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Prolegomena to a New Lyric Petrarch in the Digital Future

Giuseppe Savoca, University of Catania

Abstract: This article presents some features of the new edition of the Rerum
vulgarium fragmenta recently published by the author. This edition is very
different from all previous editions and arguably the most innovative in its
editorial decisions. Preparation of the edition involved approaching the
Canzoniere with a view to establishing concordances/correlations among all
aspects of its “lexicon” (literally lexical, graphemic, and visual). The use of
computer technology, both on the lexical level and in the treatment of images,
made the difference with respect to the traditional philological approach, both
in analysis and in the properly editorial phase. Proceeding by
concordance/correlation implies that before making any editorial decision one
must compare all analogous elements of the work. Today only computer
science can provide a scientific basis for our textual analyses. Digital
treatment of a text allows us to move from the syntagm to the paradigm, that
is, puts us in contact with the system specific to the text that we wish to
understand and also publish.

I would like first of all to explain that the word prolegomena in the title of my
contribution refers simply to the preliminary nature of my presentation, which treats only a
few of the problems encountered in the course of preparing a new critical edition of the
Rerum vulgarium fragmenta.

RERUM VULGARIUM
Giuserpe Savoca

IL CANZONIERE DI PETRARCA
TRA CODICOLOGIA
ED ECDOTICA

F. Petrarca, Rerum vulgarium fragmenta. G. Savoca, Hl Canzoniere di Petrarca tra
Edizione critica di G. Savoca, Olschki 2008 codicologia ed ecdotica, Olschki 2008

Figure 1. Book covers

The basic motive that led me to undertake this endeavor was my love of Petrarch’s
poetry and my felt need to read it in a version as simple and clear as possible, that is,

13


http://journals.oregondigital.org/hsda/
http://creativecommons.org/licenses/by-nd/3.0/
http://creativecommons.org/licenses/by-nd/3.0/
http://creativecommons.org/licenses/by-nd/3.0/

Humanist Studies & the Digital Age Giuseppe Savoca

pruned of the many incrustations and manipulations that over the centuries have changed
and defaced a poetic language that is among the most luminous and fluid in the literature of
the world. In line with this aim, my constant effort has been to offer the reader a text as
close and faithful as possible to the original manuscript (Ms Vat. Lat. 3195).

Citta del Vaticano, Biblioteca Apostolica Vaticana, Vat lat. 3195, c. If Citta del Vaticano, Biblioteca Apostolica Vaticana, Vat lat. 3195, ¢. 5%

Figure 2. Sample pages from MS Vat. Lat. 3195

Perhaps I have not always been successful in this endeavor, but my text is certainly,
objectively, the most different from all previous editions and the most innovative in its
editorial decisions.

In this summary table one can see that in this new edition, compared with the digital
text displayed in Letteratura Italiana Zanichelli (LIZ), 3685 verses have been modified, i.e.,
almost half of the verses of the Canzoniere, with a grand total of 8455 specific changes. This
means that there is an average of more than two differences in each of the 3685 modified
Verses.

Table 1. Comparison of Letteratura Italiana Zanichelli (LIZ) and Savoca editions

Letteratura Italiana Zanichelli Edizione Critica Savoca

Verses 7785 7785

Modified verses 3685 (47.33% of 7785)
Occurrences 57082 57096

Modified verses by forms 1318 (16.92% of 7785)
Modified/cancelled words 1530 (2.68% of 57082)

Modified/added forms 1548

Distinct forms 7111 7044

Cancelled forms 186 (2.62% of 7111)

Added forms 119 (1.69% of 7044)
Used punctuation marks 9 plus angle quotes: 3 plus angle quotes:

Y()-:5,.0«» , LT a»
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In fact, after the now outdated nineteenth-century critical edition by Mestica (1895) and
the taking up of Contini’s 1949 Tallone edition by Einaudi as a critical edition of the
Canzoniere (1964), no one in Italy in the twentieth century confronted the problem of a new
critical edition of Petrarch’s masterpiece. Scholars and readers were essentially content with
a vulgate text mistakenly thought, even by specialists, to be based on the original
manuscript, and the idea gained acceptance that it was impossible to produce a true critical
edition because of the enormous number of codices present in Italy and in the world. The
argument is false, the scholars who pronounced this judgment having forgotten that we have
the original of Petrarch’s Canzoniere!

As a reader of poetry unsatisfied with the perennial erroneous presentation of Petrarch’s
lyric poetry (of its punctuation, its format and spelling, its vocabulary), the only possible
approach was to follow the strict path of reading and interpreting directly from the original
manuscripts, excluding every mediating factor, including, at the outset, that of the
admittedly precious photographic reproductions (from the “phototype” of 1905 to the
digital one of 2003 in color and the one more recently produced with ultraviolet rays). I am
very happy to humbly place my work on the threshold that separates the traditional
philological study of texts from the digital present and future, in which new technologies
can allow us, even without direct contact with the original manuscripts, to reproduce them
and to read them perhaps better than if we had them before our very eyes, to study them
with sophisticated techniques, and thus to understand them ever better.

I have in fact for more than thirty years been studying the Italian literary lexicon with
the help of computers. I therefore approached the Canzoniere with a view to establishing
concordances/correlations among all aspects of its “lexicon” (literally lexical, graphemic,
and visual). In general, I think that the use of computer technology, both on the lexical level
and in the treatment of images, can make (and, in the case of my work, has in fact made) the
difference with respect to the traditional philological approach, both in analysis and in the
properly editorial phase.

In this connection I would like to display (Fig. 3) some images from the expository
volume that accompanies my edition (// Canzoniere di Petrarca tra codicologia ed ecdotica):
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CAPITOLO PRING

Diversa ¢ la situazione che si pud apprezzare nella riproduzione della
stessa carta farta nel 1905, dalla quale si pud desumere chiaramente (se si
sa quel che si cerca, e se si pud verificare Iosservazione ispezionando il co-
dice originale) che f punti bianchi corrispondono a due fori (quelo di destra
&un po’ pit grande):

1z o i

¥

Jonewslor e ten emprengott: Chiladvuamo on fes

L'ORIGINALE DEL CANZONIERE.

foro di costruzione della pagina (anch’esso mai prima rilevato), ed & quindi
“suoro’ (manca cio di pergamena), mentre quello it piccoo e i in ko
sulla destra, di col . & una macchia . del resto,
la macchiolina sfumata). Si esamini la riproduzione della stessa sezione di
carta nelledizione fototipica el 1905, nel rapporto uno a uno

le Mo éfics 1 pafiare alna ta gonna - 2N
oI Yarr €1 fave Fie m valfe ouale =
mone. Crone ni caitimar iquc o fono. t

Gramanawolieatmo igoridying. Sowwors aama guers
Cenduflater zeusclodggna: -

Fori sula c. 71" (90%, 1905)

Ed ccco i due fori ingranditi:

Particolas dei due for di c. 71" (350%, 1905).

a s confsio i foro  punto i inchitr o verfa sndo
sempre al facsimile del 2003, in tutti gl alir casi analoghi. Si veda, ad ese
o, ucsto particolre dell carta 4 ll ez el 1
18, dove appaiono duc punti scuri, ma non delle stesse dimensioni, ¢ sopra
il maggiore dei duc una macchiolina sfumata:

le on éffes 1 pafiors slea la gonma - B
Bsi1a. Yer et Vo giamay i vALY OHale. ¥
oo, Croio i caffmaro Fqust do fone-

Due punti ben definit ¢ in mezzo una macehiolina a c. 4 (2003).

llo stesso colore dellinchiostro), affian-
nella realti materiale dell'originale un

Ebbene, il punto pii grosso (
cato da una macchiolina sfumata,

28—

carmmoLo prNO
so)in cui materialmente i trova, con laggravante che, ad esempio, alle carte

lla 5, i margini nel facsimile sono stati ripuliti di altre macchie (sul va-
lore filologico delle macchie si veda pit avant)

1[ fucceffes T farie chelachioma Cola coror
Prefe 3gia tarme  Racdar lecoma A babile

1l margine estemo di . ", in corrispondenza del sonetto 27, & privo di macehic ¢ punti

(2003)

Del tutto diversa la situazione apprezzabile nella fotografia del 1905:
B
rﬁwxﬂ'c. Ttharie chetachioma Cela coro

| prefe aga larmc i Facdr lecona A babil

L 1905.Si
basso, in corrispondenza della seconda riga, un foro.

1l significato del foro, collocato sempre nella medesima posizione
alla stessa distanza dai margini) ¢ presente, come detto, i tutto il primo fa-
scicolo (e nelle due prime carte del secondo), era con tutta probabiliti quello
di agevolare Ia igatura, dividendo a carta in due et esatte (anche se oggi,
in scguito alla rifilatura,
del punto del foro con I
con soli sonei Ia linca di ‘mezzeri
sonetto).

n sintesi, si pud concludere affermando che le due riproduzioni sono.
complement ¢ che quells e 2003 non e inutle I procedete per
) perd I tempo intercorso puo avere subito qual-
 uherlore (teppure pceolo) detcrioramento; ) petehé otografie (¢ colo-
Sasion) civerse possono fare diy
o) perché le tecniche pid recen 0 aggiustamenti e ritocchi che,
e e e e
mentato) falsare la riproduzione, e di conseguenza la comprensione, dei dati
opgetivi del manufatto da studiare,

le con la seconda riga del terzo

g
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del 350% (qui a destra, il partcolare delle macchic ¢
del foro. Come & facle osservare, s rilevano nettamente
due punti di inchiostro ¢, pit in basso, un po’ sulla sini-
s delangolio i inchiosro, un foro soto cutsi o-
@ 1 vuoto (la mancanza di pergamena). Ov
viamente, ce ne corre per poter ire che s possono
stug fori del codice 3195 attraverso la riproduzione
fototipica del 1905, ma certamente in quest'ambito cssa
&molto pi fedele della recente riproduzione digitale, la
quale presenta non solo un limite di fedelta dovurto alla
confusione dei colori tra picno ¢ vuioto, ma anche un ul-
e potenzialmente pit grave) rischio di posmbll:
cterminato dall'uso dello stramento tecnolo-

-amente pid avanzato, che non pud essere sempre controllato dallo studio-
so (nel caso il filologo, che in gencre non ne padroncggia perd tutte le chiavi
operativ).

caso delfulimo for di cosruone ca
d e se mai notato e descritto, sis

presents i tute 1 prim fasciolo ifis, per cve die,
B e nll prime duc de secondo (carte 110 Questo foro,lcvabile el
tutte le prime dicci carte, ¢ le

unto bianco (vuoto) nel

bia dinchioso) el

<ot non perché mirsclosament saito s cusa il pasare dl tempo,
bensi, ¢ naturale supporte,in seguito a ritocco fotografico. Esso nel recente
focsmil non s incona n almeno | mets delle vent care (1 focto & ver-

RLENA MANUAGS, Archeodogia del manoscito, cit., p. 86).
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CAPITOLO SECONDO

TRA CODICOLOGIA ED ECDOTICA DEL 3195

1. 1FOGLI DA 64 4 72

Dei nove fascicoli in cui nsulumo alla fine distribuite le 72 cme dgl Cnn
zonicre, Malpaghini

P 1l 1 9 T
ticolare, nei primi cinque quateri (carte, ofugh -40) arrivo a trascrivere il
primo (190, Una candida cerva) dei quattro sonetti che i trovano alla c. 38"
(gh u.lm ire i furono rascriti poi da Petrarca), menre nela seconda parte

ivo (fermandosi alla
ﬁnc del secondo de 4 sonct dellac. 62, Al cuder daa piants 19).

alla q\lallm dell llaloro ione), che il cod leé
do att i da 52,

72 togls CZampons, in Commertaro, . 3. In pmm e s che
Petrarca, dopo avere dato a Malpaghini sei quaterni ¢ un duerno (gli attuali
fogli 1-40 della prima parte, cio¢ i fascicoli I, IL, TIL, IV ¢ V, pit le carte 53-
60, ciot un quatemo completo, ¢ gli attuali fogli 61-62 ¢ 71-72 della seconda
. abbandonato dal copista abbia aggiunto, nellautunno del 1368, alla
prima parte un quaterno (gl attuali fogli 41-48),  abbia inserito nella secon-
da parte un ducmo (ora fogli 63-6) tra i fogli 6162 e 71.72, realizzando
quindi un quatemo (e cosi il tutto di 64 foglisarebbe risultato in questa fase
into in sei quaterni nella prima parte ¢ due nella seconda). Infine (se-
guendo sempre la ricostruzione di Zamponi), fra il 1373 ¢ il 1374, Petrarca
avrebbe fatto allestire due dueni, collocandone uno alla fine della prima
parte (fogli 49-52, rimasti bianchi a partire da 49"), ¢ inserendo laltro (attua-
li fogli 67-70) fra il sesto e il settimo foglio dell’ultimo fascicolo, che cosi ri-
sulta eccezionalmente costituito da sci bifogli.

er parte mia ritengo il incare ¢ da non articolare in tre
stadi bensi in due. E vero infatti che Malpaghini trascrive su 52 fogli (e si

—31—
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Figure 3. Sample pages from // Canzoniere di Petrarca tra codicologia ed ecdotica

Here also (fig. 4) are some pages from the critical edition concerning sonnets I-IV:
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FRANCESCO PETRARCA

RERUM VULGARIUM
FRAGMENTA

Edizione critica di
GIUSEPPE SAVOCA

@ls)
o/

Leo S. Olschki Edicore
2008

Francisci Petrarche laureati poete
Rerum vulgarium fragmenta

1

VOi chascoltate in rime sparse il suono

Di quei sospii ond'io nudriva ' core,

In sul mio primo giovenile errore,

Quand'era in parte altr'vom da quel ch'i sono, 4
Del vario stile in chio piango et ragiono

Fra le vane speranze, ¢ '| van dolore,

Ove sia chi per prova intenda amore

Spero trovar picta, non che perdono. 5
Ma ben veggio or si come al popol tutto

Favola fui gran tempo, onde sovente

Di me medesmo meco mi vergogno. 1
Et del mio vancggiar vergogna ¢ 1 frutto,

E I pentersi, ¢ 'l conoscer chiaramente

Che quanto piace al mondo ¢ breve sogno. 14

francisci petrarce deflorentia rome nuper laurea

cmore] amore 4. Quando — altro hom  S.silo 7. prucua 9. hor
u ntq!,ngxuo 12. uergognia -~ fructo 13, conoscier

‘ragmentor(um) liber ncipit

ceebert
Ielier.
2.l

¥ ol 4 alroboom 12, vacrar - fructo
1. Carta 1% Tuttala carta (lto camne, originariamente estera in quanto la prima del
fascicolo) i Tinchiomtro a e 5

deggianti sui margini e sulle righe di serittura che trapassano a volte sul verso. Si
legge male anche la punteggiatura, specie nell ultime parole di alcune righe.

Agsiongo alla fine dei . 2,3, 4, 6 ¢ 12 una virgola (l prime du virgol ¢ e

l 1 Laurenziano XLI 10), di cui ir

cia nelloriginal.

—3_

Savoca
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gl

ey
PETRARCA RERUM VULGARIUM FRAGMENTA - IV
posto, segui di eradere il segno in basso (un
I\ punto niglia )
—— —
CE ” Qéﬂwﬁm prowmnng’ce/die
uel ch’infinita providentia et arte e e 2
. d . e qutte T gactiate Rl
Mostrd nel suo mirabil o, LU 4 el
Che crid questo et quel emispero,  interessante notare che L (cioé il Laurenziang XLI 17), come si pud vedere
Et mansueto pitt Giove che Marte, 4 nellimmagine successiva, presenta la scrizione «Que'» corrispondente a quella di V

lluminar lo carte prima dellaggiunta di / sula riga normale:

celato il vero,

Vegnendo in

Chlavean molt’

Tolse Giovanni da la rete et Picro,

Et nel regno del ciel fece lor parte. 5
Di s¢ nascendo a Roma non fe’ gratia,

A Giudea si, tanto sovr'ogni stato

Humiltate exaltar sempre gli piacque. 1
Ed or di picciol borgo un sol n'a dato,

Tal che natura ¢ ] luogo si ringratia

Onde si bella donna al mondo nacque. "

come leterina guida per la successiva decorazione: passaggio poi non avvenuto per

nessun componimento).
Al'v. 7 Giovanni ha liniziale maiuscola.

Figure 4. Sample pages from Savoca, Rerum vulgarium fragmenta

To summarize very briefly: proceeding by concordance/correlation implies that before
making any editorial decision one must compare all analogous elements of the work. Today
only computer science can provide a scientific basis for our textual analyses. Digital
treatment of a text (I repeat, at all levels, literal and iconic) allows us to move from the
syntagm to the paradigm, that is, puts us in contact with the system specific to the text that
we wish to understand and also publish.

Mirror stains

I proceed now with brief discussion of a series of examples, beginning with a
codicological phenomenon that no one had previously noticed, and which I have dubbed
“mirror stains,” consisting of accidental marks produced on one folio of the codex and
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which have then passed to the facing folio by contact. There are many hundreds of these
marks left involuntarily by Petrarch and his copyist on their folios, and also by the owners
and readers of the codex, and they have gone entirely unnoticed. Once they are noticed,
they call out to us to imagine and search for events and new dimensions of the history of the
precious artifact.

I choose two examples (both in texts written in Petrarch’s hand) that have precise
philological significance. The first concerns sonnet 179 (entered by Petrarch in 3195 and
present also in Vat. Lat. 3196, the so-called Codice degli abbozzi), whose interpretation
changes in the new edition because of a virgul/a at the end of verse 6 (differing from the
twentieth-century vulgate text, which has a question mark, the result of an error of
transcription by the editor of the diplomatic text, Modigliani), and because of the recovery
in verse 9 of the reading Se cio instead of £ cio, erroneously accepted by Mestica and passed
on to the twemtieth century.

Consider the images of the two folios 36 verso and 37 recto, side by side.

Figure 5. Folios 36v and 37t

The sonnet entered by Petrarch is to the right and is easy to distinguish because of the
difference in handwriting and poetic format. But I wish to call attention to the stains that
occupy the left column and margin.

These consecutive leaves belong to the same central bifolium of the fifth quaternion of
the codex, and when the codex was closed some stains on one page were picked up and
mirrored by contact on the other. The phenomenon can be better seen in the following detail
(fig. 6), which also provides the exact distances of the stains from the central fold of the
bifolium.
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Distances of the stains from the central fold of the bifolium

ow's il

C. 37 181, v. 14
J ! st id =T ]
Con fenena acdogienca 1l d
M e s s saddadi ., 5 ]
(5 Emly F ks s d

C 367,177,713

cm 10,8

cm 10,8

Underside cc. 36Y ¢ 377

Figure 6. Detail from Folios 36v and 37r

Giuseppe Savoca

Confirming these observations, one finds other stains of the same type on the same folia.
I refer to the companion volume to the edition for the philological discussion of the case.
Here I wish only to emphasize that there was no change of intention on Petrarch’s part (the
reading is attested by the Codice degli abbozzi, Se cio), only an external accident. We must
therefore return to the older reading (to the original, and to the entire tradition, which until
the late nineteenth century had preserved the correct reading).

:’ !a." "_.“-. s >
xtuusl i yrgeclecifine Lomeglersieelc dpine
s e enlrabins e Chemoveslos ok g
- R s,

Ausce e o e o e e b dcna

S - hz “

A

.
i egishy

Figure 7. Folios 44v and 45t

The second case of mirror stains concerns sonnet 228, verse 5, where the original and
correct reading Vomer was not changed by Petrarch into the absurd Voncer that one finds in
the codex. Instead it so happened that on folios 44 verso and 45 recto (adjacent at the center
of the sixth quaternion) stains were produced that defaced Vomer and caused one of the
owners of the codex to correct the word clumsily (fig. 8):

1.1 Winter 2011
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Figure 9. Detail of the two pages, with the distance of the mirror stains from the
center

Here is a detail of the two external corners of the two pages, where one can see how the
stains are perfect mirrors of each other, while on the page to the left there is a mark not
shared on the page to the right.

{ g <
L

4’-“\. kS ;
&whm s P
vt ! e ". . e
,.3:,6

Jandornari

Figure 10. Detail of external corners

Punctuation

I now turn briefly to the theme of punctuation, which I consider absolutely central to the
rediscovery of the music of Petrarchan poetry, which (contrary to current opinion) presents
also a system of prosodic punctuation. My work has required interminable corroborating
tests and has resulted in solutions of an extreme editorial radicality (such as the reduction
of the marks of punctuation employed in the edition to only three: point, virgula, and
question mark, the retention of the dot indicating deletion, etc.). Summarizing, one can say
that this is the area in which the editorial tradition has acted with absolute freedom, almost
always adhering to the punctuation of the Bembo-Manutius edition, but very frequently
going against the wishes of Petrarch. In this climate of arbitrary license, Leopardi innovated
courageously in comparison with the other editors and could legitimately boast of having
produced “almost a new commentary” with his punctuation. But the first and fundamental
obligation of a true commentary consists in the rediscovery of the signs specific to Petrarch’s
autograph punctuation.

I present a few examples of punctuation marks as they appear in the codex, beginning
with two less important ones, the “comma” and the dot traversed by a wvirgul/a [slash]
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(represented by me with a dot or a virgu/a). The “comma” consists of a vertical or slanted
line placed above a dot. The dot traversed by a slash is a sign that has no name, consisting of
a more or less vertical line drawn over a dot.

“Comma” (latin) = / Dot traversed by a virgula (slash)
+ 5 Z s & =
Labun dectoirmarné wiltvalovue. ) i
r o Cofi aueflio tpronanm.
' t
otgpltm ‘orpraton anlaﬁ'w
sdammdﬁm«rm
2 1
._,.(Marugmmfm%: P——
' f Pl B s, i)
W‘w“‘ﬂthmth;x 5‘#” u;d:;vn:d;u':“?;l’f"?;’ ;"smm:mm
¥ v ks T

Figure 11. Examples of use of comma and dot traversed by slash

Consider also these examples of the question mark (punctus interrogativus, retained by
me as such in the positions indicated by Petrarch).

g ol sl

- "}Axuawéf"ydrﬁ' §udne

el m'::"r“ww(

Figure 12. Examples of use of question marks

There remain the point (like our modern period) and the slash [virgu/al, which make up
almost 96% of the total punctuation marks contained in the Canzoniere, with a
preponderance of the point (61.5% against 34%).

Virgula Punctus (point)

=/ é ' 1; ﬂ '= g
G Rasedpdn el lagorethng,  Toartserat.ng gu dwmana gence. ¥ T il
Sotto bionz cap camie méte - & bl Wna ale kel puma .

4

| Crwmazfens.uavayamalpm.
7“" TRwge o ;Mmmnwwm

W“ mﬂd’“ Etuiua. 7 senta. 7uada. 7 ami. 7 spiri .

[Diplomatic transcription — 7 = Tironian note = et]

Figure 13. Examples of use of point and slash [virgu/al
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I cannot repeat here all the observations and considerations gone over during analysis
and editing. Let me simply say that in the printed edition the dot, when purely indicating
meter (such as the end of a verse), may be omitted, while at times it may be rendered by a
comma in the modern sense (and rarely also by a question mark).

The virgula (consisting in general of a slanting line, similar to the English slash, or one
curved toward the right) merits special mention. Here is an example (fig. 14).
qxﬁ&, an{'cbﬁmaj.abtﬂb ot .

DIFLOMATIC TRANSCRIFTION — Posséti a rischiarar / abisso / 7 notfi .

C.42%,213,v. 10

VULGATA possenti a rischiarar abisso et notti,

SAVOCA Possenti a rischiarar abisso, et notti,

Figure 14. A more complex example of use of punctuation

Modigliani’s diplomatic transcription of this verse contains two virgulae: “Posséti a
rischiarar / abisso / 7 notti,” while in the printed vulgate text no comma appears (“possenti
a rischiarar abisso et notti”), with the loss of a specific characteristic of Petrarch’s writing, in
which a wvirgula/slash almost always immediately precedes the conjunction e, et The
diplomatic editor (Modigliani) transcribed the marks below the guide line as well as the
mark between abisso and the tironian symbol 7, all with virgu/a/slash. But here we must
take into account the paleographic difference, in Petrarch’s hand, between the supposed
first virgula following rischiarar, which is placed lower, in the interline space, and the one
following abisso, which is located on the guide line. The first sign is not really a
virgula/slash but a rhythmic accent (heretofore not recognized by the philologists because
taken for a virgula). It is frequently inserted by Petrarch to indicate the rhythmic ictus,
which here falls on the sixth syllable of the verse (-rar).

Thus, verse 134 of the canzone to the Virgin does not have the four slashes registered in
the diplomatic transcription (£7 cor / or / coscientia / or/ morte pige.)but has only one, after
coscientia. The other marks (see fig. 15) are forms of rhythmic accent and in fact are located
in the lower interspace.

Another variety of rhythmic accent, typical exclusively of Petrarch’s writing, consists of
a small mark placed beneath the accented or, present in cor, amor, morte, etc.

:!""? mann * Skt

C. 727, 366,v 134

DIFLOMATIC TRANSCRIFTION  El cor / or / cBscientia / or / morte plige .
VULGATA E I cor or conscientia or morte punge.

SAVOCA E 1 cor or conscientia, or morte punge.

Figure 15. Rhythmic accents

Consider the reproductions collected in fig. 16, which show other example of rhythmic
accents:

1.1 Winter 2011 22



Humanist Studies & the Digital Age

RHYTHMIC ACCENT
'1‘“"& * v‘“’m' m B
4 oy - i 2 T
179 v 1 (talor) 196, v 3 (amar) 198 v 2 (amar)
udereuotlez faug aleoy Tolechonor (5 andor
203 v 6 (ca® 204, v 4 (car) 205, v 7 (honar) v 9 (anchar)

Tualuede amoz "l oz prder duneton ale 72z focaels neloime:

207, v. 6 (am$ v 12 (ch’ai) w 15 (IA') v 18 (/tir soccairsa) v 18 (1$
aso ealoz: Rngrler @ o3 uno mozun Tamer pur ecco 2oz la Amoziy
207w 23 (taler) v 28 (far) £ 58 (ar) w45 (amery v 95 (d oder) v 61 (Amery
lignen Le alon embocein 1lo emboccin drfhozmorny 0 Dameorehe
, i
207w 62 (signer) v 84 (cer) 91 (muer) W 97 (disner) v 57 (amaor)

366, v. 4 (Amos)

Figure 16. Additional examples of rhythmic accents

Giuseppe Savoca

Punctuation is the area in which the heaviest editorial interventions have taken place.

MANIPULATIONS

‘pmapnt.wuqﬁ
Uaysense (2 3a100 parnm .
C . 207, 92 v 9-11

otho amorofo mefferento

DIFLOMATIC TRANSCRIETION  Piangan le(t nme anchor p pmgano i uersi
Perychel nosfro aMoTos0 messer cino
Nouellamente se da noi partito .

VULGATA Piangan le(rin’x; anchm:@mgano iversi
perché °1 nost amoroso messer Cino ...by shift
novellamente s*¢ da noi partito.

SAVOCA Piangan leﬁr’ime, anchor pfangmo iversi
Perché °1 nostro amotoso messer Cino
Novellamente s°¢ da noi partito.

C. 407,204, v 2

DIFLOMATIC TRANSCRIETION  Vedi . od,| 7legg1 7parl1 7 serivi

VULBATA ...by omission

SAVOCA Vedi, l)d.l et leggl ‘e parll et scnvfet pensi.

Figure 17. Heavy editorial interventions

The attentive consideration of the codex has permitted us to eliminate more than 2600
punctuation marks present in the vulgate text and to restore more than 2750 new ones (but

present in the original).

MANIPULATIONS
et m mm puwwwm tlpdo
C. 62, 315 w12
N / N
DIPLOMATIC TRANSCRIFTION Et‘ uo sol in pensar canglando il pelo.
VULGATA etwo sol‘mpensar Caﬂglando il pelo,
SAVOCA Etvo sol‘m pensar can,glandu il pelo,
\ ) \\\ /,

Vat. lat. 3195 ertw fdm pcnﬁ,i/ra\i\ngtm\nl;r{c

I
i
|

Vat. lat. 3196 ‘1\»[519)}3'1{& -hulydo

Figure 18. Examples of punctuation changes affecting interpretation
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In Figure 18 I show some examples of manipulation of the codex’s punctuation, as a
result of omission of a sign or introduction of new signs not included in the original.

In verse 12 of sonnet 319 Petrarch himself added no internal virgulae/slashes (in either
the original or the Codice degli abbozzi), but his editors have added two of them, forcing the
reader to connect so/ with pensar, in spite of the fact that so/ refers to the poet, who, as he
frequently tells us, loves to walk alone (Solo et pensoso 1 pit deserti campi / Vo mesurando
a passi tardi et lenti, etc.).

Upper and lower case

One restoration that distinguishes the new edition from most of the twentieth-century
printings is that of restoring the capital letter beginning each verse in the original.

In Petrarch the system of upper-case letters is clearly tentative, but even this area has
undergone constant intervention. In fact, while in the codex we find 200 capital letters
internal to verses, in the editions we meet almost 2000. Of these, some are reasonable (a
capital after a period, at the beginning of quoted direct discourse, in proper names, in God,
etc.), while about 400 capitals are due to “interpretation” and to the habit of dignifying
substantives understood (often correctly) as personifications, personal pronouns and
possessives, etc. In substance we are in the presence of the reverential, ideological, and
semantic use of capital letters which causes us to find 7uo, 77, Suo, Lui, Fortuna and
fortuna, Natura and natura, Morte and morte, Ira and ira, etc., without these distinctions
having any authorisation in the graphic form of the letters of the codex. The problem
concerns above all the 308 appearances of amor and amore, variously rendered by the
editors, but with a clear preponderance of initial capitals (around 200), in comparison with
the author’s capitals for the word (fewer than 10 instances), which have thus become
confused with the editors’.

Without entering into particulars, I will say only that greater respect for the punctuation
of the codex implies also greater respect for the capitals in Petrarch’s handwriting. In the
following figure (fig. 19) I show the two sonnets 211 and 222, where, unlike other editors,
who inserted capitals after virgulae, I retain both the periods and the capital letters of the
autograph.

A Ogha mafpron{ ez muitn vfeoige: Paaceswrn i fasvgn g entfoacs,
Spoiga m fuflnga rrenfort - laman tefm alwo: gra oo ot -
 elmiflapiente; pnon fwmnge  Dunoltm aeq roifleale fwamt.
Regnano tfenfl.zlamguonemoum. Dol uagos o alim ridage o -
| ucfamnemense o fimisefis oo Malle Setosem g e d punats.
. ulom prima.slon (eftovapriles Muwnw*ﬂwwmi
C 4z 211
Vulgata Savoca
Voglia mi roor mi guida ef scorge, Voglia mi, roor mi guida ef scorge.
Piacer mi tan ] m.i trasporta, Piacer mi tanza mi trasporta.
Speranza mi lusinga et riconforta Speranza mi lsinga, et riconforta,
et la man destra al cor gia stanco porge; Etla man destra al cor gia stanco porge.
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¢l misero la prende, et non s’accorge
dinostra cieca et disleale scorta:
regnano i sensi, et la ragion & morta;
de I'un vago desio Ialtro rigorge.
Vertute, Honor, Bellezé‘ o gentile,
dolci parole ai be* rami m* 3 giunto
ove soavemente il cor s’invesca.
Mille trecento ventisette, a punto
su I’ora prima, il di sesto d”aprile,
nel laberinto intrai, né veggio ond’esca.

E *l misero la prende, et non s*accorge
Di nostra cieca, et disleale scotta.
Regnano i sensi, et la ragion ¢ morta.
De I'un vago desio 1"altro pisorge.
Vertute, Honor. Belletto gentile.
Dolci parole ai be> rami m™@n giunto
Ove soavemente il cor s’inyesca.
Mille trecento ventisette. A)punto
Sul’ora prima, il di sesto d*aprile,
Nel laberinto intrai, né veggio ond’esca.
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~oncsclammoonclamozrcima: . pdwné eonuoraomelafole:
Lewe fiam  memonavquel foler + Toghofe p Matola wmpgnis.
Laqualne gl argelofia Chevattrusten quatt o mal fisole -
- Ehtyonfienpaliamat -odlorlegge N‘e(‘unalM:Dtm uu?-’lﬂm‘qu
:'aue::aztta.mlam?wuainm: > mummam
Stucting ofeurm-lalabellesm.  meum rguansll Ly fuor.

C. 437,222

Vulgata Savoca
-Licte, et pensofé, apcompagnate e sole, Licte, ¢t pensocompagnate, e sole,

donne che ragionand® ite per via, Donne che ragionaido ite per via,
ove &la vita, ove la morte mia? Ove ¢ I vita, ove la morte mia,
perché non & con voi, com’ella s0le? Perché non ¢ con voi, com’ella sole?»

- Liete siam per memoria di quel sole; «Licte siam per memoria di quel sole,
dogliose per sua dolce compagnia, Dogliose per sua dolce compagnia,
I qual e togi¢ vidia of Gelosia. La qual ne toslnvida et eelosi. |
Che d’altrui ben, quasi suo mal, si dole. Che d’altrui ben, quasi suo mal si dole».

- Chi pon freng a li amanti, o da lor legge? «Chi pon freng a li amanti, o da lor legge?
- Nesun al’alcorp «Nesun al’a corpd[ira et asprezza. |
questo or in lei, falor =i prova in noi. Questo or in lei, Talor si prova in noi.

Ma spesso ne la fronte il cor si legge: Ma spesso ne la fronte il cor si legge.
si vedemmo oscurar 1*alta bellezza, Si vedemmo oscurar 1°alta bellezza,
et tufti rugiadosi li occhi suoi. Et tutti rugiadosi li occhi suois.

Figure 19. Use of capitals in sonnets 211 and 222

And see (fig. 20) the conclusiveness of the argument concerning punctuation and
capitals in this verse of sestina 214 (v. 31).

Guardal mio finto Aleuaghegenoue

C. 427,214, v. .31

DIPLOMATIC TRANSCRIFTION  Guardal mio stato . Ale uaghegge nove
VULGATA Guarda *1 mio stato, a le vaghezze nove

SAVOCA Guard’al mio stato. A le vaghezze nove

Figure 20. Use of capitals and punctuation in sestina 214

This verse has been badly transcribed and misunderstood by all prior editors, omitting
the period and resolving Guardal into Guarda I But here, to restore the passage’s
syntactical and semantic coherence, together with the meaning of the original, one must
transcribe simply Guard’al mio stato. A le vaghezze nove.

New resolutions

A critical edition of very old texts is characterized above all by new readings and new
resolutions of graphic forms and words. The radical innovations in the new edition in this
area are many hundreds. Other new elisions of a, e, ¢, 7 have emerged in the original codex,
in perfect harmony with Petrarch’s graphemic and syntactic habits, in an edition that is
more conservative than all previous ones and can boast of having preserved all the letters
written by Petrarch without adding a single new one.

I present without comment the following table (fig. 21) with several of the newly
disentangled words.

In the last example, as in so many other instances, I have been able to disentangle a/
from Guardal because the systematic analysis of the graphemic (but also lexical and
semantic) system of the Canzoniere furnishes proof that Petrarch found the possibility of
eliding the final a of a verb acceptable when followed by the preposition a or al This
certainty has allowed the recovery of 417 cases of a/and 1439 cases of a. In this case, as in
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all my work, I have enlisted the method of concordances/correlations and computer science
in the service of philology and poetry.

VULGATA Mille fiate, o dolce mia guerrera,
per aver co begli occhizgstri pace
e Al 3 £ ”wsrm P F v’aggio proferto il -@ 0i non piace
Toteem: amer oechiaioftn pace - irar si -
&% 0 proferm il o1 ndpiage Muar fibaifo collamence almms mirar si basso colla menie/altera.

C 3.2l w 14 SAVOCA Mille fiate o dolce mia guerrera

Per aver ¢o® begli occhjvestri pace
V*aggio proferto il cor voi non piace
Mirar si basso colla mehte-gltera.

VULGATA chi lieti, et molti penser” tristi,

PRt o s 8 et Ties 2w puncerenih gl s pente de Pardie imprese:
ps fi pente o Ladie imprefe tal frutto nasce di cotal radice.

C. 36,173, w. 12-14 SAVOCA ochi lieti, et molti penser tristi,
‘pit1 si pente de I’ardite imprese.

Tal frutto nasce di cotal radice.

VULGATA Che fai? che pensi? che pur dietro guardi
ne tempo, che foenaz.non pote omai?

%‘Mwn@urm S legtieibiias ol siugnendo legne-ak 660 ove tu ardi?
C. 427,273, wv. 14

SAVOCA Che fai? che pensi? che pur dietro guardi
Nel tempo che fosnat ion pote omai?
Anima scunsour vai
Giugnendo legtie-alf6Co ove tu ardi?

VULGATA Et se pur s’arma talor a dolersi
I’anima a cui vien mancho
consiglio, ove °1 martir 1’adduce in forse,
rappella lei da la sfrenata voglia
subita vista, ché del cor mi rade
> o 5 ognielirdimpresa, et ogni sdegno
ﬂPﬁl-I 2 ogmt foegmo s fa "l veder lei soave.
© 267214 3133 SAVOCE, Et se pur s°arma talor a dolersi
L*anima a cui vien mancho
Consiglio, ove "] martir I’adduce in forse,
Rappella lei da la sfrenata voglia
Subita vista che del cor mi rade
Ogt ' impresa, et ogni sdegno
Fa’l veder lei soave.

VULGATA Che fai? che pensi? che pur dietro guardi

. _ ne tempo, che torraron pote omai?
% ’ 7 : W hy Tal? Anima scunsurvai
“n‘fwn@urm Ehagrewes legneiubfoeo ouie nw acbe il 4 siugnendo legne-aksto ove tu ardi

C. 427,273, wv. 14

SAVOCA Che fai? che pensi? che pur dietro guardi

Nel tempo che tosnarpon pote omai?
Anima sconso @ pur vai
Giugnendo legie-ak6C0 ove tu ardi?

VULGATA Guarda *1 mio stato, a le Daghezze nove
Che™nterrompendo di mia vita il corso
@\ - M in fatto habitador dombroso bosco;
4 " “ ol
C. 567, 214, w. 31-33 SAVOCA Guard®al mio stato. A le aghezze nove

Che ompemtto di mia vita il corso
M?an fatto habitador d’ombroso hosco.

Figure 21. Further examples of textual clarifications based on Petrarch’s graphemic
and syntactic habits

In conclusion I would like to reiterate that these achievements create important
conditions to introduce a “new” lyric Petrarch, keeping in mind the digital future of
humanist studies.
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