time those two great
aphorisms of detective science: first, that when you have eliminated all the impossibilities,
then, whatever remains, however improbable [sic] must be the truth; and, secondly, that the
most outré [sic] a case may appear, the easier it is to solve. (Sayers: 17)

Pessoa also stresses the importance of Poe and in particular of ‘The Murders of Rue
Morgue’, a story that is pronounced in ‘Detective Story’ as a text that “approaches very
nearly to [sic] perfection” (Pessoa 2012a: 248). In another fragment he affirms that “A

perfect detective story has not yet been written, though the Murders in the Rue Morgue
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[sic] of Poe comes very near to the ideal.” (Pessoa 2012a: 252). Sayers, while giving
considerable importance to Poe’s story, reserves a similar judgment to the one Pessoa
expressed, towards Wilkie Collins: “Taking everything into consideration, The
Moonstone is probably the very finest detective story ever written.” (Sayers: 25), referring
to Collins’ 1868 novel. A similar enthusiastic opinion about Collins’ work had already
been expressed in 1913 by G.K. Chesterton, who stated that “7he Moonstone is probably
the best detective tale in the world” (Chesterton: 132) and in 1927 by T.S. Eliot, who
called it famously "the first, the longest, and the best of modern English detective
novels", going on to attribute the creation of the detective genre to Collins rather than
Poe (Eliot 1999 [1927]: 464). There is no reference or remark on Collins in Pessoa’s
published works, so it is difficult to assess how his enthusiastic appreciation of Poe
would relate to it, but the underlined excerpt in Sayers preface indicates at least a degree
of agreement.

Pessoa also highlights points of interest in footnotes, specifically concerning
bibliography, as occurs in footnotes 1 and 2 of the preface (Sayers: 34), where further
information and criticism of the solution to Agatha Christie’ The Murder of Roger
Ackroyd (1926) is given, specifically in “Mr. W.H Wright’s” The Great Detective
Stories, published in 1927 by the publishing house Scribners. W. H. Wright is Willard
Huntington Wright, perhaps better known as S.S. van Dine, one of the foremost authors

of detective fiction in the 1920s, who penned the famous “Twenty Rules for Writing
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Detective Stories” in 1928 (Haycraft 1946: 42, 1942: 225). Three novels of his can still
be found in Pessoa’s library.>’ The book in question is an anthology, much like Sayers’,
again with a lengthy critical preface that lays the ground for the academic study of the
crime genre. The second highlighted reference is to The Craft of Fiction (1921) by Percy
Lubbock, presented as relevant to study “the question of viewpoint in fiction”. Literary
criticism of modern languages in an academic context was itself a budding field at the
time, and this monograph is considered by Michela Bronstein as “one of the first major
works of literary criticism to focus on the novel as a form”, stressing how.”® At his
juncture, I wish to call attention to these parallel efforts in theorizing and pursuing
academic respectability not only for a genre but for the broader study of contemporary
literature. Pessoa seems to be in tune with his times in displaying an interest for these
references. The story ‘O Roubo na Quinta das Vinhas’ is a particularly relevant example
of this interest. The narrator introduces himself as Augusto Claro, stating that Chief
Guedes asked him to write down the affair in which he was involved. The case hinges on
the theft of government bonds from a safe in the Quinta das Vinhas while several guests
are staying. Suspicion falls on the son of the owner of the house, Jos¢ Alves. When it
comes to revealing the identity of the thief, the following dialogue takes place, between

Quaresma and Claro:

*" Specifically, The Canary Murder Case (1927), The Benson Murder Case (1926) and The Bishop
Murder (1932). Pessoa’s practice of buying and selling books from his library throughout his life has been
documented as early as 1950 by Gaspar Simdes.

** In The Modernism Lab at Yale University,

http://modernism.research.yale.edu/wiki/index.php/The Craft of Fiction, last accessed at 19:12,
02/11/2013.
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— E o sr. dr. Quaresma ja sabe quem ¢ o criminoso?

— Sei. Quer que eu salve o José Alves?

— Quero, disse eu hesitantemente sem perceber o que se seguiria.

— S6 o posso fazer pondo a mao no verdadeiro criminoso.

— Entéo faga-o, sr. dr. Quaresma.

Quaresma desdobrou as méos, estendeu a dextra e tocou-me no ombro. (Pessoa 2008: 272)

Effectively, Pessoa offers the same surprising ending as in Christie’s The Murder of
Roger Ackroyd (1926), where the character Shepperd, who is also the narrator, is
revealed to be the murderer by Poirot in the penultimate chapter.” This raises the issue
of a relationship between the two texts, but unfortunately any dating of Pessoa’s story is
difficult. Freitas notes that some of the fragments are written in letter headed pages of
F.A. Pessoa, an import-export company of which Pessoa was a partner together with
Augusto Ferreira Gomes e Geraldo Coelho de Jesus.”” The company was short lived,
since it stopped functioning in 1918. The paper hence only proves that the text was
written after that period. Considering Sayers’ preface, it is impossible to tell whether
Pessoa was copying Christie’s revolutionary plot twist or whether he innovated in
creating that solution.

The next underlined passage in Sayers’ essay is again a footnote, this time
referring to detective stories where the reader is “taken into the confidence of the author
behind the investigator’s back”. Sayers adds that “those tales where the action is

punctuated by eavesdropping of this kind on the reader’s part belong to the merely

%% Lindeza Diogo calls attention to this similarity of plot without hazarding conclusions (Diogo 1995: 14).
%% Gomes would later collaborate with Pessoa in the “Crowley affair” — see Chapter 6.
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Sensational class of detective-story, and rapidly decline into melodrama.” (Sayers: 36) The
ideas of “merely sensational”, as well as a “decline into melodrama”, seek to establish a
hierarchy of fiction, particularly if one considers the references to Lubbock and to two
other literary critics in this section of the text, E.M. Forster and E.M. Wrong. Pessoa’s
marking of these passages can arguably be an endorsement of such positions,
particularly if one considers the arguments for the “highbrow” strand of crime fiction
propounded in ‘Detective Story’ — the “intellectual developments” after Poe, described
by Sayers and defended in her preface. Pessoa defines a detective story,
characteristically, as “a tale of imagination, where a problem is intellectually resolved”
(Pessoa 2012a: 243), a definition that allows for the inclusion of literary antecedents to
the genre such as the ones mentioned by Sayers and Messac — the reclaiming of a textual
lineage that draws from the centre of the canon and the classics.

This appeal to an “intellectual” over an “emotional” art continues being noted

and endorsed by Pessoa in the following underlined passage:

Apart from such unusual instances as these, the less love in a detective-story, the better,
“L’amour au théatre,” says Racine, “ne peut pas étre en seconde place,”, and this holds good
of detective fiction. A casual and perfunctory love-story is worse than no love-story at all,
and since the mystery must, by hypothesis, take the first place, the love is better left out
(Sayers: 40)

This can be directly juxtaposed to Pessoa’s criticism on detective writer Anne Katherine

Green, author of The Leavenworth Case (1878), already discussed in referenee to his
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essay ‘Detective Story’.”' Pessoa’s scathing remarks on what he perceives as the “silly
love affairs” and “unimaginative embroilments” are arguably more pugnacious than
Sayers’ broad admonition that “the love is better left out”. Sayers’ position on romantic
elements in detective stories, though leaning toward the disapproving, seems to be more
nuanced that Pessoa’s virulent condemnation. A.K. Green’s works are also mentioned in

Sayers’ preface, which asserts that

They are genuine detective-stories, often of considerable ingenuity but marred by an
uncritical sentimentality of style and treatment which makes them difficult reading for the
modern student. They are, however important by their volume and by their influence on
other American authors. (Sayers: 28)

Pessoa does not highlight this passage in any way, a fact that may suggest how low his
opinion of the work in question was.

Still regarding Sayers’ treatment of romantic elements in detective stories, she
provides examples of romantic subplots that are, according to her own standards, well
embedded in the mystery plot of detective stories, specifically in The Moonstone,
confirming yet again her admiration for Collins’ work. She also refers to A.E.W
Mason’s The House of the Arrow (1924) and No Other Tiger (1927), the latter being
praised as having “the convincing psychological structure of the novel of character”

(Sayers: 40). She adds:

“The characters are presented as a novelist presents them — romantically, it is true, but
without that stark insistence on classifying and explaining which turns the persons of the
ordinary detective-story into a collection of museum exhibits.” (Sayers: 40)

*! Green has been called “the mother, grandmother, and godmother of the detective story” (Haycraft 1942:
84).
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The phrase “stark insistence on classifying and explaining” is of particular relevance
considering Pessoa’s practice as a detective fiction writer, especially his Quaresma
series, where ever so frequently the largest section of the text is precisely an attempt at
the structured exposition of a system of thought. An example occurs in the following

excerpt, taken from ‘O Caso Vargas’:

Comecemos por investigar o que seja um criminoso por temperamento. Um criminoso €, em
primeiro lugar, um anormal; o que ¢ um anormal? Um anormal ¢ um ser que nio procede
habitualmente com os outros seres da sua espécie; e isto quer dizer que é um ser que nao ¢é
como os outros da sua espécie, pois o procedimento habitual nasce daquilo que esse ser é.
As fungdes de mente — ou as qualidades da alma, se assim se preferir dizer — s@o
classificaveis em trés categorias distintas: o intelecto, a emog¢do e a vontade. Um anormal
sera, portanto, um individuo que ou ndo pensa como os outros, ou ndo sente como os outros,
ou ndo quer como os outros, quando ndo acumule mais do que uma destas disparidades da
norma. (Pessoa 2008: 105)

The excerpt comes midway into Quaresma’s explanations regarding his investigating
method, brought to bear on the Vargas murder case. This method, as exemplified here,
draws heavily on the vocabulary of late 19" and early 20™ century psychology. The
divisions made between ‘“normal”, and ‘“abnormal” man, as well as the biological
approach to consider individual humans first and foremost as individuals of a species are
frequent not only in ‘O Caso Vargas’ but also in Pessoa’s other writing related to
psychology and philosophy.®* In such sections, Pessoa does seem to relish the

presentation of characters as a “collection of museum exhibits”, especially since in

32 The key evidence for Pessoa’s involvement with this field is his writings published in 2006 and edited
by Jeronimo Pizarro with the title Escritos Sobre o Génio e a Loucura. Krabbenhoft in 2011 provides
historical and bibliographical background to this dimension of Pessoa’s work in Fernando Pessoa e as
Doengas do Fim de Século. Chapters 3 and 4 Explores this in greater depth with reference to the two
authors.
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keeping with his theoretical positions, the Quaresma stories have no romantic subplot —
or any subplot at all. This is a point that is explored in greater detail in the final section
of the present chapter.

There is yet another recommendation on plot highlighted by Pessoa in Sayers:

(...) of the three questions, Who? How? and Why? How is at present the one which offers
most scope for surprise and ingenuity, and is capable of sustaining an entire book on its
own, though a combination of all three naturally provides the best entertainment. (Sayers:
43)

The three questions mentioned there refer of course to the “mystery” at the heart of
detective stories: a crime is committed, but the detective must find who did it and why -
hence the expression ‘whodunit’ to refer to these books. The interest on the ‘how’ relates
to the elaborate plots where the actual committing of the crime is often contorted and
perplexing. Pessoa’s interest is in keeping with the importance he gives to careful
plotting, which arguably is at play in the organization of his surviving Quaresma stories,
where chapters are planned out and summed up in introductory notes.

One last point to draw from Sayers’ remarks on love stories in detective stories is
her use of a quotation by Racine to justify her argument, which directly relates to the last

sections of her essays highlighted by Pessoa:

There certainly does seem a possibility that the detective-story [sic] will some time come to
an end, simply because the public will have learned all the tricks. But it has probably many
years to go yet, and in the meantime a new and less rigid formula will probably have
developed, linking it more closely to the novel of manners and separating it more widely
from the novel of adventure. The latter will, no doubt, last as long as humanity, and while
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crime exists, the crime thriller will hold its place. It is, as always, the higher type that is
threatened with extinction.*” (Sayers: 44)

The hierarchy of fiction to which the paragraph alludes takes up again the underlying
argument for ‘“highbrow” fiction, and more specifically for a “highbrow”,
intellectualized detective fiction, that is found in Sayers’ and Pessoa’s respective essays,
as seen above in the references to classics such as Racine, or even the Bible. The
importance of this particular paragraph however lies in its prescience relatively to the
evolution of the detective novel in the 20™ century, especially the growth of “thrillers”.
The following highlighted passages develop this preoccupation with the interplay
between “low” and “high” strands in crime fiction, with a close attention to the tastes of

the public:

the detective story is part of the literature of escape, and not of expression (...) “The
detective-story,” says Phillip Guedalla, “is the normal recreation of noble minds.” (...) “The
detective-novel of to-day [sic] is extremely well written, and there are few good living
writers who have not tried their hand at it one time or another. (Sayers: 44)

These remarks find clear echoes in a passing comment of Pessoa’s on his own reading

habits, where he states that:

Um dos poucos divertimentos intelectuais que ainda restam ao que ainda resta de intelectual
na humanidade ¢ a leitura de romances policiais. Entre o nimero aureo e reduzido de horas
felizes que a Vida deixa que eu passe, conto por do melhor aquelas em que a leitura de
Conan Doyle ou Arthur Morrison me pega na consciéncia ao colo. Um destes volumes de
um destes autores, um cigarro de 45 no pacote, a ideia de uma chavena de café — trindade
cujo ser-uma ¢ o conjugar a felicidade para mim — resume-se nisto a minha felicidade. Sera
pouco para tanto, é verdade. E que ndo pode aspirar a muito mais uma criatura com
sentimentos intelectuais e estéticos no meio europeu actual. Talvez seja para os senhores
como que causa de pasmo, ndo o eu ter estes por meus autores predilectos e de quarto de
cama, mas o eu confessar que assim os tenho. (Pessoa 2003: 150)

3 Underlined in the original text.
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The references to a decaying contemporary world — “o que resta de intelectual na
humanidade”, “o meio europeu actual” in which “uma criatura de sentimentos
intelectuais e estéticos” can’t aspire to more than reading a detective-novel while
smoking a cigarette and drinking coffee: all of these allusions point to the escapist
element in detective fiction outlined by Sayers. It is a pleasure to be enjoyed by those
that have “noble minds”, according to Philip Guedalla, a historian active in 1920s-40s.
The citation clearly points to the elitist approach to detective-fiction in terms of writing
and readership advocated by Sayers and subscribed by Pessoa mentioned above.

The last underlined passage in the preface comments on how “the study of
psychology has produced (...) a new kind of terror — the nightmare country between

sanity and madness; the pressure of mind upon living mind, and the lonely horror of the

dark places of the soul.””* (Sayers: 45). Sayers is referring here to a “new kind of terror”

in “Mystery and Horror” fiction, as a genre to be distinguished from detective novels by
the inclusion of supernatural themes. This reconfirms Pessoa’s interest in psychology
and its connection with mystery and detective stories, an interest, which is more
developed in his detective stories themselves.

The very last annotation made by Pessoa is a short highlighted sentence, where
Sayers declares that “each day the public [of fiction] demands a greater subtlety of

theme and treatment” (Sayers: 45). Brief and passing as the remark may be, the fact that

** Only the underlined expression is so in the original text. The rest of the sentence is quoted to
contextualize it as before.
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Pessoa’s attention was drawn to it reinforces the idea of his engagement with the public
and preoccupation with the reception of his works — specifically of his detective stories.
In the much-quoted letter to Adolfo Casais Monteiro dated from January 13th, 1935,

Pessoa indicated that

Quando as vezes pensava na ordem de uma future publicac¢@o, nunca um livro do género da
Mensagem figurava em niimero um. Hesitava entre se devia comegar por um livro de versos
grande — um livro de umas 350 paginas -, englobando as varias subpersonalidades de
Fernando Pessoa ele-mesmo, ou se deveria abrir com uma novela policiaria, que ainda néo
consegui completar. (Pessoa 1999: 338)

To what extent the intention to publish shaped the texts themselves is a problem to be
approached in my final chapter, but the importance of Sayers’ critical thought to the
development of Pessoa’s own, as critic and writer of detective fiction, is undeniably

formative.

At this stage the central point to keep in mind is the preeminence of British and
American influences on Pessoa’s detective fiction, and how this dictates the centrality of
the concept of “reason” as the defining characteristic of the detective. Before I move on
to analyze this in greater depth, however, I must address two matters: firstly, as a
complement to the parallels made in this chapter with the Anglo-American tradition, I
must consider the cultural specificities of the Portuguese social context present in
Pessoa’s crime fiction. These are the topics of the following chapter. Secondly, I must

study in greater depth the status of Abilio Quaresma as a literary character and how he is
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formed in the texts featuring him. This is of central importance to clarify how he stands

with regard to Pessoa’s heteronyms and will be the focus of the third chapter.
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Chapter 2

Portuguese markers in the Quaresma stories

The previous chapter focused on the links between Pessoa and the Anglo-
American canon of crime fiction. An organizing vector for my inquiry was the
relationship between the mass culture appeal of detective stories and a highbrow
discourse that sought to legitimize this new genre in the late 19™ and early 20" century.
This attempt at legitimization took the form of the construction of a canon and heritage,
resorting to the authority of supposed precursors of the genre as far back as the Bible,
Sophocles, and Gilgamesh. 1 also introduced the subject of the pivotal role played by the
categories of reason and science in ‘O Caso Vargas’, and more widely in detective
fiction. In this chapter, I study the political implications of the function of such
categories in crime fiction, especially when seen as an object of mass culture. This is
rendered more complex once it is put in a transcultural perspective, i.e. when we
consider how the genre of detective fiction came to be regarded as essentially Anglo-
American, and how texts produced in different cultural contexts negotiated this strong
association.

My main reference to understand the practice of crime fiction in Portugal is
Maria de Lurdes Sampaio’s doctoral dissertation, the first in-depth study on the
development of crime fiction in Portugal. The focus of her research is crime fiction after
the 1940s, with particular emphasis on the 50s and 60s. This was the belated Golden

Age of crime fiction in Portugal. Nonetheless, Sampaio’s analysis of that period contains

61



arguments that may be usefully appropriated to study the transcultural character of the
Quaresma stories.

In the second section of this chapter I discuss the merits of a sociological
approach to crime fiction and, specifically for the purpose of studying Pessoa’s texts, the
ideological implications of detective fiction up to the 1940s. This refines the analysis
provided in the previous chapter and helps to understand the wider cultural and social
background in which Pessoa wrote his stories, before I approach them with a stronger
emphasis on the relationship between form and content in subsequent chapters. In the
final section, I study the social and geographical markers in Quaresma’s stories, as a
way to understand how a Portuguese setting of what was perceived at the time of his
writing as an essentially Anglo-American genre affects those narratives. A case study for
this is the fragmentary text where Quaresma investigates the assassination of President

Sidonio Pais.

Anglo-American detective fiction and literary geographies

According to Porter:

(...) mainstream detective fiction respects the conventions of the realist tradition. That is to
say, it situates its actions in contemporary social reality, limits the type of crime and the
methods of detection to what passes for rationally plausible, and chooses as its characters
easily identifiable human or social types (Porter: 115).

His citation suggests a standard against which individual pieces of detective fiction
might be studied in what concerns the representation of reality, implying issues of

verisimilitude. Porter considers as “mainstream” detective fiction some of its major
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exponents, Poe and Conan Doyle among them (Porter: 24, 28), arguing furthermore that
“detective stories present themselves to their readers as substitute worlds or mirrors that
reflect directly the reality beyond.” (Porter: 115). The main argument here is that
detective fiction is engaged with its immediate contemporary reality, seeking to depict it
in the vein of the realist/naturalist aesthetics of late 19" century. Porter concentrates
most of his discussion on hard-boiled American detective fiction (post 1940s), refining
his arguments: “Hammett and Chandler have, of course, the reputation of being realists
in crime (...) like all literary realisms, Hammett’s and Chandler’s is a matter of
stylization.” (Porter: 130). Drawing from Barthes’ readings on Realism and Naturalism,
Porter critiques the hard-boiled crime fiction’s claim to a greater degree of faithfulness
to reality. The stylization he refers to is found in the literary use of colloquialisms, a
simplified language, references to seedier elements of urban life, in order to convey a
supposed greater faithfulness to reality. The final dialogue between Marlowe and Vivian

in Chandler’s The Big Sleep (1939) is a good example of it:

«Do you know a man named Canino?»

She drew her fine black brows together in thought. «Vaguely. I seem to remember the
name.»

«Eddie Mars' trigger man. A tough hombre, they said. I guess he was. Without a little help
from a lady I'd be where he is— in the morgue.»

«The ladies seem to— « She stopped dead and whitened. «I can't joke about it,» she said
simply. (Chandler 1939 [2000]: 158)

The terms “trigger man”, the use of the hispanism “hombre”, and the very short
sentences point to what Porter referred as “the implied preference for directness over
formality, lower-class speech over upper, popular over high culture, American

forthrightness over English gentility. The language chosen is a mode of address, a style
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of self-presentation, and affirmation of American manliness.” (Porter: 139) Although the
critic does not elaborate on this “American manliness”, I would add that, by opposition
to Hammett and Chandler, their 20™ century British precursors while denigrated as
snobbish are also surreptitiously accused of being effeminate. The fact that the two most
noteworthy practitioners of the subgenre were Christie 